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Foreword

No one can read this informative book, I think, without a growing sense
of the great change which has taken place in advertising, sales, and market-
ing as a result of the electronic revolution of the past thirty years—and
especially the past ten. Radio and television—considered as economic instru-
ments—as advertising and sales media—are as unlike the old print media
as night is to day. They have demonstrated an immense power to move
people and to move goods. Their special qualities have created a challenge
which has been explored to date only partially—despite the talent poured
into this field by advertising agencies, advertising departments, and the
host of specialized organizations which have come into being to harness this
new econormic power.

When Gene Seehafer and Jack Laemmar published the predecessor to this
book back in 1951, television, it was estimated, received $332.3 million of
the advertising expenditures then going into major U.S. media. Only seven
years later the figure quadrupled to $1.36 billion, and television is still very
young.

It is always difficult to determine the dimensions of anything when you
are very close to it. But in my judgment the impact of radio and television
on our times will seem far greater to historians a hundred years from now
than it does to us today—even to those of us who are most biased in our
enthusiasms.

To me Successful Television and Radio Advertising is an invitation to
help harness the unique power inherent in person-to-person contact with the
tens of millions of people who can be reached by radio and television and
use it with maximum efficiency and good effect. This is a field only briefly
explored, only partially rescarched, only in the early stages of its develop-
ment. The possibilities are greater, I feel sure, than any of us know—and
the challenges are more interesting than the uninformed can believe.

Frank Stanton, PRESIDENT
CoLumBsia BroapcasTING SysTtEM, INcC.
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Preface

Since the appearance of our first collaboration, Successful Radio and Tele-
vision Advertising, in 1951, the broadcasting industry has undergone tre-
mendous changes. As expected, television grew in size, scope, and influence.
Radio found new programing and sales patterns to rcposition itself as a
valuable advertising medium.

In view of these developments it soon became apparent that a completely
new book was required, not merely a revision of Successful Radio and Tele-
vision Advertising. We were tempted, in fact, to writc two books—one on
television and one on radio, for each is a separate medium and merits special
treatment. But the economic aspects of publishing and the established college
teaching pattern of covering both subjects in a single coursce dictated a com-
bined treatment. Consequently we outlined an entirely new book that would
properly reflect the new roles of television and modern radio, treating each
as a separate medium.

Like its predecessor, this book was written according to a basic principle
of successful advertising—pretest carefully before launching national distri-
bution. Specialists in all phases of the industry were requested to review and
criticize drafts of pertinent sections or chapters. In this way we sometimes
probed arcas of healthy disagreement, and detailed follow-ups were essential.
It is quite natural that such situations should occur, for television and radio
advertising, like other forms of advertising, remains an art and not a science.
Conscquently there is room for creativity to suggest different strategy and,
at times, even opposite approaches. Thus various ways to handle given prob-
lems are often indicated.

Obviously we are indebted to many persons in all parts of the television
and radio advertising industry for their valuable counsel. We particularly
want to thank officers and members of the three trade associations, the
National Association of Broadcasters, the Radio Advertising Bureau, and
the Television Bureau of Advertising. More specifically, we acknowledge
the helpfulness of the following persons with deep appreciation, but hasten
to add that we alone assume responsibility for whatever criticism may be
advanced against the chapters.
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PART 1

Elements of the
American Commercial

Broadcasting System



l The American System
of Television and Radio

Broadcast advertising is a vital tool of successful marketing in America.
It is not a mystery or a trick. Reduced to its basic function it is simply
selling. Working closely with networks and stations, advertisers and their
agencies carefully plan broadcast advertising campaigns designed to attract
the largest possible audience of consumers and potential consumers. Sponsors
pay for the cost of broadcasting (except on the few educational stations,
supported by public funds), and in this manner the poorest individual
receives free entertainment that the richest could scarcely afford to buy.

Broadcasting is an extremely democratic channel of information, enter-
tainment, and communication. Broadcasters schedule programs that have
known audience appeal and also programs that they feel should be offered
to the public in its best interests. In the final analysis, all programs on
American television and radio stations succeed or fail on the basis of public
acceptance.

Most Americans are learning to choose their television and radio programs
in the same selective way they choose their newspapers and magazines.
Nobody walks up to a newsstand and orders all the publications off the top
row, for example, and then criticizes the publishers for an undesirable assort-
ment. Rather, people choose according to their individual taste—some Time
and Fortune, others True Story and True Confessions, some Harper’s and
Yachting—and viewers and listeners are beginning to select their programs
in the same careful and specific manner. They not only come to prefer cer-
tain stations but also to favor particular programs on that station. Moreover,
they often follow viewing guides and station logs and know when to switch
to other stations for specific programs they especially enjoy.

Although it is obvious that the public does not have a choice of all types
of programs at all hours, certainly no foreign system of broadcasting can
equal the American system in breadth of choice and in popular appeal.
Other systems of broadcasting throughout the world, discussed later in this
chapter, have been stunted and dwarfed in their development by rigid gov-
ernment control. But in the hands of private enterprise, the American system
has developed in a phenomenal manner.
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This chapter is the first of five discussing in detail certain key elements in
the American commercial broadcasting system. Fourteen of the most impor-
tant are listed in the next section. Three of these—stations, networks, and
the audience—are the subjects, respectively, of the three chapters which
follow; the others—sponsors, agencies, talent, packagers, research organiza-
tions, ctc.—are discussed where they logically fall within the structure of the
book. Although color television is not considered a separate element, it is
sufficiently important to merit scparate treatment and is therefore covered
in the last chapter of this introductory section.

Elements of the Television and Radio Advertising Industry

Numerous groups, some performing in conspicuous roles and others oper-
ating behind the scenes, play important parts in planning, creating, and
producing broadcast advertising. The following organizations make possible
the television and radio advertising on the air today :(\Ell) sponsors, (2) the
audience, (3) advertising agencies, (4) television and radio stations, (5)
television and radio networks, (6) television and radio station representa-
tives,! (7) talent, (8) program producers (packagers), (9) film producers,
(10) film distributors, (11) commercial production studios (film and video
tape), (12) recording studios, (13) library services, and (14) research
organizations.

Sponsors, of course, pay for all broadcast advertising presented over sta-
tions and networks and heard by the audience. Working closely with sponsors
in planning, creating, and producing the broadcast campaigns are advertis-
ing agencies, practically all of which have special broadcast advertising
departments. Assisting network and station sales staffs are station representa-
tives—organizations that serve as agents for various individual, noncompeti-
tive stations in the sale of national spot time.

Talent runs the gamut from persons seen on the TV sct or heard over the
air, such as announcers and actors, to the behind-the-scenes engineers and
production talent necessary to create, write, and produce programs and com-
mercials. In the trade, however, the term talent ordinarily refers only to
thosc who play on-the-air roles. Program producers are special groups that
create program ideas and produce them on the air. Those producing shows
on film are called film producers, and their shows are leased through film
distribution organizations.

Television commercials may be produced on film or video tape by special
commercial production houses, just as radio commercials may be transcribed
at recording studios. Numerous specialty organizations work with commercial
production houses and recording studios in manufacturing and processing
the finished films and transcriptions. Of the various library services, the
recorded music service is perhaps most important. Research organizations

! See Glossary for definition of terms.
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Fig. 1-1. Television and radio
are two different advertising
media and must be employed
in different ways. Like most
Americans, the George Gobel
family enjoys nighttime tele-
vision as a family unit, viewing
with attention and concentra-
tion. Television advertising
messages can be keyed both
to individual and to family-
group decisions. {Gomalco,
inc.)

measure practically all facets of the broadcasting industry, including station
coverage and circulation, pretesting of cornmercials, audience ratings, and
sales-effectiveness studies.

In the United States and certain other countries as well, there are non-
commercial educational stations. These stations do not permit advertising
and are ordinarily supported by universities or private funds. Since their
purpose is different from that of commercial stations, their operations are
not within the scope of this book. which deals exclusively with the television
and radio advertising industry.

Television and Radio—Two Different Advertising Media

Although many people consider television and radio in the same light,
both being broadcast media, the two are dissimilar in most practical adver-
tising applications. Combining sight (and sometimes color), sound, and
motion, television is, of course, the more potent of the two. It commands
attention, captures concentration. It reaches both individuals and family
groups. Often television is the primary medium in an advertiser’s campaign.

The radio audience today corsists largely of individuals rather than
groups. Not confined to one or two rooms of the house, radio can be heard
anywhere in the home, as well as in the car and, through portables, on the
beach or in the park. Since, however, it reaches people only through the car,
it needs greater frequency and ingenuity to achieve its advertising objective.
People tend to hear radio, but to ensure that they will listen to a sales mes-
sage requires a creativity in commercials that in many cases calls for talent
and skills even superior to those required by television. Radio ‘currently tends
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Fig. 1-2. Rodio is o different odvertising me-
dium from television, ovoiloble throughout the
home os well os in the cor ond outdoors.
Upper left: The cor rodio entertoins the fomily.
Upper right: Rodio delivers messoges to the
housewife while she works. Lower left: Clock
rodios wake up mony Americon fomilies ond get
them o to wor« or school on time. Lower right:
A teen-ager tckes her portoble to the beoch.
(CBS Rodio ond Henry L. Christol Co., Inc.)
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to be employed in a secondary role by national advertisers, although it often
scrves as a valuable primary medium for smaller national advertisers and for
many retailers.

Both the similarities and differences of television and radio advertising
are explained in this book, which attempts to show how the competitive
commercial broadcasting system enables businessmen, large and small alike,
to utilize these media as vital and effective ingredients in the successful
marketing of goods and services.

Development of the American Commercial System

Broadcasting, as we know it today, stems from discoveries as carly as 1729,
In that year an English experimenter gathered up the meager threads of
prior knowledge and pointed out the difference between the conductors and
insulators of what we now call electricity. Basic discoveries in the field of
magnetism and clectricity followed, cach investigator adding to the findings
of another. New facts became known to new thinkers, who, in turn, stimu-
lated others. The nincteenth-century development of the telegraph, the tele-
phone, and wireless telegraphy led to the development of wireless telephony
shortly after the turn of the twenticth century.

During the First World War the Armed Forces placed great emphasis on
the military development of better communications, and many unknowns
of wireless telephony became the knowns of radio. By the end of the war, radio
had grown from the laboratory stage to a point where it was ready to take
its place as a new industry. Numerous radio experimenters were on the air,
and by Jan. 1, 1922, according to the records of the Federal Communications
Commission, there were thirty liccnsed radio stations in the United
States.

But the problem of how the broadcasts were to be financed was still un-
solved. The American Telephone & Telegraph Company entered the broad-
casting business fecling, for one thing, that radio would supplant wired
telephone service. Other carly broadcasters were radio set manufacturers,
who believed that broadcasting activities could be paid for out of the profits
they derived from the sale of receiving sets. Numerous other ideas were
suggested for financing radio, some of which recommended complete
government control.

It soon became obvious that radio was no longer a toy but could be used
by American businessmen to advertise their goods and scrvices. More impor-
tant, it became apparent that advertising revenue could support radio
stations. The first commercial radio broadcast in the United States took
place on Aug. 28, 1922, over AT&T’s Radio Station WEAF, New York
(now WRCA). The broadcast was a sponsored talk from 5:15 to 5:30 p.m.
by H. H. Stockwell of the Queensborough Corporation, promoters of the
Jackson Heights real estate development on Long Island. The program con-
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sisted of a solid 15-minute commercial, extolling the virtues of the develop-
ment.

Advertising activities over other stations soon followed, including Brown-
ing King’s Wednesday Night Dance scries, the A&P Gypsies, the Cliquot
Club Eskimos, and other pioneer radio programs. Out of such early begin-
nings developed the American system of commercial broadcasting. This
pattern has continued in American broadcasting history, including AM
radio, FM radio, and television.

The Need for Regulation

When the Titanic sank in 1912, the ship was fully equipped with wireless
transmitting and recciving equipment. However, iceberg warnings and,
later, rescue operations werc hindered because numerous interfering wireless
transmitters, especially those of amateurs, were filling the air with Morse
code[To prevent the recurrence of such a tragedy, Congress passed the Ship
Wireless Act of Aug. 13, 1912. j

_The act required all transmitting stations to obtain licenses from the
Department of Commerce. “(Earlicr, Congress had given the Interstate Com-
merce Commission control over telegraph, telephone, and cable companies
sending messages in interstate or foreign commerce by wire or wireless. )
However, licensing under the act of 1912 was a mere matter of registration.
The Department of Commerce was inadequately staffed to handle the prob-
lems of stations shifting from their assigned frequency to another, stations
increasing their power without authority, and other complications.

Broadcasters with considerable sums invested in radio equipment de-
manded a strong government arm to prevent “the piracy of the air waves.”
The situation became acute as more and more broadcasters went on the air.
By Mar. 1, 1923, there werc 556 stations on the air, and on Feb. 23, 1927,
the official count was 733.

The Radio Act of 1927 established the Federal Radio Commission, which
took over regulation from the Department of Commerce on Feb. 23, 1927.
The present governing body, the Federal Communications Commission,
replaced the old Federal Radio Commission on July 11, 1934.

Yet at no time did the United States government sec fit to take over com-
plete control of radio stations or regulate radio programs in any but a broad,
gencral way by excluding lotteries from the air and prohibiting the use of
obscene, indecent, or profane language on the air. Commercial radio was
free to expand in America.

And expand it has! After a decrease in the number of radio stations from
1927 to 1934 (as of Jan. 1, 1934, there were 591 licensed broadcasting sta-
tions), more and more new stations began to be licensed. By Jan. 1, 1935,
there were 605, by 1940 the count stood at 814, and by 1945 it had grown
to 943. Following the end of the Sccond World War, the FCC was swamped
with demands for new TV, AM, and FM stations. As of Jan. 1, 1959, there
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were 3,323 AM stations, 577 FM stations, and 516 TV stations on the air.
The latter includes 435 VHF and 81 UHF stations. New figures are reported
cach month in the trade papers (see Table 1-1).

Table 1-1. Official Count of Commercial TV, AM, and FM Stations
(As of June 30 each year)

Commercial TV

Pending Total
Dele- applica- CPs Total CPs not author-
Year Grants  tions  tions Licensed on air on air on air 1zed
1949 15 7 338 13 56 69 48 117
1950 0 8 351 47 57 104 5 109
1951 0 0 415 81 26 107 2 109
1952 0 1 716 96 12 108 0 108
1953 381 6 572 101 97 198 285 483
1954 174 81 200 104 298 402 171 573
1955 67 58 127 137 321 458 124 582
1956 60 25 128 186 310 496 113 609
1957 55 13 129 344 175 519 132 651
1958 35 21 125 427 129 556 109 665
1959 24 22 146 475 91 566 101 667

Commercial AM

1949 200 55 382 1,963 43 2,006 173 2,179
1950 194 70 277 2,118 26 2,144 159 2,303
1951 116 35 270 2,248 33 2,281 104 2,385
1952 60 25 323 2,333 22 2,355 65 2,420
1953 187 23 250 2,439 19 2,458 126 2,584
1954 148 29 226 2,565 18 2,583 114 2,697
1955 161 18 304 2,719 13 2,732 108 2,840
1956 197 18 389 2,871 25 2,896 124 3,020
1957 232 14 431 3,044 35 3,079 159 3,238
1958 132 17 536 3,218 37 3,283 100 3,353
1959 159 12 749 3,328 49 3,377 123 3,500

Commercial FM

1949 57 212 65 377 360 737 128 865
1950 35 169 17 493 198 691 41 732
1951 15 91 10 534 115 649 10 659
1952 24 36 9 582 47 629 19 648
1953 29 79 8 551 29 580 21 601
1954 27 54 5 529 24 553 16 569
1955 27 44 6 525 15 540 12 552
1956 31 37 10 519 11 530 16 546
1957 40 26 24 519 11 530 31 561
1958 98 24 57 526 22 548 86 634
1959 153 18 75 578 44 622 147 769

source: FCC.



10 ELEMENTS OF THE AMERICAN COMMERCIAL BROADCASTING COMPANY

Development of Television (TV)

Experiments for sending visual images by electrical impulses were sug-
gested over a century ago. By 1873 it was discovered that selenium possesses
the property of transforming changes in light to corresponding changes in
electricity. Eleven years later a German patent was issued for a system of
conveying motion over wires with electricity. The invention utilized a rotat-
ing disc, or scanning device, which examined the scene and directed it into
points of light which were conveyed successfully over a single electric circuit.
Although selenium and rotating discs played their part in stimulating the
growth of television, neither is used in modern electronic television.

Several events of the 1920s led directly to television as we know it today.
In 1923 Vladimir Zworykin, now a naturalized American citizen, patented
the iconoscope tube. The iconoscope was the ‘‘eye” of the first electronic
television camera which observed the scene and made it possible to televise it
electronically. Zworykin developed another cathode-ray tube to receive the
image of the iconoscope. This he called the kinescope tube, which served as
the picture tube. All experiments at this stage were in black and white.

In 1925 a British experimenter transmitted what is considered to be the
first television image in motion, and 3 years later one of his programs was
received in the United States, 2,500 miles from the London television
transmitter.2

During the same year, 1928, the first “visual broadcast” stations were
licensed experimentally in the United States. In ensuing years most television
stations discarded the mechanical scanning system for transmitting television
signals and adopted the electronic system. Numerous experimenters, includ-
ing Philo Farnsworth and Allen B. DuMont, contributed to the development
of electronic TV. In 1939, the telccast of the opening ceremonies of the
New York World’s Fair signaled the opening of regular electronic television.

In February, 1940, the Federal Communications Commission approved
limited commercial television operations, since it was quite logical that tele-
vision, like radio, should be supported by advertisers. The FCC order was
rescinded in March of the same year, but by July 1, 1941, the Commission
again authorized commercial TV operations. The first commerical television
station license was issued to WNBT (now WRCA-TV), New York. The
Second World War put an end to most commercial television activity, and
only five commercial TV stations were licensed to operatc during the war.
Of these, two were in New York, one in Philadelphia, one in Schenectady,
and one in Chicago.

Just as experiments during the First World War aided the development
of radio, so experiments during the Second World War aided the growth of
television. Experimenters pooled ideas—the public began to cxpect television,

2 Yates, R. F., New Television: The Magic Screen (Didier, New York, 1948), p. 57.



THE AMERICAN SYSTEM OF TELEVISION AND RADIO B

long known to be “just around the corner.” Favorable economic conditions
followed the end of the Second World War, the FCC approved the use of
electronic television in black and white (rather than color TV), and the new
medium was introduced to the public on a mass basis.

Public acceptance of television in the late 1940s and early 1950s surpassed
even the most optimistic expectations. The public wanted television, and
practically overnight television sets became commonplace in American
homes. The FCC “freeze” on authorization of additional television stations—
from September, 1948 to July, 1952—made little diffcrence in the people’s
desire to buy television sets and to use them more each day than they used
their radios (see Table 1-2). Currently over 85 per cent of all American
homes have one or more television sets.

Table 1-2. Haw Peaple Spend Their Time in a Typical Week

Time spent
Activity (in millions of hours)
Watching television 2,198.7
Listening to radio 1,201.1
Reading newspapers 485.6
Reading magazines 233.6
Watching movie on TV 381.4
Attending movie 126.0

NOTE: Based on 7,000 sample of 126,564,000
people in the United States over 12 years
of age during the week of March 13-19,
1959.
sOurCE: Sindlinger & Company und Broadcast-
ing Magazine.

How Television Works

Television is dependent upon a characteristic of the human eye known as
the persistence of vision. The impression of an object remains, or persists, in
the mind for a fraction of a second after the object is removed from view.
This same characteristic makes motion pictures appear as continuous action
rather than as individual frames. Television is more complex than motion
pictures, for in television millions of separate impressions a sccond are
exposed to the viewer’s eye, and the result is smooth, continuous motion.

Here is a very simplified explanation of how black-and-white television
works. At the television studio, a tclevision camera is focused on the subject.
The subject may be a live studio program, a commercial film, or a slide, for
although each usually requires a different type of camera, the principle
remains the same. The televised image appears on the plate of the television
camera tube. This plate contains hundreds of thousands of sensitive particles,
each insulated from one another. When a picture is focused on the plate,
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each particle develops an electrical charge in proportion to the light falling
on it.

At the opposite end of the television tube a “machine gun” fires a fine
beam of electrons at the plate, moving from left to right and covering the
plate in 525 horizontal lines. Minute electrical impulses are created by the
beam’s reaction on each particle, and when the scanning is completed, there
are sufficient electrical signals to represent in its entircty the object focused
on the plate. These signals are carefully amplified and then sent to the trans-
mitter, where they are broadcast over the air in the same manner as an AM
radio station signal is transmitted. Simultaneously the audio signal is sent
on its way, using an FM signal. Synchronization of the two is automatic,
both in transmission and in rcception.

In the television home, the television antenna accepts the signal, which
reaches the kinescope (receiving) tube in the television set. The kincscope
actually reverses the process of the tube in the television studio camecra.
It, too, is a vacuum tube with an electronic “machinc gun” as onc of its basic
parts. As the kinescope gun sprays its electronic information on the individ-
ual particles at the oppositc end of the tube, cach fluorescent particle glows
in proportion to the signal it receives. The result is a television picture on
the receiving set.

It is fascinating to realize that there are about 200,000 picture clements
to each picture telecast and that approximately 30 scparate picturces are
transmitted each sccond. This means that 6 million picture areas are covered
in a second. Even more fantastic, although cach electronic gun covers the
525 lines from left to right in producing the image, it docs not cover the
lincs in order. To prevent distortion it races through every other line and
then goes back and fills in the missing ones.

Video tape (VTR) is a mcans of recording both audio and vidco tele-
vision signals on film (sec Chap. 8). When video tape is used as a source
of program or commercial material, the elcctronic information on the tape
is fed directly to the control room. There the video switcher routes the pro-
gram as necessary, to the master control and ultimatcly to the transmitter.
It is unnecessary to use any other pickup equipment, such as a live camera,

when VTR is employed.

Commercial Color Television

Although black-and-white tclevision was amazingly successful in America,
cxperiments continued with the ultimate in TV—color television. In Octo-
ber, 1950, the FCC authorized mcchanical color television. This was the
CBS color system, also called the field-scquential system. In this method a
scries of individual red, green, and blue pictures (ficlds) were transmitted
and reccived, synchronized with a color disc to form color television. This
was an incompatible system; that is, the color television signals transmitted
by this method could not be received by any existing black-and-white sets—
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only by special mechanical color sets. Acceptance of mechanical color was
poor, and the FCC order was suspended a year later.

Meanwhile, the Radio Corporation of America and other organizations
were perfecting compatible color television. This is the dot-sequential system,
commonly called electronic color tclevision. In this method special color
cameras divide the scene into threc additive primary colors (red, green,
and blue). Each of the colors is transmitted separately to color sets in the
home, where a reversal of the procedure takes placc. When color signals
reach the black-and-white receiver, the electronic data pertaining to color
(hue and saturation) are ignored. However, the receiver accepts the bright-
ness signal, also transmitted in color television, and this results in a black-
and-white picture on the set. A more detailed description of color television
is found in Chap. 5.

Although clectronic color television was approved by the FCC in Decem-
ber, 1953, the high cost of scts and the limited number of color programs
on the air have made the public slow to accept the innovation. Even efforts
to convert stations to all-color programing (as attempted by Television
Station WNBQ, Chicago, in 1957) and to promote heavily the sale of color
television sets have been quite unsuccessful. Currently there are about
435,000 color television sets in the United States, with the great majority in
New York and Chicago. Color television, however, is the only aspect of the
television industry that has not lived up to expectations.

CCommunity Antenna Television Systems (CATv) ]

In certain geographical areas in the country. notably in mountainous
regions, direct reception of television is technically or economically imprac-
tical. Valley towns in the Rocky Mountain states are one cxample. In such
locales residents can reccive television only if there is a nearby booster or
satellite station or if they install exceptionally tall and expensive antennas.
Rather than having each person in such a community crect his own antenna,
community antenna television systems (CATv) have been established. One
organization constructs a common antenna, and local residents pay an
installation fee plus a monthly service charge for the privilege of tapping it.
Although such arrangements have proved satisfactory in bringing tclevision
to communities that would otherwise be without it, they have provoked
litigation relating to “piracy” of the programs. There is no final decision on
the matter as of this writing.

Development of Frequency Modulation (FM)

While television was still in an ecarly experimental stage. frequency modu-
lation (FM) radio was perfected. FM is a special method of radio broad-
casting and transmits a signal that cannot be picked up by the standard
amplitude modulation (AM) receiver. As indicated in Fig. 1-3, the standard
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AM station transmits a wave pattern varying in height or amplitude—hence
the term amplitude modulation. But in FM broadcasting the height of the
wave remains constant and the frequency (distance between waves) changes
—hence the term frequency modulation. To use a simple analogy, AM broad-
casting may be likened to a narrow, single-lane highway (10,000 cycles
wide). A car (AM signal) travels down the road and, swerving from side
to side, runs onto the shoulder (static) from time to time. But with FM
broadcasting the road is a superhighway (200,000 cycles wide). It can
accommodate large and luxurious limousines. Swerving from side to side,
the FM luxury car cannot reach the outer edge. In other words, the signal
cannot pick up outside interference, and original sounds are reproduced by
the FM radio in their full luxury, without static.

For all practical purposes FM was ready for commercial use in the early
1930s. When the Second World War put a stop to all radio station construc-
tion, nearly fifty FM stations were on the air, and others were in various
stages of planning. After the war, however, FM development was overshad-
owed by the rapid growth of television, which was far more interesting to

NAS
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{ T \‘ Al

Frequency modulation (FM) rodio

Fig. 1-3. Difference between AM radioc and FM radio. Sound: The identical electric sound
wave leaves each microphone. Carrier: The carrier wave before it has taken the sound wave

) aboard. It, too, is the same for AM and FM. Sound on carrier: The sound wave has

modulated [adjusted) the carrier. In AM radio the amplitude (height) of the carrier
modulates (increases and decreases) with the requirements of the electric sound wave—
hence the term "amplitude modulation.” In FM radio the amplitude of the carrier remains
constant. The frequency (distance between the waves) of the carrier modulates in ac-
cordance with the sound. The modulated FM carrier bunches together in places and stretches
out in others, like an accordion—hence the term "frequency modulation.” Sound and static
on carrier: In AM radio the sound and carrier waves become tangled with the static,
whereas in FM radio the sound wave is protected within the carrier. What the receiver does:
The AM receiver reproduces the entire upper halt of the modulated carrier, including static,
when present. The FM receiver shaves off the distorted top and bottom of the carrier wave
since sound is produced by a change in frequency and not by a change in amplitude.
How sound "looks” at the loudspeaker: The AM receiver has reproduced both the sound
and the static, but the FM receiver has eliminated static. (General Electric.)
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the public and set manufacturers alike. Moreover, during the war the FCC
had shifted the FM band from 42-50 megacycles to 88-108 megacycles,
thereby rendering obsolete all existing FM receivers and increasing the
public’s doubt about the advisability of buying sets.

By 1958, however, a resurgence of interest in FM became noticeable. The
AM broadcast band was ncaring complete saturation of stations, and FM
channels offered additional broadcast expansion possibilitics. Moreover, set
manufacturers, once preoccupied with television, began to produce more
combination AM-FM scts at lower prices. The public interest in high-
fidelity music, enhanced by the record industry, represented another oppor-
tunity for FM broadcasting. Many stations with FM outlets that had merely
been duplicating the programing of their sister AM station began separate
programing activitics and were able to sell FM time to advertisers. Other
stations that had relinquished their FM station license reapplied for FM
permits.

The possibilities of multiplexing also encouraged interest in FM. Through
multiplexing, a2 method of transmitting two or more separatc program serv-
ices over the same FM channel, a single station can program to home receiv-
ers with one show, to special receivers in supermarkets with a second, and
to special receivers in places of business with background music with a third.
Thus FM once again started its public development, which had been retarded
initially by the Second World War and then by the intense postwar interest
in television,

Size of Television and Radio Advertising Investments

Table 1-3 shows the growth and development of television as an advertis-
ing medium and the readjustment of radio as an advertising medium. Note
that from 1949 to 1952 radio ranked as the third most important advertising
medium in the United States, in terms of advertising investments by adver-
tisers. Meanwhile television was advancing from seventh place to fifth place.
Currently television is the third-ranking medium, and radio has moved to
fifth place. In terms of national advertising investments only (exclusive of
retail advertising), television is the leading medium in the United States.
An analysis of net time sales (Table 1-4) shows that, in television, more
money is invested in network advertising than in any other form. In radio,
the heaviest investment is in local advertising.

The Advantages Claimed for Television
as an Advertising Medium
Television advertising offers several unique advantages, shares some desir-

able features with other media, and lacks certain attributes that these media
claim. Throughout this book, ways to capitalize on television’s special charac-
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Table 1-3. Advertising Expenditures by Major Media (1949-1958)*
(In millions of dollars)

1949 1950 1951 1952 1953 1954 1955 1956 1957 1958
Newspapers $1,915.7 (1)% $2,075.6 (1) $2,257.7 (1) $2,472.8 (1) $2,644.8 (1) $2,695.3 (1)  $3,087.8(1) $3,235.6 (1) § 3,325.0(1) $ 3,120.0 (1)
Direct mail 755.6 (2) 803.2 (2) 923.7 (2) 11,0243 (2) 1,099.1(2) 1,202.4 (2) 1,208.9 (2) 1,419.2 (2) 1,500.0 (2) 1,560.0 (2)
Television 57.8(7) 170.8 (6) 332.3 (5) 453.9 (5) 606.1 (5) 809.2 (3) 1,025.3 (3) 1,209.9 (3) 1,315.0 (3) 1,360.0 (3)
Magazines 492.5 (4) 514.9 (4) 573.7 (4) 615.8 (4) 667.4 (3) 667.9 (4) 729.4 (4) 794.7 (4) 830.0 (4) 770.0 (4)
Radio 571.4 (3) 605.4 (3) 606.3 (3) 624.1 (3) 611.2 (4) 558.7 (5) 544.9 (5) 570.7 (5) 648.0 {5) 616.0 (5)
Business papers 248.1 (5) 251.1 (5) 292.1 (6) 365.2 (6) 395.0 (6) 407.5 (6) 446.2 (6) 495.5 (6) 530.0 (6) 540.0 (6)
Outdoor 131.0 (6) 142.5 (7) 149.2 (7) 162.1 (7) 176.3 (7) 186.9 (7) 192.4 (7) 199.6 (7) 204.0 (7) 199.1 (7)
Farin papers (regional) 20.5 (8) 21.2 (8) 25.7 (8) 29.4 (8) 30.8 (8) 31.8 (8) 33.8 (8) 36.0 (8) 34.0 (8) 34.0 (8)

Miscellaneous 1,009.6 1,125.3 1,265.4 1,408.6 1,524.6 1,604.4 1,835.7 1,943.5 2,046.0 1,996.9

Total $5,202.2 $5,710.0 $6,426.1 $7,156.2 $7,755.3 $8,164.1 $9,194.4 $9,904.7 $10,432.0 $10,196.0

* The figures include expenditures for space and time as well as for talent and production cos

ratio has been prod

d for each

Table 20-1.

+ Numbers in parentheses indicate rank.

SOURCE: Printers’ Ink.

When the time (or space) revenue is multiplied by the
vertising expenditures in that medium. Broadcasting talent and production ratios are as follows: net
network radio, 35%; spot radio, 8%; local radio, 16%. For national-only advertising expenditures,

ts. The latter have been measured relative to time and space costs, and a
talent and production ratio, the product is an estimate of total ad-
work television, 70%; spot television, 17%; local television, 45%;
showing television as the leading national advertising medium, see
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Table 1-4. Broadcasting Time Sales

Television time sales

Change Change Change Change Change
from from from from from

National previous Regional previous National previous previous previous
Year network year network year spot year Local year Total year

1950 $ 35,210,000 +226.19% (not reported) $ 25,034,000 +244.1% $ 30,385,000 +221.2% $ 90,629,000 +229.2%
1951 97,558,000 +177.1 59,733,000 +138.6 51,304,000 + 68.8 208,595,000 +130.2
1952 137,664,000 <+ 41.1 80,235,000 + 34.3 65,171,000 + 27.0 283,070,000 + 35.7
1953 171,900,000 + 24.9 124,318,000 + 54.9 88,474,000 + 35.8 384,692,000 + 35.9
1954 241,224,000 + 40.3 176,766,000 + 42.2 120,131,000 + 35.8 538,122,000 + 39.9
1955 308,900,000 + 28.1 222,400,000 + 25.8 149,800,000 + 24.7 681,100,000 + 26.6
1956 367,700,000 + 19.0 281,200,000 + 26.4 174,200,000 + 16.3 823,100,000 <+ 20.8
1957 394,200,000 + 7.2 296,400,000 + 5.4 178,100,000 + 2.2 868,700,000 + 5.5
1958 414,146,000 + 5.1 307,768,000 + 3.8 177,847,000 — 0.1 899,762,000 + 3.6

Radio time sales

1950  $124,633,089 — 3.3% $6,897,127 +15.0% $118,823,880 + 9.7% $203,210,834 + 11.6% $453,564,930 + 6.6%
1951 113,984,000 — 8.5 8,481,000 +23.0 119,559,000 + 0.6 214,519,000 + 5.6 456,543,000 + 0.6
1952 102,528,000 — 10.0 7,334,000 -—13.5 123,658,000 + 3.4 239,631,000 + 11.7 473,151,000 + 3.6
1953 92,865,000 — 94 5,192,000 —29.2 129,605,000 + 4.8 249,544,000 + 4.1 477,206,000 + 0.9
1954 78,917,000 — 15.0 4,767,000 — 8.2 120,168,000 — 7.3 247,478,000 — 0.8 451,330,000 — 5.4
1955 60,268,000 - 23.6 3,809,000 -—20.1 120,393,000 + 0.2 272,011,000 + 9.9 456,481,000 + 0.7
1956 44,839,000 - 25.6 3,585,000 — 5.9 145,461,000 + 20.8 297,822,000 + 9.5 491,707,000 + 7.7
1957 47,951,000 + 6.9 3,709,000 + 3.5 169,511,000 + 16.5 316,493,000 + 6.3 537,664,000 + 9.3
1958 47,182,000 — 1.6 3,834,000 + 34 168,715,000 — 0.5 311,905,000 — 1.4 531,635,000 — 1.1

NOTE: These are total billings for all United States stations and networks after all frequency and promotional discounts but before pay-
ment of commissions to agencies, sales representatives, etc. Figures are those officially reported by the FCC, except for 1958 figures,
which are estimated.

SOURCE: Broadcasting Magazine, Feb. 9, 1959.
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teristics are pointed out, as well as ways to minimize its shortcomings. The
basic advantages claimed for television as an advertising medium may be
summarized as follows:

1. Television approximates face-to-face salesmanship, combining sight
(sometimes color), sound, and motion.

2. Television offers immediacy and timeliness.

3. Television permits individual and group selling.

4. Television permits sponsor selection of program content and full
credit for program sponsorship.

5. Television leads viewers directly into the commercial.

6. Television exposes each word of advertising copy and permits almost
unlimited variety in presentation.

7. Television offers all the advantages of radio’s spoken word.

8. Television offers all the advantages of FM sound reproduction.

9. Television is habit-forming.

10. Television reaches the housewife in her home.

In addition to these ten basic advantages, certain additional benefits accrue
to the advertiser who uses network, national spot, or retail television adver-
tising, as pointed out in later chapters.

Television Approximates Face-to-Face Salesmanship. Television’s integra-
tion of sight (and sometimes color), sound, and motion is almost equivalent
to personal, face-to-face salesmanship. Without a doubt this combination of
characteristics gives television an advantage over all other forms of advertis-
ing. Television, in fact, goes one step beyond face-to-face selling, for its
personal salesmanship can be supplemented with close-up demonstrations,
music, and film footage to establish and sustain a mood, animation and
special film techniques, firsthand personal endorsement, and other forms of
sales persuasion.

Television Offers Immediacy and Timeliness. The moment the television
commercial is on the air it can be received by viewers. There is no delay
between the time of production and the time of reception, as in print media.
Moreover, live television commercials can accommodate last-minute changes,
whereas the deadline for changes in print advertising may be as much as six
weeks before publication. Thus the advertiser can decide very close to the
day of the broadcast what product to promote and the best way of present-
ing the sales story. For many retail advertisers, television’s ability to reach
suburban, rural, and urban audiences simultaneously is also a special benefit.

In addition, television stations may be on the air for 12 to 18 hours a day,
thus permitting the advertiser to broadcast his sales message at the best hour
to reach his consumers (though it must, of course, be commensurate with
time availabilities). There is no need to make advertising fit the schedule
of a daily, weekly, or monthly periodical. Television is present throughout
the day and evening with all the facilities necessary to carry the advertising
message to individuals and to family groups at their convenience, rather than
at the convenience of the advertising medium.
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Television Permits Individual and Group Selling. Television is intimate—it
comes directly into the home and finds a welcome both from individual
members of the family and from the family as a buying unit. This dual
appeal represents one of the most potent aspects of television’s effectiveness.
Commercials can utilize personal phrascology, such as “you” and “I,” to
reach the individual. In addition, products or services that call for family
decisions can be explained to the group, to encourage a favorable decision
from all members of the family.

Television Permits Choice of Program Content. On television the program
campaign sponsor can select the type of entertainment (editorial) matter
suitable to his product and his audience. As a television advertiser, he does
not have to rely on another’s choice of editorial content to attract customers,
as he must in buying magazine and newspaper space. On television, the
sponsor can make certain that the proper editorial framework and mood
surround his commerical messages, so conducive to sales success. This does
not imply that the agency or advertiser controls programing on networks
or stations. Rather, the sponsor has a choice of several programs offered by
networks, stations, and packagers and selects, with broadcaster approval,
the program that best matches the desires of his primary audience group.

Having created the proper type of program for his audience, the sponsor
is in a position to capitalize fully on the benefits of viewer gratitude, good
will, and respect which the program generates. The audience recognizes that
the entertainment comes from the advertiser, not from the medium. In tele-
vision the sponsor receives full credit for the editorial content of his show.

Television Leads Viewers Directly into the Commercial. Print advertising
attempts to stop the reader at a time when he may be most interested in
reading the editorial content of the magazine or newspaper or enjoying the
illustrations. On television the commercial message is offered at the proper
psychological moment. Thus, rather than forcing the individual to swing
himsclf from editorial content into the sales message, the television commer-
cial unfolds itself, while the viewer remains passive. )

Television Exposes Each Word of Advertising Copy. Every word of the
television advertising message may be considered a headline, for while the
commercial is being broadcast, it is without competition from any other part
of its own message and isolated from competition from other commercials
or entertainment matter on the air. The announcer reads one word at a time
—there is no small type to be overlooked, nothing to divert attention from
the logical flow of thoughts the commercial presents.

The average announcer can read at least 160 words of copy per minute
with ease, a rate that permits complete comprchension on the part of the
audience. A typical half-hour evening television program with 3 commercial
minutes can, therefore, expose as many as 480 words of advertising copy to
the public. Since daytime advertising standards permit longer commercials,
the advertiser can use even more words at these hours. Thus, television
enables the advertiser to use many more words than are usually feasible in
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print advertising, especially with the trend in many print advertisements
toward a minimum of body copy.

Moreover, the special electronic qualities of television cameras and equip-
ment, plus the special photographic devices of movie cameras, permit un-
limited variety in commercial presentation. New video and audio devices
can be seen almost every day on modern television.

Television Offers All the Advantages of Radio's Spoken Word. Although
television is not radio advertising with pictures (far from it—sce Chap. 9),
certain desirable features of radio advertising are inherent in the audio por-
tion of the television commercial. One of the key factors in radio’s effective-
ness is its use of a natural, friendly, sincere, persuasive, and effective means
of communication—the human voice. Television shares this basic advantage.

Television Offers All the Advantages of FM Sound Reproduction. Since the
audio signal of television is an FM signal, the advantages of FM reproduc-
tion are also advantages of television sound. The two most important are
reproduction of a wide range of frequencies and lack of static and interfer-
ence. Each is explained later in this chapter.

Television Is Habit-forming. Many American homes schedule daily activi-
ties around television shows. Housewives often plan their work in a way that
permits them to watch favorite daytime shows. Children have their favorite
television personalities, and eating lunch and dinner in front of the television
set is not an uncommon experience in most homes. Popular westerns, serial-
ized dramas, quiz shows, and newscasts are part of habitual viewing patterns.
Clocks can be set by viewing activities.

Since one of the basic principles of successful advertising is to repeat mes-
sages again and again, television’s ability to reattract viewers exposes them
repeatedly to commercials in a manner conductive to achieving advertising
results.

Television Reaches the Housewife in Her Home. Throughout practically
all parts of the day and the evening, there are more women in the television
audience than there are men or children. Busy as women are, they can enjoy
television while doing various household duties in the home. Thus, advertisers
can reach them with sales messages while print media cannot. The impor-
tance of being able to reach women throughout the day and evening is
apparent when one realizes the role of women in purchasing all types of
products and in influencing the purchases of others.

Problems of Television Advertising

There are two fundamental disadvantages associated with television adver-
tising: (1) television is a large-investment medium, and (2) the advertising
message is perishable.

The basic investment in cameras, in-studio equipment, transmitters, and
antennas dictates the high cost of television facilities, and the costs of studio
facilities, lighting, sets, props, and talent are also high. Thus for most adver-
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tisers, television time and talent costs take a considerable number of adver-
tising dollars. It is a rule of thumb that the average network nighttime
commercial minute cost is about $35,000, and a nighttime announcement in
a major market may cost between $500 and $1,000. Morcover, in order to
buy a program campaign, the advertiser must commit himself to a contract
period, at times as long as 52 weeks for an outstanding program. This, of
course, tics up advertising funds that might be used for other purposes or
invested more opportuncly during later months.

The high dollar costs of television, however, do not mecan that it is an
expensive medium. In terms of what it offers—the chance to reach a large
audicnce with the effective combination of sight, sound, motion, and imme-
diacy—tclevision is actually inexpensive. The cost per thousand homes
rcached and the cost per thousand viewers reached are relatively low. But it
takes a large number of advertising dollars to make this efficient purchase.

If a viewer turns his set on after the advertiser’s commercial has been
broadcast, the advertising value of the message, of course, is completely lost.
There is no way that the viewer can do what the reader of the newspaper or
magazine can do—come back to the publication days or weeks later and
receive the advertising impression. Thus, it is said that television advertising
is perishable. To offset this fundamental problem, the advertiser works
closcly with his network or station to promote and merchandise the cam-
paign, hopeful that this will help attract a maximum audience.

Depending upon the specific situation, there are additional disadvantages
associated with television advertising. Poorly prepared commercials and
programs may cause vicwer criticism and decaler dissension. At times, compe-
tition on other stations may be so strong that a television purchase, which
scemed outstanding when the contract was signed, proves to be an incfficient
investinent. For retail advertisers, the complications of television production
loom large and forbidding in contrast to the well-trodden paths of radio
production and newspaper production. Getting good availabilities may prove
to be a problem in many markets. In all cases, however, competent personnel
and careful time buying will go a long way toward overcoming such problems
of television advertising.

The Advantages Claimed for AM Radio
as an Advertising Medium

Like other media, radio advertising has certain basic advantages and
certain basic problems which the advertiser must face. The fundamental
advantages claimed for radio advertising may be summarized as follows:

1. Radio uses the spoken word.
2. Radio offers immediacy and timeliness.
3. Radio offers personal salesmanship to individuals.

4. Radio is portable.
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Radio permits choice of program content.

Radio leads listeners directly into the commercial.

Radio delivers each word of advertising copy.

Radio reaches the housewife in her home.

Radio is low in cost.

10. Radio has a broad national reach.

In addition to the above basic advantages, additional benefits are associ-
ated with the use of network, national spot, and local radio advertising, as
pointed out in later chapters.

Radio Uses the Spoken Word. There is no more natural way to communi-
cate than to talk, and a warm, friendly human voice can be extremely inter-
esting, informative, and persuasive in delivering an advertising message.
Since the human voice can be heard while one is doing other things, radio
requires no effort on the part of its listeners and thus can reach people while
they are isolated from other media. Many busy Americans with little time to
sit down and read or view depend on radio’s voice to keep them up to date
on the move—to provide them with information and news, including adver-
tising, which they might otherwise not know. In some respects, radio adver-
tising can make the human voice cven more effective than it would be in a
personal interview; for a broadcast message can be enhanced by appropriate
and distinctive music and special effects to make the impression memorable.

The spoken word of radio also permits imagery transfer, the ability of a
distinctive word, phrase, sound cffect, musical selection, or other audio
device to awaken latent thoughts implanted by previous or current advertis-
ing in any medium.,The sound of Fibber McGee’s closct would undoubtedly
remind many of the Johnson’s Wax advertising of many years ago; two wail-
ing blasts of a foghorn would remind some of the “B-O” notes on carly
Lifebuoy Soap advertising. Radio can also repeat a jingle, stress a theme line,
repcat a basic sclling statement, or otherwise remind listeners of current
advertising heard, seen, or read in other media carrying the primary cam-
paign.

Radio Offers Immediacy and Timeliness. Like television, radio offers imme-
diacy and timeliness. Simultaneously with the broadcast, the advertising is
heard in urban and rural homes alike. Many radio stations are on the air
24 hours a day, offering every opportunity to reach listeners at the time
when it is most appropriate to communicate to them. Food advertisers can
time radio messages during the morning hours; an advertiser selling car air
conditioners, gasoline, or other products for men can reach them during
‘“driving hours” (often considered as 7 to 9 a.M. and 4 to 6 p.M.) ; a head-
ache remedy can be scheduled during late-evening hours. Also commercials
can be broadcast on the days of the week which precede or coincide with
the days of heavy product purchase. Radio, moreover, often reaches people
with “the last word” when they are on their way to shop. The Radio Adver-
tising Bureau has made a series of such studies on various types of products.

LOR®NO

M
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Radio Offers Personal Salesmanship to Individuals. Many consider televi-
sion the medium to reach a group and radio the medium to reach individ-
uals. Although the average home has only one television set, shared by all
members of the family, there are usually several radio sets, often including
one or more portables or transistors. Thus each person virtually has a set
of his own and can listen to any program he chooses at any hour of the day
or night. Simultaneously, the housewife may be listening to the kitchen
radio as she prepares dinner, a teen-aged daughter may have her bedroom
set on for a musical program, and her father may be listening to the ball
game on a portable in the workshop, the garage, or the yard.

Radio Is Portable. Radio’s effectiveness in selling to the individual is
largely due to the characteristics of radio receivers. Small, lightweight, and
inexpensive, radio can follow the individual wherever he goes. Car radios
alone practically constitute a special advertising medium for Americans on
the go, when they are beyond the reach of most other media, with the single
exception of outdoor advertising.

Radio Permits Choice of Program Content. Like the television program
campaign sponsor, the radio program campaign advertiser can select the
type of show that is most likely to appeal to his particular consumer group.
He has a wide range of programs from which to choose in attempting to find
one that offers an appropriate setting for his commercial messages. He need
not rely on a newspaper or magazine editor to select material capable of
attracting the audicnce he wants; he can do this himself.

Radio Leads Listeners Directly into the Commercial. Radio advertising
messages are offered at a psychological break—at the end of a musical
selection, just before a news report, between innings of an exciting game.
Entertainment ends and the commercial follows without effort on the part
of the listener. In this manner, neither program material nor another portion
of the commercial interferes with the presentation of the sales message.

Radio Delivers Each Word of Advertising Copy. In radio there is no small
type to be skipped over. Every line of radio copy may be considered a head-
line, for the words arc read to the listener one at a time. A typical radio
message not only contains more words than the typical print advertisement
but, properly conceived and produced, assures the advertiser that the public
is exposed to the entire message.

Radio Reaches the Housewife in Her Home. Although a busy housewife
cannot read the paper or a magazine while working in her home, she can
listen to the radio. Messages about food when she is preparing meals, com-
mercials about housekecping aids when she is cleaning the house, to give just
two examples, indicate how radio can effectively communicate to the
purchasing agent for the home. As mentioned previously, this advantage is
extremely important, for the housewife not only buys a substantial number
of products herself but influences the purchases of other goods and services.

Radio Is Low in Cost. Radio advertising is one of the lowest-cost advertis-
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ing media. A network radio commercial minute can be purchased for as little
as $1,000, or even less. Individual announcement costs for metropolitan
markets rarely exceed $100 and on small-market stations may be only a few
dollars. Thus, radio ties up far fewer advertising dollars than television and
enables the sponsor to achieve domination of the medium with a much lower
investment.

Radio Has a Broad National Reach. With about 150 million radios in the
United States, almost 97 out of every 100 American homes have one or more
radio sets. This almost universal distribution, together with the high inci-
dence of multiple-set ownership, the prevalence of car radios, and the popu-
larity of portable and transistor models, make radio’s reach broad and
sweeping—into all income groups, all geographical areas, all types of com-
munities, rural and urban alike. Radio’s reach is nearly half again the
potential of all magazines combined and at least 20 per cent larger than that
of all daily newspapers combined.

With a TV set found in 85 out of every 100 American homes, television
comes relatively close to radio’s reach. However, it has substantially less
penetration among certain subgroups, such as Southeastern U.S., for
example.

Problems of AM Radio Advertising

Radio is not without its disadvantages—primarily the fact that many peo-
ple merely hear radio and do not listen attentively. It is up to the advertiser
to create interesting and stimulating messages that arrest the listener and
command his attention.

Radio, of course, cannot illustrate the merchandis? as can be done on
television or in print media, and although most products can be sold by
radio,] certain items do not lend themselves to verbal description)Radio
messages can build highly desirable and personalized word pictures, but
many products must be actually seen before consumers can be motivated
into buying.

Like television, moreover,(radio delivers a perishable message.)Unfortu-
nately, too, some stations have permitted crowded commercial conditions,
thus negating the effectiveness of all commercial messages and tending to
give the entire radio advertising industry a bad name.

It is also apparent that some Americans seem to enjoy criticizing broadcast
advertising, on television as well as on radio, and this fad persists even
though research indicates that many commercials are as interesting to the
audience as the program material itself. It is certainly true that some broad-
cast advertising messages are boring, annoying, or in other ways irritating.
However, no member of the audience has to subject himself to what, by his
personal standards, he considers a poor commercial. A simple switch of the
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dial is all it takes to tunc in another program. And low program ratings
guide networks, stations, agencies, and sponsors in improving broadcast
advertising. It must also be remembered that criticism of individual com-
mercials should not be construed as criticism of all broadcast advertising.
More and more Americans are learning to choose their television and radio
programs as they do their reading matter. They plan their viewing and
listening activities in much the same way that they plan their reading, as
mentioned earlier in this chapter.

The Advantages Claimed for FM Radio
as an Advertising Medium

In addition to most of the basic advantages claimed for AM radio adver-
tising, such as use of the spoken word, immediacy, and word-by-word com-
mercial exposure, four special benefits are associated with FM radio adver-
tising :

1. FM offers high-fidelity sound reproduction.

2. FM gives static-free, nonfading reception.

3. FM prevents interference from other stations.

4. FM reaches special audience segments.

FM Offers High-fidelity Sound Reproduction. The human ear can hear
sounds ranging from 16 to 16,000 vibrations (cycles) per second. The num-
ber of vibrations is usually referred to as the frequency of the sound waves.
Whereas AM radio signals range from about 50 cycles per second to as high
as 8,000 cycles per second, FM radio will reproduce signals as low as 30
cycles per second to as high as 15,000 cycles per second. Because of these
high-fidelity characteristics, FM can reproduce practically all the tones and
overtones that the human ear is capable of hearing. Morcover, the trend
toward high-fidelity recordings can be complemented by FM’s high-fidelity
broadcast reproduction.

FM Gives Static-free, Nonfading Reception. Perhaps the most apparent
advantage of FM radio is freedom from static. The FM signal is unaffected
by clectrical storms or man-made interference, such as might be caused by
passing streetcars, electric razors, vacuum cleaners, and the like. FM has
solved the reception problem in many areas constantly harassed by static.
Since the FM signal is not affected by the Heaviside layer, there is no differ-
ence between daytime and nighttime FM reception; neither is there signal
fading. Once the FM station is properly tuned, there is no need for readjust-
ing. This characteristic is especially important in rural areas at some distance
from the station’s transmitting towers.

FM Prevents Interference from Other Stations. Another advantage claimed
for FM is freedom from interference among stations operating on the same
or adjacent channels. Except in rare cascs interference will not be experi-
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enced from other stations within the service areas defined by the FCC.
Instead of the signals of two stations being mixed in the FM receiving set,
the more powerful one will completely dominate reception.

FM Reaches Special Audiences. Although FM radio is merely a substitute
for AM broadcasting in some parts of the country, FM stations concentrated
in the same general area usually offer specialized programing. Some stations
play classical music, others feature “soft” background music, and still others
cater to special audiences, such as church groups or jazz fans. Many FM
stations provide storecasting or functional music services. Since most FM
stations specialize in what is considered better music (classics, semiclassics,
and standards), it is often said that FM reaches a quality audience.

Problems of FM Radio Advertising

FM advertising, of course, has the same basic shortcomings as AM radio
advertising—a perishable message that does not illustrate the product.
Because of its special characteristics, however, FM has certain additional
disadvantages,[including a limited audience, slow growth, and the require-
ment of critical set tuning.

Although FM radio broé)dcasting was perfected before the advent of tele-
vision, neither set manufacturers nor consumers showed much enthusiasm,
so that its growth has been extremcly slow. In many cases FM stations
merely transmit the AM programs, offering no special inducement to the
public to buy FM. As a result there are relatively few FM sets in the country
today; the number is estimated at 12 million.* Thus, as an advertising
medium FM has a low reach.

FM receivers, like TV sets, often need an outdoor antenna to aid in
proper tuning. Dial settings must be carefully adjusted before the full bene-
fits of FM’s high-fidelity reproduction qualities can be received.

Classification of Television and Radio Advertising

Television and radio advertising may be classified into three major groups:
(1) network advertising, (2) national or regional (nonnetwork) spot adver-
tising, ordinarily called spot advertising, and (3) retail (local) advertising.
(Network Advertising. Network advertising is any form of television or
radio advertising in which two or more stations are connected to carry the
same broadcast. [Television stations may be linked by coaxial cable or micro-
wave relay stations, and radio stations are joined by special telephone com-
pany lines. Network advertising is the subject of Chap. 3.

3 Estimate as of January, 1959, based on 11,500,000 households with FM radio sets,
Spring, 1958, from a survey conducted by Alfred Politz Research, Inc., for Henry 1.
Christal Company, Inc., radio station representatives.
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Spot Advertising. Spot television and radio advertising is that form of
broadcast advertising, using programs or announcements, sponsored by
national and regional advertisers who use stations of their own selection to
reach markets of their own selection. The television or radio stations carry-
ing such advertising are not tied together by any form of network lines, since
spot advertising is nonnetwork in nature., Program campaigns, as well as
announcement campaigns, originate at the individually selected stations,
either live or by mechanical means, such as film, video tape, audio tape, or
transcription. Spot advertising is the subject of Chap. 17.

Retail Advertising. Retail (local) television and radio advertising is broad-
cast advertising sponsored by local business firms over their local television
or radio station(s)3 Commercial messages are dirccted to consumers living
in the immediate trading area. Most small-market broadcasting stations
offer lower rates for retail advertisers than for national advertisers, although
the single-rate-card structure is becoming increasingly popular in small
markets, as in metropolitan markets. Retail advertising is discussed in detail
in Chaps. 18 and 19.

Classification of Television and Radio Advertisers

Advertisers using television and radio may be classified into three major
groups: (1) national, (2) regional, and (3) local (retail).

[The National Advertiser. A national television or radio advertiser is one

who promotes a widely distributed product or service (although the distri-
bution is not necessarily coast to coast or equal in all marketing areas) and
who uses broadcasting facilities for this purpose. The national advertiser says
to the audience, in essence: “Ask for my product by brand name. I don’t
care where you ask for it, but ask for it by name!” National advertisers may
be network advertisers, spot advertisers, or both, depending upon the facili-
ties they use.
[ _The Regional Advertiser. A regional television or radio advertiser is much
like the national advertiser, although operating in a smaller marketing area.
His product may be distributed in one section of the country, in one or
several states, or in only part of a single state. There are wide variations
in this respect. He may use regional networks, spot facilities, or both. He
has essentially the same objectives as a national advertiser, and is classified
with him in the assignment of rates and the like.

The Local (Retail) Adverfiser. A local advertiser is a local business firm
utilizing local tclevision or radio facilities to influence the audience to buy
the advertised goods or services at his retail store(s).](Often the terms local
advertiser and retail advertiser are used interchangeably.) In fact, the retail
advertiser wants to sell any product he handles, regardless of brand, Thus
his basic objective differs from that of the national or regional advertiser.
The local advertiser says, in essence: “When you want to make a purchase,
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come to my store. I don’t care what brand you ask for, so long as you make
your purchase in my store.” o

Often cooperative advertising plans and company-owned retail stores
present a problem in classification for the station with two rate cards—one
for national advertisers and the other for retail advertisers. Retail advertisers
and regional advertisers cannot, for example, be differentiated solely by size.
A local department store may be doing a volume of business greater than
that of a regional advertiser operating in the arca. For this reason many
stations classify as “retail” that business acquired from any firm within a
designated arca through direct action by the station’s local sales force.

To illustrate: A national or regional advertiser provides a cooperative
advertising fund to a retailer handling his product. If the local dealer places
the order with the station, there is little reason to consider this anything
except “retail advertising,” and the retail rate card applies. Another exam-
ple is the national manufacturer who has several company-owned retail
stores. Although the advertising may be prepared by the home office, or its
advertising agency, such advertising is usually classified as retail advertising.
Robert Hall, for example, is considered a local advertiser by many broad-
casting stations, even though all advertising activitics are coordinated
through the advertising agency of Robert Hall.

On the other hand, if an advertiser handles all his transactions through
his agency and purchases station time through the station representative, he is
normally classified as a national advertiser, even though local company-
owned storcs may be involved. The trend toward a single rate card for both
national and local advertisers will eliminate this problem.

Basic Types of Broadcast Advertising Campaigns

There are two basic types of broadcast advertising campaigns on television
and radio: (1) program campaigns and (2) announcement campaigns.

The Program Campaign. A program campaign, as its name implies, is

felevision or radio advertising accomplished through sponsorship of a tele-
vision or radio program. An advertiser pays both time costs and talent costs
and, in return, airs two or more commercials within the program, .'The num-
ber of commercials per program and their length vary with station or net-
work code regulations, as explained in Chap. 26. A program campaign can
be conducted with any form of broadcast advertising—network, spot, or
local. Program campaigns are more characteristic of television than radio
advertising.

The Announcement Campaign. An announcement campaign is television
or radio advertising accomplished by broadcasting bricf advertising messages
only, without sponsorship of the surrounding or adjacent prograrﬁ.\] The
advertiser in this manner pays only for the cost of network or station time,
and the message may be inserted between programs (as a station-break
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announcement) or in special programs set up especially to carry commercials
of noncompetitive advertisers. {An announcement may take 8 seconds {an
identification announcement, commonly called an ID), 20 or 30 seconds
(a station-break announcement) | or 1 minute. The announcement campaign
is usually conducted through spot advertising or local advertising, but certain
network programs, such as Today, the Jack Paar Show, and Monitor, are
especially designed to accommodate individual commercial messages for
announcement campaigns.

Trade Associations

There are numerous trade associations in the field of television and radio.
Practically every state has a state broadcasters association, and numerous
groups with special common interests have been formed such as the Clear
Channel Broadcasters Association and the Association of Independent Met-
ropolitan Stations. Perhaps the three most important trade associations
operating on a national level are the National Association of Broadcasters
(NAB), the Television Bureau of Advertising (TvB), and the Radio Adver-
tising Bureau (RAB). Because of their importance, each is discussed in detail
in the following sections.

National Association of Broadcasters (NAB)

[ The National Association of Broadcasters is the business association of the
television and radio industryaand membership is open to TV, AM, and FM
stations and to television and radio networks. Associate membership status
is granted businesses in fields allied to broadcasting. NAB membership totals
more than 2,200.

The NAB became the National Association of Radio and Television
Broadcasters in 1951, when it merged with the former Television Broad-
casters Association. NARTB reverted to its former name of NAB in January,
1958. The FM Broadcasters Association became a part of NAB in 1945.
In 1949, the NAB orgamzed the Broadcast Advertising Bureau to promote
radio advcrtnsmg and, later, telcvision advertising. As it became apparent
that radio and television were two entirely different media, the Broadcast
Advertising Bureau became thd Radio Advertising Bureau (RAB), with its

rimary function to promote radlo as an advertising medium,’ 'In 1955 the
Television Burcau of Advertising (TvB) was organized and financed by
stations, networks, and station representatives as another independent organi-
zation. Its primary purpose, of course, is to promote telcvision as an adver-
tising medium.jNeither RAB nor TvB has any connection with the National
Association of Broadcasters.

The NAB also has cooperated with colleges and universities offering
courses in television and radio training to form the Association for Profes-
sional Broadcasting Education (APBE). This organization fosters a practical
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relationship between television-radio educators and commercial broadcasters.

C The NAB serves as a spokesman for the broadcasting industry and assists

broadcasters in their operations in the public interest. |

Television Bureau of Advertising (TvB)

The Television Bureau of Advertising was organized Jan. 1, 1955. The
objectives of the trade organization are as follows:

1. To serve as a nonprofit association of persons, firms, and corporations having a
common business interest in the improvement and promotion of television broad-
casting as an effective advertising medium.

2. To promote the broader and more effective use of television as an advertising
medium at all levels (local, regional, national spot, and network).

3. To inform present and prospective advertisers (and their agencies) concerning
the productive use of television advertising for their particular goods or services.

4. To keep members and their staffs informed of advances in the art of sales-
manship and tested and successful television techniques and to supply promotional
support for the application of such knowledge.

5. To serve as a clearinghouse of information on television advertising, its
audience, its economics, and the vital force which it exerts in the business life of
the American community.

6. To foster continued progress and development of television as a medium of
advertising.

7. To perform such other services, functions, and activities and to render such
assistance as from time to time may be necessary or appropriate in connection with
the corporation’s objectives and purposes, provided that the activities of the cor-
poration are at all times limited to the common business interests of those engaged
in, or concerned with, television advertising.

The work of the Television Bureau of Advertising is conducted by scveral
major divisions. The most significant are research, national sales, retail sales,
the co-opcrative department, sales development, sales promotion, and public
relations.

The research division conducts original studies to develop new facts that
validate the strength of television advertising. TvB also employs the services
of Niclsen, Pulse, Rorabaugh, and the Institute for Motivational Rescarch.
In addition to its other valuable industry services, the division issues the
Spot Television Advertising Expenditures report. This compilation, published
quarterly, is based on information received from stations on their sale of
national spot time. Such data are valuable in compiling facts on competitors.
TvB’s research division also conducts special analyses to meet particular
problems. Typical subjects include use of identification announcements,
network advertisers, and coverage of print-media publications.

The national sales division tells the basic story of television as a national
advertising medium to national advertisers and their agencies, On more than
one occasion the bureau has been invited by an advertiser to present this
story. On other occasions the burcau requests a hearing among advertisers
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and agencies and makes sales calls, operating in much the same way as the
sales staff of any station or network. Later specific follow-up solicitations are
made by alert stations and networks. Obviously, the burcau does not repre-
sent any broadcaster, whether a member of the TvB or not. The division also
has a sales service operation to handle the numerous mail and phone in-
quiries about television advertising that are reccived from advertisers and
agencies.

The retail sales division concentrates on increasing the usc of television by
retail advertiscrs.]Thc division makes sales calls on leading department stores,
retail associations, chain-store conventions, and buying-syndicate meetings
and issues a considerable amount of material on how to use retail television
advertising. Selling Your Customers with Television is a typical example of
a helpful TvB brochure. Further reference to this publication is made in
Chap. 19.

The co-op department works with advertisers and agencies, helping them

prepare suitable tclevision material for the use of retailers handling the
nationally advertised merchandise and elegible for co-operative advertising
allowances.
U The sales development department provides members with complete pres-
entations for the use of their sales department members—slide demonstra-
tions, booklets, and the ]iké.‘/From time to time this department also creates
major TvB presentations.

The sales promotion department produces the numerous mailing pieces
and other presentations developed by the bureau’s various divisions and han-
dles the mailing lists and the distribution of TvB materials to members,
advertisers, and agencies.

Like other organizations TvB also maintains its own public relations de-
partment, which provides newspaper and magazine television editors with
timely, newsworthy facts about the medium and also with material for publi-
cation. In addition, the dcpartment supplics member stations with television
“commercials” which sell the values of television as an advertising medium.

Radio Advertising Bureau (RAB)

/The Radio Advertising Bureau’s purpose is twofold: (1) to increase the
ollars expended in radio advertising by national, regional, and local adver-
tisers and (2) to add to advertiscrs’ and agencies’ knowledge of how to use
radio, thereby increasing its effectiveness for them.

RAB was chartered as a separate corporation in February, 1951. Its origi-
nal name was the Broadcast Advertising Burcau, a direct outgrowth of the
old broadcast advertising department of the National Association of Broad-
casters. The four basic functions of RAB arc[( 1) the national sales cffort,
(2) local promotion, (3) national promotion and research, and (4) member
service.

Ll. The National Sales Effort. RAB’s national sales department calls on



32 ELEMENTS OF THE AMERICAN COMMERCIAL BROADCASTING COMPANY

national advertisers and agencies and on most regional advertisers and agen-
cies. \Annually it makes about 5,000 separate presentations, approximately
3,000 to national advertisers and their agencies and 2,000 to regional adver-
tisers and agencies. The national sales executives of RAB are organized in
groups to cover major industry classifications (food and grocery, appliances
and home goods, drugs and cosmetics), and each group is thoroughly famil-
iar with the marketing patterns of the industries in its field.

2. Local (Retail) Promotion. Every week RAB sends its member stations
a mailing of sales tools, data, newsletters, and ideas designed to help them
sell more radio to the principal retail prospects in their area, especially
grocery chains, department stores, automobile dealers, and furniture stores. ]
Such sales tools cover a wide range of subjects. A typical series of mailings
inciudes profiles of twelve different kinds of retail businesses (how they oper-
ate, how they make a profit, where the volume is); two fully developed
success stories of large-market automobile dealers (how they use radio, what
the results of their use have been); an analysis of direct-mail advertising
(everything a radio salesman ought to know about this competing medium) ;
and similar items.

3. National Promotion and Research. Each year RAB underwrites studies
of how people listen, where they listen, how they react to radio commercials,
the curnulative audience of various types of commercial schedules, the per-
centage of homes and automobiles equipped with radio, and the like, These
studies are basically designed to sell the data-minded national advertiser and
his agency on radio as an advertising medium and to equip the networks
and stations that nced special factual data for sales purposes. Five times a
month RAB sends this material directly to over 7,000 national advertiser and
agency cxccutives, in addition to disseminating it through its members.

4. Member Service. In a wide varicty of ways, RAB helps its members
take advantage of the numerous facts and ideas that flow into RAB’s New
York office. All such activities arc the responsibility of the member service
department. Member service directs and conducts about sixty all-day sales
clinics for member stations cach year, designed to provide cducation and
training that will help salesmen develop their skills. It also runs seven
regional management conferences annually to keep management abreast of
ways to operate radio stations more cfficiently. In addition, member service
answers the thousands of individual queries that come to RAB cach year
from its members—requests for “some ideas on selling a chain of gasoline
stations,” “the circulation by countics of our competing newspapers,” and

the like.

Commercial Broadcasting Systems in Foreign Countries

There are several different systems of broadcasting in use throughout the
world. Some nations follow the American commercial system of private
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ownership. In other countries there is government ownership, and no adver-
tising is permitted. Between these two extremes there are numerous arrange-
ments permitting some form of commercial activity, even though this may
be limited. In countries under communism, of course, there are no private
corporations or brand names, and commercial broadcasting has no reason
to exist.

In general the American system of private ownership is followed by nations
in the Western Hemisphere. Commercial television and radio activities are
in operation in Mexico, in the Caribbean, and in Central and South America.
Television operations for the most part are confined to one or more major
metropolitan cities in cach country, but numerous commercial radio stations
reach into smaller communities as well.

The British system, once completely noncommercial, has been modified to
permit commercial television activity under the Independent Television
Authority (ITA). Radio in Great Britain remains noncommercial.

On the Continent, where government ownership is generally followed,
there are opportunities for commercial television and radio advertising.
Radio Luxembourg, for example, has good coverage in many Western
European countries, including France, although no commercial broadcasting
is permitted in France itsclf. Some television and radio stations in Western
Germany permit advertising, as does Radio Andorra in Andorra and a
television and radio station in Monaco. Limited commercial activity is per-
mitted in such countries as Norway and Italy, but both Spain and Portugal
have commercial systems for advertising purposes.

In Asia most broadcasting systemns arc state-owned and noncommercial.
In Japan, some commercial stations operate alongside noncommercial, state-
owned stations.

There are five principal television engineering systems in use throughout
the world. The 525-linc American system is in operation throughout the
Western Hemisphere and in the Far East as well. The British system uses a
405-line system, and most stations in Continental Europe and in the Soviet
orbit use the 625-line system. France has a separate 819-line television system.
In both the French system and the British system, the audio is carricd by
an AM signal rather than by the FM signal used in all other systems. These
variations in engineering standards arc somewhat of a deterrent to the ex-
pansion of tclevision, since they preclude all-out mass production with re-
duced costs and cause a certain amount of confusion, cspecially in Europe.
A major problem cxists, for example, in Belgium, where the 819-line system
is cstablished in French districts and the 625-linc system in other parts of
the country.

In all foreign countries that permit commercial television and radio, many
adaptations of American advertising activitics can be found. For example,
both live and film (transcribed) commercials are used in most nations. Some
United States advertising agencies have even used foreign animation studios



34 ELEMENTS OF THE AMERICAN COMMERCIAL BROADCASTING COMPANY

to produce commercials for use in this country. Radio programs feature con-
siderable recorded music, and television stations ordinarily have a heavy fare
of film shows. Many of these arc leased by American syndicators, such as
Ziv Television Films. Thus in many respects the principles of successful tele-
vision and radio advertising stated in this book can be followed by advertisers
in foreign nations.

Commercial Broadcasting in Canada

Both government ownership and private ownership of commercial tele-
vision and radio stations exist in Canada. Initially the Canadian Broadcast-
ing Corporation (CBC) was established to serve in a dual role. It acted as
a regulatory body over all Canadian stations and networks, functioning in
much the same fashion as the Federal Communications Commission does
in this country. In addition, the CBC operated the government-controlled
stations, the only national television network (CBC-TV), and the three radio
networks (Trans-Canada, Dominion, and French) in Canada. It must be
kept in mind that both the government-owned and the privately owned
stations in Canada are commercial activities, just as all networks are com-
mercial enterprises.

In 1958, a change in broadcasting regulations was cffected by Prime
Minister John Diefenbaker’s Progressive-Conservative Party. This legislation
established the Board of Broadcast Governors. The Board was charged with
regulation of networks and stations, including both commercial stations and
government-owned stations. In effect it has taken these powers from the
board of governors of the Canadian Broadcasting Corporation. The latter
group is now responsible solely for the operation of the government stations
and nctworks. Perhaps the most apparent change to result from the estab-
lishment of the Board of Broadcast Governors is the plan to establish a
second television network to compete with the government monopoly of
the CBC Television Network.

The Canadian Association of Radio and Television Broadcasters is the
trade organization of the privately owned Canadian stations. The association
has a special burcau (Bisadcast Advertising Burcau) to promote radio and
television advertising, with a separate division for cach medium.

Many American advertisers that distribute in Canada use its television
and radio facilities to advertise their goods and services. However, the Cana-
dian market is considerably different from the United States market and
must be treated as such. There are five major arcas: the Maritime Provinces,
Quebec, Ontario, the Prairies, and British Columbia. Canada is becoming
increasingly nationalistic—not so much anti-American as pro-Canadian; it is
a more conservative nation than the United States; and French is the
dominant language in the Province of Quebec and in certain local com-
munities throughout the country. American advertisers must take these facts
into consideration in planning their Canadian broadcasting activities.
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All three American television networks have arrangements with the CBC
Television Network to feed programs into Canada. Time buying is much the
same, with all Canadian stations having representation in the United States
as well as in Canada. Certain Canadian advertisers use television stations
in Buffalo, New York, and Bellingham, Washington, to cover Canadian
markets adjacent to these cities. Further references to Canadian advertising
—which is, in general, conducted in much the same way as American ad-
vertising—are found in Chaps. 2, 3, and 9.

Summary

Television and radio in America, in contrast with broadcasting facilities
in most other countries, are opcrated under a commercial system in the
hands of private ownership. (Noncommercial, educational stations, most of
which are supported by universitics, are, of course, exceptions.) Revenue
from broadcast advertising pays for most of the programs Americans enjoy
daily—a fare that includes practically all types of music, entertainment, and
public service programs. Broadcasters and sponsors strive to give the public
the kind of programs it wants, for only through programing that interests
the public can there be viewers and listeners. And only with viewers and
listeners can television or radio advertising campaigns hope for success. Yet
within this basic pattern there is room for special cultural fcatures, some
directed to the masses of pcople and others to minority groups, as broad-
casters program to meet their obligation to operate in the public interest,
convenience, and necessity.

Although both television and radio are broadcast media, they are two
entirely different advertising vehicles and must be employed differently to
be effective. Television, combining sight (sometimes color), sound, motion,
and immediacy, is the more powerful of the two—in practically all adver-
tising situations the most effective medium an advertiser can employ. Its
face-to-face salesmanship arrests attention and permits powerful and effective
selling both to individuals and to family groups.

Radio listering, on the other hand, has become more of an individual
than a group activity. Not confined to one or two rooms of the house, as is
television, radio can be an almost constant companion—not only anywhere
in the home but also in cars, on the beach, and elsewhere with Americans
on the go. Since, however, radio does not command attention as readily as
television, people sometimes tend to hear radio but not to listen. Advertisers
must therefore create effective attention-arresting radio messages to reach
listeners’ minds. But radio’s low cost permits the advertiser to utilize greater
repetition in doing this—to schedule commercials with greater frequency
than on television.

Although radio is used effectively as a primary advertising medium by
many retail advertisers, and by some small national advertisers as well, most
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national advertisers use radio in a secondary advertising role, employing tele-
vision or one of the other national media as their primary advertising
medium. Radio is in fifth place as an advertising medium, while television
is topped only by newspapers and direct mail in total dollars invested by
advertisers of all types. Television is the leading medium used by national
advertisers.

FM radio, with its high-fidelity, static-free qualities, is experiencing a new
growth as an advertising medium and bears close watching by broadcasters
and advertisers alike.

Television and radio advertising may be used in various ways. Sponsors
who elect network advertising employ the facilities of networks to carry
their advertising messages to the public. Other sponsors use national or
regional spot advertising, spotting their nonnetwork programs or announce-
ments on stations of their own selection in markets of their own selection.
Retail television and radio advertising bring commercial messages from the
local retail advertiser to consumers located in the local trading arca.

Advertisers may be classified as national, regional, or local, depending
upon the area they serve. Broadcast campaigns may be program campaigns
(the advertiser sponsoring, or cosponsoring, a show), announcement cam-
paigns (the advertiser merely purchasing time for his commercial message
without sponsoring the surrounding program material), or a combination of
the two.

The commercial system of television and radio offers advertisers in
America, and in other countries where this system exists, the opportunity to
use two proven and effective advertising media as vital tools of salesmanship.
Television and radio cannot be employed in identical fashion, but campaigns
planned to get the most from the characteristics of each medium can become
part of a coordinated sales promotion activity that creates consumer and
trade cxcitement and stimulates sales of goods and services.



E Television and Radio Stations

The transmitter towers of television and radio stations are a familiar sight
on the American horizon. Tall, slender, and alone or grouped together on
“antenna farms,” they break the skyline during the day and blink brilliant
warning lights into the sky at night. Behind the seeming quiet of these
erect and silent towers is the constant activity of the television and radio
station business—a combination of showmanship, salesmanship, and engi-
neering. An understanding of the station is the essential starting point in
the successful use of television and radio advertising.

Call Letters

Broadcasting stations in the United States are usually assigned four call
letters beginning with either W or K. Call letters starting with W generally
are assigned to stations east of the Mississippi River and call letters starting
with K to those west of the Mississippi. There are certain exceptions to this
rule, just as there are certain stations with only three, rather than four, call
letters.

Ordinarily, four call letters alone designate an AM radio station. If a
broadcasting station has a TV, AM, and FM operation, the station usually
merely adds TV or FM to the basic call letters to designate the TV or FM
station. Examples include WCBS-TV, WCBS, and WCBS-FM, New York,
and WOAI-TV, WOALI, and WOAI-FM, San Antonio.

In a few cases four call letters alone represent, not an AM station, but
an FM or TV station. To illustrate, WNBQ, Chicago, is an NBC-owned tele-
vision station, and WMAQ and WMAQ-FM are its sister radio stations.
KNXT, Los Angeles, is a CBS-owned television station, and KNX and
KNX-FM are its sister radio stations. KTTV, Los Angeles, and WPIX,
New York, are television-only stations with no AM or FM affiliates.

Specific call letters may be requested by station applicants, provided that
these have not alrcady been assigned. Selected for their publicity and memory
value, such call letters may represent (1) the city where the station is located
—WNEW, New York; WBAY-TV, Grecn Bay; (2) the owner’s name or
initials—WFHR, Wisconsin Rapids, established by W. F. Huffman (radio) ;
(3) the initials or contraction of the corporate name—WRCA, New York,

37
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owned by the Radio Corporation of America; WTM], Milwaukee, owned
by The Milwaukee Journal; (4) some clever word—KORN, Mitchell,
South Dakota; KIST, Santa Barbara; WINE, Buffalo; or (5) some espe-
cially memorable device—W-TEN, Albany (Channel 10) ; WPDQ, Jackson-
ville.

Because of the limited number of lctter combinations, certain call letters
have no gimmick value and are merely identification letters assigned by the
FCC.

Ownership of Commercial Stations

The private ownership of commercial television and radio stations that
exists in the United States is not typical of ownership arrangements in
foreign countries. As pointed out in Chap. 1, many commercial broadcasting
systems are statc-owned and -operated. In some countries, notably England
and Canada, state-owned stations exist side by side with privately owned sta-
tions.

In the United States, private ownership of commercial television and
radio stations may take one of three forms. A station may be independently
owned, group-owned, or network-owned. Rates are set by station manage-
ment and are ordinarily in proportion to potential audience size.

Independently Owned Stations

An independently owned station is held by an individual or a group of
individuals that has no financial interest in a television or radio station in
another market.JMost small-market radio stations are independently owned,
often by local residents who realize radio’s value to the ccmmunity and its
commercial possibilities. Some small-market television stations are also inde-
pendently owned, often by the same group that owns the local radio station.
One company, in fact, may operate a TV, an AM, and an FM station and
each will still be considered independently owned, provided that the com-
pany has no broadcasting facilities in another market.

The term independently owned does not mean an “independent” station.
An independent television or radio station is one which is not affiliated with
a network. Thus an independently owned station may be either an inde-
pendent station or a network affiliate.

__~Group Ownership of Stations

When the owners of one station purchase additional broadcast propertics
in different markets, their television or radio stations are said to be under
group ownershipﬁFCC regulations permit a group to own up to seven TV
stations, seven AM stations, and seven FM stations. However, at least two
of the seven television stations must be UHF-TV stations. FCC regulations
prohibit a group from owning more than one station of each type within
substantially the same service arca, unless the owners can prove that such
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Table 2-1.

Television and Radio Station Time-Cost Comparison

(One-time rate for best station time)

39

New York, New York (population: 7,785,100)

Station Half hour ID or station break**
WCBS-TV * $4,950 $1,000
WCBS 600 140
WOR-TV # 1,200 200
WOR 700 150
WRCA-TV * 5,520 1,150
WRCA 720 140

Madison, Wisconsin (population: 122,000)
WISC-TV # $ 330 $ 55
WISC 42 4
WKOW-TV # 168 28
WKOW 95 8
WMTV * 195 33
WIBA 90 7.50

San Luis Obispo, California (population: 18,400)

KSBY-TV * $ 132 $ 22
KATY 30 6
Lufkin, Texas (population: 19,600)
KTRE-TV * $ 140 $ 22
KRBA 27 5

Milwaukee, Wisconsin (population: 756,000)

WTM]J-TV * $ 870 $ 138
WTM]J 120 21
WISN-TV * 600 100
WISN 108 18
WXIX * 480 75
WOKY 70 7.50

* Indicates a television station. Others are radio stations.

** The television identification announcement is approximately
8 seconds. The radio rate is for 10 seconds, if available;
otherwise the rate for a station break (maximum length 30

seconds).

SOURCE: SRDS, April, 1959, and Sales Management Survey
of Buying Power, 1958.
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an arrangement operates in the public interest, convenience, and necessity.
For example, there is some overlap between the service areas of Radio
Stations KMBC, Kansas City, Missouri, and KFRM, Concordia, Kansas,
but the FCC has approved ownership of the two stations by a single group.
All group-owned stations are in different cities, but some groups are more
scattered than others. The Meredith Publishing Company, for example,
owns television and radio stations in Kansas City, Syracuse, Phoenix, and
Omaha. The McClatchey Beeline group owns stations in Sacramento,
Fresno, Bakersfield, and Modesto—all in California—and Reno, Nevada.
Some group-owned stations offer combination advertising rates for pur-
chasing time on all stations under the same ownership.

Network-owned Stations

Although network-owned stations are a form of group ownership, they
play such an important role in the American television and radio structure
that they warrant special classification. Every national network except the
Mutual Broadcasting System owns one or more television and radio stations.
Such network-owned stations are commonly called O&O (owned and oper-
ated) stations or M&QO (managed and owned) stations. The network estab-
lishes separate divisions to run its station properties. Network-owned stations
are listed in the following chapter. It is sufficient at this point to recognize
that there are such stations and that they are located primarily in major
cities.

The Television Station

The channels (frequencies), classes, and organization of television and
radio stations vary considerably. For this reason, television stations, AM radio
stations, and FM radio stations are examined individually in the following

pages.
Television Channels

There areL82 channels established for United States television stations.
The first 12 (channels 2 to 13)! are very high frequency channels (VHF),
and the remaining 70 (channels 14 to 83) are ultra high frequency channels
(UHF). Each television channel is 6 megacycles wide and accommodates
both the amplitude modulation (AM) video signal and the frequency
modulation (FM) audio signal.

Originally only VHF channels were available for assignment, but it soon
became evident that more channels were needed. The FCC declared a

! Channel 1 was withdrawn by the FCC on June 14, 1948 and allocated to non-
government fixed and mobile services. Certain of its frequencies are used by stations
today for FM relay activities.
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“freeze” on assignment of new television stations in September, 1948, and
began an intensive study of the entire television channel allocation problem.
In July, 1952, the freeze was lifted, and the FCC announced its new master
plan for channel allocation, created to give maximum television service to
all parts of the country without having stations interfere with cach other.
This made it necessary to reassign certain existing VHF television stations
to different channels, and tables were published showing the assignment of
all VHF and UHF channels by cities.

Classes of Television Stations

At onc time television stations were classified as community, metropolitan,
or rural. With the new allocation plan, this classification was dropped, and
television stations are now classified, in the trade, merely as VHF-TV or
UHF-TV.

Organization of Television Stations

. All broadcasting stations can be organized into four basic departments:
P program, (2) sales, (3) engincering, and (4) general office. This struc-
" ture can be found in large and small stations alike, whether television, AM
radio, or FM radio. It is true, of course, that many more specialists are
required for the television station than for the radio station and that large
television and radio stations require more personnel than do small stations.

Although a single broadcasting organization may operate TV, AM, and
FM facilities, in practically all cases the television operation is entirely
scparate from the radio operation. Most FM stations merely transmit the
same program service as the AM station and do not have a separate staff.
An increasing number of FM stations, however, have an independent broad-
casting schedule, and in such cases there may be a separate (small) FM staff.

The basic function of station management is to coordinate the activities
of>the four major departments in the organization in such a way that the
station serves the public interest, convenience, and necessity and makes a
profit at the same time.|This calls for numerous executive skills, not only in
programing, selling, engincering, and office management, but in such areas
as personnel, marketing management, and financial management. Station
management is discussed in detail in Chap. 22.

Small Television Stations. The small television station, like any other small
business, is organized on an extremely flexible basis. There is considerable
doubling and tripling of assignments, especially within the program depart-
ment and the engincering departmentl_An efficient small television station
can be operated with approximately 35 to 40 emp]oyceslln fact, a station
that does only a minimum of local live production can be operated with half
that number.

Program Department. The program department of a small television sta-
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GENERAL MANAGER
TELEVISION STATION WMTV
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r Traffic (2) J Fig. 2-1. Organization of a typical small-market

television station. WMTV, channel 33, Madison,

I Wisconsin, employs about forty persons. In day-to-

'Hn DeportmeM(ZJ day operations most of the employees (especially

in the program and engineering departments) are

l capable of various assignments. The stotion is

r Comeromen (3) J affifiated with the NBC Television Network.
{WMTV, Madison.)

l

| Artist I

tion is usually under the supervision of the program director, sometimes
called the production director. Working closcly with station management,
the program director, the station_manager, and the sales manager plan the
program activities of the station] The program schedule must reflect the
:twe that management wishes to build. The station image, discussed
in greater detail in Chap. 22, may be defined as the personality of the broad-
casting station. Although reflected primarily in the program policy, it is also
evident in other areas—station merchandising, promotion, sales aggressive-
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ness, and the like. A station image may be described in such terms as modern
(old-fashioned), urban (rural), believable (unbelicvable), sincere (insin-
cere), and youthful (mature). Television and radio station program policies
are cxplained in greater detail later in this chapter.

The program department, responsible for exccuting the program policy
through program planning and production activities, consists of an extremely
versatile staff. On most small television stations the department is organized
essentially as indicated bclow.

Title Basic assignment

1 program director Department head

2 directors Direct programs

2 floor managers In-studio representative of the director

1 sports director Sports

1 news director News editor (sometimes news announcer) and
local news cameraman

newsman News writer and cameraman

2 announcers Announcing

2 traffic personnel Logs, assembling commercial copy, processing
contracts

3 film department employees Assembling all program and commercial films
for use on the air and disassembling all films
after use

1 artist Set design, lettering for local commercials. and

station promotion art

Each man on the small television station staff carries out certain assign-
ments in addition to his basic duties. At one small television station the
program director doubles as a favorite on-the-air personality, conducting a
children’s program and delivering two featurc newscasts. In another small
station one director is also the sports announcer; he writes his own material
from news-wire reports and does scveral sports programs a weeck over the
station. Floor managers, often called “floormen,” set up props, hold idiot
sheets, cue talent, and sometimes even act as janitors. Some floor managers
serve as assistant directors and may direct simple programs.

Most stations have a news editor, who often is the station’s lcading news-
caster. The news editor and any other newsroom employees are ordinarily
the station’s film cameramen, shooting footage to cover local news cvents for
the station.

Since an increasing number of television stations have automation equip-
ment (discussed later in this chapter) and tape all announcements in ad-
vance for use on the air, including station breaks, commercials, station pro-
motion plugs, and introductions, they can get along with only two or three
staff announcers. In many cases each staff announcer has a specialty. One,
for example, may be the station weatherman; another may be a feature
newscaster, a sports specialist, or the m.c. on children’s programs. In all
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cases management assigns additional duties in accordance with the talents of
the individual employee.

Film department personnel assemble all commercials and program films,
slides, and balops for on-the-air use, and disassemble used reels and materials.
The employces responsible for these duties are sometimes considered mem-
bers of the enginecring department rather than of the program department
and may even be called upon to do projection work. However, as pointed
out in the following section, most telecine activity on small stations is
handled automatically through presetting slides and films. Thus separate
projectionists are not required, except, possibly, on large live shows or during
peak periods, often termed panic sessions by staff members. These center
around live program sequences in the late afternoon and carly evening and
again in the latc evening, beginning with a live 10 or 11 p.M. newscast.
Usually at such hours a full-sized staff is on duty. Minimum personnel are
on duty at other hours, and automation equipment is growing in popularity.

Although some stations employ a full-time artist, many hire an artist who

1

Fig. 2-2. A small-market television station on the air with a live show. WKOW-TV, channel
27, Madison, Wisconsin, surrounds its ABC-TV network schedule with numerous local com-
munity service programs, such as the homemakers' show seen through the control-room
window. Left foreground: The director. Center: The video engineer. Right: The audio-trans-
mitter engineer. Like most small-market station employees, WKOW-TV personnel double in
brass in many assignments. {WKOW-TV, Madison.)



TELEVISION AND RADIO STATIONS 45

can also serve in some other capacity—for example, as a director or floor
manager.

_ Sales Department. For all practical purposes the general manager of a
television or radio station, large or small, is the working head of the sales
department (sec Chap. 23). \This is especially true on smaller stations,
where the general manager makes regular calls on retailers and may have
a limited number of full-time salesmen on his staff. A typical small tele-
vision station sales department consists of a sales manager and three sales-
men, whose basic assignment is selling, and two commercial copy writers,
who write retail television commercials.

Rarely do television time salesmen have any other assignment at the
station, although announcer-salesmen are common on small radio stations.
Commercial copy writers, however, may be given a variety of assignments.
The primary responsibility of such employees, of course, is to write television
commercials for local advertisers, but at most stations they may also be
required to prepare promotional announcements for upcoming station pro-
grams, to write continuity, or to handle publicity. Again, the versatility of
the writer dictates the number and varicty of additional assignments.

At some stations, once a local time sale is made, the station commercial
copy writer services the account. This arrangement cnables the time sales-
man to concentrate on new business, but it does not relieve him of a basic
obligation to keep in close touch with the retailer and to make certain that
the advertiser is satisfied with the commercials and the progress of the retail
campaign. Under such an arrangement, the salesman and the copy writer
keep in close touch with each other regarding the status of the account.

Very few television stations employ a full-time merchandising man, but,
when employed, such a person often is a member of the sales department.
On some stations one person is hired as a combination publicity-promotion-
merchandising man. In general, the more competitive the market, the more
merchandising done by the station.

Engineering De partment. The engincering staff of a small television station
is an extremely flexible and versatile group[tAn alert chief engineer, who
heads the department, can design equipmerit-which enables one cngineer
to do the work of several on a larger station] Most television engincers are
capable of handling all small-station cngineering assignments at various
times. Assignments include switching (putting the proper camera on the air
cither by cutting to the camera or by the usc of fading equipment), shading
(watching the video qualities of the picture), audio (handling the audio
signal, including live pickup, tapes, transcriptions, and records), telecine
(operating projectors, slides, and balops), camera work (operating the studio
live television cameras), transmitting (operating the transmitter equipment),
and maintenance of equipment. Engineers arrange in-studio microphone
setups, but on many stations talent use the type of microphone that slips
over the head, giving greater studio freedom.

For a given program the engineering personnel may be two cameramen,
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one man to serve in the multiple capacity of switcher, telecine operator (by
remote control), and shading enginecr; and one other to serve as a com-
bination audio engineer and transmitter operator. For certain programs,
only one cameraman may be necessary, and at some stations engineering
equipment is so arranged that one engineer can do all switching, shading,
and audio work and at the same time keep an eye on the transmitter. At
other stations the director may do the switching, thus relieving the engineer
of one of his many duties.

Thus television engineers on small television stations are also a versatile
group. The term technical director, used at larger stations and networks to
designate the engineer doing the switching, is ordinarily not used at small
stations. A typical cngineering department of a small television station
employs about ten engincers, all capable of the various cngineering assign-
ments mentioned above. Enginecring management is discussed in detail in
Chap. 22.

General Office. The general office consists f the usual administrative and
clerical pcople plus maintenance pcrsonnc&The general manager of the
station is ordinarily the direct supervisor of the general office, although his
secretary functions as office manager in many casgs} A typical gencral office
in a small television station employs about six people—usually two book-
keepers, two secretaries, one receptionist-switchboard operator, and one jani-
tor. Office management is discussed in detail in Chap. 22.

In summary, in all departments of the typical small television station the
emphasis is on versatility of personnel. Most television station employees arc
capable of handling numerous jobs, and one person often does the work
assigned to two or three on larger stations. This situation is a natural out-
growth of the high cost of constructing and maintaining a television station.
To offsct these expenses, management looks for all possible ways to operate
more cfficiently and profitably, especially in the small market. The biggest
problem in television, of course, is the technical onc—getting the programs
and advertising on the air. In contrast, the major problem in radio is pro-
gram policy, since radio’s technical difficulties are negligible when compared
with television’s. The increased use of automation equipment, both for panic
periods and full programing, helps alleviate many technical problems of
television production.

Large Television Stations. Although a large television station is organized
along the samc basic lines as the small television station, it employs more
specialists and rarely expects staff members to carry out multiple assignments.
A television director, for example, ordinarily does only directing. Enginecrs
are hired specifically as technical directors (switchers on small stations),
shading cngineers, or audio engineers. Cameramen are specialists in framing
and following video action. All in all, the large tclevision station is charac-
terized by more specialization. For a typical example of the organization of
a large television station, sce Fig. 2-3.
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Organization of WGN,
president and general manager reports dlrectly to the presi-
dent of the Chicago Tribune, owner of the station. WGN-
Radio is a class I-A 50,000-watt independent station, operat-
ing on 720 kilocycles. WGN-TV, channel 9, is also an inde-
pendent station. The two are separate operations, except that
certain program department members serve both television
and radio, as do the public relations and the advertising-
sales promotion departments. General office activities, includ-

.. Chicago. The vice

ing accounting, switchboard operation, and receptionist func-
tions, are handled through the parent corporation. (WGN,

Chic

Inc.,

ago.)
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Satellite, Translator, and Booster Television Stations

There are three special types of television station which must be under-
stood—satellite, translator, and booster stations. Each performs a different
sort of operation.

A satellite television station operates on one of the regularly assigned VHF

or UHF television channels specified by the FCC and meets the same re-
quirements as regular television stations, except that it can carry little or no
local programing and may limit its broadcasting to duplicating the programs
of a parent station. ITelevision Stations KMOT-TV, Minot, North Dakota,
and KUMV-TV, Williston, North Dakota, are satellites of Television Sta-
tion KFYR-TV, Bismarck. All are owned by the same corporation.
C A translator station rebroadcasts (translates) the signal of a given VHF
or UHF television station on one of the upper fourteen UHF television
channels (channels 70 to 83) . Translator stations ordinarily use inexpensive,
low-power transmitters for this purpose and serve a relatively small area.
Translators have no local studios and are not permitted to originate local
programs or commercials.| There are, for example, five translator stations in
Redwood Falls, Minnesota, cach translating the program of a different
station in Minneapolis or St. Paul. Redwood Falls, which is in the fringe
area of reception from the Twin Cities, finds that translator service is an
ideal way to get television. The stations are K73Al, channel 73, translating
channel 2, St. Paul; K80AL, translating channel 9, Minneapolis; K83AE,
channel 83, translating channel 11, Minneapolis; K70BB, channel 70, trans-
lating channel 4, Minneapolis; and K77Al, translating channel 5, St. Paul.
All the transmitter equipment used in Redwood Falls was purchased and in-
stalled for less than $50,000. Note that the call letters of the translator tele-
vision station include the channel number. Translator stations are also
authorized in Canada. CJES-TV, channel 70, Escourt, Qucbec, for example,
translates channel 3, Rimouski, Quebec. The standard call-letter procedure
applies to Canadian translators.

A booster television station retransmits a program service from the parent
station on the same channel as the input station. As yet no booster stations
are authorized in the United States.

The AM Radio Station

The abbreviation AM stands for “amplitude modulation,” or the standard
tethod of radio broadcasting., AM stations are often called standard radio
broadcasting stations and operate in the standard AM broadcast band. The
term radio station alone may designate either an AM or an FM radio station,
although the letters FM are usually included in referring specifically to a
frequency modulation station.
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AM Clear, Regional, and Local Channels

In the United States, standard AM stations are assigned frequencies in
the standard broadcast band from 540 to 1600 ki]ocyc]es.}tations operate
at assigned powers ranging from 100 to 50,000 watts. 'There are 107 in-
dividual channels (or frequencics, as they are commonly called) available
for American broadcasters, with 10 kilocycles between each channel. Chan-
nels are classified as clear channels, regional channels, or local channels.
[A clear channel is defined as a radio frequency within the standard broad-
cast band on which a station may operate to cover wide arcas and long
distances with no objectionable interference within either its primary or its
secondary service arca.iMaximum power on a clear channel is 50,000 watts,
which usually sends out a signal powerful cnough to be heard in several
states.

(_ A regional channel is a radio frequency on which several stations may
opcrate with powers not in excess of 5,000 watts.}Stations operating on
regional channels generally do not serve as wide an area as the dominant
stations on clear channels, but can be heard, for example, through most of
a state.

( A local channel is a radio frequency on which several stations may operate
with powers not in excess of 250 watts, each serving a local community.]The
primary service areas are quite limited in order to prevent interferencé with
other stations operating on the same frequency. Local channels are 1230,
1240, 1340, 1400, 1450, and 1490 kilocycles. Although the designations
regional and local refer to broadcast channels, stations operating on such
frequencies are commonly referred to as regional stations and local stations.

Classes of AM Radio Stations

AM radio stations are classified by the FCC into four basic groups: class
I, class II, class I11, and class IV.
C A class I station is a dominant station opcrating on a clear channel, de-
signed to render primary and secondary service over an extended area and
at relatively long distance_gj WLW, Cincinnati, 700 kilocycles, 50,000 watts,
is an example of a class I station. Commonly the dominant 50,000-watt
station is called a class I-A station, and often is the only station on the

? The FCC defines the primary service area of a station as that area in which the
ground wave of the station is not subject to objectionable interference or objection-
able fading and in which signal strength of the station is one-half millivolt per meter
(0.5 MV/M) or better. The secondary service area of a station is that area served
by a sky wave and not subject to objectionable interference, although subject to in-
termittent fading. In the secondary service area. signal strength is greater than 0.1
MV/M but less than 0.5 MV/M. This is commonly called the primary coverage area
and the secondary coverage area, although such terms are falling somewhat into disuse
in time-buying situations, in favor of circulation information (see Chap. 11).
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frequency. Where there are several stations on the same clear channel, the
ominant stations are called class I-B stations.

A class 11 station is a secondary station operating on a clear channel. Its

primary service area is ordinarily smaller than that of a class I station, and
many class II stations utilize directional antenna systems. HB, Kansas City,
710 kilocycles, 10,000 watts during the day and 5,000 watts at night, with a
directional antenna both day and night, is an example of a class II station.
CA class 111 station operates on a regional channel and renders service
primarily to a metropolitan district and the surrounding rural area. Class 11
stations are subdivided into two groups: class I1I-A and class ITI-B. A class
[ TII-A station operates with a power of not less than 1,000 watts or more
than 5,000 wattg WIND, Chicago, 560 kilocycles, 5,000 watts, with a dircc-
tional antenna both day and night, is an example of a class ITI-A station.
A class I11-B station operates with a power of not less than 500 watts or
more than 1,000 watts at night and 5,000 watts during the day] WAAT,
Newark, New Jersey, 970 kilocycles, 5,000 watts during the day and 1,000
watts at night, with a directional antenna, is an example of a class I1I-B
Station.
"_ A class IV station is one operating on a local channel, designed to render
service primarily to a city or town and the immediate suburban and rural
arca,i The great majority of 100- and 250-watt radio stations in the United
States are class IV stations.

A standard AM station may be licensed to broadcast 24 hours a day or
on a restricted-time basis. Some, for example, operate only during the day,
others share time with a nearby station on the same frequency. FM and TV
stations are authorized for unlimited operations.

Organization of AM Radio Stations

The AM radio station, like the television station, has four basic depart-
ments: (1) program, (2) sales, (3) engineering, and (4) general office.
Radio station organization is much simpler than television station organiza-
tion, for fewer people are involved. There are distinct differences between
the small-staffed 250-watt local station and the large, intricately organized
50,000-watt metropolitan station. In the former, as in the small television
station, there is considerable doubling in brass. The station manager, for
example, is often also the sales manager, the program director may also be
an announcer, and an announcer may also be a commercial copy writer,
a news writer, or a part-time salesman. At the large radio station there is a
great deal of specialization within cach of the four basic departments, and
larger stations often provide many services not offered by small stations.

Small Radio Stations. A small radio station is one operating on low power
—usually 250 watts, but ranging from 100 to 1,000, or even 5,000, watts. A
small radio station may be located in a metropolitan area or a smaller com-
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munity_f The term small-market station implies operations in a relatively small
trading area.)Yet some small-market stations are operated with a staff as
large as som¢ major metropolitan stations.

Figure 2-4 shows the organization of Radio Station W]TN, Jamestown,
New York, 250 watts, 1340 kilocycles. Its organizational structure is char-
acteristic of many small radio stations throughout the country/ A typical
small radio station employs about twenty to twenty-five people, though the
staff is cven smaller at some stations.

Program Department. The program department of a small radio station
is under the supervision of the program director.}Thc program director
works with the station manager and the sales manager exactly as does his tele-
vision counterpart. On many stations the program director is the chief
announcer and often the newscaster (and news editor) as well.

Because there are so many more radio stations than television stations, the

GENERAL MANAGER
RADIO STATION WJTN

l
l [ l 1

PROGRAM SALES ENGINEERING GENERAL
DEPARTMENT (9) DEPARTMENT (5) DE PARTMENT (5) OFFICE (6)
Pragram Directar Sales Manager Chief Engineer Of:'é:n."ﬂﬁggt);er
a°n'3e°s'§£c?é. Fronts Salesmen (2) Engineers (3) Baakkeepers (2)

Annauncers (3) Capy Writers (2) Eﬁ?;:r'\e-lr"??) Secretary
Part - time Receptianist-
Announcer Switchbaard

Newsmen (2) Janitor
Traffic Manager

Fig. 2.4. Organization of Radio Station WJTN, 250 watts, 1240 kilocycles, Jamestown,
New York. WJTN is considered one of the finest small-market stations in the country.
(WJTN, Jamestown.)
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radio station must have a distinctive program policy in order to attract a
sizable audience. Thus in many respects the radio station program director
must be even more ingenious and creative than his television counterpart.
The exccution of a successful music-news-service program policy, a network
plus music-news-service program policy, or a specialized-appeal program
policy (discussed later in this chapter and also in Chap. 22) calls for special
talents.

Many radio stations have developed strong talent staffs of station per-
sonalitics. When these personalities have been properly trained in programing
concepts and record sequencing,® they can handle a considerable amount
of day-to-day program planning. Good announcers, disc jockeys, and record
personalitics pride themselves on knowing the type of music they play, the
musical taste of their audience, and music trends. The program director,
however, must supervisc the planning of each show, so that all programs
properly reflect the station’s program policy and the station image.

C A typical small radio station program department employs about cight
people, including a program director, announcers, news- and sportsmcn.ﬁ

Sales Department. In a small radio station the general manager is ordi-
narily the active head of the sales department, although one of the sales-
men is generally given the title of sales managerJStation time is sold by
the station manager, the sales manager, full-time salesmen, or combination
announcer-salesmen. At times the general manager and the sales manager
may be the only salesmen working for the station, but a typical sales depart-
ment cmploys two or three full-time salesmen. Each salesman contacts cer-
tain firms or works in specified parts of the community, to avoid duplication
of sales cffort. Coordination is usually worked out by the gencral manager.
As a rulc the sales department includes one or two copy writers, who write
commercials and sometimes service local retail advertisers. Most small sta-
tions do little or no sales promotion or merchandising.

Engineering Department. Each radio station has onc person designated as
chief engineer or technical consultant. He is the head of the engineering
department and in some cases the only engineering employee on the staff.
His primary responsibility is maintenance of equipment and supervision of
its usc. He may be an announcer as well, running his own cquipment as he
handles his shows.

At many stations cquipment is operated only by station announcers. Under
specific conditions FCC regulations permit a radio station announcer to
handle both transmitter and studio equipment. Such arrangements enable

3 Rescarch indicates that listeners enjoy record programs more if the type of music
isn’t changed too drastically from tune to tune. In other words, instead of a rock-and-
roll tune followed by a symphonic recording (to give an extreme example), a fast-beat
tune should be followed by something just a bit slower, then an even slower ballad,
then a slow Glenn Miller-type selection; the sequence should then be reversed, the
rhythm becoming somewhat faster with each selection.
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cmployees to handle all phases of station activity from a single location,
climinating the need for engincers at the transmitter sitc. All necessary work
is handled by remote control from the studio control room when the studio
and transmitter are at different locations.

Some stations have no engineering employees but use the services of a
technical consultant. Such a person holds a first-class enginecring license
and often works in the city on various electrical engineering jobs. He must
be available to the radio station on short notice (on call). Somectimes the
same engineer serves as technical consultant for several stations.

A typical station employs two or three engineers (often combination an-
nouncers and engincers) plus a chief engineer or a technical consultant.

General OﬁiceCAs in the small television station, the general office of a

small radio station is the direct responsibility of the station manager.]Usually
one person is considercd the office manager (often the gencral manager’s
secretary) and supervises the flow of routine administrative and clerical
work through the station. However, the title office manager is rarcly used
at_a small station, whether television or radio.
{ Gencral officc personnel ordinarily include bookkeepers, receptionist—
switchboard operators, maintenance personnel, and secrctaries)At times copy
writers are considercd part of the gencral office staff, but on most stations
writers arc assigned to the sales department.

Large Radio Stations. The large radio station, like the large television sta-
tion, employs more specialists than the small station, but in all other respects
large and small radio stations are similar in their basic structure.

The FM Radio Station

As explained in Chap. 1, FM radio is a different type of radio broadcast-
ing in which the frequency (distance between the carrier waves) is changed
(modulated) rather than the amplitude (height of the carrier waves), as in
AM radio. The two most apparcent advantages of FM radio are its static-free
qualitics and its ability to reproduce a wide range of frequencics for high-
fidelity transmission.

FM Channels

COnc hundred channels have been established by the FCC for the opera-
tion of frequency modulation radio stations.]Thc FM band containing thesc
channels ranges from 88.1 megacycles to 107.9 megacycles, with cach chan-
ncl 0.2 megacycle apart. Each channel is given a numerical designation
between 201 and 300. A station transmitting on 88.1 mcegacycles, for ex-
ample, is opcrating on channel 201; a station transmitting on 88.3 mcga-
cycles is operating on channel 202, and so on. However, FM stations are
not dialed by channel number. Rather, like AM radio, they arc dialed by
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frequency. The first twenty channels (201 to 220) are set aside for non-
commercial educational FM broadcasting. Channels are designated class A
or class B channels and are available for assignment, respectively, to class A
or class B stations, as explained below.

Classes of FM Radio Stations

FM stations are designated as class A or class B stations. A class A station,
which operates on a class A channel, is designed to render service primarily
to a community or a city or town other than the principal city of an area
and the surrounding rural area. A class B station, which operates on a class
B channel, is designed to render service primarily to a metropolitan district
or principal city and the surrounding rural area, or to rural areas removed
from large centers of population. Standard power ratings of transmitters
used for class B stations are normally 1 kilowatt or greater, whereas those of
a class A station are less. However, power and antenna height vary, depend-
ing upon the part of the country where the FM station is located.

Organization of FM Radio Stations

Since most FM stations duplicate the programing service of the AM sta-
tion, no special FM employees are required. When a scparate program
service is offered by the FM radio station, a skeleton crew of FM personnel
is added to the AM station staff to handle this activity. In most cases
the FM stafl consists of an extra program director to program the station
and select records and transcriptions, one or two announcers and engineers
to do the shows, and, at times, a separate FM sales staff.

The FM-only radio station is organized in much the same way as the
small AM radio station, already described.

Automation Equipment

Through the years there has been an ever-increasing effort to simplify
television and radio station operations and to assure reliable on-the-air per-
formance. The first stcp was unattended operation of nondirectional radio
station transmitters, up to 10,000 watts power, authorized in 1953. At present
all AM and FM stations may be authorized for remote-control transmitter
operations, and about 1,400 stations are operating in this manner.

Automatic programing equipment is used by an increasing numbcr of
radio stations during all or part of a broadcast day. Automation equipment
is also installed in numerous teclevision stations. Although often used only
for “panic periods” during station breaks, most equipment is capable of
cextended use for automatic programing, as in radio. WRC-TV, Washington,
D.C., for example, is fully automated.

Automation equipment offers several basic advantages, including more
efficient use of station personnel and flawless productior%.}ln contrast to the
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Fig. 2-5. Television station automation equipment. The control center or brain (inset) is
preset to start and stop various program sources at the proper time and in the proper
sequence. Presetting may be accomplished electronically with pushbuttons, as illustrated, or
punched tape. Program sources which the brain may coll upon include the network, video
tape, or o film projector for shows. Commercials may come from the film projector, video
tape, a combination of audio tape and slides, or audio tape and the opaque projector.
Avtomation equipment is used for full programing on a limited number of television stations
and for station break (panic) periods on a large number of stations. (GE and RCA.)

familiar station pattern, in which personnel work frantically during fast-
moving station breaks and local programing scquences and sit idly by at
other times, automation cquipment helps relieve the crush of intense pro-
graming periods and converts short units of idle time into a single usable
block for other purposes. At KDUB-TV, Lubbock, Texas, automation cquip-
ment is used not only for programing but also for automatic logging and
billing to the client.

The basic disadvantage of automation equipment is its high initial cost)
This is overcome either by Icasing the equipment, provided that the manu-
facturer permits this practice, or by purchasing it outright and gradually
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amortizing the cost through the conscquent reduction in operating expenses.

Two basic types of automation units are necessary for automatic program-
ing. One is a CMI center, or “brain,” and the other is a program source—
a special picce of equipment that the brain can operate, such as an automatic
record player, a spot rccorder, a multiplexing unit, or a projector, cxplained
in the following sections. Each program source is asscmbled with necessary

program or commercial material, and switching is accomplished by the
control center.

Radio Station Automation Equipment

The control center for radio station automation equipment is an clectronic
brain, ordinarily a special tapc recorder presct to call upon the various
program sources in proper sequence. Radio station program sources are a
serics of individual tape recorders plus an automatic record player. One tape
recorder, for cxample, contains record introductions, program openings and
closings, and other comments, which the announcer reads or ad-libs in
advance especially for the automatic programing sequence. Another special
tape recorder, called a spot recorder, contains the commercials—some taped
by the announcer reading a iive commercial and others dubbed into the tape
from transcriptions. Because commercials arc repeated time after time, spot
recorders are different from regular tape recorders. Employing an endless
tape principle, they are especially designed so that up to 100 commercials
may be put into a single unit. Each commercial may be sclected by the brain
(in sequence or in random order) with automatic reversal and cuing im-
mediately after the commercial has played.

Still other tape recorders for radio station automation contain public
service announcements, station breaks, and time signals. The time-signal
equipment is ordinarily controlled by a special timing system for complete
accuracy. Records for automatic programing arc played from automatic
record players, similar to jukeboxes. The control center may also call upon
the network as a source of program material, if desired.

Following the station log (listing programs, commercials, records, net-
work, ctc.) and using the program preparation unit (the control center),
the announcer can prepare several hours of programing in advance. Most
automation units can handle at least 4 hours of radio programing—others
up to 24 hours. Once the device is filled with announcements and records
and given instructions on switching and sequences, all materials are checked
for accuracy and, at the proper time, put on the air.

In general, assuming normal announcing and commercial activity, it takes
about 1 hour to announce in advance and assemble 4 to 5 hours of automatic
programing. Although some stations, like KASA, Elk City, Oklahoma, pro-
gram almost cntirely with automation, most automation cquipment is used
for afternoon and for latc-evening or all-night shows. Morning programs
and ncws throughout the day are live. When automation equipment is in



TELEVISION AND RADIO STATIO/NS 57

operation, news bulletins can be injected at any time by a live announcer.
By using automation equipment, stations can decrease the size of their
staff, often employing persons 5 days a week for 7 days of programing. Some
small-market stations use automation equipment to frec an announcer for
sales work cach afternoon, after he has devoted part of the morning to
preparing the afternoon programing sequence. Thus while the announcer is
on the air via automation, he can also be out soliciting additional business.

Television Station Automation Equipment

The same fundamental principles which permit automatic programing
on radio stations also permit automatic programing on television stations;
that is, there must be a control center, or brain, plus program sources that
it can operate. As might be expected, automation equipment for television
is much more complicated and far more costly than that required for radio.

There are two kinds of control centers for television automation: one
brain is preset with information by push buttons and relay units; the other
is preset with information punched into special tapes, similar to thosc used
for teletype equipment. Tapes can be prepared manually or can be typed
at the same time that the program log is typed. Because split-second timing
is so important in television, the control center is ordinarily operated with
an automatic clock to ensure accuracy.

Program sources for television station automation equipment are:

Audio source Video source
Sound on film 16- and 35-mm projectors
Sound on video tape Video tape
Audio tape (or transcriptions) Slide projector, opaque projector
(balop)
Sound from network Network video

As in radio, instructions are given the electronic control center and pre-
checked before going on the air. Voice-over audio, including station breaks
and program openings and closings (as nccessary), arc prepared in advance
and in sequence. All films, slides, and video tape are put in proper order.

Multiplexing equipment is an optical switching device which can select
any of four program sources and reflect it into a single output. TThe program
sources may be any combination of slide projectors, opaque projectors, and
16- or 35-mm projcctors)Thc output is ordinarily a vidicon camera for
transmission. The multiplexing unit can be controlled by the brain to switch
to the desired source. The control center may, for example, call upon the
multiplexing unit for slides or films, combining these with audio sources as
necessary. A slide from a multiplexing unit may be transmitted with sound
from the audio tape, or a 16-mm commercial film or a 35-mm feature film
may be transmitted with sound on film, or, in either case, the sound may be
live, coming from the announcer’s booth.
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Television and Radio Station Standards of Practice

As pointed out in Chap. 26, television and radio are regulated by several
major forces. The first and most important of these is voluntary self-regula-
tion within the industry. Others are “regulation” by public criticism and
regulation by Federal, state, and local legislation.

" The National Association of Broadcasters has developed a Television Code
and a Radio Code to guide stations]Each code is designed to encourage
good programing and advertising practices. Although the two codes are
binding only upon NAB member stations, many nonmember stations follow
their basic provisions. Some stations take additional steps toward strengthen-
ing code provisions, either by modifying the industry code or by writing
their own standards of practice. In other cases a station may have no written
code, but the station manager and other responsible station personnel rec-
ognize and follow certain station principles. A written code, of course, is
extremely desirable, for it permits all concerned with the station to know
the exact provisions of its standards. Those dealing with limitations on
commercial copy length are especially important. (Sec Chap. 26.)

Network Affiliation

ere are two primary rcasons why a station may wish to join a network:

to increase income and@to acquire good programs. Such benefits
come from national, regional;or tailor-made networks in greater or less
degrees. A national television network, for example, is a good source of addi-
tional income and good programs for the affiliated station. A national radio
network may not appreciably increase income (especially under the new
“barter” arrangements, such as CBS Radio’s programn consolidation plan)
but may provide national and international news programs, personality pro-
graming, or daytime scrials to enhance local programing and both local and
national spot sales. An arrangement for a baseball or foothall series with a
tailor-made network often provides both extra income and fine programing.

A station interested in joining a network ordinarily takes the initiative in
suggesting affiliation, though occasionally the network makes overtures to
the station. When agreement is reached, an affiliation contract is signed, and
the station officially joins the network.

Details of nctwork activities are found in Chap. 3. At this point, however,
it is important to understand the fundamentals of nctwork option time and
station option time arrangements, which stem from network affiliation. Op-
tion time affects local programing and local sponsorship arrangements.

Network Option Time

[When a station is affiliated with a national network (or, in some cases,
with a regional network), the network has first choice in the sale of desig-
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nated time periods. Such hours are referred to as network option timeJth-
work option time requirements facilitate nctwork time sales by reducing the
complicated time-clearance problem.

If network option time has not been sold by the network, a local station
is free to sell the time. If a network sale should be made, the FCC requires
the network to give affiliates a period of 56 days * to clear the time period.
In most cases, however, a network affiliate will clear much sooner.

Should a network advertiser buy less than the full network, a local affiliate
not included in the network schedule may sell the time period which the
network program would normally occupy. In these circumstances the local
advertiser may be reasonably certain that the network will not preempt the
time for the length of the network contract, unless the advertiser elects to
expand his station line-up.

Station Option Time

C Time periods over which the station has first choice in the sale of time
are termed station option time. All time periods other than network option
time are so designated since station option time and network option time
are mutually exc]usivc] Local advertisers and national spot advertisers in
general prefer to build local programs in station option time periods, so that
a network advertiser cannot preempt the program period.

When a local advertiser schedules his advertising in network option time
rather than station option time, it is important that he understand this
arrangement and be advised that he may be required to move his program.
Many local advertisers are willing to take such a chance because of the
hour made available for the program, good adjacencies, and other favorable
time-buying factors. Local advertisers are also aware that once a local show
has developed popularity, it can often be moved without loss of audience,
just as the national advertiser shifts his programs to different hours and
different days.

Program Policy

Although program management is discussed in detail in Chap. 22, station
program policies must be mentioned here_for they are essential to an under-
standing of television and radio stations[A program policy may be defined

“If a network program is not considered to be in the public interest by a local
station manager, the station may refuse to clear network option time. This may happen
when programs of high local interest are planned by an affiliate in time periods re-
quired by the network (civic broadcasts, local election returns, football or basketball
programs with an intense local following). A station manager may feel he can best
operate his station in the “public interest, convenience, and necessity” by carrying the
local broadcast and not the network show. Often, however, the station will tape the
network show and play it on the air at a later time period, provided that the sponsor
approves.
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as the strategy adopted by station management for programing a station to
its audience.

Since both television and radio are mass media, it is all but impossible for
any broadcasting station to be as sclective about its audience as certain
magazines or direct mail, for example. Nevertheless there are ways that a
station can tailor its programing to reach a predetermined group (provided,
of course, that the group is large enough to warrant a special commercial
program service). The program policy of a station is one of several factors
that reflect the station image, as mentioned in Chap. 22.

Program policy varies widely among stations, cspecially among radio
stations. Each policy must be selected to fit the particular circumstances of
the individual station—audience and competition being primary factors.
What works for one station may not necessarily work for another.

Television Station Program Policies

[Most television stations follow much the same program policy: to program
to the mass market in an attempt to reach the largest audience possible at
all timcs.]Although cach station from time to time schedules programs
dirccted especially to homemakers, children, men (at times, farmers), and
the family group as a whole, there is little specialization in television pro-
graming of the sort found in radio. Only in major metropolitan markets,
where there are several independent stations, have specialized program
policies (to sports fans, to those who like feature films, etc.) been put into
effect in television.

AM Radio Station Program Policies

[A radio station arrives at its program policy by studying the basic char-
acteristics of its primary circulation area, examining offerings of competitive
stations, measuring the size and potential of various special scgments of the
audience, and then programing better than any other station to reach the
group it has selected as its primary target.{Once the decision is made, the
program policy combines with the station’s sales, advertising, and promotion
activities to reflect the station image, the mental picture listcners have of a
station in terms of dependability, accuracy, believability, and the like. The
program policy, of course, is the primary means of conveying the station
image to the audience.

Radio station program policy changed considerably during the 1950s.
Broadcasters broke away from traditional programing patterns to develop
techniques to fit radio’s completely new role, an outgrowth of the rise of
tc]cvision[Prior to the advent of television there were two basic types of radio
station program policy: (1) the nctwork policy, which required a station to
rely heavily upon the network for its program service, and (2) an independ-
ent policy which usually consisted of a program structure built around
recorded music\ Music-news-sports was a popular type of independent pro-
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gram policy, consisting of a substantial amount of music interspersed with
news and sports broadcasts.

The program policies of mWan be classified into three
basic groups, all of which are variations from the old independent policy:

L‘ (1) music and service, (2) network plus music and service, and (3) special-
ized programingJIn all three cases music is the basis of the program struc-
ture, and news broadcasts (especially 5-minute newscasts) are a funda-
mental part of the service. Research indicates that more than 50 per cent of
all Americans think of radio as their first source of news, ranking above
newspapers and television.

Music and service is a radio station program policy consisting primarily
of music, supplemented by newscasts and other local service features, such
as programs or announcements which identify the station with the commu-
nity by supporting local civic projects, hospitals, fund drives, educational
activities, and the ]ikc]The alert station produces its service programs with
as much care and showmanship as it expends on commercial shows. There
are numcrous variations of this basic program policy. The music, for exam-
ple, may be restricted to top tunes or to classical selections, or the station
may specialize in sports coverage.

X Network plus music and service is the policy followed by network-affiliated

stations that do considcrable independent programing (with music, news,
and service features) but also carry the network programs. There are con-
siderably fewer stations in this category than in the music-and-service cate-
gory.
ESpecialized programing, as its name implies, is a program policy directed
to a special segment of a station’s audicnce. This may consist of Negro-
appcal programing, foreign-language programing, programs directed pri-
marily at rural residents, shows for sports fans, and the like.}Some stations
may tailor a program policy cxclusively to one segment of the audience.
Another may program certain portions of the day to certain segments of the
audience, shifting throughout the day. This is characteristic of the foreign-
language station that caters to various nationality groups throughout its
schedule. Specialized programing, of course, is adopted only if the potential
special-interest audicnce is large enough to merit this service.

Once a station has developed its program policy, on-the-air personalities
are hired to fit that policy. Management evaluates its programing in terms
of the success of the sales force and the size of the listening audience that
results.

FM Radio Station Program Policies

[ FM program policy consists of (1) simultaneous broadcasting of the pro-
gram on the sister AM station, (2) specially created FM programing, or (3)
a combination of the two.

Perhaps the most popular type of FM programing today is simultaneous
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broadcasting of the AM program. This permits a bonus FM audience for
the sponsorcd AM program and is most economical to the radio station.
More and more FM stations, however, are being programed scparately,
even though they have a sister AM station. Other FM stations devote certain
hours to simultaneous broadcasting and other hours to specially created
programs for the FM station only.

Independent FM stations with no AM affiliate program their broadcasting
day in much the same manner as independent AM stations. Numerous FM
stations create a specialized program policy designed to appeal to such
groups as music lovers, housewives, particular neighborhoods or suburban
areas, educational groups, or farmers. Other FM stations are programed
especially for storecasting or functional music, explained below. At one
time, FM stations also programed for transit radio, directing their program
service primarily to users of public transportation through FM receivers
located in public transportation vehicles. However, this service has been
discontinued owing to lack of financial success and local legislation prohibit-
ing such arrangements.

Storecosﬁng[Storccasting is FM radio advertising broadcast primarily to
receivers located in retail stores, generally large supermarkets) But storecast-
ing is ordinarily more than background music and point-of-sale radio adver-
tising. It is usually accompanied by in-store displays featuring storccast-
promoted items. In gencral FM stations that offer this service program
primarily for the stores from 9 a.M. to 6 p.M., with the FM home listener
considered a bonus audience.

Although the term storecasting has found generic usage, Storecasting is a
registcred trademark of the Storecast Corporation of America, the pioneer
storecast operatorsEStorccast sponsors (mostly manufacturers and distribu-
tors of local or national food and grocery products) contract for time with
the local Storecast FM station]Storccast provides field crews that regularly
visit all Storecast-cquipped stores to assurc adequate supply of merchandise,
good shelf position, and maximum dealer cooperation for sponsors.

The Storecast Corporation of America has also instituted an in-store
merchandising follow-through, utilizing the facilities of some AM radio sta-
tions. Independent and chain grocery outlets in the cooperating station’s area
are identified as Stores of the Stars. In these stores the Storecast sponsors’
products are featured as Stars of the Stores with an attractive medallion
affixed to the shelf where the merchandise is on display. Although no spe-
cific items are promoted on the AM station, commercials refer to the Stores
of the Stars and direct listeners to look for the in-store features.

Another Storecast supermarket aid is th({Storecast Music Lantern, which
contains a high-fidelity spcaker system, an illumination fixture, a product
dircctory, and an advertising display medium. These are available to Store-
cast stor(‘s]The Storccast Corporation of America operates in ecight metro-
politan areas: New York, Chicago, Hartford, Philadelphia, Jersey City,
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Syracuse, Wilkes-Barre, and Johnstown. Other storecasting activities are in
operation in other major metropolitan centers across the country. In such
citics the FM station ordinarily has a working arrangement with one super-
market chain. Multiplexing sometimes permits a single FM station to do
storecasting into two competitive chains. Both receive the same music but
different commercials. The home FM receiver, of course, receives the music
and both sets of commercials.

Functional Music. Functional music is broadcast by FM radio both to
home FM receivers and to special FM receivers in business establishments.
Home FM receivers hear the regular FM broadcasting—music, news, com-
mercials, and the like. The special FM reccivers, however, lcased by the
FM station, eliminate the speech portions of the FM broadcast. Only the
music is heard—background music, which subscribers feel can be functional
in their business.]The FM station charges a special fee for this service. FM
stations offering functional music have found their largest single group of
subscribers among businesses and industries located in neighborhood or
suburban locations, where the cost of wired music is prohibitive.

Services and Facilities of Television and Radio Stations

Television and radio stations offer several services and facilitics of impor-
tance to broadcast advertisers and potential advertisers. These include (1)
programing and production, (2) commercial copy writing, (3) publicity and
promotion, (4) merchandising, (5) rescarch, and (6) equipment. There
are numerous variations in the extent of service and facilities provided by
stations, and the advertiser should check each individually when sclecting
the station for his campaign.

I. Programing and Prodyction. All television and radio stations, large and
small alike, offer programing and production services to advertisers. Admit-
tedly, there may be very little live programing on small stations with limited
production facilities, but many good vchicles are available—locally produced
news, weather, and sports shows, numerous films, a few network cooperative
programs, plus (on radio) records and transcriptions. All stations can pro-
duce local live commercials, although studio facilities may dictate that these
be extremely simple, especially on television.

2. Commercial Copy Writing. Naturally, stations in major metropolitan
markets, where advertisers customarily use agencies, do not find it necessary
to offer a commercial copy-writing service, but most small stations deal
directly with retailers. In these circumstances, it is essential that the tele-
vision or radio station create, as well as produce, commercials. Some radio
stations have employces in their copy-writing section who are capable of
creating special singing commercials or adding background music to enhance
the mood of a commercial. Transcribed music, especially recorded for tailor-
made commercial use, is available in special transcribed music libraries, de-
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scribed in Chap. 8. A few television stations have a commercial film studio
subsidiary (or arrangements with a local film studio) to produce film com-

«. mercials. Many stations now offer full VTR facilities.

3. Publicity and Promotion. In general, the larger the station, the more
program publicity and station promotion material released to the public and
to the trade. On the small television or radio station, a copy writer may be
requested from time to time to mail out special news relecases to local papers
announcing a new program series, publicizing station talent, or informing the
audience of the starting time of special shows with high local audience in-
terest (especially sports broadcasts). Larger stations ordinarily employ a full-
time publicity man to handle publicity and promotion directed to agencies

r-and potential sponsors, as well as to the public.

)
T
;

L

4, Merchandising. Publicity and promotion differ from merchandising in
that they publicize the station and its program schedule without necessarily
referring to sponsors. Merchandising, on the other hand, is any activity
dirccted toward stimulating trade interest in the broadcast advertising cam-
paign—inducing dcalers to stock the advertised items, display the mer-
chandise, and conduct any other point-of-purchase activity which reminds
consumers of broadcast-advertised products.\Thus, while television and radio
advertising push the consumer to the product, merchandising pushes the
product to the consumer.

Merchandising may take many forms. Most stations have special food and
drug mailing lists and send appropriate letters or postcards to retailers and
wholesalers announcing a new advertising campaign and encouraging them
to stock and display the advertised items. A station that has a lobby or other
display space at its studios usually rotates displays of station-advertised
products. Most stations participate in local sales or dealer meetings designed
to launch a new advertising campaign, and may offer station facilities for
such meetings. Some broadcasters have arrangements for automatic display
of station-designated products in twenty to twenty-five local supermarkets or
drugstores.

The extent of merchandising, of course, varies by stations. Some do very
little—others a lot. Some stations employ full- or part-time merchandising
men, and others rely on their salesinen to do the merchandising necessary to
satisfy the advertiser. As mentioned, the more competitive the market, the
more merchandising done by the station.

5. Research. Only the larger television and radio stations have a rescarch
department to obtain basic marketing facts on consumers, products, indus-
trics. competition, and the like and to analyze rating information. When
there is no special department to provide this service, the station manager
and his sales departinent ordinarily do any rescarch necessary.

6. Equipment and Studio Facilities. All television stations are equipped to
hand]eqno;onlyr_m “Transcriptions at all three speeds but also stand-

ard telecine requirements—16- and 35-mm program and commercial films
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and slides. The extent to which they have additional equipment for live and
telecine activity and the mechanical requirements for slides, balops, closing
times, and the like varies widely among stations.

A typical small television station may have the following equipment, studio
facilities, and requirements:

Cameras

2 image orthicon B&W cameras

1 vidicon film chain

1 movie camera B&W (16 mm)
Projectors

2 film projectors (16 mm)

1 35-mm slide projector (2” X 2” tape or metal-mounted slides)

1 balop (telop) projector (2%” X 3%”) or flip cards for live-camera pickup

(3” X 4”)

NotE: Film editing and processing services are often available.
Studios

1 main studio (40" X 60) with revolving stage (no audience facilities)
Closing time

Film and art work: 48 hours

Slides: 24 hours

A larger station, of course, offers far morc equipment and more extensive
studio facilitics, possibly including such items as color cameras, audience
studios, rear-screen projection equipment, remote units, and video tape re-
cording facilitics, as well as more cameras and projection units.

The equipment and studio facilities of most radio stations are quite stand-
ard. All stations have facilities for playing records at all three speeds, a music
library (made up of records provided by record companies gratis or at low
cost) or a transcription scrvice, facilitics for taping programs and com-
mercials (some have a special library of music for tailor-made commercials),
ncws scrvices, and the like. Most stations operate from onc or two small
studios with no audience facilities, but large stations in major metropolitan
markets opcrate from facilities permitting extensive live programs with studio
audicnces and may even have self-contained mobile studio facilities.

In summary, although basic equipment and studio facilities are relatively
standardized in radio, therc is a wide variation among television stations.
Specifics on equipment and facilitics arc available through the station, the
station representative, or from the Standard Rate and Data publications,
Spot Television Rates and Data and Spot Radio Rates and Data.

Commercial Stations in Canada

Television and radio stations have been developed extensively throughout
Canada. In 1959 there were 207 commercial AM stations, 32 commercial
FM stations, and 61 commercial television stations in the country. Of this
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Fig. 2-6. Radio is mobile. Radio Station WJW, Cleveland, uses an air-conditioned 14-ton
mobile studio for broadcasting regular programs and for covering special events. Inset:
Radio Station KCBQ, San Diego, uses a small foreign car, equipped with short-wave radio,
for fast coverage of news and special events. (WJW, Cleveland; and KCBQ®, San Diego.)

group 26 AM, 5 FM, and 13 TV (including 2 satellite stations) were gov-
ernment commercial stations and the remainder were privately owned,, Call
letters of all Canadian television and radio stations begin with C; and
frequencies and channels are assigned by the Board of Broadcasting Gov-
crnors (comparable to the FCC in Washington).) International agreements
on frequency and channel assignments preverit Canadian stations from
interfering with United States stations, just as similar agreements prevent
stations in the United States from interfering with those in Canada and
other countries.

Canadian broadcasting stations may affiliate with a network or remain
independent. Stations also use representatives <o solicit national spot business
from Canadian advertisers and their agencies. Many Canadian stations also
have representation in the United States, to solicit American advertisers
with Canadian distribution and American agencies with Canadian clients.

In practically all respects, Canadian television and radio stations are
operated exactly as United States stations. The outstanding difference is that
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Table 2-2. Number of Commercial TV, AM, and FM Canadian Stations

Television * AM radio FM radio
Year CBC Private CBC Private CBC Private
1950 .. .. 18 126 5 29
1951 .. .. 19 129 5 30
1952 .. .. 19 134 5 29
1953 2 19 136 5 28
1954 5 4 22 142 5 27
1955 7 19 22 152 5 24
1956 8 25 22 157 5 22
1957 10 30 22 165 5 23
1958 10 42 22 173 5 24
1959 13 48 26 181 5 27

* Including satellite stations. All data as of April 1.

sourRck: Canadian Association of Radio and Television Broadcasters.

most stations in Quebcc transmit in the French language, since French is
the official language of the province. Elsewhere in Canada where there are
numerous French-speaking pcople, local stations transmit part or all of their
programs in French, just as United States stations appeal to forcign-language
audiences.

Summary

Television and radio stations in the United States may be independently
owned, under group ownership, or network-owned. When any broadcasting
company operates in tclevision as well as in radio, each station is usually
staffed separately, for television and radio are programed differently, sold
differently, and employed differently by advertisers since they are two differ-
ent advertising media.

A television station may be assigned a VHF-TV channel (2 to 13) or a
UHF-TV channel (14 to 83) and is authorized full-time operation through-
out the day and evening. All stations—TV, AM, and FM—are organized
into four basic departments: program, sales, engincering, and general office.
The staff required in cach department varies according to the sizc of the
station and the type of operation. Versatility is the keynote in staffing small-
market television and radio stations, where considerable doubling of assign-
ments is necessary. Large stations employ more specialists. In general, a
radio station can be operated with considerably fewer employees than a
television station.

An AM radio station may he assigned a clear, regional, or local channel.
Some stations are permitted to operate full-time, day and night, but others
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must operate on a restricted-time basis, usually in the daytime only. FM
radio stations may be assigned to class A or class B channels and are author-
ized to operate full time. Whercas at one time many FM stations merely
transmitted the program schedule of their affiliated AM station, interest in
FM has been increasing, and more and more FM stations are programing
separatcly. The FM-only station is organized and operated in much the same
manner as the AM station.

The program policy of tclevision stations is much the same throughout
the country. Stations appeal to the mass audience, following a program
policy which offers something for everyone throughout most of the day and
cvening. Only in major metropolitan arcas do some stations practice special-
ized-appeal programing, directing their program scrvice to special segments
of the audience (such as those who like feature films or sports cvents). In
contrast, there arc a wide variety of radio station program policies. These
range all the way from the music-news-service policy or the network plus
music-news-service policy to sclective programing directed to farmers,
Necgrocs, or the foreign-language market. FM stations ordinarily appeal to
special audience segments, and storecasting and functional music arc popular.
The program policy of cach television and radio station must be selected
to fit its particular requirements, for what works as a policy for one station
may not necessarily be a successful program formula for another. Station
image is reflected primarily through a station’s programing.

Although all stations offer program and production services and all small
stations will prepare commercials for advertisers (large stations arc located in
markets . where retail commercials are usually agency-prepared). stations
differ considerably in the extent to which they publicize their program
schedule and merchandise the advertising. Equipment and studio facilities
are quite standardized among radio stations, but facilitics for live programs
and commnercials, such as studios and camera equipment, vary widely among
television stations.

Television and radio stations are an important clement of the broadcast-
ing industry. Effcectively used, they serve as the link between the advertiser
and his commercials and the viewing and listening public.



3 Television and Radio Networks

( A network is a broadcasting organization_engaged primarily in supplying
programs to a group of affiliated stations}%elcvision stations are connected
to the network by coaxial cable, by micréwave relay stations, or, in a few
instances, by direct off-the-air pickups from necarby network affiliates.| AM
radio stations are connected to the network by special telephone lines. FM
networks often are connected by off-the-air pickup, but telephone lines are
used if stations are too far apart to receive an off-the-air signal.

Network broadcasting is almost as old as broadcasting itsclf. The first
nctwork radio broadcast took place in 1923, less than a year and a half after
the first radio station was licensed. The first network television broadcast
occurred in 1940, just a year after the appcarance of the President of the
United States on television in April, 1939, considered by many as the start
of television.

Although all three television networks also have a radio network (only
one of the four radio networks is a radio-only activity), nctwork television
and network radio are operated as two separate activities. The reason, of
course, is that they are two entirely different media and consequently are
employed differently by advertisers. Network television, for example, is used
primarily to carry programs sponsored by individual advertisers) (or co-
sponsored by alternate-week advertisers), but there is/ little full-program
sponsorship in network radio.| Rather, theEadio advertiser buys segments of
full programs, or participations, so that he can broadcast a commercial
message.| He attempts to reach as many people as possible with a series of
network radio segments or participations, scheduling commercials through-
out the broadcast day. Differences in programing and selling patterns such
as these reflect the differences inherent in the two media and dictate a
scparation of network television and network radio organizations. Other
differences in the way network television and radio are used as advertising
media are discussed in Chap. 21, National Teclevision and Radio Campaigns.

Classification of Networks

LNC works may be classified as (1) national, (2) regional, and (3) tailor-
madol’l‘he scope of the first two types is obvious from the names. The third

69
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is a@ustom-built combination of stations, often connccted for network radio
broadcasts of sports events, such as baschall and football games. |

In the trade, references are also made to film, video tape, (dudio) tape,
and transcription “networks.” The first two organizations supply television
programs on film or VTR to individual stations, and the latter two supply
radio stations with taped shows or transcribed advertising and programs.
One transcription network, Keystone Broadcasting System, Inc., stresses its
coverage of “home-town and rural America.” National Negro Network, Inc.,
another transcription network, directs all its activities toward the Negro
market. In reality, film, tape, and transcription “networks” are spot activities.
Inherent in the definition of a network is the fact that\Programs originate
at a central source and are fed by lines or otherwise relayed to affiliated
stations for simultancous transmission)Such, of course, is not the case in film,
VTR, tape, or transcription “networks.”
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Fig. 3-1. Three network fovorites—Red Skelton {os Couliflower McPugg)}. Bob Hope, ond
Steve Allen. (CBS-TV ond NBC-TV.)

National Networks

Currently there are three national television networks and four national
radio nctworks in the United States. American Broadcasting—Paramount
Theatres, Inc., owns the ABC Television Network and the ABC Radio Net-
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Fig. 3-2. The Ed Sullivan Show. From left to right, director John Wray, production assistant
Bob Tamplin, Sullivan, and his coproducer Marlo Lewis discuss a production problem
during a rehearsal break. (Ford Motor Company.)

work. The Columbia Broadcasting System opcrates the CBS Television Net-
work and the €BS Radio Network. The Radio Corporation of Amecrica is
the parent company of the NBC Television Network and the NBC Radio
Network. The Mutual Broadcasting Systern is a national radio-only network.

National networks maintain studios in certain key cities from coast to
coast, usually where their network-owned stations are located. In other cases
a local affiliate agrees to provide studio facilities for network broadcasts.
CBS, for example, has such an arrangemen: with WTOP, Washington, D.C.
In most cases the studios of the network and of the local network-owned
station arc onc and the same.

With the exception of a few programs such as Today and the Jack Paar
Show, on which advertisers can purchase timne for individual anpouncements,
practically all network television advertising is handled through program
campaigns. In contrast, most radio nctwork campaigns are participations,
the network equivalent of announcement campaigns. The advertiser does
not sponsor or cosponsor a program. Rather, he buys 1-minate (or shorter)
announcerents.

Affiliation arrangements and network contracts are worked out individ-
ually between stations and networks.) Sometimes the network takes the
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initiative when seeking a key affiliate; at other times the station attempts to
sell itsclf to the network. In television the rule of thumb is that an affiliated
station carrying a network program receives about 40 per cent of its card
rate, 60 per cent going to the network. The network share covers cost of
program sales and other administrative expenses, including such items as line
charges—costs associated with coaxial cable or microwave relay facilities (ex-
plained later in this chapter) that transmit the network program to the
affiliates. Some stations, however, pay for their own line charges, and some
have private relay systems. Arrangements for line charges va FA television
network usually programs about 70 commercial hours a wee

In radio, although network-affiliate arrangements are much the same as in
television, there is a trend toward a “barter system”; Ehat is, in return for
supplying the affiliate with a number of [free) programs, which the station
can sell locally, the network receives certain time periods which it can sell
without reimbursing the affiliates.| Various arrangements have been pro-
posed from time to time by radio network management. CBS Radio’s pro-
gram consolidation plan, for example, requires the network to supply a full
news program service and other programs without charge. In return the
network feeds its affiliates about 30 hours of commercial programs a weck
which the stations carry without compensation. Barter arrangements of this
nature in radio seem to be mutually beneficial to network and station.

Advantages Claimed for National Network Advertising. There are certain
advantages and disadvantages inherent in the network broadcasting struc-
ture. Obviously, over and above these basic characteristics there are addi-
tional benefits and problems which arise as a result of the network time-
buying situation—program and time-period availabilities, audience size,
competition, and the like. The latter are discussed in Chap. 16, Time Buying.

All advertising on national, regional, or tailor-made networks offers five
basic advantages: (1) cxcellent physical control over program and commer-
cial production, (2) simultaneous coverage with good broadcast hours on
local affiliates, (3) prorating of costs among stations at a low net cost per
station, (4) single billing for time and talent costs, and (5) last-day change

{ privileges both in live program content and in live commercial content.

\— Since network programs originate from a single source, the advertiser can
closely supervise the cntire production, including cntertainment and com-
mercials. At the same time that the program is transmitted from the network
studios, it gocs on the air over stations on the linc-up. With network option
time arrangements, the advertiser can expect good station clearances in time
periods that might not otherwise be available to him. In cases where affiliates
have approval to delay a network program, the delay is carried as soon as
possible after the “live” time. “Live” time is the hour that the program is
fed to the network and has nothing to do with whether the program orig-
inates with live talent or by film, video tape, or audio tape.

Although network dollar costs may seem high, they can be prorated among



TELEVISION AND RADIO NETWORKS 73

affiliated stations at a low net cost per station. Morcover,) in terins of cost
per thousand homes reached and in terms of cost cfficiency, network ad-
vertising is not an cxpensive medium/[Another advantage inherent in the
network broadcasting structure is single payment for time and talent costs,
rather than scparate payment to cach of a hundred or so stations on a spot
line-up.
Finally, nctwork television and network radio are the only national media
that permit late changes in advertising copy. A live message can be modified
within hours of air time, and under certain special arrangements changes
in commercial films and VTR can be made up to 48 hours before the broad-
cast. Thus the latest selling information can be simultancously conveyed to
a coast-to-coast audicnce.
In addition to these five general advantages shared by all network adver-
tising, certain benefits are claimed for particular forms of network broad-
_casting. National television nctwork advertising, for cxample, offers (1)
Lnational coverage, (2) prestige and glamour, (3) strong merchandising sup-
port on the part of the trade, and (4) a medium that is thoroughly re-
scarched{ Only the first and last of these can be claimed by network radio
advertisifg.

National coverage is one of the major reasons why networks are con-
sidered by advertisers, for nctwork affiliates are Jocated from coast to coast.

Fig. 3-3. Bob Elliot, left, and Ray Goulding, right, about to cut a tape for NBC Radio's
Monitor. Most of their program is handled extemporaneously, after basic discussions of the
idea. Also available far television and radio commercials, Bob and Ray are the voices of
Harry and Bert in the Piel's beer commercials. [NBC Radio.)
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However, since the quality of local outlets varies, a network’s degree of mar-
ket penetration differs from city to city, and the network that is strongest in
one area is not necessarily the strongest elsewhere. Advertisers must therefore
check market penetration (in terms of circulation and ratings) closely when
considering a network purchase.

Networks strive to build strong program patterns throughout the day and
evening, and the prestige of these over-all programing efforts, coupled with
big-name network talent, adds an extra touch of glamour to network tele-
vision advertising. This is especially true of live programs, particularly tele-
vision specials.

Well aware of television’s powerful advertising values, the trade (whole-
salers, distributors, jobbers, and retailers alike) responds readily to the fact
that a product is promoted by network television advertising. When con-
sumers have been exposed to effective and memorable network commercials
and retailers feature the network-advertised product in tie-in advertising
and point-of-purchase displays, the result is a mass selling effort with ad-
vantages that are hard to duplicate in any other advertising medium.

Without a doubt broadcasting is the most researched of all advertising
media, and the audiences of network programs have received more attention
that any other aspect of the industry. In one way or another all major
program rating organizations report audience information on network tele-
vision shows. Both the A. C. Niclsen Company and Pulse, Inc., report net-
work radio ratings.

Problems of National Network Advertising. Under certain conditions, prob-
lems are present in national network advertising. Although a network offers
cxtensive national coverage, it may lack an affiliate, or have only a weak
station, in some markets where the national advertiser considers strong local
coverage essential. Scasonal, regional, local competition, and time-zone varia-
tions may decrease the effectiveness of a network buy in individual markets.
Some affiliates will not be able to clear time for the network program, in
spite of network option time arrangements. _

National television network advertising is not an “in-and-out” medium.

ertainly there are exceptions, for specials (spectaculars) and scasonal cam-
paigns that are carefully planned and merchandised to the trade and to the
consumer have met with success. But good network television programs and
time periods are often hard to find, and once an advertiser buys a good pro-
gram and time period, the tendency is to stay with the medium. Often, to
obtain a good program or a good time period,‘_advcrtisers commit them-
sclves well in advance to the network buys]This requires earmarking funds
for future advertising appropriations, and occasionally a program or time
period that looked exciting at the time of the commitment carly in the spring
may prove to be a poor buy later in the fall and winter.

n contrast to network television, network radio may be uscd effectively
for short-term saturation campaign%in addition to effective usage on a year-
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round basis. At one time the Pepsi-Cola Company used all four radio net-
works for a saturation campaign designed to implant the new Pepsi-Cola
jingle, “Be Sociable.”

It goes without saying that the advantages of nectwork advertising far
outweigh the problems, which advertisers and their agencies strive to over-
come as much as possible.

Regional Networks

As the name implies, regional networks serve part of a state, one or several

states, or a section of the country. There are regional networks in both AM
and FM radio, as well as in television.
CThe regional network offers concentrated coverage in a limited geograph-
ical area and the opportunity to tailor all programs and advertising to the
characteristics of the regional audience. [The use of program talent especially
well known in the area further enhances the value of a regional network
purchase.

This form of advertising, however, also involves certain problems. Since
many regional network outlets are also national network affiliates, choice
broadcasting hours are often optioned to the national network. In addition,
some stations have long-term local time commitments and arc reluctant to
clear such hours for a regional network program.}All this may result in a
rather complicated time-clearance problem for ‘the regional network ad-
vertiser. A regional network, moreover, may have only limited program and
talent resources, ordinarily has a relatively small promotion department (if
one exists at all), and may be rather loosely organized as a business opera-
tion.

This does not imply that all regional networks suffer from these problems,
for there are numerous successful regional networks in operation. From top
management through facilities, equipment, promotion, and time-clearance
activities, they offer the sponsor an extremcly high-caliber regional adver-
tising medium. However, because of the wide differences among regional
networks, the advertiser should check into the operation carefully when
considering a regional network purchase.

A good example of regional radio networks is found on the West Coast
with the ABC Western Radio Network, the Columbia Pacific Network, and
the NBC Western Network. Other regional AM radio networks include the
Wisconsin Network, the Texas Quality Network, and the Yankee Network.
Since many group-owned stations (especially in small markets) are in the
same region and can be purchased at a combination rate, they often are
termed “‘regional networks.”

The Concert Network, consisting of five New England FM stations, is an
example of a regional FM network. Among the regional television networks
are the ABC-TV Western Regional Network, the CBS Television Pacific
Network, the Arizona Broadcasting System, and the Skyline Network. The
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stations owned by the Crosley Broadcasting Corporation can also be pur-
chased as a group and may be considered a regional network.

Tailor-made Networks

CA tailor-made network is a custom-built network of individually selected
stations created for the special commercial use of a given sponsor./Such
networks are well-developed in the radio industry and are just beginning to
be used in television. A custom-built network combines many of the ad-
vantages of national spot advertising and network advertising.{The sponsor
can sccure concentrated coverage with practically no waste circulation
Ordinarily he has a choice of various stations in the area, and there i%ood
control over program and commercial production[.;Fince the special broad-
casts, such as sports cvents, ordinarily carried by cdstom-built networks have
strong audience appeal, station management is generally willing to clear
time for them. A custom-built network can be expanded or contracted for
individual broadcasts as interest shifts. Political speakers often use tailor-
made network facilities for talks to their constituents.

There are two basic problems associated with the custom-built network,
one concerning engineering and the other promotion[Sincc special network
lines must be arranged for each broadcast,! there is the possibility of im-
proper switching, miscues, and other facilitics comp]ications} Quality of lines
may be a problem in some areas. In addition, special programs on custom-
built networks must be extensively promoted in order to attract the maximum
audience, for sucm bascball and football games, for
cxample—often start at unusual hours.

A typical example of a custom-built network is the Miller High Life-
Milwaukee Braves Baschall Network. This tailor-made line-up consists of 41
stations in the arca (39 in Wisconsin, 1 in Minncsota, and 1 in upper
Michigan), wherc there is intensc interest in the Braves. Radio Station
WTM], Milwaukee, originates the play-by-play broadcast for the tailor-made
network.

Tailor-madc networks can be created for almost any regional or national
advertiser wishing to rcach a sclect audience simultancously. Custom-built
facilitics are especially valuable when the sponsor has a unique distribution
pattern. a special advertising problem, or the opportunity to take advantage
of an outstanding program availability.

When the Oklahoma Oil Company, Chicago, expanded its Middle West-
crn ownership of gasoline stations by purchasing a large chain of stations in
Indiana. it used a tailor-made network of twenty-nine television and radio
stations in Indiana to announce the new ownership and attract new cus-

' In contrast to national and regional networks. which usually lease coaxial cables.

microwave relay facilities, or telephone lines on a permanent basis, tailor-made net-
works lease lines only for specified periods.
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Fig. 3-4. A broadcast crew covers a University of Michigan Big 10 football game. Sports
broadcasts constitute popular programing on regional and tailor-made radio networks.
(WWJ, Detroit; and the University of Michigan.}

tomers. The broadcast campaign was launched with an hour simulcast
featuring the Indiana humorist Herb Shriner, and follow-up schedules con-
tinued on key stations as part of Oklahoma’s basic advertising campaign.

Transmitting Network Signals

Network tclevision signals in black and white or color may be transmitted
by coaxial cable or microwave relay stations. Some stations make off-the-air
black-and-white pickups from a ncarby affiliated station, but the number of
stations doing this is decreasing. Network radio signals arc transmitted over
special tclephone lines. The Long Lines Department of the American Tele-
phone & Teclegraph Company provides facilities for national networks,
regional networks, and custom-built networks. The local telephone com-
panics, in addition to providing facilitics which tie in network lines to the
local stations, furnish local lines for remote broadcasts fromn local baseball
parks, bowling alleys, and the like to the station. At times the local telephone
company may us¢ a microwave relay link for such purposes. Of course, some
stations have their own mobile transmitter units for beaming television
shows or radio programs back to the station by radio relay, and thus do not
rely on tclephone company local facilities.



78 ELEMENTS OF THE AMERICAN COMMERCIAL BROADCASTING COMPANY

The Coaxial Cable

A coaxial cable contains from two to eight coaxials plus a number of wire
conductors, which may be used for maintenance purposes or for short-haul
telephone service. The coaxials and wire conductors are enclosed in a pro-
tective sheath, similar to that of the standard telephone cable, and buried
underground.

A coaxial (within the cable sheath) is a copper tube about the size of a
pencil. Down the center of this tube runs a copper wire, held in place by
insulating discs spaced about an inch apart. When equipped with apparatus
of the latest design, a pair of coaxials can carry two TV programs and over
600 telephone conversations simultaneously. On many of the coaxial routes
in service today two tubes are equipped to carry a television program in each
direction, with the remaining tubes being used for telephone service.

A television program is transmitted through the cable from city to city by
high-frequency electrical signals. To prevent these signals from fading out
over long distances, amplifying equipment housed in repeater stations is
provided along the coaxial cable route at intervals of 4 or 8 miles, depending
on the type of system.

Microwave Relay Stations

hereas the coaxial cable carries television signals from point to point
beneath the ground, microwave radio relay systems transmit signals through
the air, beaming them from the top of one radio tower to another/A single
radio relay system is capable of transmitting six television programs in each
direction. Generally, four channels are equipped to carry two TV programs

Fig. 3-5. A microwave relay station. Both co-
axial cables and microwave relay facilities are
provided by the Long Lines Department of the
American Telephone & Telegraph Company for
television and radio network service. Practically
all routes are equipped for transmitting color.
{American Telephone & Telegraph Company.)
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in each direction, the remaining eight channels being used for telephone
service, maintenance, and protection.

{ Microwave radio differs from ordinary radio in that it uses super-high
frequcncies} Each signal is about the length of a cigarettc. Because micro-
waves can be concentrated into narrow beams by the use of unique antennas
developed by the Bell System, only a small amount of power is neceded to
carry the signal across the gap between towers on the network—usually no
more than 30 miles. An incoming signal at cach microwave tower is piped
through a waveguide to a building at the basc of the tower. Each building
houses amplifying cquipment to revitalize the impulses. Reenergized, the
signals travel up another waveguide to the transmitting antenna, which
beams the signal to the next tower.

A different type of microwave system, capable of carrying signals 200
miles without intermediate rclay stations, is in service in some arcas (between
Florida and Cuba, for example). Described as an over-the-horizon system,
it transmits telephone conversations and television and operates in the Iﬁ_t—r_'a
high___f_re’q_u_sn__cl_gand. This system can carry two television programs (one
in each direction) and several dozen telephone conversations simultaneously.

When the video signals reach a broadcast point along either the coaxial
cable or the microwave relay route, they are transmitted (via the local phone
company) to the studio of the broadcasting station and from there to the
TV transmitter via local channels. In addition to constructing coaxial cable
and microwave relay systems, the telephone company has the highly im-
portant task of maintaining and operating the facilities. Technicians working
in the various television control centers along the routes check the quality of
the television picture with monitoring equipment as the signal is transmitted
over the nctwork. They also make the switches necessary to route the TV
program to the cities scheduled to receive it. To enable rapid and accurate
switching, all incoming and outgoing channcls arc connccted to a push-
button switching panel, which permits any outgoing circuit to be fed from
any incoming circuit. The technicians must also test the quality of the sound
signal and coordinate and switch it with the accompanying TV program.
In addition, they keep each of the hundreds of amplificrs, spread along
thousands of miles of television channels, functioning properly.

The actual pickup of a tclevision program at the nctwork or the remote
originating point is done by the network or station, which docs the camecra
work and delivers the video and sound message to the telephone company
for proper transmission. The telephone company also furnishes facilities for
closed-circuit television programs.

History of the National Networks

The original network radio show on Jan. 4, 1923, was on America’s first
network, the AT&T Network. This experimental chain was built by the
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American Telephone & Telegraph Company, and the original circuit was
set up between WEAF (now WRCA), New York, and WNAC, Boston.
Early in 1924 the telephone company produced the first transcontinental
network broadcast, using Radio Station KPO, San Francisco, as the West
Coast outlet. By the fall of that year a custom-built coast-to-coast network
of 23 stations was arranged to broadcast a speech by President Coolidge. At
the end of 1925 there was a total of 26 stations on the regular AT&T Net-
work, extending as far west as St. Louis (KSD). The company was selling
time to advertisers over a basic network of 13 stations at $2,600 an hour
and was deriving gross revenucs at the rate of about $750,000 annually from
the sale of time.2

The Radio Corporation of America transmitted its first network broadcast
in December, 1923, over the old RCA Network. This broadcast was carried
by Western Union telegraph lincs, since AT&T policy restricted the use of
telephone company lines to those stations licensed under telephone company
patents. On July 1, 1926, the Radio Corporation of America purchased the
entire broadcasting business of the American Telephone & Telegraph Com-
pany, which then turned its attention to providing high-quality telephone
lines for network transmission. In September of that year the National
Broadcasting Company was organized.

The National Broadcasting Company

With the purchase of the AT&T Network by the Radio Corporation of
America, the only two networks in the United States came under the control
of the National Broadcasting Company. The old AT&T Network, charted
on a line map with red lines by long-lines engineers of the telephone com-
pany, became known as NBC’s Red Network. A bluc line, tracing the old
RCA Network on telephone company charts, became NBC’s Blue Network.
Each of these networks had separate basic affiliates, and supplementary sta-
tions were available for programs from either network.

On Mar. 15, 1942, NBC sold its Blue Network, which later became known
as the American Broadcasting Company.

With the advent of television, the National Broadcasting Company ex-
panded its network activities and operated both a radio network and a
television network. By 1951 the television activity of the company became
so important that separate television and radio network organizations were
established. They arc known as the NBC Television Network and the NBC
Radio Network. NBC-TV has 188 affiliates in the United States and NBC
Radio has 199, but therc arc occasional changes in affiliates from time to
time on all networks. NBC also has separate organizations for NBC-owned
stations and NBC spot sales (scparate for television and radio). As its name
implies, the NBC-owned stations division operates the stations owned by

2 Report on Chain Broadcasting (Federal Communications Commission, May, 1941),
p. 6.
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NBC in much the same manner as any group-owned station organization
functions. The spot sales division operates as a station representative organ-
ization for NBC-owned stations, as well as for other stations. NBC also
owns a program film production company, California National Productions,
with two sales subsidiarics—NBC Film Sales, which sclls programs for net-
work use, and Victory Program Sales, which sells syndicated shows and
reruns.

Currently NBC owns and operates WRCA (TV, AM, and FM), New
York; WNBQ (TV) and WMAQ (AM and FM), Chicago; WRCV (TV
and AM), Philadelphia; KNBC (AM and FM), San Francisco; KRCA
(TV), Los Angeles; WRC (TV, AM, and FM), Washington; and WNBC
(TV) and WKNB (AM), Hartford, Connecticut. WNBC is a UHF-TV
station. At one time NBC owned and opcrated WBUF, a UHF-TV station
in Buffalo, but the station ccased operations in 1958.

The Columbia Broadcasting System

The start of the network now known as CBS was the United Independent
Broadcasters, organized on Jan. 27, 1927. Before United began operations,
the Columbia Phonograph Company became interested in the activity, and
incorporation papers were drawn up for the Columbia Phonograph Com-
pany to function as the sales unit for the new nctwork. From its first broad-
cast, on Secpt. 18, 1927, the nctwork has been known on the air as the
Columbia Broadcasting System, although two companics were still involved.
Early in 1929 the network was rcorganized. WABC (now WCBS), New
York, was acquired and became the key network station, and the two comn-
panics merged into the Columbia Broadcasting System. Shortly before this
took place, William S. Paley and his family purchased controlling intcrest in
the corporation.

Television network activities and radio network activities were separated
in 1951, when CBS was reorganized into several major divisions. Four are
dircctly associated with broadcasting, and other CBS divisions are in allied
industrics, such as records and electronics. The broadcasting divisions are
(1) the CBS Television Network, (2) the CBS Television Stations, (3) CBS
Radio, and (4) CBS News. The CBS Television Network, as its name
implies, is the separatc television network division. The CBS Television Sta-
tions Division opcrates the seven CBS-owned television stations, CBS Tele-
vision Spot Sales, CBS Television Film Sales, Terrytoons, and CBS Tecle-
vision Enterprises, the latter a inerchandising and premium unit for tie-ins
with CBS programs and propertics. The CBS Radio Division operates the
CBS Radio Network, the seven CBS-owned radio stations, and CBS Radio
Spot Sales. The CBS News Division gathers and distributes news for the
network and also for stations subscribing to CBS News Film Service. The
CBS Television Network has 196 affiliates and the CBS Radio Network has
185.
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Currently CBS owns and operates WCBS (TV, AM, and FM), New
York; WBBM (TV, AM, and FM), Chicago; KMOX (TV and AM),
St. Louis: WEEI (AM and FM), Boston; KCBS (AM and FM), San
Francisco; KNXT (TV) and KNX (AM and FM), Los Angeles; and
WCAU (TV and AM), Philadelphia. At one time CBS owned and operated
two UHF-TV stations, WHCT, Hartford and WXIX, Milwaukee, but dis-
continued operations (due to financial problems) in 1958 and 1959 respec-
tively.

American Broadcasting-Paramount Theatres, Inc.

Although American Broadcasting—Paramount Theatres, Inc., is the newest
organization in the network television and radio business, it stems from
broadcasting’s carliest days, for the radio network operated by AB-PT can
trace its history back to the original RCA Network. As alrcady indicated,
this later became known as the Blue Network of the National Broadcasting
Company, when NBC operated two networks (the Blue Network and the
Red Network of the National Broadcasting Company). In 1941, the Federal
Communications Commission, citing antimonopoly legislation, directed the
Radio Corporation of America to divest itsclf of one of its two radio net-
works. As a result, the NBC Blue Network was sold on Jan. 9, 1942, to a
new organization incorporated as the Blue Network Company, Inc. On
June 15, 1945, the network’s name was changed to the American Broad-
casting Company, Inc. The merger of the American Broadcasting Company,
Inc., with United Paramount Theatres, Inc., resulted in the formation of
American Broadcasting—Paramount Theatres, Inc.

The activities of AB-PT directly related to broadcasting arc (1) the ABC
Television Network with 131 affiliates; (2) the ABC Radio Network with
285 affiliates; (3) ownership of WABC (TV, AM, and FM), New York;
WXYZ (TV, AM, and FM), Detroit; KGO (TV, AM, and FM), San
Francisco; KABC (TV, AM, and FM), Los Angcles; WBKB (TV), 48
per cent interest in WLS (AM), and WENR (FM), Chicago; and KQV,
Pittsburgh; and (4) ABC Film Syndication. In addition, AB-PT operates
537 motion-picture theaters (owning 276 of thesc), produces motion . pic-
tures, manufactures and distributes phonograph records, and owns 33 per
cent interest in Disneyland, among other stock holdings.

The Mutual Broadcasting System

The Mutual Broadcasting Systcm, organized on the concept of mutual
program cxchanges among affiliated stations, began operations on July 13,
1933. The original organizers were WGN, Chicago: WOR, New York;
WLW, Cincinnati; and WXYZ, Detroit. By the carly 1940s Mutual stock-
holders included WGN and WOR, plus CKLW, Windsor, Ontario; WFBR,
Baltimorc; WIP, Philadelphia; WCAE, Pittsburgh; and the Yankee, Colo-
nial, and Don Lee Networks.
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Fig. 3-11. Location shooting for
ABC-TV's The Rifleman. Chuck
Connors, who plays the role of
Lucas McCain in the series, hud-
dles with the director and cam-
era crew. Pipe-smoking Bill
Conrad directs this particular
episode but is perhaps better
known for his role as Matt Dillon
on CBS Radio's Gunsmoke.
(ABC-TV.)

In 1943 the General Tire & Rubber Company purchased the Yankee
and Colonial Networks. With the purchase of the Don Lee Network in 1950
and Radio Station WOR in 1951 by General Teleradio (the General Tire &
Rubber broadcasting subsidiary), the company acquired majority interest in
the Mutual Broadcasting System and dissolved the original mutual program-
ownership plan. General Teleradio was renamed RKO Teleradio when it
acquired RKO Radio Pictures in 1955. In 1957 RKO Teleradio sold the
Mutual Broadcasting System to a group hcaded by Armand Hammer, but
it retained its station and nctwork ownership.

In 1958 Hal Roach Studios, a subsidiary of the F. L. Jacobs Company
(an auto-parts manufacturer with diversified investments in various fields),
purchased the Mutual Broadcasting System. In 19539 the network was again
sold, this time to a group headed by Malcolm E. Smith, Jr. The Mutual
Broadcasting System operates only as a radio network and has not expanded
into television.

The Mutual Broadcasting System has 453 radio affiliates, primarily in
small markets. The Mutual Broadcasting System uses the slogan “The

World’s Largest Network.”
J
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Organization of the National Network

The basic structure of a national television or radio network is much the
same as that of a television or radio station. The four major network de-
partments arc concerned, respectively, with( (1) programs, (2) sales, (3)
cnginecring, and (4) administration,{ Each network department, however,
has more personnel than the corresponding station department and includes
numerous spccialists and many special subscctions not found in the station
organization. Network tclevision and network radio organizations are en-
tircly scparate, as are TV and radio stations. The sales departments, for
cxample, arc completcly competitive, and coordination is the responsibility
of top management. The following paragraphs apply to network organization
in general, but the specific structure varies with the individual network.

I. Network Program Department. The network program department is
responsible for screening and creating program ideas, developing program
rccommendations for the network, and producing network shows.] Often
there is a program head in New York as well as in Hollywood. The program
department includes the usual group of producers, directors, unit managers,
floor managers, sound cffects personnel, a director of sports, daytime and
nighttime programn directors, and the like. In addition, there are several
special sections within the department to handle such matters as business

Fig. 3-12. The Jack Paar Show {left to right, Genevieve, Jack Paar, and Cliff Arquette as
Charlie Weaver). Participations on this late-evening nighttime network show are sold by
a special NBC-TV sales staff. Affiliates can also cut into certain portions of the show on cue
and air local and national spot commercials. {NBC-TV.)
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affairs (legal and business aspects of programs and talent), continuity ac-
ceptance (review of program and commercial content), and public affairs
(public service and news programs). The audicnce promotion department
works closcly with the program department but is usually organized as part
of the network sales department or the press and publicity department. The
program department also employs set designers, electricians, artists, and
other essential personnel to design and construct sets for shows.

2. Network Sales Department. Each network has its sales department head-
quarters in New York and a sales manager, plus the necessary salesmen, for
the East Coast, Middle West, and the West Coast. Sales offices are usually
maintained in New York, Chicago, and Hollywood. Assisting the various
account executives (salesmen) in each network sales office are numerous
specialists. Estimators in the network sales department help salesmen com-
pute rates for the various proposed uses of network facilities. The sales
service department deals directly with stations in obtaining clearances once
a sale is madc. Sales presentation specialists and presentation writers work
closely with the research department and assist network account cxecutives
as nccessary. The selling activities of network salesmen are explained in
greater detail in Chap. 23. The research department is usually a separate
unit, although it is sometimes organized as part of the sales department.
Research department members are specialists in ratings, coverage, circula-
tion data, market information, psychology, and broadcasting facts.

3. Network Engineering Department. The engineering department offers
another example of the high degree of specialization needed for network
operations. Whereas a tclevision station, particularly in a small market, may
cmploy cngineering personnel capable of various assignments, such as shad-
ing, switching, camera work, or audio work, the network engincering de-
partment requires specialists. Ordinarily, for example, there arc two shading
engincers, onc for live cameras and one for films and slides. All lighting
personnel, audio engincers, cameramen, and the like are also specialists,
and there is little doubling of assignments.

4. Network Administrative Department. Various activities that fall under
the jurisdiction of the “general office” at a station are ordinarily assigned
to the administrative department at the network. Such functions usually
include personnel, studios and buildings, tickets, purchasing, and the like.

Onc important activity is station relations, which is often handled by a
separate unit. In an organization as large as a national nectwork, it is im-
portant to have special internal public relations personnel to cultivate better
relations with affiliated stations, investigatc any station complaints, check
station promotion, confer with stations on management problems, visit
member stations, help solve clearance problems, and generally maintain a
feeling of cordiality and loyalty between the network and affiliated stations.
In brief, this is the work of the station relations department, which is re-
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sponsible for efficient working relations with stations on the neiwork. In this
regard it must be remembered that a network cannot order any affiliate to
carry a network show. When a network line-up is ordered by a sponsor, it is
within the province of each local station manager to refuse to accept the
order on his station. Thus the station relations department is important both
in helping affiliates understand the network point of view and, conversely,
in explaining the station point of view to network management.

Other special sections that often fall under an administrative department
include accounting (although this may be done by the parent company),
public relations and publicity, advertising and promotion, and a legal staff.
At times the business affairs unit is part of this department rather than the
program department.

Obviously the executives in charge of the network are considered a part
of the administrative department. They report directly to the head of the
parent corporation, and, as indicated, the parent company may handle
certain basic administrative procedures (such as accounting and personnel).

Composition of the Network (Affiliate Structure)

At one time in network activities there were definite classifications of
affiliates. Some, for example, were[required stations, which had to be pur-
chased before other, supplementary stations could be addcd-.]Currcnt]y there
is a trend in network television to abandon this practice, which has already
been dropped in network radio. A network advertiser is no longer required
to purchase a basic group of stations but can choose those affiliates he de-
sires. The network will either accept or reject the order, depending upon the
extent of the line-up and the requirements of other advertiscrs interested in
the same time period. In other words, “must buy” requirements are dis-
appearing and with them such terms as basic stations, required stations, and
required groups (of stations).

The number of bonus stations is also decreasing{ A bonus station is a
television or radio station that the network advertiser uscs frec of chargeJ
Bonus stations are always located in small markets and are ordinarily avail-
able when a nearby station (under the same ownership) is purchased on
a network line-up.

It is important to remember that, although a network advertiser may
order a given affiliate for a network program and although the network show
may be in network option time (a period on which the network has first
call), the local station manager has the right to refuse to carry the network
program—on the grounds of programing unsuitable to the station or of an
existing and long-term local program sale. The network station relations
department, however, does encourage a high level of cooperation from
affiliates.
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Canadian Television and Radio Networks

The Canadian Broadcasting Corporation, a publicly owned corporation,
operates two television networks, one English and one French, and three
radio networks—the Trans-Canada Network, the Dominion Network, and
the French Network. All networks broadcast both sustaining and sponsored
programs. ’

The English-language radio and television networks have affiliates in the
ten provinces of Canada. There are French Television Network stations in
the provinces of Ontario and Quebec, and French Radio Network stations
in the provinces of Alberta, Saskatchewan, Manitoba, Ontario, Quebec, and
New Brunswick.

The CBC English Television Network consists of 44 affiliates and the

French Television Network of 14 affiliates. Of these 58 stations, 10 (8 Eng-
lish and 2 French) are owned and operated by the CBC, and the remainder
arc private stations. Most affiliates arc interconnected to the coast-to-coast
microwave system operated by the Canadian telephone companies. Network
programs from the United States can often be fed to CBC-TV for simul-
taneous or delayed transmission to Canadian audiences, based on individual
arrangements between ABC-TV, CBS-TV, and NBC-TV and the Canadian
Broadcasting Corporation. United States commercials can be used, or special
Canadian commercials can be inserted.
[ Advertisers are obligated to purchase time on all basic stations that form
either of the CBC-TV networks. JThey can purchase time individually on
any or all network supplementary stations, depending upon their individual
requirements. All commercials broadcast over CBC-owned stations or net-
works are subject to CBC regulations and approval. In addition, all food
and drug commercials (on any station or network in Canada) must be ap-
proved by the Food and Drug Division of the Department of National Health
and Welfare, under Regulation 10 of the Broadcast Act.

The CBC French Television Network operates in the same way as the
English network. An advertiser can purchase time on both networks for
the same show (when, as occasionally happens, both networks are broad-
casting the same program) and have separate commercials for cach network
(that 1s, English and French commercials). If an advertiser prefers to trans-
late English commercials into French, only expert translators, familiar with
advertising requircments, should be employed. Very often a direct transla-
tion is not suitable. Most advertisers have special sound tracks made to fit
video footage of television commercials created for English-speaking Canada.
Other advertisers created special commercials for French consumers, a
desirable practice if budgets permit.

The Trans-Canada Radio Network consists of 13 CBC-owned and 13
privately owned basic stations, 4 CBC and 12 privately owned supplementary
A stations, and 3 supplementary privately owned B stations. The Dominion
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Network comprises 1 CBC-owned and 30 privately owned basic stations, 9
privately owned supplementary A stations, and 10 privately owned supple-
mentary B stations. In the French Radio Network there are 5 basic stations,
4 CBC-owned and 1 private, and 21 supplementary private A stations.

In Canada, just as in the United States, there are regional groups and
groups under common ownership from whom time can be purchased for
radio campaigns. As yet, no regional television groups have developed in
Canada, other than the CBC French Television Network.

The recent change in broadcast regulations in Canada (primarily the
establishment of the Board of Broadcast Governors to regulate networks and
stations, a function previously performed by the Canadian Broadcasting
Corporation) may clear the way for private ownership of networks. Ameri-
can businesses operating in Canada should watch these developments, for
private ownership should make it easier to obtain good network television
time periods in Canada, which are now limited because of the single tele-
vision network service.

Summary

Perhaps the most glamorous facet of the broadcasting busincss is the net-
work industry, Historically this was true with network radio, and today net-
work tclevision programs and advertising campaigns contribute immeasur-
ably to viewing interest and sales excitement.

There are five basic advantages associated with the use of network tele-
vision or radio advertising: excellent physical control over program and
commercial production, simultaneous coverage with good broadcasting hours
on local affiliates, prorating costs among stations at a low net cost per
station, single billing for time and talent costs, and the privilege of changing
a national advertising message within a relatively short time before it is
broadcast.

Among the problems of network advertising is the danger of inadequate
penetration of certain markets, where the network has only a weak affiliate
or none at all. Network tclevision, as a primary advertising medium, ofien
requires major financial commmitments, which tie up advertising dollars that
some advertisers might wish to keep flexible. Often program commitments
must be made extremely early in the season and subsequent program schedule
changes may affect the values of the buy.

In addition to national television and radio networks, therc are regional
networks and tailor-made networks, each with special advantages as an
advertising medium. Most network television signals are transmitted by
coaxial cable or by microwave relay stations, although a few stations make
direct off-the-air pickups from a nearby affiliate. Network radio signals are
carried by special telephone lines.

The three national television networks are the ABC Television Network,
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the CBS Television Network, and the NBC Television Network. Each oper-
ates a radio network (the American Broadcasting Network, the CBS Radio
Network, and the NBC Radio Network). In addition, the Mutual Broad-
casting Systcm operates as a radio-only network.

The structure of a tclevision or radio network is basically the same as that
of a television or radio station. However, the network requires considerably
morc personnel to perform more specialized functions.

Practically all nctwork television advertising is in the form of program
campaigns, but practically all network radio advertising is in the form of
participations, or segments, which are closcly comparable to announcement
campaigns. Here is further evidence that television and radio must be treated
as two entirely different media, even though both involve certain common
broadcast ¢ngineering principles.

In buying network radio time, the advertiser is free to sclect almost any
station on the list of affiliates. This is becoming increasingly true in buying
network television time.

In Canada the national television networks are the CBC English Television
Network and the CBC French Television Network. The three national radio
nctworks are the Dominion Network, the Trans-Canada Network, and the
French Network. All networks are operated by the Canadian Broadcasting
Corporation, and affiliates consist of both CBC-owned and privately owned
stations. American networks have arrangements for broadcasting their pro-
grams over network facilities of the Canadian Broadcasting Corporation.

In the United States and Canada alike both the viewing-listening struc-
ture and the broadcast advertising structure would take on quite different
proportions if there were no networks providing entertainment and service
to the public.



4 The Television and Radio Audience

With broadcasting the dynamic industry that it is, basic data on television
and radio audiences are subject to constant revision and updating. Broad-
casting, Sponsor, Television, Television Age, and U.S. Radio Magazines
regularly publish various industry statistics. Moreover, in making a program
or time purchase or evaluating an existing one, the advertiser and agency
require specific information about the particular availabilitics under consid-
eration. The general audience information included in this chapter must be
supplemented with specific and detailed facts plus, in many cases, carefully
developed audience projections.

Evaluating a program or time period ordinarily involves the use of data,
produced by research companies in the field of radio and television, to ana-
lyze audience size and specific qualitative characteristics; national or local
data for audience-size projections; program rating histories; competition;
contiguous rate benefits; and many other points of time buying covered in
detail in Chap. 16. However, despite the wealth of audience statistics avail-
able, there is still ample room for the application of good business judgment
plus a certain amount of intuition in arriving at final decisions. As a starting
point it is well to have in mind the fundamental information on the television
and radio audience presented in this chapter. Even though the characteristics
of the broadcast audience have undergone dynamic changes during the past
few years, a general leveling-off has taken place. As television ownership
approaches saturation, both viewing and listening patterns are settling into
their respective audience plateaus.

Television and Radio Homes

Fundamental to the study of television and radio advertising is an under-
standing of the historical growth of television and radio homes and some of
the basic characteristics of these homes.

Historical Growth of Television Homes

Television caught the fancy of Americans much sooner than even the most
optimistic researcher had predicted. In 1950 only about 8 per cent of all
American homes owned a black-and-white television set. Two years later

95
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about 33 per cent had a television set. Over 50 per cent saturation was
achieved by 1954 and the 75 per cent level by 1957. In 1959 it was estimated
that there were 44 million television homes in the United States, representing
about 86 per cent saturation. Month-by-month patterns of television growth
during 1958 and 1959 suggested that the period of rapid growth was over
and that future growth would be largely associated with the increase in total
homes. In 1959 it was estimated that slightly over 8 per cent of all television
homes owned two or more sets.

Even though black-and-white television growth skyrocketed beyond expec-
tations, almost the opposite happened in color television. Color sets were
envisioned as the ultimate in television, but only about 435,000 were in use
by 1959.(High unit price, the additional cost of a service policy, set-adjust-
ment problems, and the limited number of color programs available were
among the various reasons offered for slow devclopment. The growth of
television homes and radio homes is shown in Table 4-1.

Table 4-1. Television {and Color TV) and Radio Homes, 1950-1959

TV homes and Radio homes and U.Ss.

Year Color sets saturation saturation homes

1950  ...... 3,375,000 8% 41,400,000 96% 43,405,000
1951 e 9,826,000 22 42,900,000 96 44,410,000
1952 ...... 15,052,000 33 44,300,000 98 45,297,000
1953  ...... 20,401,000 44 44,900,000 97 46,139,000
1954 5,000 26,100,000 56 45,100,000 97 46,745,000
1955 40,000 31,000,000 65 45,900,000 96 47,621,000
1956 130,000 35,100,000 72 46,800,000 96 48,600,000
1957 230,000 39,300,000 79 47,700,000 96 49,400,000
1958 350,000 42,500,000 84 48,700,000 96 50,550,000
1959 435,000 44,000,000 86 49,225,000 96 51,100,000

source: A. C. Nielsen Company, except color set estimates as follows: 1954-57,
Television Magazine, December, 1957; 1958, Sponsor Magazine, July, 1958;
and 1959, Television Age, Feb. 9, 1959.

Some Fundamental Characteristics of Television Homes. Throughout the
development of television, the fundamental characteristics of television homes
have remaiped relatively unchanged. These can be summarized very briefly.
In generaly television ownership is most concentrated in the Northeastern
states (following population concentration patterns) and least concentrated
in the South. Logically the percentage of television homes is higher among
upper-income families than among lower-income families. Also, television is
especially prevalent among metropolitan homes, young homes, and homes
with large families. As television becomes more nearly universal, the charac-
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teristics of the television family, like the characteristics of the radio family,
become essentially those of the American family in general.

In 1959 about 8 out of 10 television homes could receive 4 or more tele-
vision stations, nearly 2 out of 10 could receive 2 or 3 stations, and single-
channel homes were virtually nonexistent (less than 2 per cent).

Historical Growth of Radio Homes

Radio has been termed the universal advertising medium. Nowhere is this
more dramatically reflected than in the high percentage of radio homes,
shown in Table 4-1. With ownership averaging over 96 per cent in recent
years, radio homes grow in proportion to the growth of all United States
homes. In 1959 there were about 49,225,000 radio homes; that is, 96 per cent
of all homes had one or more radio sets. It is estimated that about 34 per
cent of all radio homes were single-set homes, about 32 per cent owned 2
radio sets, 19 per cent owned 3 sets and 15 per cent owned 4 or more radios.!
Americans owned an cstimated 146,200,000 radio sets, as shown in Table 4-2.

Table 4-2. Radio Sets in Working Order

Home sets ..............covvinn 98,300,000
AULO SEES .. vvvve e iiiene it eannnn 37,900,000
Sets in public places .............. 10.000.000

Total radio sets ................ 146,200,000

soURrCE: Radio Advertising Bureau, 1959.

Interest in high-fidelity sound helped create a new awareness of FM radio
in the late 1950s. Although detailed information on the growth of FM homes
is lacking, the best industry estimates suggest that as of 1959 approximately
11 million homes were equipped to receive FM radio. The great number of
FM stations and the increase in FM set sales noted during the late 1950s
suggest a possible substantial growth in this medium in the immediate future.

Location of Radio Sets. Most television homes are single-set homes, and it
makes little difference from the standpoint of advertising whether viewing
takes place in the living room, the recreation room, or clsewhere in the home.
The location of radio sets, however, is important to advertisers sinccﬁadio
is considered a morc personal medium than television. {The growth in’ car
radios and small sets—transistors, clock radios, and pg'tab]es—and their
availability almost anywhere suggest additional opportunitics for advertisers.

The clock radio waking the family, the kitchen set turned on during the
day, the car radio kecping the driver and car occupants company during
driving hours—cach can be used effectively for well-directed radio advertis-
ing campaigns to specific scgments of the audience.

! Radio Advertising Bureau, 1959.

vAad
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A study of radio set locations made by the Advertising Research Founda-
tion 2 reported that about(26 per cent of all radio sets were in automobiles,
about 25 per cent in living rooms, 21 per cent in bedrooms, 16 per cent in
kitchens, 4 per cent in dining rooms, 2 per cent in dens, with about 6 per cent
in other locationsBThe trend toward more car radios and more radios out-
side the living room indicated by these findings is also reflected in newer
studies, which, however, have been undertaken on a local basis and are not
national in scope.

Television and Radio Set Usage

It is one thing to know about television and radio ownership, but it is quite
another to appreciate and understand the intricate patterns of set usage. This
section covers only the first in a series of broadcasting analyses which become
increasingly refined as the specifics of time-buying situations and campaign
reevaluations become known. These initial steps are concerned with over-all
viewing and listening trends, sets in use (homes using television or homes
using radio) by hours of the day, the composition of the audience, seasonal
variations, viewing and listening attention levels, and reach and frequency
information.
| The expressions sets in use and homes using television (homes using radio)
are used synonymously in the trade.| Although the first term scems to imply
individual-set usage, such is not the case. It is merely a holdover from the
days when single-set homes were commonplace. Despite the development of
multiple-set homes, many practitioners still use the term sets in use, although
homes using television (or homes using radio) is a more exact expression.

Over.all Trends in Television Viewing and Radio Listening

With the development of television, Americans gave an increasing amount
of time to broadcast media. Time for television viewing represented not only
time formerly spent listening to radio but also time once spent in other
activities. Note the trend of total television viewing and radio listening, shown
in Fig. 4-1.

Homes Using Television and Radio

More American homes use radio during the inorning hours than use tele-
vision (sce Fig. 4-2). In fact, radio listening is higher during the morning
than at any other time of the day, as people enjoy radio’s service of time,
temperature, weather, music, and news while cating breakfast and getting
off to work or to school.

By midinorning radio listening has achieved its audience peak and begins
to decline throughout the balance of the day to a low during evening hours;

2 Advertising Research Foundation (Politz Study). May, 1954.
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TREND OF TOTAL TV VIEWING AND RADIO LISTENING
In millions of home hours per doy-- Noverber-December

335
isi 332
D Televisian 317

Rodio 289
273
261
234 240
220
50 80 107 135 159 187 213 244 243
1701 154 na| |02 [roa 88| |92
1950 1951 1952 1953 1954 1955 1956 1957 1958
Fig. 4-1. Americans are spending an increasing amount of time with broadcast media.

Over the years television usage has grown steadily, as shown in Table 4-3, and the in-
creased number of hours spent with television has more than offset the decreased number
of hours spent with radio. Also, American homes are growing at an annual rate of about |
million homes a year, and this too adds to the number of hours per day spent with broad-
cast media. [A. C. Nielsen Company.)

In many cities, however, there is an increase in radio listening during after-
noon driving hours, roughly 4 to 6 p.m. or 5 to 7 p.M., depending upon local
business hours and commuting schedules.

{ Television usage is low during the morning hours but gradually builds
audience throughout the day. Shortly before the noon hour the number of
homes using television surpasses the number using radio, incrcases through-
out the afternoon, and reaches its pcak between 9 and 10 p.m

The information reported in this scction is from the A. C. N)ielscn Com-
pany and is based on New York time; that is, 10 p.M. means 10 p.M. in New
York, 9 p.M. in Chicago, 8 p.M in Denver, and 7 p.M. in Los Angeles—not
10 p.m. in cach time zone. Thus there are local exceptions to scts-in-use data
based on New York time.

In studying over-all viewing patterns, it is important to remember that
broadcasting facilitics’ rates are gencrally in proportion to potential audi-
ence size, The larger the potential audience, the higher the rate, and vice
versa. Following this pattern, tclevision nighttime rates arc higher than
television daytime rates, whercas radio rates tend to be higher during the
day, or the same for both night and day.
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COMPARISON OF THE TV-RADIO AUDIENCE
In millions of homes
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Fig. 4-2. More homes use radio than television during morning hours. Whereas radio
listening peaks in the morning, television viewing gradually builds audience throughout the
day and peaks between 9 and 10 in the evening. The above chart reflects audience po-
tential. A given program may or may not achieve an audience in proportion to the poten-
tial, depending upon its intrinsic appeal and the competition on the air at the time. [A. C.
Nielsen Company, November-December, 1958.)

Because of the difference in rates for different parts of the day, the cost
per thousand commercial minutes delivered (or cost per thousand homes)
may be the same for programs broadcast at peak viewing times as those
broadcast during off-peak viewing times. Specific cost efficiency studies, of
course, are essential.

Time Spent Viewing and Listening Daily

Americans spend a surprisingly long time with television and radio each
day, as indicated in Table 4-3.{This shows about 5 hours of daily television
viewing per television home, and slightly under 2 hours of daily radio listen-
ing in the radio home} It must be kept in mind that a radio home, of course,
is primarily a home with both radio and television sets. Only about 11 per
cent of all radio homes are radio-only homes.

Composition of the Audience

The term audience composition refers to the respective proportions of
men, women, and children in the television or radio audience at any given
time or for any given program. Audience composition is usually expressed as
a percentage of total viewers or listeners per set, but may also be reported
in absolute numbers per 100 homes.)

Mid.
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In general there are more women in the television audience than men or
children throughout the day and the evening, although by evening there are
almost as many men as women watching television. Radio also attracts more
women than men throughout the day and the evening. During driving hours,
however, the ratio of men is somewhat higher than it is at other times.

A general knowledge of audience composition is helpful in time-buying
and program-analysis situations, but it should be supplemented with audi-
ence-composition information, available for individual programs. Note the
specific audience-composition data in Table 4-4.

Seasonal Variation in Viewing and Listening

( Television viewing peaks during the winter months—December through
February/-and, as might be expected, falls off during the summer, when
the warm weather invites people outdoors. In general, the summer television
audience is about two-thirds as large as the winter audicnce. There are
deviations, of course. For example, late-evening summer viewing may be
equal to, or at times even greater than, latc-cvening winter viewing. Again,
this reflects the importance of specific facts on specific availabilities in
making broadcast decisions.

Advertisers compensate for the decline in summer television audiences in
two ways: (1) they ordinarily save on talent costs by using relatively inex-
pensive summer replacement shows; (2) by advertising throughout the year,

Table 4-3. Time Spent Viewing Television and Listening
to Radio Daily

(Annual averages)

Hours of viewing Hours of listening
Year per TV home per radio home
1950 4.6 3.9
1951 4.7 3.4
1952 4.8 3.0
1953 4.7 2.7
1954 48 2.5
1955 4.9 2.3
1956 5.0 2.2
1957 5.2 2.2
1958 5.1 1.9

NOTE: A radio home is primarily a home with both radio and
television sets. Only 11 per cent are radio-only homes.
During 1958 the average radio-only home spent about
3.0 hours listening to the radio daily and the average
radio-TV home spent about 1.8 hours listening to the
radio daily.

sovrcie: A. C. Nielsen Company.
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Table 4-4. Audience Composition by Day Parts

Television
Viewers or
listeners
Day part Men Women Teen-agers Children per set
Morning (M-F, 10:30) 12% 54% 5% 29% 1.5
Afternoon (M-F, 2:30) 15 60 5 20 1.6
Evening (M-F, 9) 32 38 12 18 2.4
Evening (Sat., 9) 31 38 11 20 2.7
Evening (Sun., 9) 33 39 12 16 2.6
Radio
Morning (M-F, 10:30) 19 67 4 10 1.5
Afternoon (M-F, 2:30) 18 68 4 10 1.5
Evening (M-F, 9) 31 44 15 10 1.9
Evening (Sat., 9) 31 39 18 12 2.2
Evening (Sun., 9) 28 47 13 12 2.1

source: A. C. Nielsen Company, November-December, 1958.

they benefit from 52-week discount rates (for network, spot, and local buys
alike), which help reduce facilities costs. On a cost-per-thousand basis,
therefore, television advertising can be as efficient in the summer months as
in the winter months.

Although seasonal variation is characteristic of telcvision, radio homes
listen at about the same rate all year long. The large number of portables
and car radios, however, which give extra benefits to radio throughout the
year, are especially helpful during the summer months.

Viewing and Listening Attention Levels

In the past, attention to television and radio commercials has been meas-
ured almost entirely in terms of memory response or sales results. From time
to time various advertisers, agencies, and research organizations have
attempted direct measurements of the amount of attention the television set
commands during programs and during commercials. Procter & Gamble is
onec of the companies that have made studies of viewing attention levels,
and although such findings are considered highly confidential, it is signifi-
cant that this firm continues to be the largest user of television advertising,
with major day and evening schedules.

To illustrate the experimental research patterns that have emerged in
measuring television viewing levels, two examples that have been relecased
are worthy of mention. One is a study of daytime attention levels conducted
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SEASONAL VARIATION IN AVERAGE HOURS
OF DAILY VIEWING AND LISTENING
In te.evision homes and in radio homes
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Fig. 4-3. Television viewing peaks during the winter months. In contrast, home radio listen-
ing is relatively constant throughout the year. Even though average out-of-home and auto-
plus figures are available, many advertisers and agencies consider out-of-home radio
circulation merely as a bonus. There are wide differences in out-of-home listening patterns
by geographic regions, and local studies are normally more valuable than national aver-
ages. No out-of-home information is reflected in the above chart. {A. C. Nielsen Company,
1958.)

among lowa audiences.? The other is a study of nighttime attention levels
conducted among audiences in Syracuse, New York, and later among audi-
ences for Revlon, Chrysler, and Ford programs in Los Angeles, Chicago, and
Philadelphia.* No definitive conclusions, of course, can be drawn from these
and similar studies, but in general they suggest that the attention levels for
television commercials are higher, on the average, than the corresponding
“noted,” “seen-associated,” or “read-most” levels in print advertising. There
are also indications that more attention is paid to programs and commercials

? Whan, F. L., “Special Report: Daytime Use of TV by lowa Housewives.” Journal
of Broadcasting (vol. 11, no. 2, Spring, 1958), pp. 142-148.

4 Wallach, Miles A., President, Miles A. Wallach Research, Inc., in an address to
the Association of National Advertisers, Nov. 10, 1958.
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in the evening than in the daytime. This is not surprising if one visualizes
the difference between evening reception of programs, when most people are
at leisure, and daytime reception, when most viewers are busy with house-
work. In addition, some types of programs seem to command greater atten-
tion than others. Daytime serials, for example, apparently attract higher
attentiveness than shows without dramatic action. Television programs that
can be enjoyed merely by listening to the audio portion achieve attention
levels only half as high as those that demand audio and video attention.
Experimental studies done by Wallach Research, Inc., during 1958 indicate
that some nighttime program attention levels may be 75 per cent that of full
and complete attention.

Again, all attention-level studies to date are pioneering efforts and should
not be considered conclusive. They do suggest, however, that further probes
into the subject would benefit broadcaster and advertiser alike in program
planning and advertising strategy.

Audience Reach and Frequency Information

Two terms commonly associated with television and radio audiences are
reach and frequency.[Reach, or cumulative audience, may be defined as the
number of different homes tuned to a specific program over a given period
of timejThis number is often expressed as a percentage of all television
homes ot all radio homes in the country and is ordinarily given for a period
of 4 weeks for once-a-weck shows and for periods of 1 week and 4 weeks
for Monday to Friday shows. If, to use a simplified example, a once-a-week
program is viewed the first week by homes A and B, the second weck by
homes A and C, the third week by homes A and D, and the fourth week
by homes A and E, the cumulative audience (reach) of the program is five
homes (homes A, B, C, D, and E).

Frequency refers to the average’ number of times each home reached is

ned to a given program in the course of a period of time, ordinarily 4
weeks. Reach and frequency information can be tabulated for both an-
nouncement campaigns and program campaigns, as well as for the two in
combination. In addition the A. C. Niclsen Company, for example, can
combine both television viewing and radio listening data to compute reach
and frequency information when both media are employed.

The relationship that reach and frequency bear to ratings can be reduced
to the following equation:

Reach (in rating points or homes) X frequency
= gross audience (in rating points or homes)

( Gross audience is the total number of homes reached, including duplica-
tion.}In the simplified example of reach given above, the gross audience is
eight homes, since there were two homes per broadcast and a total of four
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broadcasts. Some practitioners use the terms gross audience and net audi-
ence, with the latter referring to cumulative audience. Gross audience may
also be expressed in terms of rating points—an add-up of the program rating
each time the program is on the air during the cumulative period under
study.

Thus, with data supplied by a program rating service organization, such
as the A. C. Nielsen Company, the relationship of reach, frequency, and
gross audience can be expressed in two ways:

As a percentage of television homes:
40.09% cumulative homes X 2.0 frequency = 80.0% gross homes

As the number of television homes:
17,600,000 cumulative homes X 2.0 frequency = 35,200,000 gross homes

NoTE: Based on 44 million television homes.

Reach and frequency information guides advertisers in evaluating a given
program or announcement campaign. There is, of course, no hard and fast
rule about which is more important—reach or frequency. This varies with the
advertiser’s objectives and his marketing problems. In gencral an advertiser
with a high-interest, fast-turnover product wants broad reach, whereas an
advertiser with a low-interest, slow-turnover product usually wants to con-
centrate his advertising among a smaller cumulative audience but reach this
group with high frequency. The most desirable situation, of course, is to
have both broad reach and high frequency, but ordinarily a broadcast buying
pattern achieves one element at the expense of the other.

Summary

Although general information on broadcast audiences necds updating con-
stantly, and specific facts on programs and availabilities should always be
employed as they apply to the advertiser’s specific broadcasting objectives,
certain fundamental audience characteristics can serve as a basis for valuable
rules of thumb. Moreover, since television and radio scem to have achieved
a plateau in growth, with the number of sets now increasing in proportion
to the growth of United States homes, the basics of this chapter are not
expected to vary significantly in the immediate future.

About 86 per cent of all homes in the United States own a television set
and over 96 per cent own one or more radios. Although television and radio
are both mass communication media and reach into all types of homes, tele-
vision ownership is somewhat more concentrated in the Northcastern part
of the United States, and in metropolitan areas in general, than in other
sections. The typical television family tends to be a little higher in income,
a little younger in age, and somewhat larger in size than the average. Radio’s
ownership is more nearly universal. In recent years there has been an in-
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crease in the number of small radio sets owned, with radio moving into
various rooms of the house and, via portables and car radios, into the out-of-
doors as well.

And people use their television and radio sets. The total television audi-
ence has developed to the point where a typical television family spends
more than 5 hours a day watching television. In a typical radio home radio is
used for almost 2 hours a day. It must be kept in mind that all but 11 per
cent of radio homes also have a television set.

Television set usage increases throughout the morning and afternoon to
the peak viewing time between 9 and 10 p.M., whereas radio usage is at its
height in the morning. Television viewing declines during summer months,
but radio listening continues at about the same level all year, though there
is a bonus from out-of-home listening during the summer.

Both television and radio reach a higher proportion of women than men
throughout the day and the evening, but there are nearly as many men as
women in the television audience during the evening. Also, a significantly
large number of men listen to the radio, particularly during morning and
late-afternoon driving hours. In all cases, of course, the type of program
affects audience composition and other audience characteristics. Specific
facts should always be sought and analyzed.

Average television attention levels are higher than average print-media
attention levels (readership) and, within the medium, nighttime viewing
seems to command more attention than daytime viewing. However, this area
is worthy of additional research.

Two common audience terms are reach and frequency. Reach, or cumula-
tive audience, refers to the number of different homes that tune to a specific
program over a given period of time, usually 4 weeks. Frequency refers to
the average number of times each home reached is tuned to a given program
during the cumulative period.

Television and radio are powerful and influential mass advertising media,
but to use them effectively, each advertiser must be sure to select and sched-
ule broadcast activities that will reach the segment of the mass audience
constituting the heart of his consumer group. His choice should therefore be
guided not only by the general information in this chapter but also by
specific facts on the availabilities under consideration. All data on television
and radio audiences should, of course, always be interpreted in the light of
the advertising requirements of the individual sponsor. Large audiences are
extremely desirable, but large audiences that attract product consumers and
product prospects are even more desirable. Careful use of audience informa-
tion can help achieve this goal.



5 Color Television Advertising

Color adds the final touch to an advertising medium which, even in black
and white, is referred to as the ideal mass selling vchicle. Offering sight,
sound, and motion, television advertising closely approximates personal sell-
ing in the living room. Adding color for realism enhances the mouth-
watering recipes and food ideas presented on TV, to name just one type of
product which benefits from color television. The effectiveness of color is
already known. Not only are movies in color especially pleasing, but color
advertisements or editorial illustrations in newspapers and magazines are
generally far more appealing than those in black and white.

Some national advertisers moved into color television very early. Chevro-
let, Kraft, Sunbeam, and others already have had several years of valuable
experience in color TV, not only in programs, but in commercial treatment.
These and other advertisers are preparing themselves for the time when
color TV becomes truly a national mass medium. Until it achieves its poten-
tial importance as a form of cntertainment and as a cffective advertising
medium, there will, of course, be growing pains. But the advertiser who
analyzes the factors involved in the development of the medium and who
applies his knowledge of color TV in its growth stage will be best prepared
to capitalize on color TV when it reaches maturity.

Early Experimentation in Electronic Color Television

Experiments in clectronic color TV (the dot-sequential system) date back
to before the Second World War. The first all-clectronic reception of color
was demonstrated to the FCC by RCA in Camden, New Jersey, on Feb. 10,
1940. It was crude, according to today’s standards, but it proved that elec-
tronic color television was possible.

Explorations in both black-and-white and color TV were delayed until
after the Second World War. By 1949, a most serious problem was over-
come—keeping the color transmission within the channel width for black-
and-white telecasting, namely, 6 megacycles (6,000,000 cycles contrasted with
10,000 cycles for AM radio and 200,000 cycles for FM).

Here are a few other important milestones in color TV:

1946—An all-clectronic projection-type color receiver with a 15- by 20-inch screen
was demonstrated for the first time.

107
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1950—The FCC accepted the field-sequential color television system of CBS. This
was a mechanical system that temporarily ruled out the dot-sequential and
line-sequential systems, also proposed to the FCC.

1951—Approval of the mechanical color television system was rescinded. Meantime
cxperiments in electronic color continued. Color television signals were
transmitted from New York via microwave relay to Los Angeles and looped
back to New York over an 8,000-mile circuit.

1953—(Dec. 17) A compatible (dot-sequential, or electronic) system of color tele-
vision was approved by the FCC.

1954— NBC began telecasting several network shows in color. CBS began using the
same system in 1956.

Compatibility in Television

When color TV was being explored, certain requisites were established
by a group of scientists who constituted the National Television System
Committce. The signal specifications they recommended to the FCC became
the standards for color television. One basic requirement was that the color

Fig. 5-1. Rehearsal of the Perry Como Colorcast. Como and the Ray Charles Singers run
through a production number for the NBC-TV program. At left some of the Louis DaPron
dancers prepare to join the number. Following a week or more of individual rehearsals,
the run-through is held early on the afternoon of the broadcast at NBC-TV's Ziegfeld
Theatre, where the show originates. A final dress rehearsal is held about 2 hours before air
time, (NBC-TV.)
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system be compatible, that is, capable of being reccived in monotone on
black-and-white sets as well as in color on color sets. The color system finally
accepted by the FCC is an electronic, compatible system.

How Color Television Works

Color television transmission and reception are, of course, much more
complicated than black-and-white television engineering. The color camera
picks up the image to be televised and focuses it on dichroic mirrors. These
have the unusual property of reflecting one color while passing all others. In
this way, three primary electronic colors—red, blue, and green—are sepa-
rated and pass through individual systems of lenses, color filters, and camera
tubes. The electronic beam in each tube scans the image on the tube screen
and produces a color signal. Samples of each signal go to two processors:
(1) the adder, for brightness or black-and-white signal, and (2) the encoder,
which combines the threc color signals to produce a signal carrying hue and
saturation impulses. The brightness signal (black and white) and the color
signal are then transmitted togcther; yet they do not interfere with each
other.

At the receiving cnd the standard antenna picks up the signal and carries
it to the set. If it is a black-and-white set, the electronic data pertaining to
hue and saturation arc ignored, and only the black-and-white information
remains to give the viewer a black-and-white image on his screen. If the
recciver is a color set, the color and black-and-white signals go into a
separator. The color signal is decoded and recombined with the brightness
signal, which results in a secries of high-definition primary-color signals. In
the picture tube three eclectron guns shoot electron beams of three basic
colors onto the phosphordot screcn. There are approximately 1 million such
dots on a 21-inch color tubc. They are arranged in clusters of three—a red-
glowing, a green-glowing, and a blue-glowing phospher in each group. (The
blending of the colors may be compared to the color dots in a four-color
illustration in a magazine.) In this manner a color image appears on the
modern color TV set.

The Green Light for Color Television

In 1953, after the FCC gave approval to compatible color TV, great
things were expected of color. But the hopes and cxpectations were too opti-
mistic. Color was apparently not exciting enough to cause owners of mono-
chrome (black-and-whitc) sets to trade them in on color sets, and first-time
purchasers of TV sets were satisfied to “just get black and white.” The
stations and the networks werc thus confronted with a serious problem.
Color televising is expensive, and with very few sets in the hands of the public
there was little reason to offer color programs. Consequently, color TV
advertising has not taken the country by storm, as many had predicted.
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Color Set Ownership

In 1959, the number of color TV scts was estimated at 435,000, a fraction
of what had been forecast only a few years earlier. Many of these, moreover,
were in public places. At the time of writing the annual production of color
sets remains at less than 100,000. It is useless to make a specific prediction
for the future of color TV, for past forecasts have been completely inaccu-
rate. The growth of this medium has by no means paralleled the amazing
growth of black-and-white television (see Table 5-1).

Obstacles to Growth

{_The price of color television sets is the major deterrent to mass consumer
acceptance. }It had been estimated by the industry that once sets could be
sold for $500 color TV would be on its way. This prediction, however, has
not been supported by the facts, for $500 sets have been available since
1957. The $500 price tag is the minimum cost for a color TV set, but most
people who buy color sets pay considerably more. The majority of scts sold
by one manufacturer were priced at over $700.

Another factor which has apparently made the public a bit cautious is the
repair and adjustment service which a color set may need. A service contract
is usually strongly recommended, and this costs about $100 a year.

Still another reason why the public has been hesitant about buying color
TV sets is lack of color programs. Year by year, however, this situation is
being corrected, and more programs in full color are being offered to the
public, especially by NBC-TV and CBS-TV. In the past, networks have not
agreed on the speed with which color programing should be devcloped.
CBS-TV and ABC-TV, for example, were in no hurry to begin color tele-
casting until the audience warranted. As time goes on, however, the networks
are likely to show more uniformity in regard to the amount of color program-
ing they schedule.

Table 5-1. Growth of Black-and-white versus Color Television Set Ownership
during the "First Four Years"

Year Black-and-white ownership Color ownership
1 10,000 5,000
2 16,000 40,000
3 190,000 130,000
4 1,000,000 230,000

~oTE: The year 1945 is considered the “first year” for black-
and-white television, and 1954 is considered the ‘‘first
year” for electronic color television.

sOURCE: Television Magazine.
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Fig. 5-2, A barrage of color cameras face the Dinah Shore Chevy Show cast. Left to
right, Dinat Shore, Burl Ives, and Louis Jourdan. Logically, lighting and make-up take on
far more importance in a colorcast than in a black-and-whi-e program. Note the position
spot for Dinah Shore and the prompting equipment mounted on the cameras. (General
Motors, Chavrolet Division. )

Finally. some persons have reported that tuning is difficult on color scts
and that the colors are unrealistic. 1n most cases, however, color renditions
are true and beautiful, and television in color is far more interesting and a
far more powerful sales medium than black-and-white television. A survey
among color set owners, morcover. indicated general satisfaction with the
medium: 90 per cent stated that they would buy a color TV set again.

Station Color Facilities

A network color program can be telecast in color only by those stations
cquipped to receive and transmit color. Black-and-white reccivers accept
the program in monockrome. Other stations transmit the programn in
monochrome.

Well over half of the tclevision stations in the United States can transmit
network color programs, the source of most colorcasts. About a hundred are
cquipped not only to handle the network color shows but to transmit local
color films and local color slides. And about half of that number can also
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originate their own live color programs from their own color camera chains.

Potentially, a color network program today has national coverage, but the
audience is extremely limited. More stations will add color equipment, but
progress is slow and selective. It is estimated, for example, that a station can
be equipped to handle network color shows for about $20,000 to $30,000.
Facilities to transmit color film and slides cost from $45,000 to $80,000. To
originate live local shows the minimum cost would be around $50,000. To be
fully equipped for color, that is, for network, film, slide, and local live origi-
nation, a station would have to spend upward of $120,000. In view of the
limited number of color sects such an investment is uneconomical in many
markets.

Color Video Tape

Experimentation in color TV continucs without interruption. One of the
most important advancements has been color video tape, which makes it
possible to record live programs and commercials in color. The video tape
material can be used at the time of the broadcast or video tape recordings
can be made of the live show and used for the delayed telecast. A live net-
work show, for example, originating during the peak viewing hours of mid-
evening in the East can be taped and rebroadcast in color on the West Coast
during the evening hours in Pacific Coast time.

Deliverics of this amazing cquipment began in 1958. The cost of adapting
a black-and-white vidco tape recorder to color is relatively low and, once
adapted, the unit can record and play back both in black and white and in
color. Additional material on video tape is contained in Chap. 7.

Fig. 5-3. An increasing number of television stations can originate live color television

programs, and most stations can transmit network shows or film shows in color. Here a
special 110-inch lens is attached to a KOMO-TV color camera to cover a hydroplane-
racing special event. (KOMO-TV, Seattle.)
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Cost Comparisons—Color versus Black and White

One of the first questions which advertisers want answered about color
TV relates to costs: How much more does color TV advertising cost than
black-and-white advertising? Table 5-2 lists costs for typical programs in the
variety and drama classifications.(From the point of view of programs, com-
mercials, and time and facilities, it is estimated, on the basis of a special
study in Television Magazine, that the cost of color TV would exceed that
of black-and-white TV by the following percentages (or amounts): Pro-
grams—Iive network, 0-20% ; live local, 5-20% ; film, 15-25%. Commercials
—live, 5-15%: film action, 10-25% ; film animation, 10%. Time and facili-
ties—network, 0% ; spot and local, 0-20% ; color networking and transmis-
sion, $1,200 per half hour. In regard to basic film expenses, color costs so
little more (see Table 5-2) that many programs and commercials are in
color now.

Table 5-2. Network Program Costs, Color versus Black and White

Hour Hour Half-hour  Half-hour

variety dramatic variety dramatic

Item show, live show, live  show, live show, film

Average gross time ........... $ 89,000 $ 80,000 $56,000 $ 61,000

Average program cost for B&W .. 112,000 50,000 34,000 45,000

Total cost for B&W ........ $201,000 $130,000 $90,000 $106,000

Increase for color ............ 8,125 8,000 3.800 7,500

Total with color ........... $209,125 $138.000 $93.800 $113,500
Percentage increase in program

cost alone ................ 7.25% 16.0% 11.2% 15.7%
Percentage increase in time and

program costs .............. 4.1% 6.19 4.2% 6.6%
Increased studio use because of

color ... 1% hrs. 1% hrs. 1 hr,

sOURCE: Television Magazine.

New Opportunities for Realism with Color Television

The opportunities for realism offered by color TV may be considered
from three points of view—programs, commercials, and package labeling—
for color will have a different effect on each.

The effect of color on programing may be studied in terms of the movie
industry experience. When Technicolor was introduced, it was considered
truly revolutionary; yet it did not result in a/l movies being produced in
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Table 5-3. Basic Film Costs, Color versus Black and White

Cost per foot, Cost per foot,

Item B&W, 35 mm color, 35 mm
Raw stock ........ciiiiiiiiiiiiinnnnens $0.043 $0.128
Developed print negative ................. 0.025 0.053
JDFHE? (1713 600000000000000000000000000600 0.045 0.128
Fine grain master ....................... 0.06 0.128
Dupe negative .........cc.vueeieenniannnn 0.099 0.128
Answer print ........... ... .0, 0.048 0.353
Release prints, 16-mm reduction ........... 0.039 0.113

sOURCE: Television Magazine for Fall-Winter, 1958-1959.

color. Some of the most dramatic pictures are in black and white even
today. Color, however, heightens the realism of most pictures—and it will
undoubtedly have the same effect on most TV programs. The degree to
which color enhances enjoyment will, of course, depend on the staging and
the type of program to be telecast. Technically, color movies are so closely
related to color TV that experienced personnel are already available to
produce highly effective color programs.

Many advertisers are already familiar with commercials in color. The
degree to which color adds effectiveness varies greatly from product to prod-
uct. The opportunity to project appetite appeal is very great. When, for
example, an electric-skillet manufacturer demonstrated his product by show-
ing bacon and eggs cooking, critics devoted more of their reviews to the
commercial than to the program, with such comments as “You could almost
smell it” or “Right after the show I went out to order bacon and eggs.”

Television’s new color dimensions will require greater ingenuity on the
part of the industry’s creative people, for the color commercial will have to
be created as a color commercial. Color will not be used simply as a novelty
but as a means of enhancing and enriching the selling message. It is quite
generally agreed that color commercials have greater impact, interest, and
memorability than their black-and-white counterparts. They are truly a new
dimension in selling.

Package-goods advertisers are already examining their labels in anticipa-
tion of color TV, and some labels have actually been changed for this
purposc. A label change which projects better on the TV screen may also
be more effective on the store shelf. With color TV the shopper will see the
package exactly as it will appear at the point of purchase.

A Profile of Color Set Owners

The National Broadcasting Company, Inc., and Batten, Barton, Durstine
and Osborn, Inc., issued a report on the color TV set owner—his income,
occupation, education, position in the community, and his reaction to color
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TV. The information is based on a panel study in a typical medium-sized
city. Here are the highlights of that report:

1. Four out of ten color set owners have annual incomes of over $10,000,
whereas less than 1 out of 10 black-and-whitc set owners has such an
income.

2. There is a higher percentage of business executives and professional
men among color set owners than among black-and-white set owners.

3. Compared with the average citizen, the color set owner is more active
outside the home, more active socially, more civic-minded, more venture-
some, and better educated.

4. Color set owners were among the first to buy black-and-white sets back
in the late forties.

5. Over half the color set owners have had one or more black-and-white
sets.

The question regarding the reason for buying turned up some interesting
answers. The respondents were offered twenty-two possible reasons for buy-
ing color television and were asked to indicate which considerations were
most influential in inducing them to buy their sets. The average owner
selected five different reasons.

Leading Reasons Owners Gave for Buying a Color Set

Ouwners, %
With color you can see scenes and costumes much better ............... 51
We felt we could afford it and might as well enjoy it right away ........ 48
We watch TV often and thought color would make it more exciting ..... 41
Color makes actors and situations seem more real ..................... 41
My old sct was in bad condition and I wanted to replace it ............ 36
We decided that black and white would become old-fashioned with color
TV’s advance .....oooiiiiiini i 31
We found that we could get a color set for just a little more than a good
black-and-white console ............. ... .. .. . . . . 26

Ninety per cent of the color set owners in the panel reported that they
liked color TV very much. Six out of 10 thought picture fidelity, case of
tuning, and quality of the black-and-white picture was very good. Only 4
out of 10 felt that some aspect of color television could be improved.

New Color Theory

The classical theory of color was developed by Sir Isaac Newton, based
on his seventeenth-century cxperiments in refraction of light through a
prism. Newton’s theory assigned cach of the seven spectral colors (violet,
indigo, blue, green, yellow, orange, and red) to a distinct region of the
spectrum. Later the wavelength of each color was measured from violet
(with a short-wavelength of 400 millimicrons) to red (with a long-wave-
length of 700 millimicrons). On this theory, it was felt that the eye perccives
color by identifying wavelengths.
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Present-day full-color reproduction used on television and in print and
photography is bascd on the development of Newton’s principles by Young,
Maxwell, and Helmholtz. This calls for the use of three basic colors to
reproduce all others. In color television, for example, the “additive primary”
colors, red, green, and blue, combine to produce white. In color printing
and color photography “subtractive primary” colors, red, yellow, and blue
(technically magenta, yellow, and cyan), combine to produce black.

Recent experiments by Dr. Edwin H. Land, president of Polaroid Cor-
poration, now suggest that the eye can perceive color without reference to
wavelengths. In Land’s thecory a full-color picture may be produced by
making two black-and-white photographic records of the same scene, taking
one through a red filter and one through a green filter. These may be
projected with two spectral stimuli, and the composite image on the screen
will contain a range of color beyond what would be expected classically. For
instance, two yellows—onc of 570 millimicrons and the other of 590 milli-
microns—will elicit sensations of red, green, brown, gray, white, and some
blue, as well as yellow. A considerable number of experiments have been
done simply with red and white. The latter concept was alluded to in a
1925 reference to a color movie system patented in 1914.

Land’s experiments! suggest that the human eye acts something like a
television receiver and must be supplied with information transmitted to it
by a minimum of two reasonably discrete signals to produce a variety of
color. Such being the case, it is conceivable that a simple color television
system can be developed. Instead of three separate beams directed at blue,
green, and red color phosphors in the tube of the present color system,
a two-tube system might be possible. One bcam could produce a basic
black-and-white picture by telecasting through a green filter over the tele-
vision camera, and the sccond beam would provide a red interlace of full
color information simply by activating red phosphors. The above is specula-
tive at the moment and there are many problems to be overcome both in
technical development and in the broad area of economics—investment in
existing equipment by broadcaster and owner alike, cost of new equipment,
etc. There is little doubt, however, that releasing color technology from the
bondage of green, yellow, and blue should lcad to many ingenious ideas
for color television of the future.

Summary

Color has added the final clement of realism in television. Despite its
dramatic advantages, however, clectronic color television (the dot-sequen-
tial, or compatible, system) has not been accepted by the public as rapidly
as black-and-white sets.

! For further information see Fortune Magazine (May, 1959), p. 144 and Scientific
American (May, 1959), p. 84.
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Price, satisfaction with black-and-white sets, and lack of color pro-
graming arc probably the main reasons for the relatively slow growth in
color TV ownership. Color programs, moreover, can be received in monotone
by all black-and-white receivers. Color renditions on television are realistic
and dependable, and progress is still being made in all facets of color
telecasting.

Although color television offers great opportunities to the advertiser, it
has not been widely adopted by cither national or local television advertisers.
The color TV audience is not yet large enough to warrant universal color
programing, for set ownership is really the effectiveness barometer of color
TV as a mass advertising medium.

Tied in directly with the growth of color set ownership is, of course, the
ability of a station to transmit in color. More and more stations are adding
the necessary equipment to transmit in color, either partially (such as trans-
mitting a network program in color) or completely (not only network color
programs, but local films, slides, and live shows in color).

Despite the fact that sct ownership is relatively low, color programs are
regularly scheduled, and many advertisers arc already veterans in the use of
color commercials.

Costwise, both programs and commercials are more expensive to produce
in color than in black and white. However, the cost difference is low, rang-
ing from 5 to 20 per cent above black-and-white charges, and as a con-
scquence many film shows and commercials are shot in color.

The video tape recorder is important to color television, for it provides
instantancous tapes of color programs and commercials with no processing.
Programs in color telecast in the East in midevening can be taped in color
for a repeat telecast on the West Coast during an evening period in that
time zone.

The numecrous programs now being telecast in color on all three television
networks, plus the colorcasting done by an increasing number of television
stations, offer advertisers the opportunity to become familiar with this addi-
tional dimension of TV. For advertisers with products such as food and
automobiles, where color plays an important role in enhancing appeal, color
television is the ideal medium. For all advertisers, the privilege of displaying
the package in the home cxactly as it appears on the store shelf is sufficient
to justify the additional expense of color.

There is little doubt that color television will become a mass advertising
medium. Only the date is uncertain.
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B Selecting and Sponsoring Programs

This chapter is the first of five covering the creation, sponsorship, and
production of television and radio programs and commercials. Most people
have rather strong and fixed feelings about this area of broadcasting, for,
having seen and heard many television and radio shows and commercials,
they have formed their own opinions—some good and some bad. The ob-
jective of this section is to approach programing and commercials from the
advertiser’s viewpoint and to indicate the numerous practical considerations
that enter program and commercial decisions.

The old argument in print advertising over whether frequent small-space
advertisements or infrequent large-space advertisements are more effective
has its counterpart in television and radio advertising. Here the spot an-
nouncement campaign can be equated with the small-space print campaign,
and the program campaign with the full-page print campaign. This chapter
presents the case for the program campaign, used so successfully by so many
advertisers.

Benefits of a Program Campaign

When an advertiser elects to use a program campaign, he cnjoys certain
advantages not found in an announcement campaign. To begin with, he
has a vehicle that can be tailored to attract primarily an audience group
that buys and uses his product. Thus the program will offer a mood highly
compatible to the commcrcial,\considcrcd eytremely important by most
advertisers. A program campai n, morcover, isC highly merchandisable to
the consumer and to the ﬁ‘deil’rogram promotion, conducted by the ad-
vertiser and the station or nctwork, can do much to build the program
audicncc.(Point-of—purchase promotion picces can tie in the product and the
program.]Salesmen can use the prestige and glamour of a live progran'ﬁuch
as the Steve Allen Show or the Perry Como Show or of a film (or tilped)
serics such as Gunsmoke or Have Gun, Will Travel to interest the trade.

A good program will attract a steady core of viewers or listeners, who will
be exposed regularly to the advertising messages. The position of commercials
can be varied to fit the program format and mood, and commercial time
within the framework of the show can be allocated to mcet product ad-
vertising requircments. In most cases the sponsor uses l-minute messages,
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in choice time periods not available if an announcement campaign were
used.

CBS Radio has introduced the concept of)protected lzstenmg in connection
with program campaigns. This means that\the sponsor does not risk having
his commercial broadcast in incompatible program material or crowded in
with others at the station break) Protected listening results when the ad-
vertiser’s carefully selected program material attracts the kind of audience
he wants to reach and his commercials, carefully placed within the pro-
gram, are without competition from the messages of all other advertisers.
The concept of protected listening can obviously be carried over to television
program campaigns (protected viewing).

A well-merchandised program campaign, and one that has been developed
with sponsor-identification qualities in mind, offers the opportunity for
program-sponsor association, an aid to product sales. Moreover, the good
will generated by the program accrues to the sponsor to a greater degree
than to the station or network.

Such benefits often far outweigh the higher cost of a program campaign
and the extra work involved in supervising its production. Although it lacks
the advertising frequency offered by an announcement campaign, this dis-
advantage is offset in most instances by the greater impact of longer messages
on a regular audience group.

Television and Radio Program Sources

(_Most television and radio( network programs are supplied by networks,
stations, or outside packager_slhAt times a network and an outside packager
may combine their efforts, with the program credits indicating that the show
has been produced “in cooperation with” the network. The George Gobel
programs, for example, are produced by Gomalco, Inc., in cooperation with
NBC-TV. Among the several types of outside packagers, Bob Hope Enter-
prises is an example of a packaging organization built by a program star.
Some packagers specialize in film shows and others in live programs. A few,
such as Talent, Inc., do both. Each type is explained below.

Network and station program departments watch audience programing
trends, study the activities of competitive networks and stations, and develop
programs to build as large an audience as possible. Knowing the prospective
sponsor’s requirements, they are in a position to recommend specific program
availabilities that should, in their opinion, do the best job for him. Although
the networks develop and schedule programs well in advance of the fall-
winter program season, they often modify their schedule as firm commit-
ments for programs and time periods are made by sponsors. The program
department may tap outside sources for program ideas but, in general, it
prefers to create or buy its own shows, called network packages or program
packages.
¢~ A package program is one complete in itself—including writers, talent,
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and music‘.TFhe advantage to the network or station in selling its own pack-
age program is, of course, that it remains in control of programing]An
advertiser cannot shift the same show to a competing network or station.
The advertiser, however, also stands to gain from such a purchase, for the
nctwork or station ordinarily has confidence in its own program and will
make every effort to keep it at a high level from an audience and programing
standpoint.

Outside packagers are also important program sources:}}oodson-Todman
Productions, for example, are packagers who specializé in producing live
shows such as What’s My Line? and I've Got a Secret. This organization,
like similar firms in Hollywood and New York, creates program idcas and
produces the shows on the air. At times a packager may have the show pro-
duced on film by a film producer. As this indicates, the activities of producers
and packagers sometimes overlap.

Chapter 8 explains the activities of the film producer, such as Ziv Tele-

vision Programs, Inc., and program film production companies, such as
Desilu. These organizations offer numerous programs for nctwork sponsors,
and reruns are often available on a syndicated basis.
[ Another source of programs may be an advertising agency or an advertiser
Having contracted for sponsorship of a show, it may wish to release part of
the program to an acceptable cosponsor. A change in budget, for example,
may make this necessary. By taking advantage of such an opportunity, an
alert buyer can often make a desirable short-term buy (for a few wecks
prior to the holiday season or during a peak selling or promotion period) or
~a long-term purchase. However, the primary pjrogram sources remain the
" “network, the station, and the outside packager. |

Creating Ideas for Television and Radio Programs

There is no established formula for developing program ideas for television
and radio. Programs may stem from purc inspiration or from an unending
search for new, unusual, and fresh ideas.

Occasionally a show is the brainstorm of a single individual. An idea
suddenly jumps to life, the program concept is submitted, accepted, and put
on the air. But for cvery program developed in this way, many morc are
the result of long and hard work. In some instances the program is the out-
growth of a rescarch-guided approach. This may involve a study of program
trends, time-period requirements, and competitive program activities. At
one point, for example, research findings suggested that a program be de-
veloped with both western appeal and sophisticated overtones to capture
an adult audience. The result of this factual approach yiclded such programs
as Gunsmoke and Playhouse 90 on CBS.

More often than not, however, programs stem from long and painstaking
scarches for new ideas. Program planners review program suggestions, and
those that scem to have possibilities are often put into pilot form. A pilot film

|



124 CREATING TELEVISION AND RADIO PROGRAMS AND COMMERCIALS

is a representative program from a proposed series, and in many cases is used
as the first program when the series is accepted and put on the air. Most
packagers use pilots to scll the serics. They are carcfully studied by agencies
and advertisers and, on networks especially, may be pretested, as explained
in Chap. 12.

Although anyone may get an idea for a television or radio program, there
are certain limitations on those who can submit their ideas and get them on
the air.tMost ideas that are accepted come from established sources—the
program department of the network or station or a recognized outsider,
such as a program packager, a film producer, a program star, or, less fre-
quently, a program agent._]

Other persons often attempt to submit program ideas to broadcasters,
but this is best done through a responsible program agent, since networks,
stations, agencies, and packagers are ordinarily reluctant to listen to ideas
from unknown outsiders. An agent prescreens the ideas and submits only
the best, thus saving considerable time for reviewers. Another reason why
broadcasters do not like to consider ideas sent in by outsiders is that such
ideas have almost always been considered before in one form or another
and may cven be slated for production. If an individual sces a program on
the air similar to the one he submitted, he may feel that it has been stolen
from him and take legal action against the network or station. When an
outsider is able to submit a program idea, he is usually required to sign a
release statemcent, indicating that the idea is presented with the understand-
ing that acceptance and payment depend entirely on the decision of the
recipient.

The following sections illustrate how two program idcas were developed—
Leave It to Beaver, created by Joe Connelly and Bob Mosher, and People
Are Funny, originated by John Guedel Productions.

Leave It to Beaver. The following account was written by Joe Connclly
and Bob Mosher, producers and writers of the show. Connelly and Mosher
wrote Amos 'n Andy for over 10 ycars. Leave It to Beaver is filmed by Revue
Productions, a subsidiary of The Music Corporation of America.

The basic idea which finally resulted in the television series Leave It to Beaver
was one which we both had had in our minds since the success of the movie “The
Private War of Major Benson,” for which we wrote the original story. In the pic-
ture, we dealt with hoys the way we believe boys really act—not the way they are
often portrayed in movies and in television.

And so, in “Beaver,” we planned a series in which kids would not talk in adult
“jokes” or fight Indians or save the family finances by staging a successful vaude-
ville show or become mascots of an international polo team. Our own kids never
do any of these things, we never did any of these things, and we never heard of a
kid who ever knew a kid who ever did any of these things.

We visualized a television series in which two normal, unprecocious boys faced
the humorous, but very real problems all kids face: the broken window, the note
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Fig. 6-1. Story discussion with Leave It to Beaver writer-producers, director, and cast.
Actor Hugh Beaumont (Ward), left foreground, and director Norman Tokar, right fore-
ground, discuss a scene from the show with writer-producer Joe Connelly, seated, and
writer-producer Bob Mosher, standing left. Actors Jerry Mathers (Beaver) and Tony Dow
(Wally) are behind Connelly. (Revue Productions, Inc.)

from the teacher, the lost haircut money, the torn trousers, and the moral issues
involved in whether or not to try to find the owner of an appealing lost dog.

To broaden the appeal of our two main characters, we made one of the brothers
12. the other 8. As the critic. John Croshy, so observingly put it, “Wally is teetering
precariously on the edge of adolescence, but the Beaver keeps yanking him back
into the trusting innocence of childhood.”

We consider ourselves most fortunate in the peoplc who make up our cast. Jerry
Mathers is a perfect Beaver and a real unspoiled little boy. THs main interest during
his interview for the part was whether or not he would be able to leave in time to
join his cub scout pack on a picnic.

Tony Dow (our Wally) is an equally likable boy—polite, unassuming—a young
man who had practically no previous acting experience and who, as a result, has
developed into a completely “natural” performer.

Barbara Billingsley and Hugh Beaumont, as the mother and father, because of
their varied experience and instinctive talent for playing a scene with taste and
insight, were a wonderfully fortunate choice.

Since our first film, we have varicd our conceptions of the characters only
slightly. Beaver talks a little less in childish inversions, and we are more particular
about the two boys’ grammar and manners. Because of letters from real parents, we
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try to have our screen parents correct these normal juvenile lapses when they occur.

Probably our greatest goal in the writing and production of Leave It to Beaver—
and a worthy one for any writer—is reality. Our criterion for all our stories is
“Would it happen that way? Has it happened to us or our own kids?” As the
authors of the series, we have, between us, eight children, ranging widely in age,
and so have a rather Jarge and varied sounding board in this respect.

In our 15 years of radio and television, we have written many programs and
series to please other people, and hope to continue to do so, but when the electronic
headstone of cancellation is eventually erected over Leave It to Beaver, we’ll be
satisfied if the epitaph reads: “We did this one to please ourselves.”

People Are Funny. People Are Funny is a half-hour television and radio
audience-participation show packaged by John Guedel Productions, Los
Angeles. The original idea for the program struck Guedel when he read a
book on games. At that time (1938) network radio had only straight quiz
programs on the air, and Guedel reasoned that, if straight quiz shows were
successful; why not play games? He tried out his idea on an audience stunt
show, Pull Over Neighbor. Subsequently the title was changed to All Aboard,
the format modified to games, and the show was aired on West Coast radio
for 3 years.

Hearing that a Chicago advertising agency, Russel Seeds & Company,
was looking for a new radio show, Guedel sent a recording (with Art
Linkletter as m.c.) of a dressed-up version of All Aboard, under the new
title People Are Funny. The idea was accepted, and the program went on
network radio in 1942, sponsored by Wings Cigarettes. Its transition from
radio to television was inevitable. Guedel actively produces each People Are
Funny program, which is filmed and aired both on network radio and net-
work television.

John Guedel Productions employs about 100 persons (everyone, including
Guedel, is a “vice president”!) and produces People Are Funny, Art Link-
letter’s House Party, and You Bet Your Life. The company also syndicates a
television series (Art Linkletter and the Kids) and a transcribed radio series
(Frontier Town).

Program Types and Program Trends

There are numerous ways to classify television and radio programs. And
since programing trends change with shifts in audience taste, the classifica-
tions themselves tend to shift. At one time, for example, there were few
programs in the quiz show category, but with the increase in this type of
programing, the category became so large that it was subdivided into give-
away programs, panecl programs, and audience-participation shows. West-
erns, initially classified in the general drama category, have increased in
popularity to the point where they now merit their own classification.
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Classification of Program Types

Among the most workable classification systems for program types is the
one employed by the A. C. Nielsen Company, outlined below. Note that this
system specifies duration and time of day as well as program types. This
classification is modified from time to time to reflect changes in programing.

Children’s daytime Other program types
Multiweekly Music
Western Concert and familiar
Once a week Devotional
Popular
e Serious
General
Suspense
Situation comedy Talk
Western Documentary

Adventure
Feature film
Daytime serial

Evening variety
Comedy
General
Talent
Musical

Forum and discussion
How to Do It
Interview

News

Political

Sports commentary
Sports event

Talks and educational

Quiz and audience participation

Audience participation Miscellaneous
Quiz giveaway Format varies
Quiz panel Unclassified

source: Based on A. C. Nielsen Company “program types.”

The Federal Communications Commission recognizes the following pro-
gram classifications: (1) entertainment, (2) religious, (3) agricultural, (4)
cducational, (5) news, (6) discussion, (7) talks, and (8) miscellancous.
Program information must be classified in this manncr in certain FCC
reports by radio stations covering program service.

Trends in Programing

Everyone with a television or radio set is aware that certain types of
programs arc featured on stations and that these vary over the years. West-
crns and quiz shows, for example, have ridden the crest of popularity on
television. On radio, half-hour drama and comedy shows have given way
to extended program periods featuring a program personality and a variety
of program fare, often centered around music and news.
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There is, of course, no way to predict the direction program trends will
take. The viewing and listening audience, by accepting or rejecting various
types of shows, is the final judge. A new program, or an established program,
suddenly captures the public’s fancy, and competitive networks and stations
are quick to offer the same kind of programing. Program planners, however,
can, and do, make shrewd trend calculations. Networks, stations, and
agencies watch program popularity cycles closely, not only to keep with the
trend, but, hopefully, to establish a trend by creating the prototype show
that captures public interest.

Program Preferences

Programs can be built to appeal to broad audience groups or to special
segments of the audience. Common sense and good judgment ordinarily
indicate quite accurately the appeal of a given show. Qualitative audience
studics, such as contained in the complete Nielsen Report (sce Chap. 13),
yield detailed information on the audience of specific shows. When the
characteristics of the program audience are matched against the advertiser’s
consumer profile (see Chap. 21), it is possible to detcrmine whether the show
is likely to suit the sponsor’s purposes. Once a program campaign is on the
air, qualitative data reflect how well a program lives up to expectations.

In selecting a program for sponsorship it is helpful to know which program
type attracts the largest audiences. Currently western dramas are extremely
popular with television audiences, and variety shows, audience-participation
quiz shows, and general dramas follow in order. On radio, according to the
Iowa Audience Study, ncws programs are the most popular, followed by
popular-music shows.

This does not mean that a potential sponsor should always select the
most popular program type. Such program types should guide, but not
necessarily determine, his choice, for cach advertiser’s audience requirements
are different and each program has its own specific appcal. Morcover,
program prefercnces change from scason to scason, as mentioned.

Selecting a Program for Sponsorship

Three major factors play significant roles in sclecting a program for spon-
sorshipC(l) the consumer, (2) the advertiser, and (3) the time-buying 7
situation. All three arc applicable whether the advertiser is analyzing a
combination program and timc-period availability or is merely looking for
a suitable program to fill a time period that he has already purchascd.
Sometimes a study of these three factors suggests that the advertiser should
not use a program as his broadcast vehicle. Under certain circumstances an
announcement campaign will do the job more effectively—when, for ex-
ample, there is a limited advertising budget or a lack of desirable program
availabilities.
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Since there is no direct relationship between types of advertisers and
types of programs, advertisers in the same ficld often sponsor entirely differ-
ent types of shows, as indicated in the following list:

Cigarettes:
American Tobacco Company

Jack Benny Program Situation comedy

M-Squad Suspense drama

Tales of Wells Fargo Western drama
Liggett & Myers Tobacco

Club Oasis General variety

Dragnet Suspense drama

Gunsmoke Western drama

R. J. Reynolds Tobacco Company

Orange Bowl Sports event
People Are Funny Audience participation
Phil Silvers Show Situation comedy

Automobiles:

Chrysler Corporation

Climax General drama
You Bet Your Life Giveaway quiz
Lawrence Welk Musical variety

Ford Motor Company

Suspicion Situation drama
Zane Grey Theater Western drama
Ed Sullivan Show General variety

General Motors

Dinah Shore Chevy Show Musical variety
Tales of Wells Fargo Western drama
Wide, Wide World Documentary

A study of any program rating report gives further evidence that no one
type of program is the only solution for a given advertiser. Morcover, ad-
vertisers sponsoring more than one program often specify that each program
be a different type, in order to attract different people and reach large
cumulative (unduplicated) audiences.

The process of selecting a program for sponsorship is not as systematic as
the three-step approach described in this section might indicate. Program
selection requires a good deal of judgment, since showmanship, which often
defies slide-rule analysis, is the basic ingredient of any program. Realistically,
the time-buying factor becomes exceedingly critical, for in the final analysis
the choice must be made from existing availabilities, guided, of course, by
consumer and advertiser considerations. And at times good time-pcriod
availabilities and good programs to fit the availability may be in short supply.
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The Consumer as a Factor in Program Selection

L By considering the consumer first in program selection, the advertiser

follows the beamed programing technique. This involves knowing the con-
sumer group to which the advertising will be directed and selecting a pro-
gram which will appeal to this group.™

Obviously the first step is to obtain as much information about consumers
as possible. On a retail advertising basis, this requires considerable judgment
and common sense, for retail consumer studies are rarely available. On a
national advertising basis, detailed consumer-research investigations are
essential to advertising success. They yield consumer-profile data on users
and buyers of the product—their age group, sex, location, viewing-listening
habits, shopping habits, and the like.

Consumer information must then be matched against the audience which
the program attracts. The advertiser and the agency must thoroughly re-
orient themselves to view programing through the consumer’s eyes. Personal
taste for documentaries, classical music, or news analysis, for example, must
be thoroughly suppressed when a consumer study reveals that customers
prefer popular music, westerns, or daytime serials. In sponsoring programs
customers enjoy, however, the advertiser still has an obligation to upgrade
the program scries, as pointed out below.

The consumer is a factor not only in program selection but also in pro-
gram scheduling. This problem is tied in with the time-buying situation and
requires a knowledge of the best day or days to reach the consumer and the
best hour of the day. Campaigns designed to reach the consumer should not
be scheduled at a particular hour merely because it is convenient for the
sponsor and the trade to tune in at that time. This danger arises particularly
in retail broadcasting situations, where the sponsor often mistakenly feels
that, unless he can see or hear his own advertising, the campaign is not
effective.

The Advertiser as a Factor in Program Selection

Programs which meet the requirements of the consumer are also subject
to review from the advertiser’s viewpoint. The program finally selected must
help to achieve the sponsor’s broadcasting objective and must be a logical
vehicle for promoting his products or services. The program must, moreover,
reflect the corporate image of the national advertiser or, in the case of the
retail broadcast campaign, the store’s merchandising policy (see Chap. 19).
The program should lend itself well to merchandising and, if possible, should
generate sales-force and trade enthusiasm as well as consumer attention and
interest.

Having chosen a show that attracts his consumers and prospects, the
advertiser still has a powerful role to play in programing. Although he



SELECTING AND SPONSORING PROGRAMS 131

naturally wishes to reach as many people as possible, he is not obligated to
appeal to the lowest common denominator in his audience group. Rather,
he should assume an obligation, together with his agency and the network
or station, to give each show in the series a tone that does credit not only
to himself as sponsor but to the entire broadcasting industry. Within the
taste range of consumers and prospects certainly there is room for constant
attempts to upgrade programing and to offer the audience something a bit
finer each time. This calls for close attention to the program serics at the
time of selection as well as after the show is on the air.

The Time-buying Factor in Program Selection

At this point, when both consumer interests and advertising needs have
been analyzed, several different programs may appear to be logical vehicles
for the program campaign. These may be live shows, taped shows, film
shows, or programs using transcribed or recorded material. They may be
packaged or syndicated shows, since sponsors rarely create their own pro-
grams currently as they did in the early days of radio. Thus the final factor
in program selection often is the key one—availability of programs and
time periods. This is so important, in fact, that the process of program
selection often begins with this factor. Available programs and time periods
are then studied from the point of view of the consumer and the advertiser
before a final decision is reached. With given programs and time periods in
mind, the advertiser will want to know the following specifics about each
possible purchase.

Cost. A basic consideration is, of course, the total cost for time (network
or station facilities charges) and talent for the entire length of the cam-
paign. Traditionally time was sold in 13-, 26-, 39-, and 52-weck cycles, but
now there is considerable opportunity for an advertiser to negotiate for
different periods—say, for 10 or 25 weeks. One caution: A program cam-
paign ordinarily is a long-term activity and should be given sufficient ex-
posure on the air to attract its audience.

Audience! Special studies may be made to analyze the size and quality of
the audience that will be available at the time of the proposed broadcast
and the estimated rating and share of audience that may be achieved.
Audience information, of course, is combined with cost information to yield
cost-per-thousand ﬁgures.'JThis may be computed in terms of cost per
thousand homes or cost per thousand viewers (housewives, adult males, or
children, depending upon the desire of the advertiser). The formula is the
cost of time and talent per program divided by the estimated audience per
program. Many advertisers base all estimates on a commercial-minute basis.
The formula is the cost for a commercial minute (one-third of the total cost
of a nighttime half-hour show, for example) divided by the average num-
ber of homes in the program audience during an average minute.
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'\Many advertisers are extremely interested in the program’s cumulative
audience, the number of different homes reached in the course of 4 weeks
of broadcasting and the average number of commercials each home receives
during that period of timé] Audience composition information, data on the
number of men, women, and children in the audience of an individual
program or time period, is also helpful. Such information is reported through
diary studies, such as the reports provided by the American Rescarch
Bureau, or through personal interviews, such as the reports provided by
The Pulse, Inc. Time buying is discussed in greater detail in Chap. 16.

Adjacent and Competing Programs. A study of adjacencics reveals what
inherited audience can be expected from the preceding program and the
audience that may tune in early for the following program (and ultimately
be induced to view or listen regularly to the program under consideration).
For example, the Ed Sullivan Show offers a powerful lead-in for the Gen-
eral Electric Theater. Alfred Hitchcock Presents, which follows the General
Electric Theater, also is a strong program that can enlarge the audience of
surrounding shows. Competing programs, too, should be reviewed, for they
indicate the intensity of the share-of-audience fight that can be expected.

This does not suggest that periods with strong competition should always
be ruled out. If the total audience is large at the time of the show (a high
percentage of sets in use) each program probably will fare well. A study of
the audience of competitive programs may indicate that their audience
groups and the desired audicnce of the proposed program are mutually
exclusive, or at least different cnough to make the availability worth con-
sidering.

When buying in the face of strong competition, the advertiser would
ordinarily do well to select a show that contrasts sharply with the strong
program, as explained below. A completely different type of program gen-
erally has a better chance of attracting an audience from a strong leader
than does a program that tries to duplicate the strong show or improve on
its format. Maverick, for example, proved to be a powerful competitive
offering against both the Ed Eullivan Show and the Steve Allen Show.

Scheduling Factors. The time of the broadcast—the day of the week and
the hour of the day or night—is another important factor and must be
evaluated in relation to the type of consumer the advertiser wishes to rcach.

Station or Network Program Policy: Some network and station time periods
are set aside for block programing, that is, for programs of a similar type. }
Thus if a time period under consideration is part of a western programing
block, the only program acceptable to the station or network would be one
that fits into this sequence. If a western is not capable of attracting the
advertiser’s desired audience, the availability must be ruled out. The broad-
caster’s program policy may also dictate the length of the show, requiring,
for example, that the sponsor use an hour program rather than a half-hour
show.
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Table 6-1. Cost per Thousand Homes and Commercial Minutes for Network Television Program Campaigns *

Nighttime hour programs (6 commercial minutes)

Cost Cost per
Homes per thousand
reached thousand  commercial
Program type Time Talent Total (add 000) homes minutes
General variety ............. $113,500 $ 79,500 $193,000 10,455 $18.46 $3.07
Variety music .............. 95,800 140,000 235,800 12,665 18.62 3.10
General variety ............. 94,400 108,000 202,400 10,370 19.52 3.25
Variety music (color) ........ 107,500 150,000 257,500 10,710 24.04 4.00
Western drama ............. 47,800 70,000 117,800 10,073 11.69 1.94
Nighttime half-hour programs (3 commercial minutes)
Giveaway quiz .............. $ 54,100 $ 39,000 $ 93,100 11,603 $ 8.02 $2.67
Western drama ............. 65,900 38,000 103,900 18,360 5.65 1.88
Situation comedy ............ 65,900 42,000 107,900 10,158 10.62 3.54
Quiz panel ................. 55,900 25,000 80,900 15,045 5.37 1.79
Daytime quarter-hour programs (3 commercial minutes)
Giveaway quiz .............. $ 16,300 $ 3,200 $ 19,500 4,378 $ 445 $1.48
Audience participation ....... 17,400 3,000 20,400 3,528 5.78 1.93
Daytime serial .............. 17,000 1,900 18,900 4,293 4.40 1.47
Giveaway quiz . ............. 16,100 2,500 18,600 3,400 5.47 1.82

* All data estimated as of Winter, 1958-1959.

NOTE: In making cost-per-thousand comparisons, always compare identical opportunities; that is, compare hour
shows against hour shows, half-hour shows against half-hour shows, and the like. Since different benefits
stem from different types of buys, judgment must be employed in comparing different types of program

and announcement availabilities. See also Table 17-2.



134 CREATING TELEVISION AND RADIO PROGRAMS AND COMMERCIALS

Judging Pilot Films

One very important area in successful television and radio advertising is
judging new and unproven programs in the form of pilot films. Here the
potential sponsor and his agency screen a typical program in a proposed
series. In a relatively short period of time, usually in the spring and summer,
they are required to judge whether the program will mect the needs of the
consumer, the sponsor, and the time-period availability in the forthcoming
fall-winter season. This calls for objective appraisal of production factors
and intuitive judgment to determine whether the program will succeed or
fail.

Among the objective factors are the type of show, the basic plot of the
series, its casting, production, and writing. Most agencies have an individual
or a committee to screen new pilot films constantly. They usually report
their judgment on special report forms, requiring objective criticism of the
type of factors mentioned above. Such report forms usually leave room for a
statement of subjective opinion. Following general approval of the screening
group, other personnel interested in the possible buy (tv-radio director,
account executive, media personnel) review the film. In most cascs there
is considerable intra-agency discussion, followed by plans board approval
before a new program is recommended to a client. An agency may stake its
reputation on program recommendations, and a successful agency in the
broadcast ficld is usually one that can correctly spot a winning show, or a
losing one, based on pilot films.

Program Sponsorship Arrangements

An advertiser may sponsor a program campaign in one of two ways. He
may be the only sponsor of the program or he may cosponsor the program
with one or more noncompetitive advertisers. The latter arrangement is the
more common.

Full Sponsorship

tFull sponsorship (often called sole sponsorship) means, of course, that a
single advertiser sponsors a program series by himse]f.:’Paying all time and
talent costs, he is permitted approximately 10 per cent of his evening
program time and 15 per cent of his daytime program time for commercial
advertising messages. (In radio most codes permit 15 per cent commercial
time both day and night.) Although a sponsor can allocate his commercial
time within the show as he sces fit (provided, of course, that he does not
violate network or station policy) it is conmon practice to usc one-minute
opening, middle, and closing commercial messages. Naturally more com-
mercials are permitted on longer programs.

Some advertisers still utilize cowcatcher and hitchhike announcements to
permit mention of products other than those featured in the standard open-
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ing, middle, and closing commercials. L'\ cowcatcher announcement is a
commercial aired at the very beginning of a program, immediately after the
program has been introduced. A hitchhike announcement is one broadcast
at the very end of a program, immediately before the show’s closing bill-
board and sign-off.[ When cowcatchers and hitchhikes are used (and their
usage is decreasing), the length of other commercials must be reduced, so
that the total commercial time stays within the prescribed limits.

Total commercial time may be devoted to one product or divided among
several, depending upon the number of items the advertiser wishes to pro-
mote. Since most national advertisers market numerous products, they ordi-
narily select certain items for the broadcast campaign and promote them
individually with 1-minute commercials. Studies by Gallup-Robinson suggest
that promoting a given brand at least twice on each program (in two
separate 1-minute commercials, for example) is more effective than using
a single announcement and, from a cost efficiency viewpoint, preferable to
advertising the same product three times on the same show.

Each product should be scheduled on the program a sufficient number of
times during the series to make an impression on the audience in the course
of the total campaign. For example, unless a brand can be promoted on a
program at least twice a month for at least 6 months, it would hardly be
worthwhile to schedule it on the program at all. Certainly there are excep-
tions—such as when broadcast advertising is employed to support a special
6-week promotion or a 4-week sales drive. But it is obviously far more effec-
tive, whenever possible, to increase broadcast frequency and extend the
duration of the campaign than to rely on short promotion periods.

Here is the format of a typical half-hour evening network television show,
showing standard commercial placement:

Time Program element

0:00- 0:10 Opening billboard. Announcement of name of the show and the
sponsor. Most billboards run 10 seconds and are not con-
sidered as commercial time.

0:10- 3:00 Opening feature. Initial appearance of the program star or other
entertainment element to capture audience interest.
3:00- 4:00 Opening commercial. Ordinarily a 1-minute commercial.
4:00-15:00 Entertainment. The “editorial content” of the program—the
drama, music, audience participation, or other feature.
15:00-16:00 Middle commercial. The second commercial message, again
usually 1 minute long.
16:00-27:00 Entertainment. Editorial content.
27:00-28:00 Closing commercial. The third 1-minute commercial. Often used
as the exchange commercial, explained below.
28:00-29:20 Show closing. A final word from the star and credits.
29:20-29:30 Closing billboard. Closing announcement of the show name and

the sponsor, ordinarily 10 seconds in length and, like the
opening billboard, not considered commercial time.

29:30 Network identification. 1dentification of the network and end of
the broadcast.
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All programs run 30 seconds shorter than the time length purchased by
the sponsor; that is, a 15-minute newscast will run 14 minutes 30 seconds,
a 30-minute film feature will run 29 minutes 30 seconds, and so on.! Pro-
grams start on the hour, quarter-hour, or half-hour, although the popularity
of 5-minute news periods makes certain programs start 5 minutes after the
hour or end 25 minutes after the hour, especially on radio.

The 30 seconds’ time between the end of one program and the start of
the next is called the station breakjl"his time is sold by the station to local
or national spot advertisers_ Most television stations sell a 20-second station-
break announcement and a 10-second identification announcement (ID)
during this time. In the latter case the advertiser actually gets 8 seconds on
the air, with the remaining 2 seconds used for the station identification (call
letters, channel, and city)s

Cosponsorship Arrangements

Most tclevision or radio programs on the air today are cosponsored, pri-
marily because of the financial savings involved. Two advertisers ordinarily
share a half-hour program series, but three or more may share sponsorship
of a program that runs an hour, 90 minutes, or longersy “The cosponsorshlp
may be a shared sponsorship or an alternate-week sponsorship. _
¢~ In a shared sponsorship arrangement, each cosponsor is asslgned a specific
‘portion of the program in which to place his commercial or commercials. |
If, for example, a brewery and a cigarette manufacturer share sponsorship™
of a baseball game—a typical noncompetitive cosponsorship—the brewery
may be assigned the first four and a half innings and the cigarette sponsor
the last four and a half innings. Ordinarily the two sponsors will alternate
from the first-half position to the sccond-half position with cach broadcast,
and both are mentioned on the program’s opening and closing billboard. A
shared sponsorship gives a sponsor every-broadcast cxposurc and identical
commercial time on cach program. Programs sold thus arc often termed seg-
mented shows, since each sponsor has his own segment of every broadcast.
‘L_Altemate-u reek sponsorship may involve full sponsorship of every other
program or major sponsorship one week and minor sponsorship the next.
The latter arrangement, which is quite popular, stems from the desire of
alternate-week sponsors to get weckly representation by exchanging their
third commercial (exchange commercial) with the alternate sponsor. On a
typical half-hour nighttime programﬁthc major sponsor has two commercial
minutes and the minor sponsor onc. |

Dealer Cooperative Sponsorship

e
{ A dealer cooperative sponsorship arrg'nqvmcnt is one paid for jointly by
“the national advertiser and the retailer; The usual arrangement is a 50-50
! From time to time networks and stations have experimented with longer station-

break periods, permitting I1-minute announcements between shows. especially during
the daytime.
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split on time costs, with the retailer using commercials prepared or approved
by the national advertiser for dealer use. At times a dealer cooperative spon-
sorship involves the national advertiser, the wholesaler (or distributor), and
the retailer, with the time costs split three ways. The national advertiser
pays his share of costs from a special fund in his advertising budget set aside
for such purposes.

Programs for Announcement Campaign Advertisers

Some local and national advertisers would like to enjoy the benefits of a
program campaign but may need more advertising frequency than an every-
other-week or every-week program campaign offers. In other instances the
advertiscr may not have sufficient budget to afford a program campaign.

Other local and national announcement campaign advertisers often need
more time than a station-break period permits to present the selling story
for their product. In such situations the solution may be to buy announce-
ments on spot vehicles, or announcement carrier;JQ': hese are programs estab-
lished by stations and networks for the primary purpose of carrying
commercials of noncompetitive advertisers within the body of the show.?]
Ordinarily such commercials can be as long as 1 minute. In this manner
the announcement campaign advertiser enjoys the benefit of a major pro-
gram with prestige and a regular audience following but pays only for a
brief announcement. Network TV programs such as Today and the Ja}:_k\
Paar Show are sold in this fashion, as are many “late movie” programs
featured on local stations. Most radio programs are used as spot carriers.

Technically there are two different types of programs for announcement
campaign advertisers: (1) participating programs and (2) announcement
programsdn a participating program the person conducting the show pre-
pares or extemporizes all commercials on the basis of product information
supplicd by the advertiser and the agency.:'He attempts to intcgrate the
commercials almost completely into the editorial content of the program,
and the products advertised more or less reccive his personal endorsement.
An announcement program, in contrast, uses commercials cxactly as sub-
mitted by the advertiser or the agency! These may be live messages or film-
taped-transcribed commercials. In the'trade the terms participating program
and announcement program are often used interchangeably. More often
than not, an advertiser is said to buy a participation or a segment, and
whether the vehicle is a participating program or an announcement program
is often merely an academic issue.

Network Cooperative Programs

¢ A network cooperative program is a broadcast originated by a network
but available for local sponsorship:’ Often a network will originate a pro-
gram, sell certain segments to network advertisers, and set aside other seg-
ments for local sale by affiliates. These portions arc designated by special
cue lines, indicating where the local message is to be inserted. Advanced cue
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Fig. 6-2. Miss Monitor (Tedi Thurman), Ben Graver, and an NBC newsman at Radio Cen-
tral, New York. Monitor is the NBC evening and weekend radio service. The network program
is sold in segments and there are numerous cues for affiliates 1o insert national spot or local
commercials. (NBC Radio.)

sheets or program information inform the station of the network cue as well
as the length of time available for each local announcement. Commercial
length is usually standardized at either 30 seconds or 1 minute. Cue lines,
too, are often standardized, such as “But first a message from your local
announcer” or Monitor’s familiar “Take thirty” or “Take one” (meaning to
take 30 seconds or 1 minute for a local announcement). Since the local
commercial announcements blend smoothly into the network program, the
entire production sounds like a major network show created especially for
the local advertiser.

I,’iinciples of Program Scheduling

{ Program scheduling consists of determining and arranging program se-
(;uencc on stations and networks, /Since such activities frequently indicate
that certain shows should be modified or replaced in order to maintain a
strong and attractive program scquence, scheduling often leads to program
improvements or to the creation of new programs.

Program scheduling is also closely related to program policy. If radio
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station policy, for example, follows the popular music-and-news formula,
scheduling is a matter of arranging programs so that the audicnce enjoys
a constant fare of music and news shows. If programs for the entire family
are the television policy, the schedule must include a varicty of offerings to
attract viewers of all ages. Certain portions of station and nctwork schedules
may fall into a block programing sequence, in which programs of the same
type or mood follow one another. Such principles serve as a guide to program
schedulers, a group ordinarily composed of personnel from both the program
department and the sales department.

(Three principles of program scheduling have developed through practice:
know the audience, know the schedules of competitive stations and networks,
and offer contrasting programing to fight strong competition. _{

Successful scheduling stems from knowing what the audience wants and
catering to its preferences, within the bounds of sound and upgraded pro-
graming. As mentioned, audience interests shift from year to year. In tele-
vision, for example, interest shifted at onc time from audicnce-participation
shows to westerns. And interest shifts throughout the day as well, from
something bright, cheery, and informative in the morning to relaxing and
entertaining shows later in the evening. There are certain times when
viewers and listeners want news and information, when they expect sports
scores, and when they want special features. Thus audience desires are a
basic guide in scheduling.

From a practical viewpoint competitive scheduling is also cxtremely im-
portant, for it is the ability to meet competition and to win an audience
away from competitive stations and networks that pays off. A study of com-
petitive programing shows the strengths and weaknesses of the broadcaster’s
own schedule as well as those of the competition’s schedule. Obviously the
nctwork or station should give special attention to any weak spots in its
programing, making every cffort to overcome them and to maintain a con-
sistently strong schedule.

When weak spots arc encountered, there is onc rule of thumb that has
proved valuable: use contrasting programing—mecet strong programs with
programs of a different type. It is costly and often futile to attempt to
counter a strong variety program with another variety program; a mystery
with another mystery; a feature-length movie with another feature-length
movic. It is far better to schedule a light program opposite a serious pro-
gram; a ncws program against a musical program; a film show opposite a
live show. In this manner the network or station can attract those not pri-
marily interested in the strong program and use them as a core to build
audience interest.

The art of showmanship inhcrent in the creation of cach program comes
to fruition in proper program scheduling, for characteristics of the competi-
tion and the value of preceding and following shows cither enhance or de-
tract from the audience of any given program.
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Origin of Television and Radio Programs

Programs for television and radio may originate as studio or remote
broadcasts, or, in certain cases, as both a studio and a remote program.
Studio programs may be live, on tape, or filmed (transcribed on radio) or
a combination of such. Remote programs are ordinarily live{ When a tele-
vision program is also broadcast on radio, it is termed a simulcast.]

The Live Program

\”A live program is a show that utilizes live talent and is received by the
audience simultaneously with the actual presentation.{The Ed Sullivan Show
and most audicnce-participation programs are examples.

A live show can be tailor-made to reach the audience desired by the
sponsor and can often be modified from show to show to meet changing
audience desires. The fact that a live program can be played before a studio
audience is an important plus for program promotion activities. When a
program travels and broadcasts from local stations, theaters, fairs, or home
shows, merchandising activities can go along with it. Personal appearances
by performers, such as the National Barn Dance group, do much to build
local interest in the television or radio series.

Live network television programs often are placed on video tape for
repeat broadcasts, just as live network radio programs are taped for repeats.
Repeat broadcasts are necessary for certain time zones, such as the Pacific
Coast, or during davlight saving time for arcas remaining on standard time.
Ordinarily the video recording is made in a city such as Chicago or Los
Angeles and fed from there to the proper leg of the network. Video record-
ings, cxplained in greater detail in Chap. 8, or kinescopes may also be neces-
sary in order to utilize a tclevision station not on the network line or a
station that cannot clear the program at the time it originates on the net-
work. Live network radio programs are taped and repeated for various legs
of the network or, more often than not, taped by the local affiliate for use at
the hour it can be scheduled on the station. The entire subject of live
programs is covered in detail in Chap. 7.

The Taped Program

Video tapes are not only used to repeat live programs, but many programs
are recorded on VTR units cspecially for the on-the-air broadcast. Special
program packagers are selling taped programs and specializing in produc-
tions recorded in this manncer. Programs on tape are discussed in Chap. 8.

The Film Program

=
! Like a taped program, a television program on film, or a radio program
S . . «

on transcription, offers the advantage of a flawless production, free from
the crrors that might occur on a live program from miscues, improper tim-
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Fig. 6-3. Filming Gunsmoke on location. Gunsmoke remains one of the most popular west-
erns on television. Note that actors face a barrage of filming equipment and personnel far

more menacing and distracting than the villaia. Gunsmoke was originally ceveloped for
radio by the CBS Rodio program department, and its translation into television was equally
successful. Separate series are still carried on television and radio. (CBS-TV.)

L]

ing, or‘ﬂuﬂ's.}lt offers name talent who might not be available for live
appearances. It offers far greater range in sets and location, for the program
can, if necessary, be filmed on city strects, high in the mountains, at sea, or
practically anywhere in the world. When such programs are sold on a syn-
dicated basis to various local or regional advertiscrs, the cost of talent is
prorated among all sponsors. This mcans that the individual advertiser pays
far less than he would if he attempted to duplicate the show. The disad-
vantages of a film program series are lack of the “local touch” and the
inability to inject timcly comments or gag lines. Programs on film and tran-
scription are discussed in Chap. 8.

Summary

A program campaign has several basic advantages over an announcement
campaign. By using a program vchicle, the advertiser can tailor the series
for his advertising purposes, attract a regular core of viewers or listeners,
and expose this group repcatedly to commercial messages. Program cam-
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paigns, cspecially those with big-name stars, can be fully merchandised to
the consumer and to the trade. To many advertisers these advantages are
well worth the extra cost and the extra supervision involved in program
sponsorship.

Programs are available through networks, stations, and outside packagers,
many of whom are film producers. When searching for a program to sponsor,
agencies and advertisers arc guided by three key considerations: (1) the
need to appeal to the advertiser’s consumers: (2) appropriateness to the
products and the corporate image of the sponsor, and (3) the time-buying
situation—program and time-period availability. No one program type is
necessarily suitable exclusively to any one type of advertiser. Since cach ad-
vertiser’s marketing problem tends to be somewhat different from all others,
he must sclect the program that best suits his individual purposes. Dupli-
cating a program type used by a successful competitor may be entircly the
wrong solution.

Full sponsorship of programs, once so popular, has now generally given
way to cosponsorship arrangements. In tclevision this usually involves alter-
nate-week sponsorship, with the exchange (third) commercial often turned
over to the cosponsor. In this manner each advertiser actually gets every-weck
representation on the air. On radio, segmented programs arc popular, which
permit an advertiser to buy a portion of a show and insert one or two com-
mercial messages. Special announcement programs are set up by television
and radio stations as spot carriers for announcement campaign advertisers.
This is especially common in radio advertising.

Programs may cither originate live, on tape, or on film (or on transcrip-
tions in radio) ; each of these types is covered in greater detail in the follow-
ing two chapters.



7 Live Programs and Talent

In considering a program campaign, the advertiser should recognize the
many advantages associated with the use of a live program series. Specially
tailored to attract an audience from those in the advertiser’s primary con-
sumer group,  a live series is flexible, has immedial\cy, and permits last-
minute changes in order to be timely and competitive. |A live show can have
all the excitement of a Miss America winning her crown, or of a fantastic
variety act of skill and courage on the Ed Sullivan Show, or all the interest
of a probing interview on Meet the Press. The audience is drawn into the
series and participates fully in the excitement of being there at the time it
happens.

Selecting talent, whether for a live program series or for a taped or film
series, is challenging and important. Announcers (often called presenters on
television) are personal salesmen, conversing each time face to face with
far more people than a national sales force ever meets in the course of
several ycars. Dramatic talent can make or break a role, regardless of the
inspiration generated by the writer or the production personnel involved.
Music also plays its part in enhancing the excitement and sharpening the
mood of a show. Thus talent must be selected with care and thoughtful
consideration.

Advantages and Problems of a Live Program

fThe primary benefit an advertiser gains from a live progran: is the op-
portunity to tailor the series to fit his advertising purposes.| A live program
can be created to attract to its audience those whom the advertiser considers
his primary consumer group. If, for example, the sponsor sclected a musical
show and his consumers consisted of older people, he would, of course, use
musical selections designed to appeal to them, not rock-and-roll tunes.

[ A live show has the excitement of immediacy—of being present at a
football game as it is telecast, catching the spontaneity of an ad-lib, feeling
the mood of the live studio audiencé) There is a tonal quality present in a
live show which is hard to duplicate in a film, transcribed, or VTR series.

.. Being flexible, a live program can be modified to fit the latest viewing-
listening trends. Last-minute changes are possib]e]This is important in kecp-
ing the show abreast of the times, and live shows usually exploit this ad-

143
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vantage over film shows by featuring popular personalities and timely acts.
Live shows ordinarily (although not always) use live commercials, which
also permit last-minute changes and thus can be kept fully competitive,
whereas late revisions are cconomically impractical in a film commercial.
Commecrcials can be inserted where they best fit into ecach program. The
length of cach commercial can be varied, if necessary, although even on live
shows most advertisers ordinarily stay with standard-length one-minute
messages.

[Another advantage of a live program campaign is the ability to use local
personalities in cach marketJIn each city there arc local station stars with
loyal followings, such as Jack Sterling in New York, Jim Conway in Chicago,
Cedric Adams in Minncapolis, Gordon Thomas in Milwaukee, Fred Wolf
in Detroit, and Don Sherwood in San Francisco. By using a local personality,
the national advertiser gains the advantage of the local touch and often an
implied local endorsement.

Some shows can be traveled to various parts of the country for live on-
the-air local appearances that create additional local interest in the program
scries. Arthur Godfrcy and Bob Hope, for example, have originated their
programs from various locations.

Certain types of live programs offer a grecat deal of spontaneity and
dramatic suspensc (The Price Is Right and other quiz shows, for example),
and sponsors often fecl that thesc advantages, together with their other
benefits, are worth the fundamental risk that live programs entail. This, of
course, is the ever-present possibility of production or talent error.

On local stations, unless live shows are cxtremely simple (news broadcasts,
weather shows, farm programs), the advertiser may face the problem of poor
local live talent. Local live music shows, for example, arc often weak in
quality and showmanship, and the national spot or local advertiser might
be better advised to consider talent on film or transcription. When an ad-
vertiser utilizes a local live show, closc supervision of the series is recom-
mended.

Talent Availability

Talent for programs is available either individually (as staff talent or
free-lance talent) or in groups (commonly referred to as package talent).

Staff Talent

(Staﬂ talent refers to the announcers, actors, commentators, musicians,
writers, sound cffects personnel, singers, productio~r_1 personnel; and the like,
who are full-time employees of stations or nctworks) Staff talent handle most
live sustaining programs presented over the air and many commercial shows
and, under conditions cxplained later in this chapter, are also available to
sponsors for special advertising assignments on shows and commercials.



LIVE PROGRAMS AND TALENT 145

Fig. 7-1. The ever-present possibility of error exists with every live program or live com-
mercial. Left: A stagehand carrying props erroneously appears on camera during a tense
dramatic scene. Right: A studio contestant flabbergasts the announcer during a live com-
mercial. (Eastman Kodak Company.)

Free-lance Talent

When a staff member is constantly requested by sponsors or agencies, he
often breaks away from his staff job and establishes himself as a free-lance
artist. As the name implies,|a frce-lance person is not a permancnt employee
of a station or network but an independent operator available for individual
assignments.

Generally, frce lances list themselves with talent bureaus and make con-
tact cither in person or through their agents with the various personnel
who hire television and radio talent-—producers, dircctors, and casting dircc-
tors associated with stations, networks, tape and film studios, and agencies.
Free lances make every effort o keep in touch with potential employers to
let them know their talents and availability, often advertising their qualifica-
tions in the talent dircctories published in major broadcasting centers.

Some stations permit their staff members to do frec-lance work in their
off-duty time, gencrally for commercial films and transcriptions. Other sta-
tions do nct. Some broadcasters prohibit free-lance talent from doing any
work on their station and allow only staff members to audition for live
commercial assignments. Such assignments, however, can be considered more
or less free-lance in nature in that the sponsor selects his own talent from
staff members and, of course, pays thein a talent fee.
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Package Talent

Talent is also available in package form{_ A package is the term used to
define a program scries purchased as a complete unit.|A live dramatic pack-
age, for example, would include the producer, director, writers, announcer,
actors, actresses, sound men, and musicians) A single check pays for all
talent costs. When discussing packages the terms above-the-line costs and
below-the-line costs are used quite commonly.(4bove-the-line costs arc any
out-of-pocket expense incurred in the production of a show, such as for an
outside writer, actors, or actressesj.Below-the-line costs are allocated ex-
penses incurred in the production of a show for persons alrcady on the
station or network payro]l\.‘l Such allocations cover engineers, cameramen,
sound and lighting personnel, wardrobe, and make-up. Both above-the-line
and below-the-line costs are accounting terms that vary with networks and
programs.

C A film package or a VTR package, as its name implies, is a complete
program on film or tapeTJ In any package program the format and timing
permit the inclusion of commercials, the latter supervised by the agency.

Package shows are crecated by television and radio stations, networks,
program packaging specialists, talent agencies, and individual stars. A few
programs are still packaged by advertising agencies but the trend has been
almost completely away from agency packaging. Agencies never participated
in television production and programing to the extent they did in the early
days of radio.

As an example of packages:{most local news, weather, or sports shows
are local station packages; Gunsmoke is a CBS nctwork package; National
Telefilm Associates (NTA) packages live, filmed, and taped shows; and
Jerry Lewis packages his own programs under the corporate title Jerry Lewis
Enterprises.

The Announcer

In radio’s pioncer days, announcers were simply unidentified voices on the
air or at best, voices identified only by code letters or initials. Milton Cross,
for example, was known as A.J.N. in early broadcasts. As commercial radio
developed, announcers became personal salesmen for products and spon-
sors, and commercial announcers in tclevision have assumed a role of vital
importance as personality salesmen to a mass audicnce. Today both television
and radio commercial announcers are selected with great care, for their
influence can be powerful.

There are several different types of announcer. Of greatest importance to
the sponsor, of coursc, is the commercial announcer, who delivers the sales
message live, taped, on film (either on camera or voice-over), or transcrip-
tion. On television the commercial announcer is often called the commercial
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pre;enter, for his actions and demonstrations call for more than straight
an;lgl;lcing. Since many television commercials are on film, the process of
selecting a commercial announcer is often associated with the commercial-
making process rather than with the program itself.

In addition to the commercial announcer or presenter, a program may also
have a&;rogram announcer, who introduces the show and signs it off the air.
In some instances the two are identical. If the program announcer plays a
featured role in handling the show, he is often called the master of cere-
monies (m.c.) or program host.

Selection and Indoctrination

The sponsor can select as his announcer either a staff announcer or a
free-lance announcer. Staff announcers, as explained above, are full-time
employees of stations or networks. On large stations and for network shows,
staff announcers are assigned to sustaining shows and are available for com-
mercial assignments by advertisers requesting them. Staff announcers are
usually utilized on low-budget programs and on practically all shows on
small-market stations.

One of the disadvantages associated with the use of a staff announcer is
that a different man may be assigned to do the commercials on different
days of the week. This is especially true on smaller stations. The audience
often associates an announcer with a program and a product. Thus, if the
budget permits, it is desirable to hire one announcer for the series. This adds
continuity to the advertising and is a step toward greater program identity
and sales cffectiveness.

Because there is an advantage to obtaining exclusive use of an announcer
and often because it is essential for the announcer to travel and make per-
sonal appearances, many advertisers prefer to use free-lance announcers. And
in most cases better announcing talent is available through the free-lance
market, although this is not always true.

Announcer auditions are usually conducted by the advertising agency and
held in the network or station studios. Ordinarily the agency producer
sclects the commercial announcer, although at times the sponsor, the tele-
vision-radio director of the agency, the agency account executive and
supervisor, and the commercial copy writer sit in on the audition.

Once the commercial announcer is selected for a program campaign or a
scries of commercials, he should be considered a special member of the
advertiser’s sales staff. Like any other salesman, he should be indoctrinated
—made familiar with the company history and policy and acquainted with
the product(s) from manufacturing process through consumer use. He must
know product benefits so that he can explain them clearly and convincingly,
especially if he delivers extemporancous commercials based only on notes
and personal knowledge of the product, as so many television and radio
personalities do. Special attention to the commercial announcer is vital, for



148 CREATING TELEVISION AND RADIO PROGRAMS AND COMMERCIALS

in the role of announcer-salesman, he speaks to more prospects at one time
than any other company salesman.

Qualities to Look for in the Commercial Announcer or Presenter. There are
several basic points to look for in selecting the commercial announcer
(radio) or presenter (television). The basics include sincerity, style, past
experience, personality, good taste, interpretation, flexibility, and voice.! On
the national level production specialists at the advertising agency will advisc
advertisers on the selection of announcers and presenters, and in many
cases the choice is left entirely to the agency producer.

There are numerous extremely successful professional announcers through-
out the country—among them, Bob Warren, Don Wilson, and Jocl Aldred
in Hollywood and John Cannon, Jack Lescoulie, and Durward Kirby in
New York. There is also room for the offbcat approach, exemplified by the
commercial style of Arthur Godfrey. Announcers in this category are not
above kidding the sponsor and joking about the product, but they end up
winning over the audience and selling the product in a sincere and believ-
able, although humorous, style. KDKA, Pittsburgh, morning announcer
Rege Cordic, for example, created a fictitious product, Olde Frothingslosh
Ale, and made up humorous commercials about this “brand.” Because of
consumer interest generated by Cordic’s commercials, the Pittsburgh Brew-
ing Company obtained permission to market a product under this name.
The humorous commercial approach is still being used.

Announcer's Word Rate

The term(word rate refers to the number of words per minute an an-
nouncer rcaas': Different announcers read at different word rates, some
having a naturally fast pacc and others reading more leisurely. All an-
nouncers, of course, are capable of increasing or decreasing their normal
delivery pace in keeping with the delivery requircments of a commercial.
Some commercials call for a slow, sincere, and intimate presentation, which
may require reading as slowly as 100 words per minute or even more slowly.
Other commercals must be “punched” and read as rapidly as 180 words per
minute.

The average word rate used by announcers on television and radio is
approximately 160 words per minute. This does not mean that each sentence
is rcad at a stcady rate. Naturally, there arc pauses within sentences for
cxpression—some phrascs are read more slowly for emphasis, and others arc
“thrown away,” or delivered at a faster pace.

Word rate in television and radio advertising is like type size in printed
media. The smaller the type size, the more words that can be crowded into
a given spacc; the faster the word rate, the more words that can be rcad in a
given length of time. But the smaller the type, the harder to read: likewise,

' Sechafer. Eugene F., and Laemmar. J. W.. Successful Radio and Television Ad-
rvertising, (McGraw-Hill Book Company. Inc.. New York, 1951), pp. 130-131.
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the faster the delivery, the less the comprehension. The important factor,
obviously, is comprehension—not how many words can be broadcast during
a given commercial minute. Just as large type is easier to read, so a slower
word rate is easier to comprehend.

Women Announcers and Presenters

Ever since the earliest days of broadcasting, men have generally been used
as announcers. Their voices reproduced far better over the first radio sets
than women’s voices. But even as engineering standards improved, audiences
in America preferred the male voice, which is richer in quality and overtones
and deeper in pitch. In contrast. many foreign commercial stations generally
us¢ women announcers.

Although some stations have experimented with women in gencral an-
nouncing assignments, most women who serve as announcers are cmployed
in specialty roles. They may conduct special programs for women or may be
used as personality commercial announcers (presenters) representing a given
advertiser, ordinarily selling products for women. Betty Furness, representing
Westinghouse, was one of the first women presenters on network television,
and she successfully pionecred the television role of a woman as a specialty
commercial announcer. She proved sincere, unaffected, and knowledgeable
about her products; she dressed attractively for her appearances. but without
drawing attention to herself and away from the product. Other successful
network women presenters on television include Julia Mcade (for Lincoln
and others), Barbara Britton (for Revlon), and Adelaide Hawley (Betty

Fig. 7-2. Several advertisers use
women presenters on television,
especially to advertise women's
products. Here Barbara Britton de-
livers a live commercial for Rev-
lon’s Satin-Set. (Revion, Inc.)
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Crocker for General Mills). An advertiser selling to women should consider
the possibility of using a distinctive woman announcer who can present the
product sincerely and authoritatively.

A Typical Day with a New York Free-Lance Announcer

The following is an account of a typical day in the life of a New York
free-lance announcer, preceded by some personal philosophy on the subject.
The section was written by John Cannon, who has been a free lance since
1949.

Most of us who work as free-lance announcers in New York apportion our time
around our live show commitments. Mine currently consist of the Shell New York
Local News on WRCA-TV at 6:30 weekday evenings, and I've Got a Secret with
Gary Moore on CBS-TV Wednesday evenings.

Let it be said with emphasis, however, that an announcer could be quite successful
in television and radio today without ever doing a live show. Many more com-
mercials are done on film, tape, or transcription than are done alive. On film or
transcription I do such programs as Meet the Press for Pan American Airways;
Alfred Hitchcock Presents and Sea Wolf for Vitalis; The Lone Ranger for Quick;
and others for Brisk, Borden, and Whirlpool.

There are a number of additional activities and opportunities beyond these
which are also available to an announcer in New York City. For some time I have
enthusiastically worked as a narrator of documentaries, travelogues, and industrial
films, as well as movic trailers, that dramatically tease the audience to see the next
attraction in their local theater. Newsreels and sportsreels have claimed my services
a good deal, too.

Still another project, and one in which I take pardonable pride, is recording
Talking Books for the Blind. This enterprise, a Library of Congress activity, pro-
vides the professional challenge of three-hour sessions of continuous reading and
recording. Letters from the blind, who use these records, are a very real thrill to me.

An announcer is an artist—a performer basically. He is also a salesman and a
personality. His reputation rests on his quality of performance and the effectiveness
of his projection. In the free-lance business, however, he must first expose himself
to those who hire announcers before he can prove himself a workman. Contacts are
essential. They can be made in a pleasant and stimulating way, too. I make it a
point to meet all the new casting directors; remind people or agencies who have
never used me of my availability; gently jog the memories of those who have not
called me in some time.

With those who regularly avail themselves of my services, I ecarnestly try
to achieve a close working relationship. I sce them at their offices, have lunch or
dinner or attend business parties with them. We shop-talk and delve deeply into
ways and means to hest approach a forthcoming job. I brain-pick until T feel I
know exactly what is wanted from me. Once I have their thinking clearly in mind,
I can best express my thoughts on the best performance approach.

The road to regular employment as an announcer is keeping flexible and fresh
and meaning every word you say. Fach commercial or narration has its own
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particular story to tell and needs its own special treatment. Once an announcer has
the correct concept he can use the technical skills of his art—diction, pace, em-
phasis, range of voice, phrasing—plus a generous amount of sincerity and natural-
ness to bring the copy alive.

Many clients today help their spokesman substantially in his cfforts to represent
them convincingly on the air. I refer to clients with the enlightened praciice of
taking announcers into the company as part of its sales force. I have had the happy
advantage of such education from many advertisers.

A word ahout the bance of every announcer’s existence. This, of course, is the
audition, and it’s never casy. Mathematically it’s against you from the start, for
only one can be chosen. Auditions are unnerving, even for the practiced veteran.
Those in charge of an audition do not always know what their client really wants,
and they may not know your work very well, either. In view of all this, together
with the competitiveness of the audition, it is casy to become confused and nervous.
One has to keep a level head. I try to do my own job in my own way. [ study the
script thoroughly, listen to what is said, and give my reading in as relaxed an
atmosphere as I can preserve for myself. This is not a criticism of the audition
system, for a goodly portion of my work has been acquired in this tortuous fashion.
Once assigned as an announcer by a sponsor, however, I do cverything I can to
make further auditions unnccessary.

Various business arrangements are available to the free-lance announcer. He can
have a personal manager or an agent, or he can represent himself. I generally prefer
to negotiate most of my talent-husiness affairs myself and find a personal manager
superfluous, though from time to time I do work with several agents, who handle
specific accounts or shows for me. Let me add, however, that I do appreciate the
judgment and guidance the best managers can bring to an individual’s career. For
example, when it is a question of bargaining for a very high price, an agent can
do that far more effectively than an artist. Some of my colleagues have done well
with exclusive-agent contracts; others have been disappointed. An agent should be
chosen with great care and expected to work hard and consistently for vou, but
he cannot be expected to miraculously make you a better performer.

Here’s what a typical day looks like for me:

9:30 aa. Reeves Sound Studios for three voice-over tracks for Shell X-100 Motor
Oil Campaign. These are “wild tracks” for television film commercials,
meaning the picture will be edited to my voice track later.

11:30 a.m. Coastal Recording Studios to do the weekly radio spots for Grand
Union Supermarkets, aired locally in New York City. Although ecach
commercial is just 10 seconds in length, this is one of my more exacting
and difficult assignments.

12:30 p.x. Lunch with the Vitalis agency producer. We discuss the commercials
that are ahout to go into production. I am doing the voice-over.

2:30 p.m. Up to Metropolitan Sound Studios to do the U.S. Rubber commercials
for their network show. There are two announcers, and we do the
audio to match the video, sitting in a studio watching the screen with
one eye and our script with the other. This requires much rehearsing
and more than the usual number of “takes.”
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4:00 p.a1. Back to midtown Manhattan. My telephone exchange service has re-
ceived several phone calls for me to answer, and I’'m on the phone for
a busy half hour.

4:30 p.Mm. Brief appointment to pick up the script for a four-reel film on Afghan-
istan to be done the next day. I discuss the problems in brief with the
producer.

5:15 p.ar. Next to WRCA-TV for the Shell Local New York News program. I
change clothes and get made up and on camera in time for the 6:05
rehearsal. Although T use prompting cards, the script has been mailed
to me several days in advance and I’'ve memorized the on-camera parts.

6:40 p.ar. On the air for the Shell Local New York News Show.

7:15 p.ar. Home, if possible. This evening, however, I devote some time to re-
scarch on the Afghanistan picture. I can go to the library or do it in
my own office. When 1 need help on pronunciation I call Mr. Mohamed
Pienda, a native of Kabul, Afghanistan, who has been recommended to
me for consultant work on pronunciations. The language is very difficult
to pronounce, as there are four guttural sounds completely unknown
in English. T write out all pronunciations phonetically in the margin
of the script but, above all, try to remember accurately Mr. Pienda’s
intonation.

9:15 p.m. Day officially over now—home to eat.

Production Personnel

Since Chap. 10 is devoted to production and direction and discusses the
activities of production personnel in detail, it is sufficient at this point to
define the production jobs of key personnel.

(The producer has over-all executive responsibility for the television or
radio program scries and is usually the first person hired for a program cam-
paign, if he himself is not the originator of the program idea.}As the execu-
tive in charge of the show, he is responsible for its basic planning and
exccution. The program concept should be fully outlined to him and, when
the series is sold, he should be given a working knowledge of the sponsor’s
objective in using the program as an advertising vchicle. The producer con-
ducts the program planning sessions with agency officials, network or station
cxecutives, and representatives of the sponsor. He may be on the staff of a
station, a network, or an advertising agency. or he may be a free-lance artist.
In many instances, as mentioned, the producer is the program packager who
originated the program idca and thus is the logical person to produce the
broadcast scries.

((The actual on-the-air broadcast is handled by the dir('ctor_.:A successful
program serics is greatly dependent upon the man in the control room, with
his over-all understanding of the program idea and the advertising objective,
his ability to interpret script into sound and motion, his skill under pressure,
and his tact in dealing with talent and drawing the best from them.
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Both the administrative work of the producer and the on-the-air work
of the director may be handled by a combination producer-dircctor, often
called a production director. Such a dual role is quite common on smaller
stations.

The salaries of staff production personnel for a program campaign are
ordinarily included as part of program (talent) costs. If the sponsor wants
someone other than the staff producer or director to handle the series, he
may be able to sclect another staff member for the job and pay him a special
fee, or he may hire from the free-lance market. The services of an agency
producer, primarily to supervise commercials but also to act as program-
agency liaison in a live program campaign, are available to the sponsor with-
out additional fee, since this supervision is included as part of the agency’s
normal servicing activities.

Dramatic Talent

In the key broadcasting centers of the United States it is possible to hire
television and radio dramatic talent to portray an aged philosopher, an
average husband, an old maid, an Irishman, a juvenile delinquent, a boy
scout, and a crying brat—plus every variation in between. Actors may be
hired as leads, heavies, juveniles, dialecticians, or straights.

Many actors and actresses arc capable of doubling, or portraying more
than one role in a dramatization. Freeman Gosden and Charles Correll, for
example, portray several of the roles on their program, Amos ’n Andy. Peter
Donald and Mel Blanc are also capable of multiple roles on a single program,
handling them so skillfully that the audicnce is not aware, for example, that
the same person who portrayed a farmer in an earlier scene played the role
of the Southern business exccutive in a later scene.

Talent union regulations state that an actor can play two parts in a
dramatization for the standard fee. However, if the actor is assigned more
than two parts, he is entitled to additional compensation. In certain cases
where double roles arc exceptionally short, such as on dramatized news
broadcasts, the union permits additional doubles without additional com-
pensation. Producers considering doubling of roles should check union
regulations.

Dramatic talent publicize themselves and audition in the same manner as
explained for announcers; that is, they employ talent agents; contact pro-
ducers, directors, and casting directors to make their availability known; and
advertise in talent directorics. They appear for auditions on call from net-
works, stations, agencies, recording studios, and tape or film studios.

In scarching for talent the producer or casting dircctor may contact a
talent agency, indicating the persons requested for auditions, or may contact
talent direct, using their own files, as well as talent dircctories, to locate the
necessary persons. Because of the personal nature of the business, talent of all
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Fig. 7-3. Free-lance actor Vic Perrin discusses a script change with Jack Webb, while
Ben Alexander takes a short break. (Mark VIL.)

types make it a point to keep in touch with those who regularly hire persons
with their skills.

A Typical Week with a Hollywood Free-lance Actor

The following is a personal account of a typical week with free-lance actor
Vic Perrin. Perrin has been in Hollywood since 1940. Prior to turning frec-
lance he was a staff announcer at NBC and, later, chief announcer at ABC.
He has appearcd in numecrous radio dramatic shows and in such tclevision
series as Tales of Wells Fargo, Dragnet. Gunsmoke, and Lassie.

1 think of myself primarily as an actor, and I give acting calls precedence over
all others. To operate successfully in this broad area means developing skills in all
acting media—stage, theater, radio, film television, and live television. Fach pre-
sents slightly different performance problems and requires a slightly different set
of attitudes and techniques. In essence it's a complicated set of reflexes which you
call into use merely by saying to yourself “Remember, this is live television,” or
“Now I'm a radio actor.” To ignore any potential outlet for your talents is to
diminish vour arca of operation, making zrowth and security dependent on the
seemingly whimsical fluctuations to which all media are subject.

Second to bheing an actor, I think of myself as a narrator—sort of halfway be-
tween an actor and announcer. Within this category there must be numerous

variations in style, to suit the different types of material and the various audiences
to which that material is directed. For example, narrating Sergeant Preston of the
Yukon calls for an attitude of great interest and dramatic excitement. Narrating
Fractures of the Femur for the Surgical Division of the Veterans Administration
requires the attitude of a well-informed surgeon speaking to other well-informed
surgeons. When I narrate a first-person stery on Suspense, my attitude is one of
“this is happening to me, at this moment, right now.”

As a free lance 1 have no contractual commitments to anyone, but also no one
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has any commitments to me. In essence I am unemployed as I write this. It’s
Sunday afternoon, the weckend has been quict, and it looks as though Monday,
Tuesday, Wednesday, Thursday, and Friday will (unfortunately) be quiet, too.
No calls. So I plan a golf foursome for Monday. That evening I’ll go into Holly-
wood and work out with Charles Weidmann’s modern dance group. I set up a
viding lesson for Tuesday. (It’s been three wecks since the last one, and I'll prob-
ably get stiff all over again. But I've got to get back into shape—twenty-four west-
ern series planned for next scason, you know!) Wednesday I'll find something clse
to keep me busy.

Monday morning, before teeing off, all four of us call our telephone exchange to
let them know where we can be reached. Then, with clear conscience, we start
off to break a hundred. We play our usual stellar game for the first seven holes
and are about to tee off on the cighth when we see the clubhouse jeep headed in
our direction. A fast side bet as to which of us they want. I win, put my clubs in
the jeep, and tell my jeering cohorts I'll meet them at the clubhouse for the second
nine.

Three messages: call your agent, call Father Higgins of Family Theatre, and call
Irving Pelgram regarding work. I call my agent first.

“Jack Webb wants you for a day in the pilot of a new television series. You'll
probably work tomorrow. See the wardrobe man at two this afternoon and pick
up your script at the same time. It’s only one short scene, but Jack says it’s a strong
one and he’d like you to do it.”

I accept and call Father Higgins.

“Vic, we have five more half-hour television films ready for dubbing, and we’d
like you to narrate them Wednesday morning.” 1 agree to confirm this that evening
and call Pelgram.

“You don’t know me, Perrin, but I heard some of your narration at the Animators
Film Festival and tracked you down through the Guild. Could you do the off-
camera voice of a newscaster for me in a feature I'm doing for Allied Artists? It’'ll
take about an hour of your time tomorrow.”

I explain that I’'m supposed to work a television film tomorrow but there is no
set call as yet. T suggest that if I can persuade Jack to give me an hour before the
lunch break that would give me from 12 to 2, which should be plenty of time. He
agrees to set up a studio from 12:30 to 1:30 and I agree to confirm my avail-
ability.

I rcjoin the foursome at the tenth tee and we finish the last nine holes. A sand-
wich and off to the Republic lot for the 2 o’clock wardrobe fitting for Jack Webb.
I pick up the script at the casting office, then track down the assistant director and
get my call for the picture. (Normally, calls for the next day's shooting are phoned
to you at home about 6 p.y. the night before. In this case I need to know a few
hours sooner.) I find him and he gives me the call: 9:30 for make-up, 10 on the
set. e also makes the concession of a 2-hour lunch break.

Then home. A call o Pelgram to confirm the recording date. A call to Father
Higgins to confirm that Wednesday morning, 9 to 12, is O.K. for the narration. I
receive a call from my exchange to tape a radio show for the Armed Forces Radio
Service, Wednesday, from 12:30 to 2. I instruct them to accept it.

Now I settle down to read the Jack Webb script. I have a one-page scene—six
speeches. No great effort to learn the lines for a part this size. But I want 10 know
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the story completely. I want to establish in my own mind the relationship between
all characters—specifically what my character contributes to the advancement of
the story. And I want to daydream a little about what I can do as an actor to make
this six-line character interesting enough to warrant his being on the screen for the
40 seconds alloted him.

Tuesday starts out fine. I manage to do the lunchtime film track and get back
to the Jack Webb sct before I'm needed. The shooting is going slower than
anticipated because of a gun that misfires at the crucial point in a long emotional
scene which Jack wants to get “all in one take.” The gun has a hard action, and
the actress, a good one, does not have sufficient strength in her trigger finger to fire
the five fast successive shots the script calls for. Understandably, after the fourth
try at the scene, the gun becomes a mental hazard to her, and she begins to tense
up. Concern for the stubborn prop preoccupies her. She can’t concentrate on her
lines and starts to blow them. When she doesn’t, one of the other three actors in
the scene does. The harmonious rhythm of playing a scene has been temporarily
knocked out of kilter. I am only an obsecrver, but all actors have experienced these
moments when suicide seems like the only honorable way out. The tension is con-
tagious. I walk away from it, go to my dressing room, write a letter, and play some
solitaire to forget it.

But they never get to my scene and finally I’'m dismissed for the day, with an
carly morning call-back for Wednesday. Now 1 have a problem.

Having signed a contract for only the onc day, I feel no great conscience in
presenting my work conflict for the following day. I explain the situation to Jack.
His answer, “No problem. Get here as soon as you can, and we’ll shoot your scene
late in the afternoon.”

Wednesday works out fine. Narration for the religious film is finished by 11.
Armed Forces Radio show finished by 1:30. A quickie lunch, into wardrobe and
make-up, and I'm on the set by 2:30. Scenc finished by 4:30 and I'm home with
the paper by 5. A call for the following day to record a Frontier Gentleman radio
show from 2 to 6. I accept it.

Thursday at 6 and my weck is over. No calls for Friday, so I leave with my
family late in the evening for our weckend house in the San Bernardino Mountains.
Should something urgent arise, my exchange would have the mountain patrol track
me down!

A pleasant, relaxed Friday, Saturday, and Sunday follow. But I have no commit-
ments for Monday, Tucsday, or any other day next week. No one may ever call
me again. [ may be washed up. Through. Maybe I should start worrying. Maybe
10 years of free lancing without once drawing an unemployment insurance check
is pushing luck too far. Could be. But to stay vital, vigorous, and enthusiastic, I
find it much more practical to worry about important things like “how to break
100.”

Excuse me, please. The phone is ringing.

Television and Radio Writers

Television and radio writers may be classified into two general groups:
(1) commercial copy writers and (2) script writers. As explained in Chap. 9,
[commercial copy writers are ordinarily agency or station employees who
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Fig. 7-4. Three cameras are used far dramatic angle shats of cancert guitarist Andre
Segavia an a live netwark show aver CBS-TV. (Kenyan & Eckhardt.)

create advertising messages for use on the air. Their services are available
without charge to the advcrtiS(‘;},(Script writers handle prograin material
exclusive of comnmercial content) This scction deals with script writers and
script-writing specialists, such as continuity writers, comedy writers, variety
show writers, dramatic adapters, and the like.

On a small station a continuity writer prepares whatever script material is
required for the station. Ordinarily this consists of station promotion
announcements, opcning and closing announcements, introductions for
speakers, musical continuity, and the like. On some stations announcers are
required to write their own program continuity, but most announcers,
especially disc jockeys, prefer to ad-lib their shows. Thus, a writer working
for a small station may spend most of his time writing commercials and very
little time writing continuity.

Network programs are written by script-writing specialists. On some
programs, such as comedy shows, the program packager (usually the star
comedian) hires a full-time comedy writing staff. On other shows, notably
dramatic shows, the program packager buys scripts from television and
radio writing specialists.

Most free-lance script writers ultimately become specialists in various types
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of programs. Thus, a packager sceking a script of a particular sort knows
from experience the leading writers in that ficld and looks to them for
material, though he also reads scripts submitted by those attempting to break
into television or radio. Ordinarily scripts are submitted through the writer’s
agent, since most producers do not have the time to rcad scripts that have
not been screcned by professionals.

In some cases it will be necessary to have an adapter. Adapters are used
to write television and radio scripts based on movies, plays, and novels.
Sometimes they arc employed to rework scripts accepted from other writers.
It must be pointed out, however, that producers and directors usually have
the right to make changes 2 in a script for dramatic emphasis or for timing
purposcs. Thus, an adapter is employed only on a major writing assignment.

Selecting Television and Radio Script Writers

The best way to sclect a television or radio script writer is to examine
samples of his work. This also applies to hiring a commercial copy writer.
Assuming that these samples scem promising, there are other points to
consider, varying with the type of writing assignment involved. The conti-
nuity writer on a small station, for cxample, must be flexible cnough to
handle the varicd kinds of continuity he may be called upon to write—for
musical programs, station promotion announcements, talks, and the like. The
specialty writer applying for work on a comedy writing staff or a varicty show
writing staff must show that he is qualified to handle this specific type of
assignment.

In hiring writers it is important to remember, too, that television and
radio deadlines cannot be missed. A writer’s speed in creating an idea in his
mind and translating it into a workable script is extremely important. Many
of the basic tips on commercial radio writing listed in Chap. 9 also apply
to television and radio writing in general. The producer and director of the
program ordinarily arc best qualified to judge scripts and writers, although
other persons associated with the program campaign may help in the sclec-
tion of writers,

Music for Television and Radio

Music, of course, is used both for programs and for commercials on tele-
vision and radio. In both instances music may be live or transcribed.

Live music for programs is ordinarily under the supervision of the show’s
musical directorJThe musical director chooses selections for cach program,
assigns arrangers, and conducts the orchestra in rehcarsals and on the air.
Most live music on television or radio is specially scored, with arrangements
provided either by free-lance musicians or members of the orchestra. Orches-
tra musicians arc often staff musicians in the employ of the station or
network.

2 Quite naturally writers and adapters resent script changes or deletions made by
producers and directors (and sometimes actors) for other than timing purposes.
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Fig. 7-5. Creating and recording an original singing commercial for television and radio.
Above: The first few bars of the original theme melody created for Schlin beer by Don
Voegeli. Below: Voegeli records his jingle in a semisymphonic arrangement with fourteen
musicians. Recording was done at Universal Recording Studios, Chicago. Many name
singers have recorded the tune, including Margaret Whiting, Ella Fitzgerald, the Hi-Lows,
and others. (Jos. Schlitz Brewing Company and Don Voegeli-Creative Music in Advertising.)

C Transcribed program music may consist of records or music library tran-
scription music, as explained in Chap. 8.
LMu:zc for commercials may be original music or special transcribed library
music. |In some instances mclodics in the public domain are used for com-
mercials, and new lyrics are written by the television copy writer. Original
music and lyrics may be composed by a jingle writing specialist. The jingle
writer ordinarily develops lyrics from a fact sheet prepared by the commer-
cial copy writer. The fact shect states the advertising theme and pertinent
selling points. Only rarely does the commercial copy writer compose the
lyrics, so that the jingle writer has comparative creative freedomn in develop-
ing both the music and the words.

When an agency fecls that a jingle would be desirable, one or more jingle



160 CREATING TELEVISION AND RADIO PROGRAMS AND COMMERCIALS

writers may be requested to submit a speculative jingle. In most cases the
jingle writer will charge a basic fee, such as $100 for a speculative jingle, this
amount being credited to the agency for outright purchase or lease rights if
the jingle is accepted. Once a jingle is accepted, the writer arranges the
sclection for recording and often conducts the orchestra in the recording
session.

It is possible to assemble library music for commercial background music
or to creatc semiorigina! jingles with special transcribed library sclections.
Several firms, such as Capitol (Hi-Q) and Boosey-Hawkes, have transcrip-
tion libraries similar to the Musi-“que” Library of Standard, explained in
Chap. 8. A skilled music editor, using the carefully prepared mood-music
index, can assemble nccessary “picces” of the library and blend a tailor-made
background for a film commercial or accompaniment for a singing commer-
cial. This practice is common on smaller stations, but practically all the
jingles of national advertisers are original creations.

Unions

Although numerous unions have been recognized by networks, stations,
and studios in the television and radio industry, three are perhaps the most
important: the Amecrican Federation of Television and Radio Artists
(AFTRA), the Screen Actors Guild (SAG), and the American Federation
of Musicians (AFM).

American Federation of Television and Radio Artists (AFTRA)

The American Federation of Television and Radio Artists, popularly
called AFTRA, is the union of talent for live television and for radio, tran-
scriptions, and phonograph recordings. The union-shop provision is con-
tained in all the national codes, as well as the local contracts covering
independent stations and recording studios. The national codes arc signed
by producers and by advertising agencies. Members of AFTRA may be
actors, announcers, comedians, masters of cercmonies, quizmasters, disc
jockeys, singers, dancers (who have speaking lines), sportscasters, puppetecrs,
reporters, analysts, and others who sing or spcak professionally for live tcle-
vision or for radio, transcriptions, or phonograph records.

Certain pecople are not required to join AFTRA. They include government
cmployces and persons who are engaged occasionally, on a single-program
basis, as specialists (whose regular employment is in the field in which they
rcport). Exceptions arc also granted for persons employed for not more
than one performance cach year, because of a reputation acquired in other
than the amusement ficld. Membership in AFTRA is not required for bona
fide amateurs on bona fide amateur programs, choirs and choruses of
denominational programs, and participants in audience-participation pro-
grams.
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AFTRA’s national codes covering television, radio, transcriptions, and
phonographs generally run for a period of 2 ycars. Following each national
negotiation, AFTRA issues revised national codes, which are then in cffect
for the ensuing 2 years. They indicate, among other things, basic minimum
fees for cach category of performer and working conditions in cach ficld
covered by the respective codes. The national transcription code, for exam-
ple, covers uniform minimum rates for wild spots (scc Glossary), local pro-
gram spots, and nctwork program spots. Variations depend upon the length
of the on-the-air use cycle and upon the inclusion or exclusion of major
network cities such as New York, Chicago, and Los Angeles. The basic
minimum fees established in the national transcription code arc for a use
cycle of 13 weeks, unless otherwise specified.

In addition to the basic minimum fees listed in each of the national codes,
the employer pays 5 per cent on the gross compensation payable to each
performer. This contribution is forwarded to the AFTRA Pension and Wel-
fare Funds, separately administered from AFTRA. The sole responsibility for
the formulation of policy and administration of the AFTRA Pcnsion and
Welfare Funds is vested in a board of trustees, equally represented by
industry and the union.

Other AFTRA code provisions cover dramatized commercials, signatures,
and simulcast usage. AFTRA codes are highly intricate, and -transactions
affected by these codes often require the services of a business affairs special-
ist. AFTRA offices, located throughout the country, are also available to
help interpret union regulations.

Screen Actors Guild (SAG)

The Screen Actors Guild was organized in 1933 in the motion picture
industry, but the jurisdiction of the guild now cxtends to talent appearing in
film programs and film commercials on television. Because many television
actors, actresses, and announcers appear on live television as well as on film,
they join the live television talent union (AFTRAY) and the film talent union
(SAG).

SAG negotiates collective-bargaining agreements with producers, film
studios, and others, covering wages, terms, and working conditions in the
arcas where it has jurisdiction. Following negotiation sessions the Screen
Actors Guild issues a code book, sctting forth salary scales and working
conditions. In the field of television commercials, payment to actors varies
according to whether the commercial will be used in a program campaign
or in a spot announcement campaign and whether the talent appears on
camera or off camcra. Fecs are paid on a 13-week-cycle basis for spots and
on a per-use basis for program commercials.

A typical talent payment, as negotiated by SAG, is the fee paid to an actor
for appearing in a 1-minute film commercial designed for use on a network
program. The session fee (8 hours of work, or less, for a single commercial)
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for shooting the commercial is $80. This covers a one-time use of the com-
mercial on a network program. The payment for each additional use is
typically $55, but it may be less in certain circumstances, such as when
extensive use of the commercial is guaranteed.

When a commercial is to be used on a spot announcement campaign, the
initial fee is the same—$80. This covers the use of the commercial for a
13-week cycle in one to five markets. SAG has established classes of markets,
and if one of the markets is New York, Chicago, or Los Angeles, a slightly
higher fee applies. When the commercial is used in subsequent 13-week
cycles (in one to five markets), a reuse payment fee of $80 is required.
Again, when New York, Chicago, or Los Angeles is used, the fee is slightly
higher. All rates quoted apply only through 1960, and fces should be checked
with the Screen Actors Guild, which is extremely willing to help broad-
casters, advertisers, and agencies interpret its codes.

All concerned with the creation and production of television ilm commer-
cials should be familiar with the SAG agreements. Assume, for example, that
a writer envisions two actors appearing on camera in a newly created tele-
vision film commercial. Each would be paid a session fee of $80 plus reusc
payments. However, if the same commercial action could be accomplished
by showing the actors only in silhouette or by using only their hands or the
backs of their heads (so that they could not be recognized), extra’s fees
would apply. These are often considerably lower than actor’s fees, and no
additional-use payments are required. Writers should be aware of this in
crcating commercials; producers should be aware of this in reviewing story-
boards. Thus writers, producers, and agency business affairs specialists alike
should know SAG code provisions.

In many cases big-name talent is used for commercials and paid well above
the SAG scale. If a written agrcement is made at the time, part or all of the
overscale payments may be credited against reuse payments. Thus it often is
advantageous for an advertiser to hire the very best talent available, pay the
high overscale fees, and use the film commercial throughout numerous pay-
ment cycles without additional compensation.

As of this writing there is no final decision as to whether SAG or AFTRA
has jurisdiction over television programs and commercials recorded on video
tape. On the working level talent employed by networks and stations for
video tape commercials are paid according to AFTRA rates, whereas those
appearing in video tape commercials made by film or VTR studios are paid
at SAG rates. This problem has been in negotiation for some time.

American Federation of Musicians (AFM)

Today, with rare exception, all musicians who play over the air profes-
sionally are members of the American Federation of Musicians. Each AFM
local enters into negotiations with the television and radio stations in its
arca and signs contracts with them covering wage scales, hours of employ-
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ment, and working conditions, The national union ncgotiates with the net-
works, recording studios, and film studios for national agrecments (primarily
on the use of musicians for television and radio commercials). Some adver-
tisers and agencies are not signatories to AFM codes. The AFM codes are
concerned primarily with regular week-to-week employment, but they also
cover per-program broadcasts, including air time and rchearsal time, and
fees for commercials.

Over and above the one-time fee paid to the musicians participating in a
recorded commercial, there is an additional fee (also one-time) of $100.
This amount, paid for each recording session, goes directly to the Music
Performance Trust Funds of the Television and Radio Industry, adminis-
tered by an independent trustece and used for free public music programs,
such as band concerts during the summer.

If a musician also wishes to appear as a singer, he must join AFTRA,
SAG, or both. Many musicians and conductors are members of AFM,
AFTRA, and SAG.

Summary

A live program scries offers the advantage of a tailor-made vchicle,
designed to attract principally those who constitute the advertiser’s primary
consumer group. A live program is flexible, has immediacy, and permits
last-minute changes in order to be timely and competitive. Live shows in
cach market also permit the use of well-known local personalities. The
primary disadvantage of a live show, of course, is the ever-present possibility
of production or talent error.

Talent is available individually or in package form. Individual talent may
be staff or free-lance. In most circumstances staff personnel arc available
without additional compensation, but specially selected personnel, like free-
lance talent, must be paid a talent fee. When package talent is used, a single
amount is paid to the packager, who, in turn, pays for all costs involved in
the production of the show.

Announcers for programs and commercials should be selected with care,
for their work can be extremely influential. Perhaps the most important qual-
ity to look for in the announcer is sincerity, Once selected. the announcer
should be considered a member of the company’s sales force.

Two key production people are the producer and the director. The pro-
ducer has over-all executive responsibility for the production, and the direc-
tor handles the on-the-air broadcast. Both are instrumental in hiring the
nccessary writers, musicians, and actors for the show.

Although numerous unions are recognized in the television and radio
industry, the three most important are the American Federation of Televi-
sion and Radio Artists, the Screen Actors Guild, and the American Federa-
tion of Musicians. Those who act, sing, or spcak professionally over live
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television and radio are members of AFTRA, and those who make films are
members of SAG. Most performers join both AFTRA and SAG. Musicians,
of course, are members of AFM.

On-the-air talent are the final communication link between the advertiser
and the audience. On their shoulders lies the responsibility for executing the
program and properly communicating the commercial message. To many
an outsider the television performer has a glamorous and exciting career,
but professional talent look upon their responsibilities in a serious and dedi-
cated manner, well aware that the polish and touch of the showman often
make the difference between just another program or commercial and one
that attracts and excites audiences, builds favorable brand images, and
produces product sales.



8 Programs on Film, Tape,
and Transcription

Technical advances in methods of reproducing programs and commercials
on television and radio have continued to improve over the yecars. In the
early days of radio, recording quality was so poor that some stations banned
all transcribed programs and commercials. But with cngineering improve-
ments it became almost impossible for the listener to tell whether a presen-
tation was live or transcribed.

Much the same technical progress has aided the television film industry.
Early films for television faced technical difficulties comparable to those of
early transcriptions for radio. Again, improvement in film quality has been
accompanied by increased audience acceptance. Certainly viewers can recog-
nize old movies and poor films on television as filmed productions. But as
technical improvements continue, the average viewer finds it increasingly
hard to differentiate between a live show and a film show made especially
for television. And video tape recordings, perfected for color as well as black-
and-white television, practically defy detection by viewers.

Thus technical advances have made possible the extensive use and accept-
ance of films, tapes, and transcriptions, with their inherent advantages to
advertisers, networks, and stations.

Benefits of Television Programs on Film or Video Tape

Without a doubt the perfection of video tape has brought about great
changes in the television industry. In many cases VTR is replacing filming
as a means of recording television programs[Vidco tape has revolutionized
commercial production by permitting the use of live techniques without the
problem of on-the-air crror-.‘ Video tape also makes possible high-quality
reproduction of programs for delayed broadcasa It is employed to record
television programs off the air and to rebroadcast them to various legs of
the network at a suitable hour. This is especially useful in compensating for
the time differences involved when part of the country obscrves daylight
saving time. Some stations with vidco tape equipment prerccord programs
and play them back at air time. The Ampex Corporation of Redwood City,
California, has been onc of the forerunners of the tape industry.
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Fig. 8-1. Video *ape recording equipment ct NBC-TV's Tape Central in Color City Studios,
Burbank, California. This operation is used primarily to record and play back shows to
various legs of the NBC Television Network, thus eliminating the confusion previously caused
in program scheduling by the semiannual shift to and from daylight saving time. {NBC-TV.)

There are several advantages associated with a television program on film
or video tape. Some are common to both techniques, and others are peculiar
to one or the othcr.[Primarily, any program on film, tape, or transcription
can be re-recorded or ecdited to produce a flawless presentation.\During the
shooting or recording process, various “takes” can be made and the best
used for the program. Scenes can later be edited or replaced for timing
purposes, so that the film or transcribed program runs tne exact length de-
sired. On video tape, scenes are usually repeated as often as necessary to
get a perfect take, so that mechanical editing is held to a minimum.

A film production is not restricted to the limitations of an in-studio set.

[Film footage can be shot anywheré It permits, for example, fast-moving
water scenes, complete with water skiers, sailboats, and cruisers. It can move
from Rome to New York to Hong Kong. This advantage does not hold for
VTR, wtich is restricted to the limitations of a live television camera.

[F ilm and tape offer another basic advantage. Talented stars with various

movic and television commitments can devote scveral wecks to recording an
entire program series, but their week-to-week availability for a live show
might be in doubtJMorcover, some movie stars are reluctant to appear on
live television, preferring the security of editing privileges to assure a more
nearly perfect performance. Thus film and tape shows offer the opportunity
for better talent as well as better performances.
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Fig. 8-2. Film televisian pragrams are nat restricted by in-studia limitatians. Abave: Film-
ing Silent Service abaard the "U.S.S. Sawfish." The praductian crew is "making rain," and
the camera is protected under an umbrella. Belaw: On an extensive Hallywaad back lat,
the actian in Unian Pacific is filmed against o variety of backgraunds, including sagebrush,
prairies, primitive statians, Indion villages, and Western tawns. Authentic roilraad ralling
stack of the 1860s is used. (Califarnia Natianal Praductians.)
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Therc are also cconomic advantagcs[Thc original film show can be syndi-
cated on a market-by-market hasis] with cach advertiser paying only a
proportionate amount of the total production cost. Morcover, reruns can
be purchased at lower rates and often garner substantial audiences. Once
VTR cquipment is installed, the cost of tapes for shows is extremely low.

Problems of Television Programs on Film or Video Tape

As previously mentioned, film reproduction in television has improved to

the point where technical quality is no longer a problem. Certain other short-
comings, however, arc associated with film series. Since it is produced well in
advance of the air date, it[does not permit timely comments or current gag
lines. {Thcrc is no immediacyf‘ The “local touch” is missing, so important to
certain types of advertisers and their campaign objectives. A film series,
moreover, cannot be modified to match changing audicnce tastel—to use a
different type of story line, to fcature a secondary actor in the serics who
catches the public fancy, or to switch to a modified format. With careful
program planning, however, these limitations necd not be a problem. Pro-
grams that do not call for immediacy, timeliness, or the local touch can be
handled as a film scries, and those requiring such qualities can be produced
ive.
_ VTR is practically identical in quality with live television production. Its
fundamental disadvantages are the initial cost of equipment and the fact that
the live electronic camera is restricted to a studio or remote broadcasting
location.\ This reduces the range and scopc of production possibilities, in
contrast to the complete freedom film offers. The editing of tapes is also
a problem, although improved editing equipment is now available.

Types of Program Companies in the Film, Tape,
and Transcription Business

There are several different types of companies in the film, tape, and tran-
scription business and in allied service industries. Many organizations per-
form more than one function, and as a result there is a good deal of
overlapping at the working level. The cight basic types of organizations are
(1) the program packager, (2) the program film production company, (3)
the feature film producer, (4) the film distributor or sales organization, (5)
the commercial film production studio, (6) the video tape studio, (7) the
recording studio, and (8) the transcription library service. Each type of
organization is explained in detail in the following sections.

The Program Packager

The term(program packager is used in several ways in the industry today
and is often synonymous with program producer or program creator.|In this
book the term refers&o an individual or a company that creates the idea for
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a program secries and cither produces the show on the air live or has it
produced on film or tape.|In the latter case the packager may have his own
production unit or use the facilitics of an established production company.
[Thc primary advantage to agencies and advertisers in using a program
packager is that they thus acquire a complete show, with all necessary pro-
duction, writing, music, and acting ta]ent]Among program packagers are
Goodson and Todman (packagers of What’s My Linc and To Tell the
Truth), John Guedel Productions (packagers of House Party and You Bet
Your Life), and Talent Associates (packagers of the DuPont Show of the
Month and the Armstrong Circle Theater).

The Program Film Production Company

A program film production company (sometimes called a producer) is an

organization with facilitics and cquipment to shoot television programs on
ﬁlm—.)A variation of this type is the program production unit that records
on video tape, discussed later in this chapter. This type of organization is the
television counterpart of the old open-end transcription company that tran-
scribed programs for radio. In some instances the film production company
may shoot for a packager, who supplies the script and supervises film produc-
tion. In other instances the film production company acts as its own pro-
ducer, creating and packaging its own shows, often with a film distributing
unit as part of its organization. Although some program filn production
companies also do commercial films, most specialize in onc or the other—
programs or commercials.
[A film may be leased to sponsors as a syndicated film program or as a
network film program] yndicated film shows are lcased on a market-by-
market basis to national spot advertisers or to local advertisers, and network
film programs, of course, are leased to national network advertisers} Often
reruns of a network film scries, after its initial appearance on the network,
are leased on a syndicated basis (frequently with a new title) to national
spot or local advertisers.

Whether prepared for syndication or for network use, film television shows
are created in such a manner that the sponsor can insert his opening, middle,
and closing commercials into each program. The over-all cffect is that of a
program created especially for the sponsor. Before the spectacular rise of
television, many radio programs, called open-cnd transcriptions, were pro-
duced in the same format (with opcnings for commercials—hence the term
open-end). Spot and local advertiscrs leased these programs, inserted their
own commercials, and thus achieved the effect of a tailor-inade program
campaign. With the growth of television and the switch in radio programing
away from dramatic shows (most open-end transcriptions were dramas) to
music and news programing, there has been a major decline in the tran-
scribed program industry.

Some program film production companies arc independent firms estab-
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MENJOU i ~ PONT  MERCHAN- BIGGEST ~ SALES
TARGRY  ommercal NSING  BUDGET  POWES

Fig. 8-3. Adolph Menjou, star of Ziv's syndicated film series Target, participates in a sales
meeting for Drewrys, Ltd., a regional brewer and sponsor of the program in the Middle
West. Menjou's appearance in some Drewrys' commercials {insert) plus special openings
and closings for the program, gives the impression, to Middle Western audiences, that Target
was filmed especially for Drewrys. (Ziv Television Programs; and Drewrys, Ltd.)

lished especially to serve the television industry: others are program-produc-
ing subsidiaries of networks or motion picture companics or production units
of independent packagers.

The Feature Film Producer

The feature filim producer is an organization that produces motion pic-
tures for exhibition in theaters| Most feature-length film producers, however,
have sold television rights for their (older) movies. Since television viewing
and theater going are considered highly competitive by the typical feature
film producer, the firms are quite reluctant to release newer films to televi-
sion, preferring instcad to distribute them through motion picture theaters.
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Television stations, however, are always interested in film features and are
in more or less constant negotiations with feature film producers to obtain
release of newer pictures.

Most feature film producers have established program film production
subsidiaries especially for television, and some feature film producers also
have commercial film production subsidiarics. These subsidiaries offer such
advantages as technical production skills acquired through the studio’s
expericnce in the movie business, large and well-equipped sound stages,
innumerable sets, and access to certain talent the studio may have under
contract. Feature film producers usually turn over distribution rights to
television film distributors, rather than establish their own sales subsidiary.

The Television Film Distributor

EAs its name implies, the television film distributor is a film sales organiza-
tion established for the primary purpose of leasing television film programs
to advertisers and their agencies. Television film distributors may handle
syndicated film shows, network film shows, or feature-length films.

Often distributors create program ideas and work closely with a film
production company in the production of the film scries. In other cases the
distributor merely acts as sales agent for a program film production com-
pany or a feature film producer. All three television networks have estab-
lished film sales organizations. Their programs are available cither for syndi-
cated use by national spot or local advertisers or for network sponsors.

Many film distributors have specialized sales groups. One nay concentrate
on sales of network shows to network and regional advertisers and their
agencies, another on syndicated sales to spot or local advertisers on a market-
by-market basis, and still another on sales of syndicated reruns. Some film
distributors also have an international division sclling television film shows
to the cxport market. Numerous American film shows are scen in England,
Japan, Italy, France, and other countrics. with dubbed-in titles in the foreign
language.

The Commercial Film Production Studio

There are innumerable organizations specializing in the production of
film commercials for television. Some concentrate their skills on live-action
films and others on animation work. A few handle both live-action and
animated films.

Typical among commercial film production houses are Cascade Pictures,
Hollywood; Robert Lawrence Productions, New York ; Filmways, Inc., New
York; Lou Lilly Productions, Inc., Hollywood ; Sarra, Inc., New York; and
Woodsel-Carlisle-Dunphy, New York. These studios do both live-action and
animation work. Firms such as Elliot-Unger-Elliott, New York; Klaeger
Films, New York; MPO Television Films, Inc., New York; Universal-
International (Television Department), New York; and Van Praag Produc-
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tions, New York, tend to specialize in live-action commercials, although
some do animation work. UPA Pictures, Inc., Hollywood; Cartoonists, Inc.,
Chicago; and TV Spot, Inc.,, New York, specialize in animated television
commercials.

Commercial film production studios, like other producers in the television
field, work closely with production service specialty companies. For example,
a film studio often uses a recording studio such as Reeves Sound Studios,
New York, or Universal Recording Corporation, Chicago, for recording and
audio-mixing purposes. Instead of investing in their own film or transcrip-
tion processing plant, they may use the facilities of a special film processing
laboratory such as Consolidated Laboratories, Hollywood (film processing
specialists) or Radio Recorders, Hollywood (radio transcription manufac-
turers). Television optical effects are often turned over to a special-effects
house, such as Ray Mercer.

Special film service studios also play an important role in the industry.
After a commercial film has been produced, the film negatives and other
required materials are sent to the service studio, which makes the necessary
number of prints (or has this done by an outside processor), ships commer-
cials to stations and networks, mails syndicated film shows, inserts commer-
cials in film shows, and the like. In other words, much of the nuisance of
routine details is handled by the film service studio.

Some commercial film producers have jingle writers, musical arrangers,
music editors, and often commerical writers on call, for smaller advertisers
may contact the film production house for assistance in creating and produc-
ing television film commercials. The production procedures involved are
explained in Chap. 10.

Typical Companies in the Program Film Business. The descriptions given
below of some typical companies in the program film business illustrate the
overlap in activities among packagers, producers, program film production
companies, and film distributors. Note that some firms handle all activities
and others specialize in one phase of the business to the exclusion of others.

California National Productions (NBC). CNP, a division of NBC, is a
program film production company with its own film distribution units—
Victory Program Sales and NBC Television Films. CNP produces and leases
half-hour syndicated shows, such as Union Pacific, Silent Service, and Boots
and Saddles. The company also sells off-the-network programs (from a series
originally presented on the networks but now discontinued) such as Medic,
originally produced on film for network use. CNP also leases reruns such as
Dragnet.

Desilu. This organization, owned by Lucille Ball and Desi Arnaz, concen-
trates on the creation, development, and production of network and syndi-
cated film shows. Desilu-produced shows may be programs created by the
company or programs created by outside packagers who utilize Desilu only
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for program production purposes. Among the Desilu-created and -produced
shows are I Love Lucy, The Lucille Ball-Desi Arnaz Hour Show, Westing-
house-Desilu Playhouse, This Is Alice (for National Telefilm Associates),
Walter Winchell File (for NTA), U.S. Marshall (for NTA), The Ann
Sothern Show (an Anso-Desilu Production in association with CBS-TV),
and The Texan (a Rorvic-Desilu Production in association with CBS-TV).

Among the shows filmed by Desilu are The Linc-up, December Bride,
Wyatt Earp, The Real McCoys, The Californians, the Danny Thomas Show,
The Millionaire, Man with a Camera, and Yancy Derringer.

Desilu operates three production plants—Desilu-Gower, Desilu-Holly-
wood, and Desilu-Culver—which comprise thirty-five sound stages and con-
stitute the largest such operation in the history of Hollywood motion picture
production. Included within the Desilu operation are one of the largest prop
departments available, a large library of stock footage, complete facilities
and personnel for the production of animated and/or live commercials,
research libraries, and a 40-acre location site with buildings and terrain
simulating a cross section of the world—from a New York City skyscraper
or a stately Southern mansion to African wilds.

Revue Productions (Music Corporation of America). Revue Productions
is the program-producing subsidiary of Music Corporation of America, a
talent agency representing some of the major stars in television, radio, and
the movies. Revue Productions has produced such network programs as
Restless Gun, Tales of Wells Fargo, and Leave It to Beaver. Among its
syndicated shows are State Trooper, Dr. Hudson’s Secret Journal, and
Mickey Spillane’s Mike Hammer.

Screen Gems (Cclumbia Pictures). Screen Gems, a subsidiary of Columbia
Pictures Corporation, produces and distributes television film programs for
network and syndication. Network shows include Father Knows Best, Alcoa-
Goodyear Theater, and Tales of the Texas Rangers. In syndication are
Rescue 8 and Casey Jones, as well as reruns of the Ford Theater and the
George Burns and Gracie Allen Show. Screen Gems also distributes feature
motion pictures (mainly from the libraries of Columbia Pictures and Uni-
versal-International), serials, cartoons, and short subjects to television
stations.

Ziv Television Programs, Inc. Frederic W. Ziv Company was a pioneer in
the field of programs for the radio industry. Ziv produced and leased open-
end transcribed radio shows, including Cisco Kid, Mr. District Attorney, and
Boston Blackie. Ziv Television Programs, Inc., is the television subsidiary of
the Frederic W. Ziv Company. This organization, which packages, films, and
distributes programs, has syndicated such programs as Sea Hunt, Harbor
Command, Target, and Highway Patrol. For network advertisers Ziv has
produced such shows as West Point, and Tombstone Territory.

From the above it can be seen that many program packagers (producers)
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Fig. 8-4. Ampex VR.[000 video tope recorder. Above: A close-up of the tope moving
through the heods with the protective cover removed. Below: The operotor ploys bock
o tope show, which con be seen on the monitor. By the oddition of onother bonk of elec-
tronic equipment, the unit con be used for color os well os block-and-white operotion. All
Ampex mochines hove completely interchangeoble units, ond immediote ploybock is pos-
sible. {Ampex Corporotion.)

do their own production work and many production houses create, produce,
and distribute their own shows as well as do film production work for out-
side packagers.
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The Video Tape Studio

Although commercials on video tape are commonplace, using this tech-
nique for producing and packaging programs is in its infancy. Most video
tape equipment, used primarily for commercials or for dclayed broadcasts,
is in network and station studios. In a few of the largest broadcasting centers,
companies specializing in vidco tape programs have developed. Some of these
are independent studios—others are subsidiaries of established production
or recording organizations. National Telefilm Associates, for example, has
a video tape subsidiary in addition to its film program operations.

Using tape to record programs calls for special production techniques
which differ from film production and, although similar, are also somewhat
different from live production. Thus the development of vidco tape studios
is inevitable.

To get around the problem of lack of VTR equipment at agencies, many
tape packagers make 35mm kinescope films and reduce these to 16mm for
showings on standard projectors. It is felt kinescopes developed in this
manner give the best quality. As VTR equipment becomes more common this
problem will be eliminated. Packagers, of course, would prefer to show their
shows directly from the tape and often transport agency exccutives to their
special VTR studios or nearby networks or stations when screening pilots.

The Recording Studio

Recording studios were originally cstablished to serve the needs of the

record industry and the radio industry. Today a top-flight studio is capable
of recording sound for radio and television commercials, as well as radio
transcriptions and music for the consumer record industr){Rccordings are
made on audio tape, transcriptions, or, as mentioned in the preceding sec-
tion, on video tape, in some case(s‘]
{The services of a recording studio arc available to agencics and companies
on call. Hourly fees are charged for usc of recording studio facilities. Some
recording studios also offer creative services for commercials, especially for
smaller advertisers, but most limit their activitics to recording.

At most recording scssions originals are made on tape. Depending upon
how they are to be used, they may be transferred to tape copics, to filin, or
to transcriptions. Transcriptions arc classificd, according to the way they are
made, as (1) instantancous transcriptions, often called dubbings or acetates,
or (2) pressings.

/:Instantaneous transcriptions are those cut directly into a lacquered surface
carcfully coated on an aluminum base.|The impression is made with a syn-
thetic sapphire or some other hard point. Once cut, the instantaneous
transcription is ready for immediate usc. When a limited number of dupli-
cate transcriptions are required, usually fewer than ten, duplicate instanta-
neous transcriptions can be made from the original. When more than ten
duplicate transcriptions are required, such as for a spot campaign on thirty
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radio stations, it is desirable to use pressings from a master, rather than
instantaneous transcriptions. If a campaign is to run for more than 2 weeks,
pressings are usually more satisfactory, for they hold up better under repeated
playings.

Recording studios can make instantaneous transcriptions, but most turn
the task of making pressings over to specialists. The first step in making a
pressing is to transfer the tape original to a master lacquer (instantaneous
recording) by re-recording. Next a metal master is made, then a metal
mother, and finally a stamper. The stamper can produce about 1,000 dupli-
cate pressings. The process is the same whether a transcription or a record
is being made.

A transcription and a record differ essentially only in the purpose for
which each is created: transcriptions are made for broadcast use and records
for consumer usej Transcriptions are ordinarily cut to play at 3314 revolu-
tions per minute (rpm), although a few are still made to play at 78 rpm. A
music library transcription may be either 12 or 16 inches in diameter, ordi-
narily plays at 3314 rpm, and may contain five or six individual tracks on
each side. Each track is a complete musical selection, which will play any-
where from 1 to 3 minutes. When commercials are transcribed for radio,
each transcription may contain as many as ten or fifteen individual tracks,
many duplicates of each other, so that there will not be excessive wear on
any given track during the course of the campaign. Most records are cut at
3314 or 45 rpm. There is practically no demand for 78-rpm records. In the
parlance of the trade,ithe terms records, transcriptions, platters, discs, elec-
trical transcriptions (ETs) are interchangcablea

The Transcription Library Service

Originally a transcription library for a radio station consisted exclusively
of transcribed musical selections, often supplemented with scripts for building
musical programs. Today transcription library services have expanded their
scope to include commercial production aids, such as sound cffects and
special music for singing commercials. Complete transcription libraries, or
portions of librarics in some cases, may be leased or purchased outright by
stations or recording studios and are used for both program music and
commercials on television and radio.

A music library consists of a wide varicty of musical selections, including
special music, such as religious selections and choral and band music, not
ordinarily available on records. Most stations have arrangements with record
companies to obtain new releases and in this way have a full and complete
complement of transcribed and recorded music for on-the-air use. In most
instances larger stations get records free; smaller stations pay a charge.

Among the transcription library services are Lang-Worth, Sesac, Inc.,
Standard Radio Transcription Services, NBC Thesaurus, and the World
Broadcasting System (owned by Ziv). The scope of such services is illustrated
by the following example.
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Standard Radio Transcription Scrvices consists of a music library and a
group of commercial production aids. The music library is on 16-inch discs
which play at 334 rpm. Such entertainers as Doris Day, Spike Jones, Bar-
bara Carroll, and Mugsy Spanier arc featured on Standard. The service also
has a special library of Lawrence Welk music and musical selections recorded
in extremely short arrangements.

Standard’s production aids consist of a sound effects library, weather-
report jingles (which can be used with commercials), and open-end com-
mercials. The latter are singing jingles with basic sales messages for cach of
twenty-one types of businesses, recorded in such a way that the local adver-
tiser can add his name and his own commercial message.

Standard Radio Transcription Scrvices also has a library of transcribed
original instrumental music, which can be used in creating tailor-made
commercials, time signals, weather announcements, and jingles. The library
includes musical sclections, of various lengths, in the following seven cate-
gories: (1) openings, (2) closings, (3) general tunes, (4) jingles, (5) back-
grounds, (6) sound effects, and (7) sad to happy arrangements. Live an-
nouncers and singers can be used with various musical selections from the
special library to build effective commercials both quickly and inexpensively.

Called the Music-“que” Spot Library, the service is supplied on discs or
on tape recls, together with a complete index catalogue. At the local “live”
level, the library is leased to television and radio stations for unlimited use.
Fees to advertisers, if any, are cstablished by the station. Where it is neces-
sary to re-record library sclections, mechanical reproduction licenses may
be obtained for cach use. Rates vary according to the length of the announce-
ment and the size and number of markets where the commercial will be
employed.

Network and Station Reproduction Equipment

Practically all television and radio stations are equipped to play transcrip-
tions and records at all four speeds as required: 1624, 3314, 45, and 78 rpm.
However, 334 and 45 rpm are the most popular speeds. Some stations also
have facilities for cutting instantancous transcriptions, but most have re-
placed such units with facilities for recording and reproducing by audio tapes.
Most professional tape equipment at networks and stations moves at 7Y, or
15 inches per second (ips). Video tape recording cquipment, which moves
at 15 ips, is standard equipment with the networks and increasingly so with
local stations.

Alrcady video tape recording equipment has replaced kinescopes as a
means of recording network television programs for repeat broadcasts and
clock-time delays. The kinescope method involves placing a movie camera
in front of the tclevision picture tube, shooting a film of the picture, then
developing and projecting the film through telecine equipment. In this
process a degree of picture quality is lost. Such is not the case with VTR
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equipment, since the entire process is electronic. Audio and video impulses
are transferred directly to the tape and then played back, without going
through the picture tube, photographing, projecting sequence for reproduc-
tion.

Black-and-white and Color Video Tape Recording Equipment

As explained in Chap. 5, broadcast engineers have known for a long time
that, theoretically, television programs could be recorded and reproduced
on tape, just as radio programs are. The basic principle is much the same.
A magnetic recording head puts electronic impressions on a tape, which can
reproduce the television program by a reversal of the electronic process. In
television, however, the engineering problems are extremely complicated.

For one thing high head-to-tape velocity is required to record the high-
frequency signals of the television video signals. In an earlier system this
called for large and cumbersome reels of tape moving past recording or
reproducing heads at extremely high and impractical speeds. To solve this
problem engineers developed means of moving the heads at high speed and
recording the video signal vertically rather than horizontally on the tape.
This also made possible a tape speed at the familiar 15 ips velocity.

A video tape contains four separate but synchronized magnctic tracks. The
first is a series of transverse video tracks to record the video signal. The
second is the sound track that accompanies the picture. The third, the con-
trol track, comprises a record of the alternating currents which feed the
rotating-head motor during the recording process. Also on the control track
is an editing pulse, used as a reference point in editing and splicing the tape.
The fourth track on the video tape is a cuing track to aid operators in the
production of the program or commercial. A producer may indicate on the
cuing track the point at which he wishes the picture on camera 1 to be used,
when the close-up on camera 2 is to be edited in, and so on.

Accompanying the growth of the video tape industry have been significant
developments of special tapes with a surface smoothness much finer than
normally needed for audio tape. Head manufacturing techniques also have
been refined to the point where many are usable well beyond 100 hours,
which was originally considered a practical norm. These improvements have
made it possible for video tapes to be recorded, wiped clear, and re-recorded
well over 100 passes of the revolving head.

Black-and-white VTR units can be modified to record and play back
color television signals as well. Additional engincering equipment, of course,
is necessary.

Summary

By recording a program or commercial on film, video tape, or transcrip-
tion, the advertiser can be assured of an excellent presentation, free from the
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errors that may occur in a live broadcast. Film programs permit wide latitude
in settings, enable busy stars to keep regular air dates, and, when syndicated,
offer substantial economic benefits. For many advertisers thesc advantages
more than offset the limitations inherent in film programs—Ilack of the local
touch and inability to modify the series to match changing audience taste.
Film quality is no longer a major problem and programs on tape cannot be
differentiated from live shows.

There arc cight basic types of companies in the film, tape, and transcrip-
tion field: the program packager, the program film production company, the
feature film producer, the television film distributor, the commercial film
production studio, the video tape studio, the recording studio, and the
transcription library service. However, there is considerable overlapping of
activity. A packager, for example, may have his own program film produc-
tion company, and a program film production company may package its
own shows, shoot for an outside producer, and, at times, have a commercial
film production studio and perhaps even a film distribution subsidiary.

Video tape has become extremely popular in the television industry. It
can be used to record programs in advance, to record programs off the air
for delayed broadcasts, and to record commercials. VTR is used for black-
and-white as well as color television and its development has brought with
it many changes in both commercial production and program production.



9 Writing Commercials for
Television and Radio

Commercial tclevision and radio copy writing is a special form of the
copy-writing art. It involves working with small units of time, usually 1 min-
ute or less, to reach the eye and/or the ear with a sales message. Ordinarily,
the copy writer creates both the audio and the video parts of the television
commercial.

In essence, commercial writing is salesmanship, the power of persuasion
which skillfully overcomes various forms of consumer inertia, creates a desire
for the product or service advertised, and motivates the audience to purchase.
Continuity writing, creating the script for programs exclusive of commercial
copy, is another form of television and radio writing, but this is beyond the
scope of this book.

Although television commercial copy writing and radio commercial copy
writing have certain characteristics in common, the two are entirely separate
fields. No longer is commercial television considered radio advertising with
pictures. How skillfully television commercial writers have devcloped their
special skills can be witnessed daily on any television set.

Commercial Copy-writing Technique and Style

. Writing technique is the mechanical or organizational factor which gives
structure to a commercial television or radio mcssagc)chhniquc imparts
order, architecture, sequence, and completeness to copy writing. Although
there are numerous ways to formulate tclevision and radio commercials, the
technique can usually be resolved into four basic steps: acquire attention,
secure interest, build desire for the product or service, and ask for action.
Technique is impersonal-—the type of skill that can be learned from a book.
(Style, on the_other hand, imparts flavor, color, light, life, and personality
to commercials.) Style may be studied by viewing and listening critically to
other commercials, by analyzing good writing and learning to recognize
vivid imagery and economical word usage. Reading good fiction, with close
attention to dialoguc, is especially helpful, as well as listening to the way
people talk in everyday life. Good poectry and drama may also provide
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modcls, and good motion pictures should be studied for style adaptable to
television.

Style can be imitated, but it cannot be taught, since it is personal and
develops from within. A knowledge of basic technique, however, can serve
as a good foundation for style and cnhance the writer’s ability to create a
convincing. sincere sclling message. Many of the suggestions on technique
given in this chapter will also aid in the development of style.

Before Writing Commercials

Writing commercials for television and radio does not begin with inserting
a blank picce of paper into a typewriter. Long before this stage is reached,
the writer must accumulate considerable background knowledge.

Before writing. tthgopy writer must know the objective of the total adver-

tising campaign]and the specific goals cstablished for television and radio.
He must sccure information on the product,—}hc market, and the consumcrj
Often rescarch reports or general industry dath, available through the adver-
tising agency or the advertiser, provide many of the necessary details, but
such sources should be supplemented with firsthand knowledge of the
product. Factory tours, ficld trips, and discussions with salesmen and trade
buyers, plus personal use of the product, are helpful. The writer should con-
stantly be alert to new information. In addition, he must be familiar with
competing products and competitive advertising, for he must be able to
explain the superiority of his product to rival brands.
LPertinent facts to aid in creating advertising for a campaign arc stated
in a written copy policy, or copy platform JUsually the copy policy is created
by the agency as a guide to all advertising to be written about the product.
It summarizes data on the objective of the advertising, includes information
in capsule form about the segment of the consumer market to be reached,
cmphasizes sclling points and appeals to be stressed in the copy and indicates
their order of importance, states the kevnote idea. and gives other pertinent
data to aid creative personnel. Often each point in a copy policy is docu-
mented with a rationale or research statement indicating why various copy
strategies are employed. If a copy policy is not available, the writer should
create once from the background information he has accumulated.

Once the commercial copy writer is thoroughly saturated with facts on the
product, market, and consumer, he begins to distill the information. With
the campaign objective in mind, he determines what he wants to say and
how he wants to say it, how to compress a wealth of information to the key
selling ideas for the advertising message. For a tight, crisp 1-minute commer-
cial, he may have only 135 to 140 words to convey a clear impression of the
product story and the action expected of the consumer. How the writer
wants to present this message is a matter of writing technique and writing
style, wrapped together with a flair for showmanship.
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The entire background process is one of thorough saturation plus reflec-
tion. The writer does not rely on pure inspiration as a source of copy. How-
ever, saturation plus reflection often results in inspiration, which does so
much to give the commercial an extra quality of salesmanship that makes
the message fresh and distinctive.

Fundamentals of Television and Radio Copy W'riting

There are few, if any, fundamentals of television and radio copy writing
that cannot be ignored. Exceptions to every “rule” are broadcast daily on
television and radio stations. As a consequence, the fundamentals outlined in
this section should be viewed as commercial writing guides. They are sign-
posts that have been erected over the years as a result of both the good and
the bad experience of commercial copy writers. They are not hard and fast

rules.
Since television and radio are dynamic media, commercial writing tech-

WHAT |

Fig. 9-1. "Hard sell” does not necessarily mean
a direct, blatant presentation of a commercial mes-
sage. Rather, hard sell may take many forms—it
may prod or nudge, may use humor or touch on
emotions, may be extremely short or soft-spoken.
Because of the various forms a hard-selling com-
mercial may take, the term “smart sell’' is perhaps
more meaningful. A sledge-hammer approach is
often a poor technique for the advertiser and for
the television-radio industry as well. {McCann-
Erickson, Inc.)

AT

[
‘ .
» SHORT COMMERCIAL.
IS IT: 1. OR A LONG ONE?
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niques are constantly subject to modification. What is considered unimpor-
tant today may prove a most effective device tomorrow. Television and radio
copy writing offer the constant opportunity to break away from well-marked
paths and strike out for the new and unique.

It is wise, however, for the beginning writer to master the fundamentals
of this chapter, and use them well, before reaching out too far into new and
unproven areas. As the neophyte copy writer gains experience, he will find
himself employing many of the fundamentals automatically, and eventually
he will know when to violate a fundamental in favor of a new device. This
comes with experience and criticism, both from himself and from others.

At the outset, it is well for the broadcast copy writer to realize that the
principles accepted by advertisers, and consequently their standards of judg-
ment, often vary widely. Unfortunately, some advertisers are far more sub-
jective than objective when judging commercials. They may demand certain
writing patterns and look for the execution of certain principles in all com-
mercials. As a practical person, the writer will have to recognize this kind of

1ARD SELL" ON TV~?

3 A FUMNY COMMERCIAL, OR A
B SERIOUS. FACTUAL ONE?

A COMMERCIAL THAT WHISPERS, IN TV !
@ OR ONE THAT SHOUTS?

as in practically everything else, what is onc advertiner's 4 A GENTLY PRODDING MESSAGE,

meat, may often he another’s poison ®  OR ONE THAT SLEDGE-HAMMERS
s THE STORY HOME 7

At McCann-Erickson. we approach each individual TV
advertiser’s problem, as an individual problem.
And we have found, more often 1han not. that when the
ventiveness and creative skills of able people —thoroughly
seasoned specialists in all phases of TV
combines with the wealth of experience gained from placing
over one bilhon two hundred mitlion dollars of advertising ... MCCANN-ERICKSON, we
the wsually nevitable result is the kind of hard-hitung TV thay ~ APYRRT!SING

sells products, service and ideas with force and efficiency. Heance, i, Portand (o Ang s s e
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attitude in the client and use common sense, tact, diplomacy, and good
judgment when confronted by such situations. If research facts and sound
advertising judgment indicate that a writing approach is right, the copy
writer employed by an agency will ordinarily be supported by the account
executive group in sclling the commercial to the advertiser. Yet, by the same
token, even scasoned broadcast copy writers have learned new lessons through
criticism from knowledgeable advertising managers who are steeped in the
problems of their own industry and alert to the consumer viewpoint.

A television or radio commercial, like all other forms of advertising,
should conform to the following fundamental specifications: *

1. It must be truthful in its statements and reasonable in its implications.

2. It must be believable.

3. It must not unfairly disparage competitors or competitive products.

4. The advertising claims must be effectively presented in order that they
may give the audience a clear and memorable understanding of the product
attributes or the sales appeals.

5. The product attributes must be (or must be made to be) important
to those the advertising intends to influence.

Guideposts to Successful Television and Radio Copy W'riting

Below are some fundamentals of good advertising salesmanship, helpful
as basic guides for writing advertising copy in almost any medium. Addi-
tional guides, applying specifically to television and radio, follow in the next
sections.

I. Get the Facts. The copy writer must saturate himself with information
on the product, the market, and the consumer and have as much firsthand
knowledge of the product as possible. Good commercials are based on facts,
which often trigger creative inspiration. Inspiration alone, however, is usually
insufficient in modern-day advertising.

~— 2. Follow or Prepare a Copy Policy. As mentioned earlier in this chapter,
a copy policy (copy platform) is a written statement containing information
necessary to prepare copy for a national advertising campaign on a given
product. Although copy policies vary in name and content from agency to
agency, a well-written policy ordinarily includes such information as the
theme (keynote) idea, the primary appeal of the product, the supporting
sccondary appcals, and significant product characteristics.- A copy policy
guides creation of advertising in all media, and for this rcason close coordi-
nation among broadcast and print copy writers is essential early in the plan-
ning stage as well as throughout the campaign. An agency-prepared copy
policy is the combined cffort of all creative people working on the account.
These include, in addition to broadcast copy writers and print copy writers,

! Eldridge, Clarence D., “‘Advertising Effectiveness—How Can It Be Measured?”
Journal of Marketing (January, 1958, vol. 22).
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art, media, marketing, and research personncel, as well as the account group.
inal approval of the copy policy rests with the client.
. 3. Determine the Theme ldea. The theme (keynote) idea is the cgptral
sclling idea around which all advertising for a given campaign is built_{The
theme lends distinctiveness to the product and helps make it stand out from
competitive products and competitive advertising campaigns. A theme may
be expressed as an illustration idea, a copy line, a slogan, a jingle, or merely
a mood, but it is not associated exclusively with any one of these forms. A
good theme lends itself well to interpretation in all media and enhances the
brand image of the product. As indicated above, the keynote idea is onc of
many clements in a copy platform. If no platform is available, as is the case
in most retail advertising situations, it is up to the writer to create a theme.

Gillette theme: Look Sharp! Feel Sharp! Be Sharp!
Chrysler Corporation theme: The Forward Look

4. Stress One Major Selling Idea. There is always one main thought the
writer wishes to leave with his audience. This major selling idea is ordinarily
the keynote idea, but it may be the strong primary appcal or a beneficial
product characteristic, with the keynote idea employed as an intriguing and
memorable device to help register this selling point.

The principle of stressing onc major idea does not mean that a com-
mercial covers only one point. Naturally, other copy points arc included in
the message. These, however, are handled in such a way that they support
the major idea, and neither clutter the commercial nor confuse the audience.

In some cases sales managers, or other client executives, want their own
pet copy phrases included in commercials. The writer should avoid yielding
to such personal whims if they do not add to the sales qualities of the com-
mercial. He should, however, have a logical explanation, documented when-
ever possible, for rejecting the suggested copy phrase and using another.

Gillette major selling idea: Sharp Gillette blades give you a clean shave.
Chrysler major selling idea: You get advanced styling as well as engineering with
a Chrysler product.

5. Register the Brand Name Strongly. The name of the product (or, in
retail advertising, the name of the store) is perhaps the most important
clement to impress on the audience. In many cases, therefore, the writer
should avoid a lengthy commercial lead-in and register the brand name as
soon as possible. In other instanccs, if the lcad-in builds curiosity, he may
reserve the name of the product for a natural climax. Either device can be
used to register the brand name strongly. Whatever mcthod the writer selects
should be consistent with the brand image, or retail store image, that the
advertising attempts to establish and maintain.

6. Write for the Individual Viewer or Listener. Although there may be mil-
lions in the audience of a given commercial, cach message is written to scll
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to the individual. A copy writer should establish a mental picture of the
consumer to whom he is trying to sell and establish empathy with him.
Obviously, the writer must have a command of consumer facts, for they help
determine the advertising approach. It is one thing, for example, when the
buying decision is made by an individual alone {as in choosing cigarettes,
candy, or other convenience items) and another when a group buying de-
cision is necessary (as in selecting a new home). But whether one person
or a group is involved in a decision, each person must be reached as an
individual.

Writing for the individual means using the word you and writing with the
“you attitude” in mind. This involves writing from the consumer’s view point,
not the advertiser’s viewpoint. Such writing has a tone which implies that
the commercial is on the consumer’s side of the fence and understands his
problems.

Not: Marlboro cigarettes are made in a modern factory.
Rather: You get a lot to like with a Marlboro—filter, flavor, pack or box.

7. Utilize Repetition. Significant copy points, such as the brand name, the
keynote idea, and the primary appeal, should be repcated several times in
each commercial. The brand name and the theme idea, which should have
perhaps the highest incidence of repetition, may appcar three or more times
in each 1-minute commercial. The primary appcal and often the product
characteristic that delivers the benefit also bear repetition. It is well to
remember that identical repetition may be tircsome and boring to the
audience, but with a new twist or phrasing, each repetition can be made to
seem quite different. The writer should repeat for a reason but not overdo
and bore.

\\' 8. Be Specific. The audience usually is more impressed with specific facts
than with generalities.

Not: You'll always save money at Frank Abel’s Clothes Shop.
Rather: This week regular $79.50 men’s suits are selling at $59.50, a $20 saving
to you.

9. Maintain Interest throughout the Commercial. The commercial should
capture audicnce interest with an intriguing opening and sustain it through-
out, continuing to hold attention to the end. In working for an opening that
will arrest attention, however, the writer should avoid tricky, artificial intro-
ductions that do not relate closely and naturally to the product. Such gim-
micks do not stand up under repetition and may lecave the audience fecling
cheated. Rather, the writer should attempt to maintain genuine intcrest,
though striving for the unusual in the opening and especially in the central
core of the commercial, as the benefits of the selling message unfold. Often,
the commercial can sustain interest by being startling, where this technique
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secms appropriate, but the attention-arresting elements should not be so
unusual that people tend to remember the gimmick but neither the brand
name nor the sclling message.

The product itsclf is usually intrinsically intcresting, and such basic in-
terest is far more valuable in commercials than borrowed interest (from
unrelated subjects) or artificial intrigue, as mentioned above. Although in-
terest is obviously associated with such attention-sustaining devices as video
movement, the personality of the presenter, optical tricks, sound cffects,
musical jingles, and animation, it is also inherent in copy written with the
welfare and self-interest of the consumer in mind.

10. Be Aware of Cost Factors. Cost is usually not considered during the
initial stages of commercial writing, since this might act as a dcterrent to
creativity, but it becomes increasingly important as the commercial develops.
This is especially true in television advertising, and here the commercial pro-
ducer can guide the copy writer. By being aware of the approximate costs
involved in certain planned scenes and sets, special music and orchestrations,
on-camcra actors, optical devices, and the like. the writer can develop a
commercial for production within the approximate price bracket stipulated.

I1. Create the Proper Commercial Tone. The commercial writer, aware
of the brand image for the product, should create the appropriate mood for
the sales message. This mood dictates selection of the proper announcer and
in turn guides his commercial delivery. It is particularly important that
commercials written for announcement campaigns establish the proper tone,
for there is no way of knowing what type of program material will surround
the spot. Even in program campaigns, however, alternate-week and par-
ticipating sponsorship arrangements necessitate that the commercial do
practically the cntire job of setting the proper environment for the sales
message. Research suggests that commercial mood and program mood be
compatible for greatest effectiveness.

A major national magazine ran a spot television campaign on the West
Coast advertising a special introductory subscription offer at an extremely
low price. The commercials consisted of voice-over slides. The slides were
donc hurriedly, and lettering was bold (in keeping with the low-price offer),
so that the commercials did not reflect the quality of the magazine. Audience
rescarch by the advertiser soon brought this to light. A special film com-
mercial was made incorporating the proper tone, and a substantial increase
in audience response to the subscription offer was noted.

12. Be Natural. Commercial copy lines should be modeled on the way
people ordinarily speak. As an aid to realism, the writer should listen to the
way people talk cverywhere—in homes, on the bus, in shops, and on the
street—and try to duplicate this natural style in expressing commercial copy
points. He should avoid “advertising-cse,” should never force a copy line
that is unnatural or stilted, and should reject trite, stock phraseology and
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look for refreshing, new, and convincing ways to express the same points.
Usually, reading the commercial aloud helps the writer achieve realism and
a natural flow.

13. Ask for Action at the End of the Commercial. The closing of any com-
mercial should suggest that the viewer or listencr take action—go for a test
ride, ask for the product the next time he is in the store, or buy now. The
closing ordinarily repeats the keynote and major sclling idca, with heavy
emphasis on the brand name. In retail advertising, of course, the store name
should be stressed. Often what is said last is best remembered by the
audience.

I4. Write and Rewrite. The beginning writer will soon find that rewriting
and editing are essential to success. Experienced writers make it a practice to
rework copy carcfully and often lcave the commercial alone for a period
of time (say, overnight) before checking it for the last time. Revising then
becomes a matter of final polishing and timing.

Special Guideposts for Television Commercial Copy W'riting

The fourteen guideposts in the preceding scction apply to commercial
copy writing for both television and radio. Below are some special rules of
thumb concerned specifically with television commercials.

I. Devise a Visual Interpretation of the Main Idea in the Commercial. The
writer should strive diligently to develop a visual demonstration or a visual
interpretation of the theme, appeal, or selling point—whichever is the main
idca of the commercial. This device should be established early in the com-
mercial and the rest of the visualization planned to bc in keeping with it.

Stride wax: Stride slow-motion water-splash test
Sanka coffee: Rock, marked “97% caffcin free” dropped in a hand while audio
states: “You’ll sleep like a rock.”

2. Plot the Audio and Video Simultaneously. The novice writer will do well
to give cxtremely close attention to video planning and, if necessary, to
devote greater cffort to the video than the audio as he begins creating the
television commercial. This is important, for although most writers can
rcadily plan the audio, it takes greater skill to envision the video. Once they
have gained cxperience, both will come at the same time. The video should
never be allowed to become so static that the eye, and hence the mind, may
wander.

3. Sell the Product as Soon as Possible. The heart of any commercial is that
part of the message which unfolds the main selling idea. In most instances,
a lead-in is necessary to get into this selling core. If at all possible, the lead
should deal with a product benefit so that the sclling message will follow
logically. In some cascs, there is such inherent interest in the sclling idea
that no lead-in is necessary, and the writer can open with a sclling clement.
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If it is necessary to use “horrowed interest,” the writer should avoid going
too far afield for the lead-in.

Just as most commercials require a brief lead-in, so the commercial re-
quires a lead-out at the end. This is a closing which repeats the main idea
in the commercial and asks for action. The lead-in and lcad-out of most
commercials are quite short, so that most of the allotted time can be spent
selling the product rather than cntertaining the viewer. The presentation of
the product message itself, however, should offer sufficient benefits to reward
the viewer for watching.

4. Work Closely with the Artist, the Producer, and the Print Copy Writer.
Some agencies have television writing units consisting of a writer, a television
artist, and a producer. In such an arrangement, cross stimulation is ever
prescnt. Where the writer works alone, he must seck the counsel of those
experienced in art technique (especially if an animated comnmercial is con-
templated) and those experienced in production techniques. Some broadcast
copy writers also write copy for the print portion of the campaign. When
this is not the case, the television writer should work closely with the print
writer to make certain that both are moving in the same creative direction.

5. Visualize and Talk about the Same Things at the Same Time. Audio and
video should be completely coordinated. It is quite confusing for the viewer
to hear one thing while watching an incongruous action.

6. Utilize Identical Wording in the Audio and in Superimpositons. Super-
impositions are often used to emphasize a given point in the audio message.
When “supers” are used, they should be identical with the audio. Exception:
A lengthy audio line may be condensed to a few key words in the video
super.

7. Don't Oversell. Since television reaches viewers in their homes and de-
mands attention of both the cye and the car, commercials should be con-
siderate and in good taste. A hard-hitting, slugging style will alienate the
viewer and should be avoided.

8. Know the Difference between Creating Live or Taped Commercials and
Film Commercials. Live or taped commercials call for a simpler structure
than do commercials that will be filmed. When planning a live commercial
or a commercial on video tape, the writer should avoid tricky dialogue, com-
plicated or multiple scts, and camera changes that depend upon split-second
timing for effectiveness. He should be aware of live studio limitations, and
if a complicated commercial scems essential, he should give serious thought
to the use of film, which permits much wider latitude in structure and tech-
niquc.

Special Guideposts for Radio Commercial Copy W'riting

As pointed out repeatedly throughout this book, television and radio are
two different media. This is particularly apparent when it comes to writing
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RENAULT, INC, #Family Chauffeur” #60-3 WO 9283 TV RENAULT, INC. “Family Chauffeur” #60-3 WO 9283 TV
MAN GETTING OUT OF CAR AT STATION. HE STARTS TO BOARD TRAIN AND IS RETURNS AND KISSES HIS WIFE TAKES RUNNING SHOT OF CAR, SUPER TITLE.
CALLED BACK BY HIS WIFE. BRIEFCASE.

Ladies, this is the car that's made in France The Renault Dauphine. Shall we?
to make driving fun again.

RENAULT, INC. *Family Chauffeur" #60-3 WO 9283 TV RENAULT, INC. "Family Chauffeur” #60-3 WO 9283 TV
CAR PARKS, STOPS IN FRONT OF SCHOOL, CHILD CAR STOPS AT CROSSING TO LET CHILD RUNNING SHOT OF CAR CLIMBING HILL,
JUMPS IN, GET ACROSS,

What & smart-looking car to drive ... What an easy car to drive ... very responsive. Good brakes ... sensible power for passing ... for climbing
with the performance features that today's ... for driving safety.
smart women admire!



RENAULT, INC, “Family Chauffeur~ #60-3 w0 9283 TV RENAULT, INC, “Family Chauffeur™ #60-3 wO 9283 TV

RENAULT WEAVES THROUGH TRAFFIC. AND PARKS. CAR PARKS AT STATION. HUSBAND INTERRUFTS HER READING

Big car roadability ... with small car and (biggest blessing) in parking. Only 155 inches to park ... and yet, 4-door roominess inside a
maneuverability ... in traffic ...

really comfortable car to drive ... to drive

1n. Family chauffeurs of the world, arise.
RENAULT, INC. “"Family Chauffeur" #60-3 wO 9283 TV RENAULT, INC, “Family Chauffeur #60.3 WO 9283 TV
HUSBAND INTERRUPTS HER READING. RUNNING SHOT OF CAR. ANIMATION OF CAR

e’

RENAULT
S

Test drive the fun car .. «.. and ite country horn (BEEP-BEEP).
horn ... (BEEP-BEEP)

. Bive a try to its city The Renault Dauphine .

at any of 600 coast-to-coast sales, service
and parte headquarters.

Fig. 9-2. A television storyboord. After severol rough drofts of the copy ond o series of rough sketches hove been mode ond re-
viewed, the storyboord is prepored for presentotion to the ogency's plons boord ond to the client. The storyboord then serves
os o blueprint for the production of the commerciol. [Renoult, Inc.; ond Needhom, Louis ond Brorby, Inc.)

161



192 CREATING TELEVISION AND RADIO PROGRAMS AND COMMERCIALS

commercials. In radio advertising, the writer is working with sounds and
sounds only. These may be words, music, musical logotypcs, sound effects, or
special electronic sounds. Moreover, in contrast to the television audicnce.
who pay relatively close attention to their sets, the radio audience tend to
be an inattentive group. They hear the radio, but do not necessarily listen
to it. Consequently, it is up to the radio writer to catch the attention of the
inattentive audience, to make the message a distinctive blend of sounds that
stand out cnough to register an advertising impression and motivate the
listener. Here are ecight special rules of thumb that hold for radio com-
mercial creation.

I. Strive for Distinction. The writer should make cvery cffort to have his
commercial stand out. Distinctiveness stems primarily from fresh, unique
writing but can often be enhanced by such special devices as music, sound
effects, and electronic sounds. Alcoa’s shimmering “sound of aluminum” in
music and all musical commercials are examples.

2. Be Aware of the Time of Day the Commercial Will Be Heard. Although
many radio commercials, especially on saturation campaigns, are prescnted
on a run-of-schedule basis, others are carmarked for broadcast at specific
hours or such periods as carly morning, noon hour, or after 6 p.m. In such
cascs, the writer should keep the hour in mind so that he can tone the
message accordingly—for sleepyhcads, those busy with housework, those
driving cars, or those about to prepare meals or have dinner. Knowing the
time of the broadcast is a valuable aid in creating the proper impetus to
action and in avoiding such untimely suggestions as urging people to go
right out to buy the product at an hour when most stores are closed.

3. Be Aware of the Conditions under Which the Commercial Will Be Heard.

Although a radio commercial may sound idcal under agency or station
audition conditions, the writer must kecp in mind that the circumstances of
home or car radio listening arc much different. The sound of children at
play or the noises normally associated with driving, to mention only two
distractions, dictate that the radio commercial be as clear as possible, un-
cluttered by meaningless sounds that may get in the way of the message. On
the other hand, musical signatures, sound effects, and other appropriate
mcemory devices that in themselves are clear and distinctive cnhance the
opportunity for the commercial to register on the audience, wherever they
may be listening.

4. Select Words, Phrases, and Effects for Their Sound. Radio commercials
must be written for the car. The message may not look right in the type-
writer, but if it sounds good when read aloud, it should be used. The writer
should scarch for special and distinctive devices, such as musical logos.
adaptations of popular songs, the Solovox technique, special recording and
re-reccording effects, and clectronic sounds.

5. Use Fragmentary Sentences Where Appropriate. Pcople do not always
speak in complete sentences. Nor is it necessary to follow the rules of rhetoric
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in writing radio copy. By listening to ordinary conversation. the writer can
learn to recognize when a fragmentary sentence is the most believable and
acceptable way of expressing a commercial concept. He should strive for a
simple, idiomatic style and avoid tricky, litcrary sentences, taking pains to
sec that all phrases ring true.

6. Work for Attention. In radio, even more than in television, there is a
neced to arrest attention, since many members of the radio audience may be
doing other things (driving the car, cleaning the house) while listening to
the radio. The writer should seek attention-getting devices which turn on
the listener’s powers of concentration. Once attention is arrested, however,
much can be done to build word pictures for the individual listener’s own
interpretation. To win attention, radio commercials must be written from
the consumer’s viewpoint and must stress consumer benefits. Although the
message may be supplemented by carefully considered musical jingles, sound
effects, electronic sounds, and the like, such devices should never be used as
a substitute for consumer-oriented writing.

7. Consider Radio Personalities. Radio’s intimate character is enhanced
through personal selling by well-chosen personalitics who “fit” the product
and whose voices are instantly recognized. Many stars of today as well as
those of radio’s peak days can turn in cffective sclling jobs via radio—for
example, Bill Stern for Colgate Shaving Cream, Fibber McGee and Molly
for General Mills, and Ed “Archie” Gardner for Pabst Beer. In addition,
live radio commercials delivered by network or local station personalitics
arc often extremely cffective, cspecially when the broadcaster has a well-
established, loyal listening audience. In such cases the personality may merely
need a fact sheet to guide him in an ad-lib commercial, and not a com-
pletely written message.

8. Weigh the Pro's and Con's of Live versus Transcribed Announcements.
Often a local personality can generate more enthusiasm for a product and
crcate more market action than can a national personality. Live copy takes
advantage of the local personality and his loyal audience following. On the
other hand, transcribed commercials offer more opportunity for music and
special commercial devices and climinate the possibility of live fluffs.

Creating the Radio Commercial—an Approach

Each radio copy writer has his own theory about how to create a com-
mercial. This is quite natural, since writing is an art and not an exact
science. This section indicates onc general approach to writing a radio com-
mercial. It can be viewed as a “for instance” that shows how the preceding
guideposts can be applied.

Both a challenge and an opportunity face the radio commercial copy
writer today. The challenge is to create a commercial that stands out above
the average and registers a favorable and memorable impression on the
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audience to whom it is directed. And along with the challenge goes the
opportunity to mect it, for the radio writer of today ordinarily has more
crcative freedom than ever before.

This opportunity stems in part from the basic desire of stations, advertisers,
and agencies for more compelling and imaginative commercials. But it is also
due to the fact that most of today’s established broadcast copy writers con-
centrate their attention on tclevision, where there is more glamour, prestige,
and money. In so doing, they have left a sccondary arca of glory, radio,
relatively open to the newcomer. Here is the opportunity for a new writer
to display refreshing, ingenious, and imaginative writing—and have it
noticed. Morcover, since research on radio commercials is quite limited, he
also has the opportunity to write free of research restrictions or even rescarch
guides.

Usually the first assignment for a beginning broadcast copy writer is to
prepare a simple, basic radio commercial. The writer soon learns to break
his problem into two major phases: (1) deciding what he wishes to say in
his commercial and (2) determining just exactly how he intends to say it.

Deciding what to say is, in some respects, a different task in retail radio
copy writing than it is in national radio copy writing. The retail copy writer
(ordinarily a radio station employce) has the job of digging up his own
facts. He can analyze the product, talk to store salespersons, rcad national
advertising for the product, and study suggested retail copy prepared by the
national advertiser. He then sifts the facts and arrives at what he believes
to be the single product selling idea most likely to interest the listener in his
locality. Then he selects other selling points to support the main idea. He
organizes his thinking, keeping in mind that the retail radio commercial
must reflect the merchandising policy of the retail store and tie in with the
retail keynote idea (sec Chap. 19).

In an advertising agency the radio copy writer has considerable help in
gathering his facts. He ordinarily works from a copy policy, a written state-
ment of facts indicating the most important reasons why people buy the
product. In other cases the radio writer will be given the copy prepared for
the campaign in other media. It is a good idea for the beginning writer to
pick up print and television copy phrases verbatim, if they fit naturally into
the radio commercial—not only because they represent good advertising
writing but because this practice aids in integrating the radio campaign with
campaigns in other media.

Having decided what to say in his radio message, the writer now ap-
proaches the second phase of his problem—how to say it in an interesting,
believable, and entertaining fashion. The writer should strive for an atten-
tion-getting opening, preferably an introduction that is closely related to the
product. After he has gained audience attention, he must form a transition
(again in a belicvable and intelligent way) to the hard core of the product
selling message—the product sell. Finally, he must end the commercial with
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an urge to action, usually suggesting in one degree or another that the
listencr buy the product. Throughout the commercial there is a common-
sense factor of advertising salesmanship, something the writer is constantly
aware of, which leads from the opening of the commercial into the product
sell and closes with the proper sense of urgency.

There is, however, no pat formula for successful radio copy writing.
Although the approach described above is gencrally followed, in some cases
it may be wise to start a commercial with an urge to action (especially when
a major promotional event is just getting under way and there are excellent
buys for the carly shopper). In other cases the writer may start with a
dircct selling statement (especially when the basic appeal is a powerful one,
such as the desire to save moncey).

How to present the message depends largely on the radio production
budget, for to a great extent money determines the lengths to which the
writer can go in creating somcthing new and different. With a very small
production budgct, the only thing possible is a simple live commercial to be
rcad by a station announcer. But when additional production funds are
available and commercials may be transcribed, the writer can scarch for
distinctive audio dcvices to enhance his copy and help make the radio
impression more distinctive and memorable. The device may be a star’s voice
(Vaughn Monroe for RCA), the use of a created-personality voice (Emily
Tip for Tip-Top Bread), the adaptation of a character voice (Parker
Fennelly’s characterization of Titus Moody for Pepperidge Farm Bread),
musical punctuation or sound effects (Northwest Airline’s Chinese gong),
a singing commercial (Budweiser’s basic melody, “Where There’s Life
There’s Bud”), or a musical commercial (the relaxing melody for Wrigley’s
Specarmint Gum). Certainly larger budgets permit a greater range for
creative development, but the ingenious, imaginative writer can achieve
distinction and originality cven in a straight announcement.

Creating the Television Commercial—an Approach

When the copy writer begins to create a television commercial, he no
longer is merely a writer. Words arc not cnough. To utilize all the dimensions
of television, a copy writer must also be an actor, dircctor, set designer,
musician, cameraman, and artist. The beginning television copy writer will,
of course, show strength in one or perhaps two of these showman talents. If
his penchant is playwriting, dialoguc, or acting, he will feel most at case
using dramatized techniques and theatrical effects. To the copy writer who
knows music or cnjoys singing, the musical background and musical punc-
tuations in the commercial may start out as the most important. However,
the writer thrives (professionally and cconomically) to the degree that his
intcrests and abilitics broaden in all the arts and skills which television copy
writing demands.
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There is no definite order to the way the writer goes about creating a
television commercial, but it always involves far more thinking than writing.
What is the specific purpose of this specific commercial? What is the general
mood or image of the product or service? Is this the time for humor? Would
cartoons and animation be right? Or should this be serious and direct?

Clues to the answers will come from many sources. The marketing plan—

which clearly spells out facts, problems, opportunitics, and objectives—will
aid the writer in assembling needed data. Other clues will come from every-
one working in and around the copy writer, since no single piece of adver-
tising is cver created in a vacuum. It is up to the writer to assimilate all
information and ideas, distill them into workable concepts, and organize the
commercial.
EA starting point is the development of a strong video device to explain
the central selling idea in a distinctive and memorable manner that will
motivate the viewcrfJThis must be surrounded by other cqually interesting,
informative, and entertaining clements (in their proper proportion)—a
novel opening to the commercial, a memorable closing, perhaps a linc for a
jingle to thread in and out of the commercial.

But the main object is to present the principal idea in such a manner that
it comes across quickly and is absolutely clear. Then the writer creates a
setting around it—to show it off—ncver to confuse or outshine it. Invariably,
the biggest temptation for the beginner is to overload the commercial with
trick cffects and a potpourri of thoughts. Enthusiasm is to be cherished, but
just as a too-rich mcal may make the diner resent the chef, a too-gimmicked
commercial may lcad the viewer to turn against the sponsor who cooked it
up.

All manner of “rules” and “measurcs” have been devised to determine
just how much the human nind can assimilate in 1 minute, 30 seconds, 20
seconds, or even 8 scconds. In the earliest days of television, the copy writer
was cautioned not to bore his cager audience with too-slow action. TV was
still a novelty, and viewer concentration was so intense that experts recom-
mcnded changing the scene or picture every 3 seconds and making the audio
as brash and loud and cocky as the youthful incdium itself. Today, almost
the reverse is true. Viewing is sometimes jaded and often halfhearted; so
now the rule is be :impleLchp the message clear, forceful, calm, and polite.
Do not blast. Do not intrude. Entertain]

As in all writing, trial and error is the only tcacher. A well-written tele-
vision commercial has a cohesiveness and a ring that arc unmistakable.
Every sincere copy writer has his own best (and toughest) copy chief within.
The more he writes, the more he knows when he is right. Learning from the
good work of others, writing and rewriting, always avoiding the casy, trite
way will bring forth the stimulating and exhilarating television copy that is
still to be written.
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Some Special Facets of Commercial Writing

There are three special facets of commercial writing that merit special
treatment: writing humorous commercials, modifying commercials for use
in Canada, and writing retail commercials.

Humor in Commercials

When used correctly, humor has proved to be a potent advertising device.
The following scction is written by Stan Freberg, president of Freberg,
Limited,? a creative humor organization equipped to work in all media. Mr.
Freberg is recognized as one of America’s most talented offbeat humorists.

The average person today probably hears more noise in one day than his great
grandfather heard in a lifetime. Over and above the normal noise in a typical
home, there are traffic noises, jet noises, industrial noises, and a lot of sounds from
television and radio sets. In the latter instances, a typical viewer or listener has
been beaten about the cars with the bascball bat of hard sell (or what is worse
to me, duli sell} for so long that it is a little hard to get the old message through
the scar tissue. Audiences develop a sort of caulifiower receptivity—what I call
“the commercial barrier.” T believe the best way to overcome this in broadcast
advertising is by being (1) musically memorable, (2) absolutely unorthodox in
approach, (3) humorous, or (4) all three, whenever possible.

Why do I have such faith in humorous television and radio advertising? Pri-
marily because people will do almost anything for a laugh. They drive miles to a
nightctub. They pay money to go to a theater. They watch a television show and
the thing they retain most is the jokes. You never hear anybody say, “Boy, Marge
and Gower Champion did a pirouctte last night you should have seen!” But the
next morning you’re apt to hear: “Did you hear what Steve Allen said last night?”
or “George Gobel really pulled a good one!” This is simply because humor con-
tains an intangible magic—something that makes you lay plans to repeat it, almost
at the time you’re sceing or hearing it. Since it is the advertiser’s fervent desire
that a listener or viewer retain the message of his commercial, or better still repeat
it to others, the value of humor in advertising is certainly obvious.

But does humor really sell? I'm afraid it does. I've watched it work time and
time again with frightening accuracy. It has worked for Contadina Tomato Paste
(“Who puts eight great tomatoes in that little bitty can?”). The Bank of America
reported time-plan loans went up 33 per cent the month we launched a spot radio
campaign featuring two spacemen with the line, “We'd like to see something in
carth money!” The Butter-Nut coffee people were last in the field with an instant
coffee, taking 5 years to develop the product. So we created a commercial which
poked some good-natured fun at the sponsor with the line, “Five years isn’t exactly
instant, but that's how long it took, to make Instant Butter-Nut coffee.” The first 4
weeks on the air, using spot radio as the primary medium, Butter Nut sold over |
million jars of their new product. And that was just a start.

But besides recognizing the power of humor to sell through advertising, it must

* But Not Very.
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Fig. 9-3. Stan Freberg uses a
touch of humor to sell Contadina
tomato paste on television. The
same copy story and technique
are followed in radio commer-
cials. (Freberg, Ltd.)

be recognized that humor is a fragile thing, best left to the professional humorist.
Humor in the hands of the novice is like a gun in the hands of a child. It’s fine to
be off-beat by using humor in advertising. But there’s a great danger of being
ofi-base. What doesn’t work is to assign the creation of humorous commercials to
amateur humorous commercial writers. Agency people have artists do layouts;
rescarchers do investigations; marketing men plan marketing strategy. By the same
token, it takes more than knowing a lot of funny storics to make a humorist. Ed
Beatty of Grant Advertising, a former professional comedy writer, did the outstand-
ing Dodge humorous commercials on radio. The successful comedy team of Bob
and Ray has done innumerable humorous commercials for television and radio.
When such professionals do humorous commercials, their attempts to be funny are
funny. They carry the distinctive marks of professionalism. And don’t think people
at home don’t know the difference between good humor and just plain silliness.
That’s why I say humor is a fragile thing.

In summary, humor in advertising calls for an offbeat approach without being
off base. By being offbeat your commercial rises above the noise level. It can
become a memorable and repeatable thing. But since humor is fragile, it calls for
a professional comedy writer’s touch. And good humor is a prover. route to adver-
tising success.

Modifying Commercials for Use in Canada

Many products of American manufacturers are also sold in Canada. In
some cases, the television and radio commercials prepared for use in the
United States can also be uscd north of the border. However, because the
marketing situation is ordinarily somewhat different in Canada, it is often
necessary to make new television or radio commercials or to revise the audio
on television commercials. In the latter case the Canadian copy platform
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guides the creation of a message written to fit the American video. This can
be done if there are only minor changes in the copy strategy, but if there
are major differences, it may be necessary to create and produce special
commercials for Canada. Naturally, it is less expensive to modify the audio
of cxisting commercials than to do an entirely new television commnercial.
Radio production costs, of course, are negligible.

When television commercials prepared for use in America or English-
speaking Canada are to be used in French-spcaking Canada, the most
economical procedure, where feasible, is to use the identical vidco with a
translation of the English audio. A routine change is to insert shots of the
product package (printed in the French language), but in many cases this is
not necessary sincc many Canadian packages are bilingual, so that the same
package shot will work in all provinces. When the copy strategy for French-
spcaking Canada is similar to the strategy in existing commercials, it is
usually good practice to have the writer shorten the English-language script
sent out for translation, since the French version of an English commercial
takes about 25 per cent more words. A timing sheet can indicate how many
seconds cach major video scenc takes, so that the translation service will be
able to tailor the script for the existing video footage. An advertiser rarely
has to shoot special film commercials for French-speaking Canada. When

special commercials are required, they are usually done live rather than on
film.

Writing Retail Commercials

Over and above the fundamentals of commercial writing already men-
tioned, the writer creating a retail television or radio advertising message
should keep onc basic consideration in mind—the importance of stressing
the store throughout the commercial. To be sure, specific-item advertising is
generally more successful for the retailer than a strictly institutional com-
mercial. But the specific item (or items) should be surrounded by an at-
mosphere that reflects the store merchandising policy and gives such retailer
specifics as store hours, prices, and terms.

A national advertiser wants to have customers ask for his product by
brand name (regardless of where they purchase it)\)‘A retail advertiser wants
to have customers buy products in his store (regardless of the brands they
purchasc).. The retail commercial should, of course, stress the store, but the
product’s brand image can often be enhanced by association with the store.
Additional references to retail commercial television and radio writing are
found in Chap. 19, Retail Television and Radio Campaigns.

Agency and Station Copy W'riting

Most television and radio commercials are written by advertising agencies
or by broadcasting stations. Only a few retail advertisers prepare their own
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copy. An agency writer may be a member of the broadcast department or
the copy department. He may be assigned to write broadcast copy only, or
he may write print copy as well. The writer on a television copy assignment
may work alonc or as part of a creative tcam, usually with an artist and a
producer, though this varies, of course, by agcncyCMost television advertis-
ing is agency-created and -prepared, for agency writers not only supply
national copy but in many cases furnish commercials for dealer use as well.? R

Television and radio stations, cspecially in smaller markets, employ copy
writers to develop retail commercials. In some instances the staff writers are
capable of creating and devcloping commercials enhanced by jingles, sound
effects, and other attention-getting devices. Some stations usc a special
transcribed service offering original music for locally created broadcast com-
mercials (sce Chap. 7).

The few television and radio messages prepared by the sponsor’s own ad-
vertising department arc ordinarily dealer tie-in messages designed for co-
operative advertising. Thus if an advertiser does not have an agency (a
situation that tends to occur only in retail advertising), he will rely on the
station to create his commercial and will rarcly write the commercial himself.

How Commercials Get on the Air

Television and radio commercials may be scheduled on the air as part of
an announcement campaign or part of a program campaign. Most adver-
tisers use one or the other campaign technique, although larger advertisers
often use both. In the latter case it is common practice to supplement the
basic program campaign (usually nctwork) with an announcement cam-
paign in key markets, or in secondary markets where the program cam-
paign is not carried.

In an announcement campaign an individual commercial, often called
a spot announcement or a spot, is broadcast between programs as a station-
break message or is heard as a commercial on a program especially designed
as a spot carricr. In an announcement campaign the sponsor pays for a
designated number of words or a designated length of time, such as 125
words live or 1 minute on film or transcription. The entire time period is
filled with the advertising message.

In the program campaign the commercial is broadcast as the advertising
message on a show sponsored by the advertiser. The sponsor pays for a pro-
gram period of a given length, broadcasts appropriate entertainment or other

3 This depends on the advertiser, for some advertising departments prepare dealer
tic-in commercials. Television and radio commercials prepared for dealer use should
be different from national messages. Good retail broadcasting commercials should
feature the store name and location. stressing price, discounts. sales, and other spe-
cifics associated with the advertised items. In other words, a good retail commercial
takes the audience one step closer to the buying situation than a typical national
commercial.
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program material during the time, and inserts one or more commercial
mcessages. A typical half-hour nighttime program, for example, will carry
three commercials.

Program commercigls may be introduced into a program with varyin
degrees of dirvctncss.EFirst, there may be a direct break in the program.
“And now, a word from our sponsor” is the way many advertiscrs lead into
a commercial. This is certainly not the best way of introducing a commercial,
since phrases of this nature may induce viewers to leave the room or to
“turn off their ecars.

" Sccond, commercials may be integrated into the format of the program,
with the transition made in a smooth, polished fashxon Practncally all ad-
vertisers with live programs utilize the program star or a commecrcial per-
sonality to help integrate the commercial. In some cases the introduction may
be a single line, perhaps an intriguing statement about a product henefit,
which is claborated in the commercial. In other instances it may be a lengthy
(and selling) lcad-in to a short commercial. In other cases it may be a live
lead-in and/or lcad-out to a film clip or regular film or VTR commercial.
L.Third, commecrcials may be incorporated as part of the program and have
considerable humor or other cditorial interest., Practically all sales messages
given by Arthur Godfrey are fully incorporated into the entertainment por-
tion of the program. Godfrey’s salesmanship is duc to his ability to deliver
the sales message in the same interesting and casual manner as other por-
tions of the program. The audience must concentrate on his commercial
message, since they can never tell when he will insert a sly, humorous aside.
Godfrey cither extemporizes around prepared commercial copy or works
from an outline of product facts. Other examples of incorporated commer-
cials arc the middle commercial on the Jack Benny Program, certain com-

mercials on the Danny Thomas Show, and the middle commercial on the
Phil Silvers Show.

Standard Time Lengths for Commercials

Standard time lengths for individual spot announcements have devcloped
within the industry, and rates vary accordingly. (Exception: Often 20-sccond
announcements and l-minute announcements scll for the same rate.) In
television, station-break messages are usually 20 scconds in length, and
identification annoucements (IDs), which are also aired during the station-
break period, arc 7, 8, or 10 seconds in length. One-ninute spot announce-
ment periods are also standard during daytime hours, but few, if any, are
available during prime evening hours. Individual station and nctwork rate
cards should be consulted for mechanical requirements, as well as for time-
length stipulations.

On radio, maximum lengths for individual spots are usually listed by
length of time for transcribed announcements and by maximum number of
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words for live announcements. The more common time standards are 15 or
20 seconds transcribed and 25 or 30 words live; 30 seconds transcribed and
50, 55, or 60 words live; 1 minute transcribed and 120, 125, or 130 words
live. Station rate cards indicate maximum lengths for both live and tran-
scribed radio commercials.

' Although program commercials are usually 1 minute in length, the adver-

tiser is free to apportion his total commercial time within the program as
he sces fit. \Four major factors are important in determining how long to
make cach commercial: (1) total allowable commercial time on the pro-
gram, (2) time necessary to present the advertising message, (3) consider-
ation for normal commercial length and normal program format, and (4)
audience interest and attention to the commercial {(audience attention can-
not be held for extended periods).
Allowable commercial time on a television program is usually 10 per cent
of evening program time and 15 per cent of daytime program time. In other
words a half-hour evening program permits an advertiser to use 3 minutes
of commercial time (ordinarily utilized for three separate I-minute messages
—an opening, middle, and closing commercial). In a half-hour daytime
program, the advertiser is permitted 44 minutes of commercial time. Open-
ing and closing billboards, which mention the sponsor’s name and the brands
being promoted on the show, are not counted against allowable commercial
time.JOn radio 15 per cent of program time can be devoted to commercials,
both d\uringr the day and the evening,, Time standards for advertising copy
are discussed in greater detail in Chap. 26.

Handling Commercials within the Network or Station

The basic procedure by which a commercial is submitted to a network or
station and ultimately gets on the air is quite standard. Television commer-
cials are usually mailed or expressed to the station, carefully labeled as to
advertiser, product, commercial number, and length. In some cases a
specific schedule is included, or reference is made to a schedule already in
the hands of the network or station. On arrival, scripts, slides, and/or films
arc reviewed by continuity acceptance (called commercial acceptance on
some stations). From there the television materials are routed to the telecine
(filn or projection) department. Here again they are carcfully checked,
this time with special attention to audio and vidco coordination. This is
especially critical in the case of live voice-over slide commercials, where
the script and the slides must be synchronized. Filed in their proper location,
slides and film arc turncd over to the film projectionists for on-the-air use.
The script (if a live commercial is involved) is turned over to the talent
and production personnel involved.

Radio commercials are mailed by the agency to networks and stations and,
in gencral, are handled in much the samc way as television commercials.
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On arrival, the commercial is reviewed by continuity acceptance. From
there it is sent to the production department for on-the-air use. On smaller
radio stations commercial scripts are placed in a book, often classified by
hours of the day, or routed to individual announcers for use on their assigned
shifts or programs. Transcriptions are filed in the control room at most
small-market stations or in a special transcription room at larger stations or
networks. They are then sent to the proper studio on the day of the broad-
cast.

In most instances neither television nor radio commercials, including
slides and films, are returncd to the agency. They are filed by the network
or station and often are required for extensions of the campaign, reports,
and the like.

Types of Television Commercials

There are many different ways to classify television commercials—for
cxample, by length, by type of writing, or by content. Most practitioners,
however, classify television commercials by the way they are produced on
the air. The basic classifications are (1) the live commercial, (2) the taped
(VTR) commercial, and (3) the film commercial. In addition, some tcle-
vision commercials combine both live and film methods.

The Live Television Commercial

A live television commercial is one that is produced in front of live tele-
vision cameras and simultancously telccast on the air) The live commercial
may be delivered by a presenter, who may be live on camera or may usc
the voice-over technique. In the latter case the announcer is heard but not
seen.

The simplest kind of live television commercial is an audio-only message.
Such commercials can casily be inserted into the telecast of a sports event,
since no video preparations are nccessary, but they do not take full advan-
tage of telcvision’s sight and sound, and viewers may be distracted by the
unrelated video picture. Nevertheless there is an occasional place for a com-
mercial of this nature, since it is extremely inexpensive and can accommodate
last-minute changes in the selling message. Gillette occasionally uses an
audio-only commercial at the end of its fight broadcasts, when it wants to
deliver a closing message and still let viewers watch the activity in the ring
prior to the announcement of the judges’ decision. In other words, this is
an inoffensive commercial. But by the same token it does not use the benefits
of video salesmanship.

Another simple and inexpensive kind of live television commercial uses
still pictures with narration. Such commercials arc ordinarily achicved with
live audio (often voice-over) and a video consisting of slides or on-camera
shots of the product itsclf. To give some video action, still pictures may be
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changed scveral times, or the camera may dolly in and dolly out. Still pic-
tures with narration are not spectacular as sales messages, nor do they take
full advantage of the vidco. They are often used as station-break messages
or IDs.

r_The demonstration-and-narration live television commercial, unlike the
two types described above, takes full advantage of television as an advertis-
ing medium, for it incorporates sight, motion, and sound’Thc product can
be presented in its most interesting and favorable scttmq, accompanicd by
the sales message. If the demonstration is, of necessity, a complicated
sequence, the commercial is often produced on tape or on film, so that there
is no opportunity for error.

In comparison with the number of film commercials, there are relatively
few live commercials on the air. Certain advertisers, however, clect to use
live commercials because of the realism and sincerity, the believability and
dramatic impact, inherent in a live presentation. The Kraft Foods Company
uses live demonstration-and-narration commercials almost exclusively, fea-
turing a well-cstablished technique that shows hands only, not faces. The
Polaroid Corporation has the presenter take a picture and develop it on
camera. Many cosmetics advertisers, such as Revlon, Inc., also prefer live
commercials to film versions.

The Taped Television Commercial

T A taped television commercial is produced before the television camera,
but instead of going on the air at the time, it is recorded for playback at the
time of the programlt is virtually impossible to detect the difference be-
tween a live television commercial and a commercial that has been recorded
on video tape.

All the techniques described in the previous section on live television
commercials can be used for taped commercials. Realistically, however,
taped commercials tend to be more complicated; for if the commercial
action is not simple, the advertiser recognizes the possibility of crror in a
live production and prefers the safety of taping and editing. Usually a com-
mercial is taped several times and the best version used on the air. There is
considerably less cditing than there is in film commercials, where numerous
takes arec made and the best cdited into a single message. With video tape
it is usually easicr to repeat the entire commercial than to edit. Although the
costs of producing all commercials may vary widely, in general there are
financial savings in a taped commercial when compared to a typical film
commercial. See Table 9-1.

The Film Television Commercial

T As its name implics, the film television commercial is one produced on
film. Film permits a great deal more flexibility in sets, creative approach, and
location than do live or taped commercials, and also makes possible many
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Table 9-1. Labor Production Cost Comparison

Film commercial Tape commercial

Cameraman (plus pension fund) $ 130  Three camecramen, two boom

Ass’t cameraman ............ 50 operators, two videomen, asso-
Stage crew (five men ciate director: This crew may
@ $40 each) ............. 200 be bought as a packageat ... $ 750
Electricians (two men Director .................. 100
@ $40 each) ............. 80 Lighting director
Prop man .................. 40 (@ $7 perhour) .......... 28
Grip (stage hand) .......... 40  Videotape machine operators
Soundmixer . ................ 50 (two) ... 100
Recordist . .................. 40 Playback ................... 50
Boom man ................. 40 Make-up man (@ $6 per hour) 12
Make-upman ............... 45 Wardrobe (@ $6 per hour) ... 12
Director ................... 150 Stagehands (five men
Ass’t. director .............. 45 @ $6 per hour) ........... 90
Script girl .................. 40  Editing fees (@ $15 per splice) 30
Set-up stage crew Total .................... $1,172
(three men) .............. 120
Opticals ................... 500
Editing .........o..o....... 400
Stage cost . ................. 200
Dolly and track ............. 135
Film and lab charges
(shooting and retakes) ..... 700
Sound recording and mixing . .. 300
Total .................... $3,305

SOURCE: Television Magazine, February, 1959.

optical cffects (such as stop motion) that could not otherwise be produced.
Film commercials may be live-on-film performances, animated films, or, in
some cases, a combination of both. There arc an endless number of film
possibilities—dance, farce, surrcalistic images, mood, ctc.

A live-on-film commercial is one shot with live actors and actresses work-
ing in front of film cameras. Scencs are ordinarily shot several times until
the director is confident that he has a good “take.” The best takes are then
developed and screened the next morning. These shots are called dailies or
rushes, and the best rush is then used in editing the work print, the guide to
the final commercial (sce Chap. 10). In contrast to live or taped commer-
cials, usually donc by network or station personnel in a studio, film com-
mercials are ordinarily shot at a special commercial filin production studio
or on location.

An animated commercial is prepared by a special animation studio. The
agency producer and art director work closcly with the animators from
initial sketches through the pencil test and the final print. The production of
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Fig. 9-4. Cortoon chorocters often enhonce the volue of o television commerciol. Upper
left: Little Lulu. Upper right: Mr. Mogoo. Lower left: Chorocters developed especiolly for
Tonette commerciols. Lower right: Oono O'Tuno, creoted for Breost O'Chicken television
commerciols. [Kimberly-Clork Corporo-ion—LitHe Lulu Copyright Kimberly-Clork Corporo-
tion; UPA Pictures; North Advertising Agency: ond Guild, Boscom & Bonfigli, Inc.)

both live-on-film and animated commercials is discussed in greater detail in
the next chapter.

Since film commercials permit a great deal of flexibility, many of them are
dramatizations.fA dramatized commercial is a “slice of life.” It shows he-
sievable people in believable, everyday situation?.)Oftvn this type of com-
mercial utilizes a story theme as an attention-getting device, and in this case
the most essential ingredient is credibility. Without this the writer runs the
risk of creating a completely ineffective sclling mnessage. Like many demon-
stration-and-narration commercials, the dramatized television commercial is
usually expensive to produce and demands utmost care in production details,
as well as in writing.
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Fig. 9-5. The animation director
for Piel's beer commercials at
Terrytoons' animation studios stud-
ies progress of the animation. One
finished cell on the animation
stand is checked against the story-
board (in left hand) to make
certain the finished cell meets
storyboard requirements. The cell
is further checked for accuracy
against a model sheet of Harry
and Bert. (The model sheet is
just above the storyboard.) (Piel
Bros. and Terrytoons.)

Types of Radio Commercials

Whereas television commercials are classified by the way they are produced
on the air, radio commercials are typed by the way they are delivered. The
three basic types arg (1) the straight commercial, (2) the dialogue com-
mercial, and (3) the singing commercial.’In addition there are commercials
which combine two, or even all three, types of writing. Radio commercials
may be presented on the air live or transcribed. Straight commercials are
usually aired live, and dialogue and singing commercials are ordinarily
transcribed.

The Straight Radio Commercial

A straight radio commercial is a dircct advertising message read by an
announcc/r?7 Like the audio of the television commercial, the radio com-
mercialreflects the central selling theme, supported by product benefits and
product characteristics. Straight commercials arc perhaps the easicst for the
beginning writer to create. They make no pretense of being anything except
sclling messages. But unless they are well written, they can become dull and
uninteresting, for they offer relatively little opportunity for variety.

Usually only one voice is used for a straight commercial, but for variety
and additional emphasis on key points multiple voices are sometimes em-
ployed. Some writers enhance a straight commercial with musical punctua-
tion, sound cffects, or other devices, such as echo chambers, filter mikes, and
the like.

TAnother variation of the straight commercial is a personalized announce-
ment. This is a commercial delivered by the program star, a member of the
program cast, or a well-known personality.- Many sponsors feel that the use
of a star enhances the sales message—prdvided that the link between the
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star and the product is logical, that it adds credibility to the message, and
that it helps upgrade the product image or strengthen product cndorsement.
Stars are not used for stars’ sake.

The Dialogue Radic Commercial

The dialogue commercial may be either a brief conversation between two
people or a completely dramatized presentation. Once the dialoguc line is
established, it lcads to talk of the product. Definite sales points and appcals
are brought out in everyday conversation. The challenge to the writer is
to make the dialogue credible. Often dialogue is used as an interest device,
and once the subject has switched to the product, a straight scll is delivered
by the announcer rather than by the dialogue participants.

The Singing Radic Commercial

Folk songs, marching songs, college and high school tunes are all fore-
runners of today’s singing commercial, The psychology of singing makes it
a natural for broadcast advertising, for people normally tend to whistle,
hum, or sing when they are happy. A melody with lyrics has great memory
value and is one of the ecasicst ways to tcach the public a specific selling
message. Also, singing commercials lend themselves to repetition and satura-
tion campaigns with less annoyance than do straight announcements,

Singing commercials arc ordinarily the joint effort of a radio writer and
a jingle writer. The former dctermines the key copy strategy for the com-
mercial, and the latter develops the music. In some instances the jingle
writer also creates the lyrics, based on copy points indicated by the radio
writer; in other cases the writer does the lyrics, or the two develop the lyrics
jointly, A special group of talented musicians have sprung up to scrve the
broadcasting industry with creative music for commercials. Jingles for
Pepsi-Cola, Budweiser beer, and Winston cigarettes are but three examples.

The term musical commercial is finding increasing popularity for many
commercials on the air today arc not true singing commercials, in the sense
that someone sings them, but have a musical background or a spccially
crcated melody. The cigarette songs for Winston and Chesterfield illustrate
this point.

Timing Television and Radio Commercials

It has often been said that a 1-hour speech is casier to prepare than a
5-minute address on the same subject. Both television and radio copy writers
deal with extremely short periods, and careful timing is cssential. The entire
task requires a good deal of clear thinking.

As a starting point, it is well to remember that the average announcer can
read 140 to 160 words per minute. Network and station regulations, how-
ever, limit many live 1-minute messages to 120 to 135 words, regardless of
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the announcer’s pace. Also, whether the commercial is to be live, transcribed,
on film or tape, the writer has to make adjustments for a slow, deliberate
delivery or a more rapid-fire, hard-hitting presentation of his message. The
writer usually indicates his directions for pacing and delivering the audio
message by marking portions of the commercial “slow,” “with enthusiasm,”
“folksy,” and the like.

The writer usually times the television or radio commercial by reading it
aloud at the pace he wishes the announcer or presenter to use. Writer self-
timing has other advantages, too. It gives the writer another opportunity to
listen to his own commercial, to polish style, and to eliminate tongue-twist-
ing, hard-to-understand phraseology. By acting out the video portion of
the commercial as he reads the audio, the television writer can determine
whether a scene can be presented in the time allocated and, if not, make
changes in either the audio or the video as necessary. This is an essential part
of the timing process.

Radio commercials can also be timed by setting the typewriter to standard
line widths. Four lines of pica (regular) typewriter type, each approximately
5 inches in width (or 60 characters), will time to approximately 10 seconds.
Four lines of elite (small) typewriter type, set just a little over 4 inches in
width (or 60 characters), will time to approximately 10 seconds. Another
rule of thumb in radio writing is that the average line with ten or cleven
words will time to slightly over 3 seconds when read by the average an-
nouncer. Some agencies have employed a word-rate chart in writing com-
mercials. The chart shows exactly how many words to write for radio com-
mercials of various lengths, delivered at various announcing paces.

Television Commercial Script and Storyboard Form

A television commercial script is a commercial typed in two columns on
regular 8)2- by 11-inch paper. The audio message appears in the right-hand
column and in gencral follows the regular radio commercial script form out-
lined below. The most obvious difference is that the television commercial
audio script is paragraphed by scenes, with each paragraph typed opposite
the corresponding video scene, whereas the radic commercial is ordinarily
typed in a single paragraph. The left-hand column of the television com-
mercial script contains vidco information on each scenc,

In script form the television commercial can be reviewed and criticized.
Changes can easily be made, and no expense for art work or storyboards is
involved. Often the television script is supplemented by several rough
sketches on an artist’s pad to give critics a better concept of the commercial.
A typewritten script, especially if accompanied by rough sketches of the set,
is ordinarily sufficient for the live or taped television commercial.

[" A television storyboard is a “blueprint” of a television film commercial; Sn
‘addition to the complete audio script it contains sketches of each major
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video scene. Developed after the television commercial has been reviewed
in script form, the storyboard is a picture-and-word guide to the production
of the commercial. There are almost as many forms for storyboards as there
are advertising agencies, but most storyboards contain three basic clements:
(1) script for the audio, (2) pictures of the most significant videco scenes,
and (3) a bricf paragraph describing the video action in each scene.’?

Before it is used in producing the film commercial, the storyboard may
serve as a tool in presenting the idea to the client for approval. A typical
storyboard for a 1-minute commercial contains eight to twelve pictures but
some are shorter and others longer. By reading the audio and looking at the
accompanying pictures, even those unfamiliar with television can visualize
the completed commercial.

Radio Commercial Form

Specifications governing the script form for radio commercials vary among
stations and advertising agencics. Each organization has its special require-
ments. In general, however, the script is typewritten, double-spaced, and
centcred on a single shect of paper. Scripts for both television and radio are
usually typed on a stencil or on ditto, so that there will be sufficicnt copies
for the production personnel (and stations) involved. The hcading of the
commercial contains as many of the following elcinents as apply: (1) nect-
work or station, (2) city, (3) sponsor, (4) commecrcial title, (5) program
and designation of commercial position (if a prograin comnmercial), (6)
date (and often the day of the week), (7) commercial length, (8) time
scheduled (often simply marked ROS, for run of schedule, with no indica-
tion of specific hours), (9) advertising agency, and (10) any special in-
structions for the announcer.

Often each line of the commercial is numbered at the left. The numbered
lines facilitate last-minute changes and also serve as a guide for copy length
and timing. Ordinarily the commercial is typed as a single paragraph, with
no attempt to frame the paragraph for appcarance’s sake. Words arc not
broken at the end of lines.

Creativity in Television and Radio Commercials

Throughout this chapter the emphasis has been on creating commercials
with distinctive salesmanship, on incorporating fundamental points of sales-
manship in a commercial setting so unusual that it compels the audience
to pay attention and to get into a buying mood. The writer starts by obtain-
ing basic copy facts from the copy platform, but he secks a unique frame-
work in which to embody the selling points. Morcover, a good creative frame
in itself is salesmanship, for it is memorable, provokes comment, and aids
in impressing the audience with the name of the product and its benefits.
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RADIO DEPARTMENT

Kenyon & Eckhardt Inc.

247 PARK AVENUE +» NEW YORK I7, N. Y. « MUS.5700

Job No.: 300-R68-226

Program: Date R61LJ
Client: PEPSI-COLA COMPANY Time: 1 MINUTE E.T. (A)
Product: PEPSI LN SONG [ Network:
JORNSTON: 1 (SINGS) Pepsi-Cola's up-to—cote...
SHARBUTT: 2 (WITH AUTHORITY) Johnston! That old jingle has been replaced
3 with a more modern, lighter, more gocisable melody...the new
3 Pepsi-Cola Refreshment song--Be Sociable.
JOHNSTON: 5 The Pepsi jingle hes been the world's most famous for years)
SHARBUTT: U Indeed} It has served nobly and well. PRut I rave here the new
d OFFICIAL Pepsi Refreshment song. Listen}
8 (VOCAL) 20 SECOND VERSICN
JOHNSTON: 2 Say, Del...that is good.
10 (SINGS WITH GUITAR) Be socisble... Look smart...
SHARBUTT: u Johnston, you need more practice before I can authorize you to sing
a2 the new Pepsi song...officially. Here is your first lesson.
13 (VocAL) B SECOND TAG OF PEPSI SONG.
SHARBUTT: it Listeners, have you tried a Pepsi lately?
15
16
17
Hyeb L
2/3/28/ 19
20

Fig. 9-6. A rodio commerciol using o jingle ond two voices. [Kenyon & Eckhordt.)

Perhaps the worst “mistake” a writer can make is to develop a ho-hum coin-
mercial—one that resembles all others in its product class, except for the
difference in brand name.

Creativity in commercials is primarily the responsibility of the advertising
agency on the national level and of the television or radio station on the
local level. The writer assigned to the commercial should not be satisfied
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with anything resembling mediocrity. He should be encouraged and stimu-
lated to think high, wide, and handsome in scarching for the nucleus of a
superior commercial idea. The writers’ colleagues at the agency or the
station, especially management, should encourage him to create.

But the responsibility for creativity also rests with the advertiser. Too often
tradition-bound retailers, or unimaginative marketing men in senior posi-
tions in the advertiser’s organization, are totally unfamiliar with the true
role of advertising and the general lack of public interest in their firm’s goods
or services. Unaware, also, of the need for distinctiveness as a weapon in
the competitive battle, such advertisers unwittingly stifle creativity in com-
mercials in their prcoccupation with sales objectives, financial pay-out plans,
and the tried and true advertising methods of the past. Unwilling to accept
a new idea completely, or unwilling to battle it through top management
(often also made up of successful marketing personnel who have failed to
keep up with the need for creative advertising), they water down a sharp
commercial idea to acceptable averageness. The advertising agency or the
station should help reeducate such advertisers to the necd for fresh, imagina-
tive commercials.

Thus although creativity is basically the responsibility of the advertising
agency on the national level and of the television or radio station on the
local level, it can remain alive only if it is encouraged by equally daring and
imaginative advertisers. Creativity, then, should be the joint goal of the
commercial writer and of authorities that must approve his work.

Summary

Commercial copy writing for television and radio is salesmanship in
capsule form. It captures interest, unfolds the benefits of the product,
overcomes inertia, and stimulates audience action. The presentation of the
commercial on the air climaxes a long series of advertising campaign plans.
Like other advertising, an cffective television or radio message must be
truthful and believable, should not disparage competition, must register a
clear product impression, and must be important to the audience. A good
commercial stems from facts; the most effective messages, however, result
from creative thinking that has been stimulated and guided by research but
not limited by it.

Commercials may be aired as part of an announcement campaign or of
a program campaign. In the former instance they may be broadcast as
station-break announcements between shows or scheduled on spot carriers,
special programs designed to accommodate commercials of noncompetitive
advertisers. On program campaigns, commercials are included in shows
purchased by the advertiser.

Although most commercials on the air tend to combine various presenta-
tion methods, television commercials may be generally typed as live, taped,
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or film commercials. Radio commercials may be classified at least academ-
ically, as straight, dialogue, or singing commercials.

The average 1-minute television or radio commercial contains 140 to 160
words. The writer usually times the commercial by reading it aloud at the
pace he wishes the announcer or presenter to use.

Live and taped television commercials are generally prepared in script
form, with audio copy on the right and accompanying video directions on
the left. The audio message tends to follow the radio commercial script
form. Although film television commercials are also initially prepared in this
way, they are ordinarily drawn up in storyboard form for presentation pur-
poses and to guide film production. A storyboard is a “blueprint” of the
commercial; it contains pictures of cach major scenc and indicates the
accompanying audio message and video instructions.

In commercial television and radio today there is no place for mediocrity.
With research facts as a guide, the broadcast copy writer can move into
exciting and challenging new creative areas to develop intercsting, believ-
able, and sincere messages that are important and distinctive enough to
stimulate audience action—the pay-off in all advertising campaigns.



l[l Production and Direction

Production for television and radio is the vital link between an idea on
paper and a successful program or commercial on the air. The plan must
be translated into reality in such a way that the program or commercial
(itself a miniature program) holds audience intcrest, is pleasant, enjoyable,
understandable—a product of good showmanship and good salesmanship.
Production personnel thus become a keystone in the structure of a successful
television or radio advertising campaign.

Production and Direction Defined

There are two basic jobs involved in the development of a program or
commercial—production and direction(Production is an administrative job.
Long before the program goes on the air or the commercial lcaves the initial
planning stage, the producer determines how each will be presented. Over-all
supervision and responsibility for the success of the presentation rest on his
shoulders] irection involves actually getting the show or commercial on
the airDFollowing the general plan outlined by the producer,|the director
handles the cast through auditions, rchearsals, and the live on-the-air
presentation, or the filming or taping.

Personnel who handle both production and direction assignments are
called producer-directors or production directors. In the ficld the terms
producer, director, production director, and producer-director are often in-
terchangcable. A station may give a producer the title director, or vice versa.
At some stations a production director may be neither a producer nor a
dircctor but the supervisor of a production department or a program depart-
ment. This confusion of terms is especially characteristic of the smaller
stations.

Throughout this text the terms producer, director, and producer-director
arc used as defined above; that is, a producer is the person responsible for
the over-all production, a director is in charge of the actual on-the-air,
taping, or film-shooting activity, and a producer-director handles both jobs.

Sources of Production Personnel

Producers and directors are available from the station or network handling
the program, from the advertising agency, or from the free-lance market.

214
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Staff Production Personnel

Staff production personnel, as employecs of the station or network, are
assigned specific programs by the head of the production department. Under
these conditions the producer or director is not paid a special fee by the
advertiser, since this cost is included in the cost of station time or in the
cost of the package program. A sponsor may request a specific staff producer
or director for his show, but such arrangements ordinarily call for a special
fee.

Advertising Agency Production Personnel

Some advertising agencies, especially those with clients who use a con-
siderable amount of television or radio time, employ production personnel
as full-time members of their television-radio department. Such personncl
supervise the program series in the interest of the agency and the sponsor
and also supervise the production of television and radio commercials created
by the agency.

An agency producer has over-all executive responsibility for the produc-
tion of a television commercial. The director (a network or station employec
for a live commercial, a film production studio employee for a film
commecrcial, and usually a network or station employce for a tape commercial
but occasionally from a VTR studio) handles the actual in-studio presenta-
tion or film shooting. In a few cases the agency may have its own director
handle commercials, or the agency producer may do some directing. Agency
production personnel are available at no additional cost to the advertiser,
for their activities are considered part of the regular agency service.

Free-lance Production Personnel

Some television or radio production specialists are not employed by a
station, network, or an advertising agency.] Most of these are free-lance
production experts who at one time were erflp]oycd by such firms but who
proved sufficiently talented to go into the production business for them-
se]ves] Free-lance production personnel are ordinarily capable of both
production and direction duties and are paid a special talent fce. Many
production specialists are under contract to a station or network to work
on special assignments, such as documentaries and spectaculars. Other free-
lance producers become packagers and produce their own shows—live, on
tape, or on film.

Qualities of a Producer-Director

" A producer-director should have as broad a background in broadcasting
as possible, plus the specific qualifications to handle the type of programs
or commercials assigned to him. He should, of course, have a solid under-
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standing of television or radio as an advertising medium. Moreover, he
should have knowledge in such related fields as acting, writing, music, set
design, and lighting. These skills make him flexible and better able to cope
with the problems of a program campaign or a commercial production. It
goes without saying that a producer-director should have special skills in
music if he is assigned a musical program; in acting if he handles a dramatic
show; in sports if he is given a sports show.

Personality is another important quality of a producer-director. He must
be able to get along with people of all types and to draw the best from his
talent. The producer-director must be able to give orders to temperamental
performers tactfully and discreetly, yet with the firmness necessary for
unquestioned control. In both planning and directing the production, he
must be able to offer suggestions and take constructive criticism.

A producer-director must be cool under fire. When the live show or com-
mercial is on the air, he may have to make emergency decisions on the spot.
He must communicate such decisions to the cast without creating a feeling
of uncertainty, comrmotion, or excitement in the studio.

The producer-director must have one additional qualification—showman-
ship. Showmanship gives a program or commercial a distinctive quality that
captures and holds the interest and sympathy of the audience. It is a special
touch of salesmanship woven into a presentation. Without this intangible
quality to bring it to fruition, a good program or commercial idca can fall
short in its execution. With showmanship, the producer-director injects the
sparkle, timing, and enthusiasm necessary to ensure mass acceptance and a
successful television or radio advertising presentation.

The Agency-Sponsor and Producer-Director Relationship

It is always important that the sponsor, the advertising agency, and pro-
duction personnel understand each other’s interests and responsibilities in
the successful production of a program or a commercial. All have a mutual
interest in the success of the production; yet each has his own point of view
on how this can best be accomplished. The sponsor, quite naturally, wants
the most for his money. It is up to the agency, acting on his behalf, to see
that the quality of the production justifies his expenditure. It is a vital
function of the agency to supervise production closely and to offer ideas for
improvement.

Whether the producer-director has created (packaged) the program idea,
and is thus the logical person to handle it, or has merely been assigned to
carry out a program ideca cstablished by others, he is expected to turn out
the best production possible. Production personnel are cssentially broadcast
specialists. In most cases the producer-director has more on-the-air or film-
ing experience than the sponsor, and sometimes cven more than the agency.
Thus both sponsor and agency should have confidence in his ability, rely
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on his creative judgment, and allow him to work in an atmosphere of
creative freedom. Production personnel may, if necessary, make cuts in the
script, but they refer all commercial problems to agency representatives.

The agency’s ideas about improving the production are often best passed
on as suggestions—for the thoughtful consideration of production personnel.
It is a good practice for the sponsor, agency, and others associated with the
production to make notes on the ideas which suggest themsclves during
rehearsals and programs. Workable ideas arising from discussion of these
notes (at a note session) may then be incorporated into the show, time
permitting, or into the next program of the series.

When the sponsor, the advertising agency, and production personnel
understand cach other’s problems and respect each other’s opinions and
ideas, the inevitable result is a better program or commercial. And the
improvement of the program series should, of course, lead to larger audi-
ences, with the consequent opportunity to cxpose the commercial to more
people and thus to increase sales of the sponsor’s product.

Radio Production and Direction

The job of producing and directing a radio program varics with the size
of the show and individual procedure. Some radio news shows and disc
jockey programs are so simple and so routine that no rehearsal is necessary.
When more complicated shows are scheduled the production and direction
steps arc similar to thosc involved in the following example—the production
of a daytime scrial. The producer is familiar with the story line and the
gencral type of production problems involved. Most of the day-to-day
activity falls on the shoulders of the director, who reccives each script
several days in advance of the broadcast. Reading through it, he notes what
personnel are called for, what music is nceded, apd what special effects are
required.

Auditions may be held for special roles, although in most cases the key
personnel associated with the serial are “regulars” and no auditions are
neccssary. Rehearsals are on a regular schedule, often starting on the day of
the broadcast. At other times run-throughs for the next day’s show are held
immediately after a broadcast.

When the cast asscmbles for a typical dramatic radio rchearsal, the first
thing is a read-through. Each actor and actress reads his part aloud, and

! all become familiarized with the script in an informal fashion. This is
'\ followed by an on-mike rehearsal, with the cast rcading their lines into
assigned microphones. Here rough spots arc ironed out, and any nccessary
changes are made in the script. Music is rchearsed separately. Commercials
(often with a different dircctor) are read by the announcer and timed. Next
is the dress rehearsal. Here sound effects, music, and the entire cast are
rehearsed together for the first time. Final timing is worked out, and cmer-
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gency cuts or fills are agreed upon. Depending upon the complexity of the
show, another dress rehearsal may or may not follow before the actual on-
the-air broadcast.

Producing a Live Morning Radio Show

A live morning radio show is a necessity for a successful radio station.
Such a program must be paced for early-morning listening to attract an
audicnce that, hopefully, will stay tuned to the station throughout the day
(or at least maintain the dial setting so that the station is heard whenever
the set is turned on again). Radio Station WBBM, Chicago, offers live
programing ecach morning, in contrast to the usual announcer-and-record
shows on most stations. Included in the live program block are 3 musical
quarter hours each weekday featuring a personality announcer, one or more
singers, and a musical group. The producer of the musical shows describes
production procedures as follows:

In our experience at WBBM a personality makes the best m.c. on a morning
show of this nature. It goes without saying he must be likable, able to tell a good
story, and, above all, sincere.

Two writers are assigned to the show, and continuity consists of gags, one-
liners, and anccdotes. Just before show time the newsroom supplies us with weather
information, oddities in the news, and other suitable material. In a show of this
nature we all keep our eyes and cars open to various entertainment possibilities and
a wide variety of material. QOur listencrs help by sending in their favorite stories
and sayings. Accepting such material from listeners also aids in making the shows
appealing to all age groups.

The first show is on the air from 7:30 to 7:45 and is followed immediately by
another quarter-hour show. Following 15 minutes of news, our third musical quarter
hour is broadcast—8:15 to 8:30. Musical rehcarsals begin with the singers and the
combo at 6:30 ecach morning, and tunes are rchearsed in order of appearance on
the show. Additional rehearsals are held after the last show of the morning, starting
at 10 and continuing until noon. During rehearsal the director times ecach tune.

We use a boy and a girl singer to vary the musical sound and personality. In
cach 15-minute segment we use four or five musical selections, each gencrally run-
ning about 2 minutes. The usual pattern is theme, an up-tempo (fast) vocal, an
instrumental, a vocal ballad, an instrumental, an up-tempo vocal, and theme. Each
show is taped for reference, and the tape is available to the talent and the pro-
ducer.

On the air the director paces the show and cues the announcer for musical in-
troductions and commercials. Prior to the program our continuity acceptance
department has screened the live copy or transcribed commercials for good taste
and length. We also take great care that the same talent will not be scheduled to
read competitive commercial copy on the station.

Music is selected by the station’s assistant production manager, following a
musical policy for the show established by the program and production managers.
Our listeners also help our programing by requesting tunes. We use both standards
and pops on the morning musical shows and select tunes with full awareness of
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what competitive stations are playing during their early-morning shows. Through
regular auditions we keep a complete file on announcers, singers, and actors and
vary talent from time to time.

Doing the program is fun, spontaneous, and as pleasant for us as ratings indicate
it is for our listening audience.

Producing a Radio Commercial

Since a radio commercial is practically the equivalent of a miniature radio
program, much the same basic production procedure is involved. For a
simple live radio commercial the announcer rchearses the script aloud one
or more times just before going on the air. (Unfortunately too many local
announcers do not rchearse and are on the air the first time they read the
message.) For more claborate commercials. which are ordinarily recorded,
the agency producer rehearses the lines, sound effects, and musicians sepa-
rately. Often cach is taped individually, and the separate tracks are later
cdited and dubbed onto a single master tape. Usually the complete com-
mercial is recorded several times, and the best take is used to make the

Fig. 10-t. Producing o live morning rodio show. With no need to worry obout sets, light.
ing, ond other complicotions involved in o television broodcost, the rodio stoff concentrotes
entirely on the oudio. In controst to competing stotions, which offer recorded music, Rodio
Stotion WBBM, Chicogo, corries oll-live progroms during the morning hours. Here o seven-
piece orchestro ond two singers surround the show's m.c. Visible in the bockground ore
the director ond the engineer. (WBBM, Chicogo.)
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master for further processing into transcriptions. On some stations the com-
mercials are played from tapes.

Television Production and Direction

Production and direction for television involve handling both sound and
sight, but the addition of the second element to radio’s sound makes tcle-
vision production far more than twice as complicated as radio production.
Although it is truc that tclevision borrows heavily from the theater, the
vaudeville stage, the movies, and radio, it is not mercly an adaptation of
these forms of entertainment and cducation. Television is an entirely differ-
ent medium with problems and opportunities peculiar to itself.

The rolcs of producer and director for television are similar to the corre-
sponding roles in radio; but in contrast to the limited number of persons
involved in a radio production, a grcat many are required for a television
show. The following personncl are ordinarily in the control room during the
production of a live television show on a large station: the television direc-
tor, the technical director, the audio engincer (there may be a record turner
in a separate studio or in the control room, as well), and the lighting director.
The announcer is ordinarily in an adjacent announcer’s booth. The follow-
ing arc ordinarily in the studio with the program talent: the floor manager
(stage manager), the musical director, cameramen (with cable pullers, dolly
pushers, and camera crane operators as necessary ), boom microphone opera-
tors, sound effects men, stagehands, property men, and clectricians. Assisting
in the production, but in off-stage roles, are persons to handle writing, cast-
ing, make-up, wardrobes, hair, and the like.

As mentioned, the television director is in charge of the entire production,
and everyone in the show works under his orders| On larger shows an assist-
ant director back-stops the director, relieving hitn of some of the complex
duties involved in directing a major productionJ:Thc technical director is
in charge of video facilitics and, on cuc from the show director, switches or
fades from camecra to camera or to film or slides,| At some stations a shading
engineer (video engineer) is also in the control room. Video shaders are
responsible for the technical quality of the picture, whether produced
through telecine facilitics or live cameras{ The audio engineer is in charge
of the audio and, on instructions from the director, opens the proper micro-
phones to pick up the announcer, actors, live or recorded music, and live or
recorded sound cﬂ’cctq Although the audio engineer plays the records on
some stations, a record turncr is ordinarily assigned at larger stations, and for
certain programs on smaller stations. The lighting director is in charge of
in-studio lighting arrangements, although the lights arc actually handled by
union clectricians.

The floor manager, also called the stage manager, serves as the program
director’s right-hand man in the studio and cues talent during the show.
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Floor managers follow instructions from the director through a special
communication system from control room to studio—ordinarily a portable
short-wave radio system equipped with special headphones enabling the
director to communicate with in-studio personnel. Some stations still use
a private line (PL) telephone system for control-room communication to
the studio and telecine facilities. Although the personnel connected into
such a system vary somewhat by station, in gencral the program director
can talk to the floor manager and the musical dircctor, and either the
dircctor or the technical director can talk to the cameramen, hoom micro-
phone operators, and telecine personnel. The lighting director ordinarily
has his own communication system with the electricians in the studio. Since
the director, the technical director, the lighting director, and the audio
engincer arc all in the control room, they can talk directly to one another.

As their titles indicate, the musical director conducts the orchestra, and
cameramen operate the television cameras in the studio (moving their own
cameras if these are mounted on pedestals or riding with the camera if it
is mounted on a crane). Cable pullers assist cameramen by keeping the cables
out of the way of the cameras, permitting freer camera movement. Dolly
pushers and camera crane operators move mounted cameras and cameramen.
A boom microphone operator handles a microphone suspended on a boom,
keeping it as close to speaking talent as possible, yet out of the range of the
telcvision camera.

On some major musical productions the music and singing are prere-
corded. The singers or dancers merely “mouth” the words during the telecast
as the recording is played on the air. This ecliminates the problem of
shadows from the boom microphone, permits wider camera angles with
greater video flexibility, assures a perfect audio, and permits talent to con-
centrate on their vidco actions.

Sound effects men produce sound cffects cither by using live devices or,
on some stations, by operating an in-studio turntable for recorded sound
cffects. Stagehands handle scts and carpentry work, property men handle
props, and electricians handle the lighting.

Once the script is ready for production, both the producer and director
rcad it and plan the production. They work out sets with the set director,
hold auditions for various roles in the production, and cast the show. Re-
hearsals for dramatic tclevision productions begin much earlier than do
rchearsals for radio shows, since talent are required to memorize their lines
and actions| Rehearsals for live half-hour dramatic programs, for example,
may begin 14 to 20 days before the air datef whereas radio shows, as men-
tioned, may be rchearsed and broadcast on the same day. Rehearsals for
television specials (spectaculars) may begin as carly as a month in advance.

Initial rchearsals for dramatic television shows are called dry rehearsals,
for they are held without cameras, often in a rehearsal hall rather than in a
television studio. Since sets are not yet constructed, the floor plan of the
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set is often marked on the floor. A minimum of props are utilized to give
the effect of the actual studio. As rehearsals progress, the director concen-
trates on dclivery of lines and dramatic action but begins early to plan his
camera shots. He thinks in terms of close-ups for certain portions of the
action and wide-angle shots for others; he plans for dollying (camera move-
ment directly into or away from a scene), panning (camera movement to
the right or left or up and down), cuts or fades from scene to scene, trick
shots, and the like. Camera shots are marked on the director’s script, and the
technical director is consulted carly for his suggestions on handling various
shots.

Sets arc erected in the studio for the next phase of television production—
on-camera rehearsals. Now in the television studio for the first time, actors
and actresses, cameramen, sound men, and musicians rehearse together.
Ordinarily, music and sound cffects, like the dramatic cast, have had in-
dividual rehcarsals carlier. Live commercials arc rchearsed independently
(under agency supervision and often in a separate studio). If film or tape
commercials are uscd, they are sent to the telecine or tape room and pro-
jected on cue from the program director during final rehearsals and, of
course, the on-the-air broadcast.

At studio and camera rehcarsals, the director works to polish the produc-
tion and blend the entire show together. He pays particular attention to
camera shots, working closely with cameramen and the technical dircctor.
Sometimes certain of the shots planned in the dry rchearsals do not work
out and must be modified.

For a typical small production, two television cameras are ordinarily
employed. These are normally labeled camera I and camera 2. Each camera
picture is scen on a monitor (preview) screen in the control room. Through
the control room-studio communications system, instructions are given by
the director for the cameraman to move the camera until the preview screen
indicates that the camera is cxactly where the director wants it. At the order,
“Take number 1!” the technical director switches camera 1 on the air.
Camera I’s picture will now be scen both on the:preview screen and on the
air monitor, the latter showing the picture actually going out on the air.
With camera 1 on the air, camera 2 can be directed into position and, at the
proper moment in the script, can be switched on the air. On larger shows,
of course, more cameras are used.

As in all productions in the entertainment world, all rchearsals lead to the
dress rehearsal. Now for the first time full costumes and make-up are used.
Depending upon the scope of the production, one or more dress rehearsals
may be necessary. The final dress rehearsal is followed by the actual on-the-
air telecast.

From this bricf description of tclevision production procedure, it can be
scen that producing a television show is a matter of extremely close coordina-
tion between the producer and all members of the technical and program
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@ Just to demonstrate the complexity of
producing a typical television program,
here's a chart of the Esty personnel re-
quired to put on just one half hour of
drama, the COLGATE THEATRE.

S AL
MIIOr CASING
/ & DwECTOn

Fig. 10-2. In contrast to the relatively few persons required to produce a radio program,
a larger and more varied staff is needed for a typical half-hour television program. (William
Esty Company, Inc.}

staffs. The interrelationships among the various groups and persons asso-
ciated with the production of a television program are charted in Fig. 10-2.
The organization, of course, may vary somewhat depending upon the situa-
tion, but the diagram indicates the general lines of authority found in all
television production activitics.

Telecine Activities

~Telecine is a coined word which refers to “television-film” op:-rutions.J
The term encompasses film projectors (both 16 mm and 35 mm), slide
projectors, special television cameras circuited directly with the projectors,
and television shading control units{ Such equipment is found in a typical
projection room (telecine studio) and is used to project films and slides onto
the air.

All slides and films, whether sent to the station for commercials or pro-
grams, arc routed to the station’s film department. Here they are screened,
classified, and filed for immediate and future use. Feature-length films are
sometimes cdited for over-all timing by clitninating minor scenes so that the
program and commercial material combined will exactly fill the time period
allotted to it. (If the feature is a syndicated film on a bicycle circuit, any
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portion removed is spliced back into the film before it is mailed to the next
station{ Bicycling refers to the procedure of mailing films from one station
to another for on-the-air use instead of returning them cach time to the film
distributor.)]Slidcs and films for shows are next sent to the telecine room
for projection on the air.

Telecine operations can best be explained by describing the production of
a typical quarter-hour television news show. In this program the newscaster
and weatherman are live, but commercials and news clips are on film and
are projected from the telecine room. When slides are employed, they are
handled in the same way.

Producing a Television News Show. The Standard Oil Weather, News and
Sports Roundup is telecast over CBS-owned WBBM-TV, Chicago, from
10 to 10:15 p.mM., Sunday through Friday. This program is one of several
shows of this nature sponsored by the Standard Oil Company (Indiana) on
spot television and radio facilities. Year-round weather, news, and sports
programs arc supplemented by regional television and radio network cover-
age of professional football and Big Ten basketball. The sponsor invests
approximately 35 per cent of its budget in television and radio and has
distribution in fifteen Middle Western statcs.

As far in advance as 8 hours before the Standard Oil show on WBBM-TV
the television news writer begins his background preparations for the
program. He reads the various news wires, initiates requests for special film
footage of local events, screens news films, reviews film files, and watches all
news programs on the station. Major news events of the day are written first,
and late-breaking news is prepared closer to air time. About 2 hours before
the show goes on the air some of the news stories may bhe prepared for the
TelcPrompTer, and rehearsals begin 1 hour before air time. Late-breaking
news is read directly from the news script and can be inserted into the
show at any time, even after the show is on the air. Ordinarily a special film
projector is set aside for latc-arriving films.

At 10 p.m. everyone is ready. The program announcer stands by in the
announcing booth, adjacent to the news studio and the control room. The
newscaster and weatherman, along with the floor manager, two cameramen,
a boom mike operator, onc lighting enginecr, and four stagehands, are in the
studio with the news set background and wecather boards. In the control
room are the director, who has final authority on the show; the technical
director, who supcrvises the engineering crew and performs camera switching
functions; the video shading engincer, who controls the clectronic values of
the live camera pictures; and the audio engincer, who controls the many
scparate sounds (voice, music, sound cffects) to be heard on the program.

The director talks by special short-wave radio to studio personnel and to
telecine and record studio personnel by wired intercom. The technical direc-
tor can also talk over the short-wave system to cngincering personnel. As
mentioned, the director can communicate directly with those in the control
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Fig. 10-3. Producing o television news show in a major metropolitan market. The Standard
Oil Weatner, News and Sports Roundup, presented over WBBM-TV, Chicago, 6 nights a
week from 10 to 10:15, is sponsored by the Standard Oil Company (Indiana). Upper left:
A CBS film editor and newsman check film footage shot especially for the show. The writer-
producer begins work 8 hours before cir time. Upper right: The weatherman rehearses with
his special animated cartoon characte-s, which give movement and actior to an otherwise
static weather report. Lower left: The rehearsal begins about | hour before air time. Lower
right: Just before air time the newscaster and the director discuss necessary cuts in news
items in order to accommodate a late-breaking news story. (Standard Oil Company; and
WERBM-TV, Chicago.)

room with him—:the technical director, audio engineer, und video shader.
In this setup the video shader in the control room is responsible for picture
quality of the live cameras only. as mentioned.

Ir: the telecine room, ordinarily in anether part of the studio building.
projectionists are standing by rcady to roll commercials or news films or to
project slides on cue from the intercom system. A television monitor and a
detailed cue sheet help telecine operators follow the program. The telecine
shaders, who are also in the telecine room, have previously checked the
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clectronic values of the slides and films and are ready to control telecine
shading when the show goes on the air.

Prior to rchearsal, all telecine materials were checked carefully. Slides,
cxamined for content and order, were placed in the proper projector. For
this show two 1-minute sound-on-film (SOF) commercials were threaded
on a 33-mm projector. Individual 16-mm news film clips, delivered by the
ncws writer, were laced together with numbered Icaders and put on 16-mm
projectors.

Fig. 10-4. Producing o television news show in a major metropolitan market [continued).

Upper left: From left to right, an agency representative, the director, the technical director,
and the audio engineer. The announcer is in the booth at the far end, and the video
shading engineer, responsible for the video quality of live cameras, is in front. It is just
a few seconds before air time. Upper right: Looking into the studio as the program goes on
the air. Note the technical director's switching board and the video monitors. The number
5 on the upper bank of monitors indicates that the first commercial film is properly cued
in the telecine (film projection) room. The largest monitor screen shows the on-the-air
picture eing sent to master control and to the transmitter. The small moni*ors are being
watched by the video shading engineer (below). Lower left: Video shading engineers ad-
jacent to the telecine room are responsible for the quality of all films and slides that come
from the projectors. Note speakers and talk-back microphones for the intercom system to
the control room. Lower right: The projectionist in the telecine room awaits his cue for
the final slide and film footage for the program. He has his own microphone and speaker
on the intercom system and his own monitor to follow the progress of the rehearsal and the
air show. (Standard Oil Company; and WBBM-TV, Chicago.)
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Many times negative news film is aired, because the speed at which it
must be processed in order to retain its news value does not permit labora-
tory time to make a positive print. The television system is quite capable of
handling negative film by reversing the polarity of the telecine projector.

With everyone set, the program begins at 10 p.m. The director calls, “Dis-
solve to camera 1, open the boom, cue newscaster,” and the program goes on
the air. Camera 2 stands by to pick up the weatherman. The director calls,
“Take camera 2,” and the picture from camera 2 is switched on the air.
Weather news is followed by the opening commercial when the director
calls, “Roll T-4.” (At this station this means 35-mm projector 4, which
contains the commercial film.) The telecine operator rolls the projector and
on the director’s cue “Take T-4! Sound on!” the film is switched on the air
by the technical director and the sound track by the audio operator. The
telecine shader watches the picture value. The order to start the projector,
the roll cue, is given about 5 seconds prior to the time the film is actually
needed on the air (“Take T-4!”). This provides sufficient lcad time for the
projector to attain proper projection speed.

When the commercial is over, the director calls, “Take 1! Again the live
studio camera goes on the air, with the shading engincer in the studio now
watching electronic picture values. Mcanwhile, the telecine operator stops
the 35-mm projector and cues his projector for the next commercial film
in the program. The director follows his copy of the news script and alerts
the telecine studio well in advance for news clips, slides, and commercials.

The director also gives the necessary instructions on the character of the
film. “Roll T-2, ncgative, silent,” for example, would mean to start projector
2, which has negative film and no sound track. In this case the audio opera-
tor would allow the newscaster’s boom mike to remain open so that the
newscaster may describe the film action (following a monitor screen in the
studio). Most silent film utilizes sound cffects or musical backgrounds
(usually recorded), which are also introduced on cue from the director. He
calls, “Music!” or, “Sound cffects!” and the audio engincer puts the appro-
priate recording or cffect on the air.

On some stations, once films and slides are placed in the proper projector.
the technical director may operate machines and change slides by remote
control. At most stations, however, it is nccessary to have a projectionist with
cach projector to start, stop, cue films, and change slides.

The program cnds with the closing commercial on film, a closing slide
with theme-music background, and the staff announcer reading the closing
announcement from the announcing booth.

Producing a Network TV Variety Show

The Steve Allen Show is a 1-hour comedy-variety show presented over
NBC-TV on Sunday evenings. Acts for cach program are booked about 4
to 6 weeks in advance on a tentative basis, and firm commitments are made
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about 3 weeks before the broadcast. Show production is handled by Bel-
meadows Enterpriscs, Inc., a packaging firm of which Steve Allen is a part
owner. The technical facilities for the program are furnished by the network.

Six script writers are in Allen’s employ. Each works on writing assign-
ments under the direction of a writing supervisor. A refreshing and original
script is an important key to this program’s success.

Production for a Sunday show begins in earnest on the preceding Tuesday.
On this day independent rehearsals of all acts begin, followed by story
conferences to discuss integration of all acts into a well-blended program.
By Friday the script for the show is on the prompter.

The program is put together for the first time on Saturday. At this rough
program rehearsal the show director and others take extensive notes, and
a note session follows. Here ideas arc freely exchanged for improving the
program, and writers make any necessary changes in the script. Their re-
vised version is ready early Sunday morning.

Live commercials for the program are rehearsed with Steve Allen, an-
nouncer Gene Rayburn, and commercial talent for about an hour on Satur-
day afternoon. The agency producer supervises the commercials, which are
directed by the program director. Whenever possible commercials are
integrated into the program with live lead-ins by Steve Allen or other
members of the cast.

Final rehearsals for the Steve Allen Show resume again on the Sunday
of the telecast. Early that morning, as mentioned, the revised script is avail-
able for the cast. A complete run-through of the acts is held at 1 p.m.,
followed by another note session. Script revisions often follow, even at this
late date.

At 5:00 p.M. the dress rehearsal is held. More often than not, this, too, is
followed by a note session and any last-minute changes are incorporated on
the prompter and must be quickly memorized by the cast.

The doors to the studio open 45 minutes before air time. Gene Rayburn
and Steve Allen handle the warm-up, and the show goes on the air at
7:30 p.m. The entire cast takes a day off on Monday and by Tuesday is back
at work again, beginning the grueling pace for next Sunday’s Steve Allen
Show.

Producing a Color Television Special

The Hallmark Hall of Fame is a color television special (spectacular)
prescnted approximately six times each year over NBC-TV. Each dramatiza-
tion is scheduled to promote Hallmark products immediately prior to peak
sclling holiday periods throughout the year. The program has great flexibil-
ity, for some productions, such as “Hamlet” and “Macbeth,” have becn
2 hours long, others 90 minutcs, and still others 1 hour. The Hallmark pro-
grams arc produced in New York by Milberg Productions, Inc., an independ-
ent packager. Onc of its programs, “Dial M for Murder,” offcrs an interest-
ing cxample of the production of a color television special.
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Slightly more than a year before the broadcast date, the executive producer
of Milberg Productions, Mildred Freed Alberg, and producer-director George
Schaefer began necgotiations for the rights to “Dial M for Murder.” Having
seen the Broadway play, they felt that the show had exciting television
possibilitics for their Hallmark series, despite the complicated lighting and
sound effects inherent in the show. About 8 months before the air date the
broadcast rights were obtained from writer Frederick Knott, and Maurice
Evans was signed as the lead. This show is an outstanding example of ad-
vanced preparations, for many television specials are put together in 2
months’ time or less.

The lcads of all Hallmark programs are cast by the executive producer
and the producer-director of Milberg Productions, with client approval. For
other roles the associate producer and the casting director draw up talent
recommendations and contact talent agencies, requesting specific talent.
Auditions are held for these persons and other candidates suggested by the
talent agencies. Because of the small supporting cast required for “Dial M
for Murder,” only five applicants were auditioned. For the average Hallmark
special, however, the casting director auditions twenty to forty people, and

Fig. 10-5. The Hallmark Hall of Fame telecast of "Dial M for Murder." A boom micro-
phone picks up the conversation as actor Maurice Evans speaks his lines to a color camera
mounted on a crane. The cameraman follows his note pad of prearranged camera angles.
Both the floor manager and the cameraman wear headphones, through which they hear
instructions from the control room. (Milberg Productions, Inc.)
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final sclections arc made by the exccutive producer, the producer-director,
and the associate producer, working with the casting director and the as-
sistant casting dircctor.

All production pcrsonnel mentioned thus far, plus necessary administra-
tive and clerical help and a frec-lance script adapter hired for cach show,
are employees of Milberg Productions. In the trade their salaries are termed
above-the-line costs, for they relate to creative aspects of the program, the
expenses incurred for talent, script, music, and the like. The technical per-
sonncl, facilitics, and equipment required to produce a Hallmark special are
furnished by NBC-TV and are charged as below-the-line costs, allocated ex-
penscs relating to getting the program on the air, including technical equip-
ment and personnel, studio facilitics, sets, and props. A unit manager for
NBC-TV coordinates show requircments with the network.

“Dial M for Murder” began dry rehearsals in a special rehearsal hall (in
this case a building in New York’s lower Manhattan called Central Plaza,
used for dry rchearsals by many producers) 19 days prior to the broadcast.
This is a little later than most Hallmark special rehecarsals begin, for in
this casc the leads were familiar with the roles, having played them in the
Broadway production. In addition to Maurice Evans, repeating the role of
Tony. John Williams rcappeared as Inspector Hubbard and Anthony Daw-
son again played the villain. Rosemary Harris played Mrs. Wendice.

On the Tuesday prior to Friday night’s show (the third weck of rehearsal)
on-camcra rchearsals began at NBC-TV’s large Brooklyn studios. The
Brooklyn facilitics consist of two studios, each about the size of a football
ficld.

The NBC-TV production staff includes:

1 unit manager 20 stagehands

2 associate directors 3 inake-up artists
2 floor managers 1 hairdresser

4 wardrobe handlers

The NBC-TV technical staff consists of :

1 technical director 1 dolly pusher

1 audio director 3 boom mike operators
4 cameramen 3 boom mike pushers
4 video shaders 6 cable pullers

2 Huston cranc boomers 1 record man

1 Huston crane operator 1 sound cffects man

For “Dial M for Murder” four color cameras were usced (one¢ on a crane,
onc on a crab dolly, and two on pedestals), three boom microphones, plus
three other microphones for sound effects, including one filter mike for
telephone-conversation cffects.

On the day before the program went on the air the first dress rehearsal
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was held. During this and other rchearsals Milberg Productions personnel
took notes on the production, and each rchearsal was followed by a note
session. In effect, the executive producer and the associate producer act as
two cxtra pairs of eyes for the producer-director, concerned with the numer-
ous mechanical problems of each run-through. The final rehearsal for “Dial
M for Murder” was held about 4 hours before air time, after which the cast
broke for dinner. The producer-director and the technical director con-
tinued “tightcning-up” discussions right up until 9:30 p.m., New York time,
when the show went on the air.

Live color commercials were rchearsed in NBC-TV’s Rockefeller Center
studios on the Thursday before the broadcast and on the Friday of the show.
Foote, Conc & Belding agency personnel (including two representatives of
the broadcast department and the commercial writer) supervised com-
mercial production, which was directed by an NBC-TV director hired by
the agency espccially for this assignment.

Producing a Television Commercial

Television commercials are produced live, on video tape, or on film. The
film commercial can be all live action (footage of real pcople and real
things), animated (drawn people or things), or a combination of the two.
These two major methods of producing film commercials have many varia-
tions, such as stop motion, photographic animation, threc-dimensional ani-
mation, and the like. Such techniques have been developed by experiinenting
with the camera,; the animation stand, and film processing. And, of course,
some commercials combine film footage with live action.

Practically all film commercials are shot on 35-mm film, cither in black
and white or in color. Local advertisers, however, sometimes use 16-mm film
for tclevision commercials. It is possible to get both a good color negative
and a good black-and-white negative with a minimum of complications
when the original work is shot on 35-mm Eastman color stock. This in-
creascs production costs from 15 to 25 per cent, but enables the advertiser
to gain valuable experience in color television while his major efforts are
still in black-and-white television.

Television film commercials arc made by film production studios that
specialize in producing commercials and offer a complete scrvice package.
This includes studio space, cameras and crew, director, laboratory processing,
and other necessary production aids (even though some of the service ac-
tivitics may be farmed out to specialists, such as film processors, optical
houses, and the like). Talent is hired through such sources as talent burcaus
or talent agencics, usually by the joint decision of the agency producer and
the film production studio director. Although auditions are usually held to
select the commercial cast, announcers arc ordinarily sclected on the basis of
past performance for the advertiser and for other advertisers.
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Some production studios handle both live-on-film and animated com-
mercials, but others specialize in one or the other. An increasing number of
studios and stations have facilities for producing commercials on video tape.
Regardless of where and how the commercial is made, all production work
is closcly supervised by the agency television producer.

Producing the Film Television Commercial

When the television storyboard is ready, the agency producer submits it to
several film production studios, requesting bids on production costs. The
producer usually talks with the studios (ordinarily by phone) and discusses
any questions they may have on production problems. Clear communications
at this stage arc not only important but can result in financial savings. The
agency next reviews various studio production estimates and selects the
house it feels is best qualified to produce the commercial; then, with client
approval on the storyboard, the cost estimates, and the film production
studio, production procedures start.

Once the studio is chosen, a series of detailed production meetings are
held to discuss casting, scts, props, costumes, and action, live or animated.
If animation is involved, sketches must be prepared for each character. All
other components of the commercial are discussed, including type style or
lettering for titles, type of opticals, sound effects, and library music for back-
grounds (if original music is not used). Such meetings are attended by the
producer, director, and art director from the film production studio and the
agency’s producer (sometimes with the television art director and the tcle-
vision writer). Attendance at such meetings, of course, varies among agen-
cies and film production studios.

Before actual shooting starts, voice tracks are recorded for all sections in
which people do not specak dircctly on camera. This is called voice-over
track. Later, sound effects, music, and lip-sync sound (recorded as actors
speak their lines on camera and the viewer can sce their lips move) will be
added to make the complete sound track. The voice-over track is carefully
mcasured so that the exact length of cach scene is known before shooting.
(Note: many lip-sync scenes are avoided in order to cut production costs.)
In animation, it is essential to have the track before work can start, since
practically all animation work is timed exactly to sound.

As soon as all details for the live-action commercial are arranged, a shoot-
ing schedule is sct up. Talent bureaus are contacted, and casting starts. The
preparation for shooting film commercials calls for specialized knowledge,
patience, and the skill of experts. The care taken in preplanning stages does
much to determine the results of the commercial.

Actual shooting is the responsibility of the film studio director, working
with his studio film crew (or with a free-lance crew). All work is under the
supervision of the agency producer. The agency usually plans the basic set
design and supplies color-corrected labels for package shots. The studio
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handles everything else, including decisions on the order in which scenes will
be shot. Ordinarily outdoor scenes are scheduled first (to take advantage of
good weather) and a stand-by schedule is established for indoor shooting in
case of bad weather.

When live-action film commercials are being made, each day’s shooting is
processed during the evening and projected the following day. Such shots
are termed rushes or dailies. Each scene is shot several times to make certain
of getting a good take. The best scencs are selected and later edited to length
and in sequence for the first viewing on a Movicola.

This editing is done by a film editor (cutter), with the aid of several
editing devices, including a Movieola, a film footage counter, film splicers,
and sound readers (a separate device for listening to the audio either from
tape or from film). Editing procedures yield the audio filn and the video
film for the interlock showing.

An interlock showing consists of two separate films projected simultane-
ously on synchronized equipment. As in the first viewing by Movieola, one
film contains the basic video scenes (selected rushes) and the other film con-
tains the sound track. When animation is used, the first step is a pencil test
on film. The action is drawn in pencil and photographed, so that it can be
checked and changed if necessary before expensive inking and painting are
done. The pencil test is also projected in interlock form.

Commercials at the interlock stage are ordinarily reviewed by the agency
and almost always by the client. At this point in production, changes can
still be made, but they become quite expensive if reshooting or reanimation
is necessary. Usually, however, the nccessary changes can be made by cutting
or by substituting other takes. Ordinarily in the live-action commercial
there are enough individual rushes of a scene alrcady on film to make what-
ever modifications arc required. The interlock film is returned to the film
studios, and the agency producer and the studio director usually discuss the
desired changes.

A special negative cutter then edits a picture-and-track (fine-grain) nega-
tive, from which a new negative with opticals and titles is made.| Opticals
are special video effects, such as fading, wiping, dissolving, or otherwise
changing from one vidco scene to another. Several photographic and labora-
tory steps are involved in adding thesc effects, and the result is called the
printing negative. This is “married” to the final sound track negative, and
the result is a composite print, with sound and picture now on a single film.
The first print made is called the answer print, a laboratory term meaning
“this will answer the questions of light balance in each scene and tell us
what needs adjustment for good printing.” Subscquent prints, once the
answer print has been approved, are termed release prints. Release prints,
which may be on 35-mm film for networks or 16-mm reduction prints for
local stations, are shipped to networks or stations for on-the-air use.

Although the amount of time required for production varies with the
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complexity of the commercial, ab*u]e of thumb for a live-action 1-minute
film commercial is 4 to 6 weeks and for an animated 1-minute film com-
mercial 6 to 8 weeks:-’

Producing the Live or Video Tape Television Commercial

L A television commercial that is produced in a television studio in front of
television cameras and simultaneously telecast is known as a live commercia].]
r.\Commercials produced in front of live television cameras but recorded on
video tape for playback at a later time are called tape commercials.]

Live commercials have the advantages of spontaneity, program tie-in, and
star integration, and they also permit last-minute changes. In addition, a live
commercial sometimes offers a production price advantage, since it is sim-
pler in design. To gain these benefits, agencies and clients are often willing
to risk an on-the-air fluff and to accept in-studio production limitations.
Errors can be eliminated, of course, if the commercial is prerecorded on
video tape.

When commercials are put on video tape, they are ordinarily repeated
and taped several times, and the best take is used on the air. It is usually
less expensive and time-consuming to repeat the live action in its entirety
than to splice together the best of various takes, as done in film work.

Live commercials employ either actors or an announcer on camera or a
combination of live talent and such mechanical devices as film clips or slides,
which the director electronically edits into the television commercial by the
telecine operation already described. The same careful preparation necessary
for film commercial production is required for live commercial production.
Production time on the live commercial is more concentrated, however. A
typical 1-minute live program commercial is ordinarily rehearsed for the
first time a few hours before the telecast, although props may have been
under construction and scripts in the hands of actors or the announcer for
several days.

In most cases the station or the network director handles the actual on-
the-air commercials as well as the program itself, working under the super-
vision of the agency producer. In a few cases an agency man may direct the
commercial portion of the program. Where more elaborate live commercials
are involved and program studio facilities are limited, the agency may hire
a studio and crew especially for the commercial, using facilities completely
removed from the show studio. A live commercial, of course, can be as sim-
ple or as complicated as the situation requires, although an expensive and
complicated idea is perhaps best done on vidco tape or, more commonly,
on film.

Basic Steps in Writing and Producing the Film Television Commercial

Here is the whole process involved in creating the television film com-
mercial, from the time the copy writer receives the assignment until the day
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the commercial goes on the air. This section combines material from the
preceding chapter on television copy writing and the foregoing discussion
of production procedures.

I. Launch the Project. The account executive requests television commer-
cials for the campaign and supplies all important information to the tele-
vision creative team (usually the writer, the artist, and the producer, al-
though the group varies, of course, by agency). Information ordinarily
includes the campaign objective; the copy platform, with special attention
to key copy points; budget; program or announcement campaign media
plans (even if only tentative) ; approximate air dates; and the length and
number of commercials nceded. For purposes of economy, commercials
usually are produced in groups, with enough filmed to meet scheduling re-
quirements during the course of the campaign—ordinarily 6 months to 1
year. Most film commercials are repcated at least half a dozen times on the
air,! although some sponsors demand new commercials each time.

2. Develop Rough Scripts. The television writer, often with an artist and
producer, roughs out several commercial ideas that follow the copy platform.
In most cases television department representatives have participated in
writing the copy platform.

3. Review Rough Scripts. The television writer reviews rough scripts with
the creative department head and the account executive, and agreement is
made on acceptable concepts for further development. Dates for progress
meetings are established so that commercials will meet all deadlines.

4. Review Revised Scripts, Often in Storyboard Form. Acceptable ideas are
now fully developed, ordinarily in storyboard form for final review with the
account executive. Production requirements are discussed in relation to tele-
vision production budget.

5. Present Television Commercials to Plans Board. Telcvision commercials
in storyboard form and other creative matcrials for broadcast and print ad-
vertising, together with media and marketing plans, are presented to the
agency’s plans board for criticism. In most agencies the plans board will have
approved basic campaign strategy at an carlier mecting, and this final meet-
ing shows how the basic strategy has been executed in total advertising plans.

6. Present Television Commercials to Client Management. The complete
advertising campaign—including television and radio commercials, print lay-
outs and copy, and media and marketing plans—is presented to the client
for approval. Prior to this, scveral meetings have taken place between the
agency and the client’s advertising department so that the agency’s presenta-
tion is equivalent to a joint agency-advertising department presentation to
the client’s management.

7. Start Television Film Production. During the creative process the televi-
sion department has requested various film production studios to submit

! Obviously, some commercials are repeated many more times, especially when used
as part of an announcement campaign on a saturation basis.
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estimates on the production cost of each commercial. With storyboard
approval from the client, the agency recommends the commercial film studio
and receives approval on production cost estimates. The production house
and the agency preplan carefully, with special attention to casting, set design
and construction, props (especially color-corrected packages), and a time-
table for recording and film work.

8. Record Sound Track. The audio track is recorded, with announcers,
musicians, singers, and sound effects used as required for voice-over. Lines
to be delivered by on-camera announcers, actors, or singers (in lip sync) are
recorded at the time the film footage is shot.

9. Shoot Video Scenes. The shooting schedule is ordinarily set up to shoot
outdoor scenes first (with, of course, a stand-by schedule for indoor shoot
ing). The agency producer and the studio director may have each scene
filmed several times, until they feel confident that they have a good take.

10. View Rushes. Footage of the previous day’s shooting, called rushes or
dailies, are shown each morning. The best shots are selected for use in the
commercial and edited with the aid of a Movieola.

I. View First Editing. Individual video scenes are spliced together and
checked on a Movieola, a special machine that permits the operator to view
the scene on a miniature viewer and to hear the sound track at the same
time. Video and audio are still on separate reels. Positions for optical effects
are marked on the video.

12. Review Commercials in Interlock Stage. An interlock showing is given
for the account executive (and often the client, as well). At this stage audio
is still on one reel and video on another, so that special projection equip-
ment is required. Changes are discussed with the film studio.

I3. Review Answer Print. Modifications suggested at the interlock stage
having been made, the audio and video are now combined on a single film
for the first time. Although all work has been on 35-mm film to date, answer
prints may be on 35- or 16-mm film. The commercial is now in final form,
complete with opticals and titles.

I4. Obtain Final Client Approval. The answer print is shown to the client
for final approval and release for on-the-air use.

I5. Release Commercial for Air Use. The scheduling of commercials on
specific shows and stations is handled by the television department, the media
department, and the account exccutive. Necessary prints of the commercial
are ordered and shipped to networks (on 35-mm film) and stations (on
16-mm film).

Summary

The producer, the executive in charge of the production of a television or
radio program or commercial, and the director, the person who handles the
actual on-the-air presentation or the filming, are responsible for translating
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a script on paper into an attractive and appealing program or commercial
on the air,

Most agencies employ their own producers to supervise the development
of programs and commercials. They work closely with the network, station,
and tape or film studio producers and directors in turning out the produc-
tion. The agency producer, representing the interests of the sponsor, wants
a presentation that not only appeals to the public but also serves as a selling
medium tool. The producers and dircctors connected with the show (such as
the packager or network or station staff employee) are interested primarily
in a show with audience appeal. Thus there must be mutual respect and
understanding among the advertiser, the agency, and production personncl
in achieving successful shows and commercials.

The routine in producing a dramatized radio show is relatively simple.
A read-through, to familiarize everyone with the script, is followed by on-
mike rchearsals. Music, sound, and commercials are rchearsed separately.
All parts are put together at a dress rehearsal, where the final timing is
worked out. The on-the-air broadcast follows. Rehearsals for many radio
shows, such as daytime serials, begin only a few hours before the actual
broadcast. Radio news broadcasts and disc jockey shows are so routine that
no rehearsal is necessary, though there may be a brief planning discussion
immediately before air time. Even radio commercials recorded with original
music, sound effects, and a dramatic cast can be produced in a short time.

Television production, however, is a much more complicated activity, both
for programs and commercials. Television program rehearsals begin in
rchearsal halls a week or even longer before the show. Sets must be designed
and constructed. Several days before going on the air the cast moves into
the television studios to begin on-camera rehearsals. Dramatic talent, music,
and sound effects are rehecarsed individually—the length of time varying with
the extent of the production. At on-camera rehearsals camecra shots and
camera angles are polished, along with the dramatic action. Costumes and
make-up are employed for the dress rehearsal, which is followed by the
broadcast. Live commercials are ordinarily rchearsed on the day before the
show gocs on the air or, if simple, on the same day as the show. Commercials
are closcly supervised by the agency, although the agency producer relies
almost completely on the show producer and director for the entertainment
portion of the telecast.

Key production personncl in a typical live television show are the director,
an assistant director (a backstop for the director on larger shows), the tech-
nical director, the shading engincer, the audio enginecr, and the lighting
director. These persons work in the television control room during the
rchearsal and the show. Other key production personnel are in the studio.
They are the floor manager, the musical director, cameramen, dolly pushers,
crane operators, boom microphone opcrators, sound effects men, stagehands,
property men, and electricians. Projectionists, telecine shaders and VTR
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operators are in a separate studio. Thus the director has a complicated proj-
ect on his hands in producing a tclevision show—coordinating dramatic
talent, live camcras, telecine facilities, lights, music, and sound effects into
a polished production.

Often the work that goes into producing a 1-minute film television com-
mercial is about cqual to the effort behind a live half-hour show. Logically,
live or taped television commercials, involving relatively simple action, can
be produced more casily than film commercials. Film is used, however, when
it is necessary 1o capture certain special effects or to show actions not readily
done live.

The starting point in producing a typical film commercial that uses the
voicc-over technique is recording the sound track. This is followed by shoot-
ing the various video scenes. When sound-on-film is required, production
starts at this point. All takes are reviewed the next day as rushes, with the
best ones selected for use in portions of the commercial. When all shooting
is completed, a first editing is prepared and checked on a Movieola viewer.
At this stage and at the interlock stage, which follows, the audio and video
remain on separate reels. The interlock showing is reviewed by the account
group and ordinarily by the client as well, and the two separate reels are
then combined into a single answer print. When this is approved, release
prints arc made and shipped to networks and stations for use on the air.

Throughout this chapter it is apparent that the technical skill and profes-
sional touch of production personnel play a key role in the success of a
television or radio advertising campaign.
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11 Coverage and Circulation

This chapter, the first of four on various aspects of rescarch for television
and radio advertising, dcals with the coverage and circulation of stations and
networks. The next three are concerned, respectively, with the testing of
programs and commercials, program ratings, and methods of measuring
the sales cffectivencss of broadcast advertising. It must be kept in mind,
however, that research is a continuing process, present in almost all broadcast
advertising activities. It is not restricted to the arcas covered in these four
chapters but plays a role in writing, programing, time buying, selling, and
related activities on both the retail and the national campaign level.

Although the terms coverage and circulation are often used together, and
at times interchangeably, they have different meanings, which must be clearly
understood. Like newspapers and magazines, television and radio stations
report their coverage and circulation information on a county-by-county
basis, ordinarily accompanied by county-by-county marketing statistics on
the area.

Coverage and Circulation Defined

" Coverage may be dcfined as the area where a television or radio station
signal can be heard if people want to view or listen]Eovcragc represents the
total potential number of homes available to a station or network within its
signal strength area]Thc FCC has set up engincering standards for various
intensities of coverage. For television stations the FCC establishes require-
ments for grade A coverage and for grade B coverage. These are roughly
comparable to FCC requirements for radio station primary coverage and
secondary coverage. Expressed in simple terms[ grade A television coverage
or primary radio coverage refers to the area in which the station lays down
a consistently good broadcasting signal. prade B television coverage or
sccondary radio coverage refers to the area jn which the station signal can
be picked up satisfactorily most of the time.)Obviously, network coverage
information is based on the combined coverage of its individual affiliates.

Circulation, in contrast to coverage, represents the actual number of view-
ing or listening homes. Circulation information is based on reports indicating
the homes that regularly tune to the station and is expressed in terms such as
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“view once a weck” or “listen three to five times a week.” E station’s circula-
tion area is ordinarily within the station’s coverage area,‘}lthough therc are
situations in which homes in remote counties may view or listen to a distant
station. Again, network circulation information is based on the circulation of
individual affiliates. Homes where two or more affiliates arc heard or secn
are counted only once in determining a network’s composite circulation.

As indicated, a station’s coverage and circulation patterns may be quite
distinct. Some Milwaukee television and radio stations, for example, send
adequate signals into the Chicago arca, but Chicago residents prefer to tune
to Chicago stations. This means that Milwaukee stations have very little
circulation in Chicago, although they may have good coverage of the Windy
City. Logically, time buyers are ordinarily far more interested in circulation
information than in coverage areas.

Station Coverage

[:Station coverage has been defined as that area where a station signal can
be heard if people want to view or listen} Engincering standards for grade A
and grade B television station coverage, as defined by the FCC, arc as
follows:

Channel Grade A, dbu Grade B, dbu
2-6 68 47
7-13 71 56

14-83 74 64

From the above it can be scen that more dbu (decibels above one microvolt !
per meter) are required for television stations operating on UHF channels
than for thosc on VHF channels and that power requircments are higher for
UHF stations on higher frequencies than for those on lower frequencies.
Most television stations reporting coverage information use the FCC defi-
nition of grade A or grade B coverage. Some stations, however, use different
classifications—rcferring, for cxample, to “excellent,” “good,” and “fringe-
arca” coverage or to “primary” and “fringe-area” service. When such terms
arc uscd, they should be defined clearly. Naturally, the grade A and grade B
terminology is preferable.
L FCC standards for radio station coverage require a signal strength of 0.5
MV/M (millivolt per meter) or better for the primary coverage area and
a signal strength between 0.1 MV/M and 0.5 MV/M for the sccondary
coverage area] Most radio stations follow the FCC definitions of primary
and secondary coverage, although use of this terminology is decreasing as

! See Glossary.
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time buyers and station salesmen find circulation data to be a more sensitive
tool.

C In summary, grade A television coverage is roughly equivalent to primary
coverage in radio, and grade B television coverage is roughly equivalent to
secondary coverage in radio. The fact that a station has coverage of a certain
arca does not ensure that it is viewed or listened to by the residents of that
area; circulation, on the other hand, indicates actual audience.J

Factors Affecting Coverage

Numerous factors affect the coverage pattern of a television or radio sta-
tion. All the elements that affect an AM (amplitude modulation) broadcast-
ing signal, in fact, have a bearing on station coverage, for a television
station’s video signal is an AM signal and, of course, all AM radio stations
transmit by this method.(These elements include station power, station chan-
nel or frequency, antenna system, and, of course, local conditions, which may
vary widc]y:]Soi] conductivity and the ground system are also important in
radio coverage, although neither is of material importance in television.
Radio coverage is also affected by the action of the Heaviside layer, a region
of ionized air beginning about 65 miles above the earth. At night the
Heaviside layer reflects the sky wave of the AM broadcasting signal back
to earth; as a result, a station’s nighttime coverage is different from its day-
time coverage. The Heaviside layer does not affect the FM signal.

It is generally true that the more power a station has, the greater its
coverage, but this relationship is tempered by other factors, such as the
antenna system (discussed below) and station channel or frequency. In
general, stations with low frequencies (such as channel 2 on television, 550
kilocycles on AM radio, and 88.1 mcgacycles on FM radio) provide greater
coverage than stations with the same power on higher frequencies.

Obviously the antenna system is also an important basic factor in station
coverage. Usually, the higher the station’s tower (there is a dircct relation-
ship between a station’s frequency and the height of the tower), the more
efficient the antenna system, since a high tower radiates a stronger ground
wave and suppresses sky-wave radiations.[:‘\s its ngme implics, a ground
wave moves from the transmitter along the ground. fin AM transmission the
signal follows the curvaturc of the earth as far as signal strength permits.

[ Technically the FM signal follows the linc of sight and not the curvature of

the earthTLRca]istica]]y, however, the FM signal is usually better than line of
sight; for in a typical case the distance to the horizon is about 30 miles,
whereas satisfactory FM signals commonly travel as far as 50 or 60 miles.
The sky wave moves upward, and the AM sky wave is reflected back to earth
at night by the Heaviside layer.

Some stations operate with a directional antenna system. This is quite
common in radio but relatively uncommon in television. A directional system
prevents the station signal from entering certain areas and thus protects the
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signal of an adjacent station on the same channel or frequency. Some radio
stations opcrate with a nondirectional antenna systcm during the day but
usc a directional signal at night.

Soil conditions are also important in radio coverage, for certain types of
soil may absorb power from the transmitter signal, thereby reducing the
station’s coverage. Radio station transmitters must be properly grounded.
This is accomplished by numerous radials, which are ordinarily copper
strips laid in the ground in a circular pattern from the base of the station
tower.)A well-enginecred ground system enables the radio station to transmit
an cfficient signal, but a poor ground system reduces efficiency and conse-
quently reduces coverage. Beyond providing lightning protection, the ground
system is not of importance in television coverage, as already mentioned.

Among the local conditions affecting both television and radio coverage
are power lines and clectrical signs and machines; in addition, such factors
as trees, airplanes, adjacent buildings, and chimneys affect some television
signals.

Daytime versus Nighttime Coverage

( Although the FM signal covers the same area both daytime and nighttime,
the AM signal is gencrally extended during nighttime hours) This is due to
the action of the Heaviside layer, reflecting the AM sky wave back to the
earth beyond areas served by the ground wave. The result, however, is not
always cxtended coverage. In some cases the sky-wave signals of AM stations
on the same frequency blanket the same area, resulting in a mixed signal.
This distorts reception of both stations and actually reduces, rather than
extends, the coverage arca of each station. Some AM stations are required
to leave the air at night in order not to interfere with a distant but powerful
station on the same frequency.

In general, daytime and nighttime television coverage is identical! At
night, however, a television set can sometimes pick up the signal from a
distant station. On occasion it may pick up the AM video signal only—at
times the FM audio signal only. When the AM signal is extended, surpris-
ingly cnough the FM signal is usually extended too. Advertisers, however,
are interested only in areas where both the video and the audio signals are
consistently satisfactory.

Field-intensity Measurement Method

[Covcrag(' is measured by the field-intensity method. This is an engincering
analysis of a television or radio station’s signal strength at various distances
and dircctions from the transmitter tower. |Portable measuring equipment
in a specially equipped field car is moved from place to place within the
range of the broadcasting station. As the field car travels from the trans-
mitter, the strength of the signal can be determined by continuously record-
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ing the signal strength and correlating this with known ground locations.

While the field car is moving, its antenna system is usually at a height of
10 feet for television coverage measurements. The recciving antenna may
have uniform response in all directions or may be a specially calibrated direc-
tional antenna. The latter is used particularly for ficld-intensity measure-
ments of ultra high frequency television stations, where field strength
gencrally is variable and at times subject to reflection patterns. Arrangements
arc made for rotating the directional antenna from the interior of the field-
intensity measuring car, in order to achieve maximum signal pickup at all
times.

Mobile recordings, which must be taken with the antenna at a limited
height (to permit continuous travel), are supplemented by spot mcasure-
ments, which are usually taken with the antenna at a height of 30 feet. The
arca is usually sampled over a 100- to 500-foot distance in order to measure
signal variations, which are usually present even over so short a stretch.
Such checks are nccessary because television wavelengths, measuring only
a few fect, are easily affected by such factors in their immediate environment
as trees, adjacent buildings, and chimneys. Also, with the measurement tower
at extended height, the conditions achieved arc more representative of the
receiving antennas encountered in fringe areas.

In taking mobile recordings, the ficld car usually starts at the transmitter
location and drives outward from the tower along roads that rcpresent, as
ncarly as possible, a radial in a single direction. At lcast cight radials are
usually taken in order to get a fair distribution around the station toward all
points of the compass. A radial may be as long as 50 to 80 miles, depending
upon such factors as power, frequency, and the antenna system.

Ficld-intensity measurements are made of the ground wave only, though

radio listeners can sometimes receive the station satisfactorily in arcas that
lic beyond the ground wave but are served by the sky wave. Television
viewers also can occasionally pick up a good signal beyond normal reception
areas, usually becausc of cxceptional receivers and outstanding antenna
systems.[For television signals, field-intensity measurements may be made of
cither the AM or the FM signa].]
CScparate studies are made of daytime and nighttime radio station cover-
age. Since television coverage remains much the same both day and night,
because of the characteristics of the FM signal, it is not necessary to make
day-part studies for tclcvision] Coverage maps, showing the basic coverage
patterns of the various stations, arc prepared from ficld-car data. Contour
lines take into account the FCC standards for grade A and grade B television
coverage and primary and sccondary radio coverage.

Ficld-strength measurements are valuable to management not only as sell-
ing cvidence of the station’s coverage area but also as a check on the opera-
tion of transmitting equipment. There are cases on record where broadcast-
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Fig. 11-2. By driving a mobile field car on the radial routes, field engineers measured the

signal strength of Television Station WTAR-TV, Norfolk, Virginia. In making a television
field-intensity study, either the AM video signal or the FM audio signal may be measured.
There is no change in television and FM radio coverage by day or night, as there is in
AM radio coverage. (Jansky & Bailey: and WTAR-TV, Norfolk.)

ing stations have been unaware of deficiencies in transmitting systems until
ficld-intensity studies were completed.

A ficld-strength survey can usually be completed in 7 to 10 days, depend-
ing upon the magnitude of station covcrage. Analysis of the measurements
and preparation of a basic coverage map usually involve an additional 7 to
10 days. On the average, these scrvices cost the station owner about $2,500.
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Station Circulation

( Circulation has been defined as the number of homes viewing or listening
to a station by certain standards over an established period of timg)lnitia]]y
there were no circulation measurcments, and people in the industry relied
exclusively on the coverage concept. But with the advent of circulation
studies attention soon shifted from the potential to the actual audience.

Factors Affecting Circulation

Within a station’s coverage arca some homes tunc to the station regularly,
others occasionally, and still others not at all. Outside the normal coverage
area, as mentioned, there may be homes which view or listen to the station
and thereby become part of the station’s circulation.

Onc of the most important factors affecting circulation is the station’s
program schedule. This is the most dircct reflection of the station image: the
cumulative effect of programs, promotion, public scrvice, and the like, all of
which affect circulation. Thus, if a viewer or listencr knows about, tunes in,
and enjoys the program fare a station offers, he is likely to become part of
the station’s regular audience.

Other factors affecting station circulation include local conditions of inter-
ference—such as clectrical power lines, treetops, antenna installations, and
airplane landing patterns—which make some stations undesirable from the
audience viewpoint (although they mect FCC engincering standards for the
arca). Also, stations with push-button dial settings on car radios have a
circulation advantage over competitors that must be dialed manually. Posi-
tion on the dial, cspecially as related to other stations in the area, is also a
factor. It is usually better for a station to be grouped with other stations at
the popular end of the dial than to be isolated at the opposite end.

Measuring Circulation

Early in the days when broadcasters were attempting to refine coverage
information to obtain circulation information, CBS pionecred a method
based on an analysis of mail returns to the station. The National Association
of Broadcasters set up certain requirements for interpreting these returns,
but the method had many drawbacks. Primarily, station mail iay not repre-
sent a true cross section of the audicnce, so that returns are not projectable.
Many audience members are not motivated to write. Certain types of offers
and programs to certain seginents of the audience will generally evoke a
mail response, whereas others will not. Although no longer used,? this
method was among the many experiments that led to the organization, in
1945, of the Broadcast Mcasurement Burcau and, in ﬁ952, of the Standard
Audit and Measurement Scrvicc.]A]though ncither of these organizations is

2 From time to time a station may still use the mail-return method to report audience
response to an on-the-air offer.
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in business today, their refinements of the original CBS rnail-ballot rescarch
method helped advance techniques for circulation studies. Currently, the
Niclsen Coverage Service (NCS) provides a national study of station circu-
lation. ARB’s Metropolitan Area Coverage Studies also provide circulation
information on cach of 163 cities.

Nielsen Coverage Service (NCS)

El'he Nielsen Coverage Service (NCS) is one of the research services of-
fered by the broadcast division of the A. C. Niclsen Company to advertisers,
agencies, networks, and station;_.? The fact that NCS is, technically, a circula-
tion service illustrates the interchangeable usage of the terms involved{ NCS
circulation studics arc designed to mcasure and report, county by county
throughout the United States, the locale and intensity of established station
and network audiences,] This service is distinct from Nielsen measurements
of program or time-period audicnccs.LNCS represents broad-scale station
circulation, not the number of homes tuned to a particular program.

Three NCS studies have been taken as of this writing. NCS Study 1,
Spring, 1952, was the first over-all county-by-county measurement, using
uniform standards, of both television and radio set ownership and station
circulation in the United States. NCS Study 2, Spring, 1956, repcated and
refined the techniques and reporting methods of Study 1. It also covered
both television and radio county by county. Study 3 was restricted to televi-
sion circulation, based on broadcast conditions as of Spring, 1958, but other-
wisc followed the patterns of the two previous surveys.

The NCS studies supplied various types of station audience information
for both buyers and sellers of television. Data were compiled in three differ-
ent reports: (1) NCS Station Scrvice, (2) NCS Network Service, and
(3) NCS Agency-Advertiser Service. The information provided by each is
indicated below.

I. NCS Station Service
4. Information about the subscriber’s own station, showing graphically and
numerically:
1. Market coverage area. All counties where 10 per cent or more of all
homes viewed the station at least once a month—day, night, or both.
2. Market area statistics. Total homes and total television homes in the
subscriber’s market coverage area, for the region as a whole and for each
county separately.
3. Station audience circulation. Viewer homes—both the number and the
percentage—for the region as a whole and for each county separately.
a. Separately for daytime and nighttime.
b. Scparately for monthly, weekly, and daily audiences.
B. Information ahout competitive stations, including:
1. Monthly coverage and weekly and daily circulation totals. Facts on each
station in the state(s) in which the client station has coverage in one or
more counties.
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Official NCS 1958m Station Ballot

Your answers to the few simple questions on this page will
be a big help to TV Stotions in your area. All you do is
tell us o few things about your fomily by checking the

answers to questions A through F below.
even if you dan’t have TV.

us what TV stotions

Answer A to D

you watch ond how often. Be sure

1o tell us your doy and night-viewing separately.

When yau have completed the Ballot tear off this page

along the dotted line, fold it, seol it like an envelope ond
mail it back to us. I¥'s already stomped. Thanks a lot.

Next and most impartant, ot the battom of the page, tell

Will you please tell us a few things about your family by answering these questions?

A. How mony adults, teen-ogers ond children ore now living ot your home? (include yoursel):
Men (over 18) Women (over 18) Teens 12-18 years old Children under 12
8. Does your home have o telephone listed in your family nome?  Yes or No [}
C. Do you own o fomily possenger cor? Yes [] or No [J If YES, does it hove o radio in working order? Yes [] or No (]
D. How mony home rodio sets do you have in working order?
E. Do you have o TV sel in working order? Yes [] If YES, how many? Where locoted? -
Ne (] Toem
If NO, please skip the rest of the questions and relurn the ballot.
F. Aboul how much do you use your TV? Before 6 P. M.: Alot [J o Alitle ] or None []
Aber &6 P. M. Aot [] o Alittle ] or None []

What TV

Stations do you watch?

First use the columns below to tell us

what TV Stations your fomily hos

tuned 10 in the past month or so.
List all TV stations that you o someone
in your fomily uses.

__O"_ DAYTIME VIEWING
NS {BEFORE & PM)

: Next use the boxes below 10 tell us
how often your fomily uses these
stotions IN THE DAYTIME before &
PM. Put @ check in one of the five boxes
for each TV station you listed.

NIGHTTIME VIEWING
q IAFTER & PM)
Now use the boxes in this column to
tell us how often you ute these
stations AT NIGHT after 6 PM. There
should be o check mark in one of the five
boxes for each stotion.

6oc7 |3, 8008 Vor2 less Never | 6or7 |3, 4005| Vor2 less Never

s o on | S0 2B | A | S
{ U J o|lOo| O|O

! s g O 0|0
| O ‘ . 0 | o

! | U O o|0O
1 a 0| O O | a

1 a O| O O | d

1 C O 0|3

O . 0 | L0500 29 .0 .0

Did you list ALL the TV Stations you

or so? Please do!

There should be a check in one of
these five boxes for each station

There should also be @ check In one
of these five boxes for each station

you listed in No. 1. Is there?

you listed in No. 1. s there?

© 1938 A C. Nielson Ceo.

(3]

Fig. 11-3. A portion of a mail ballot used by the A. C. Nielsen Company to obtain basic
data for the Nielsen Coverage Service reports. NCS studies measure station circulation.
Diary information is supplemented by personal interviews and data from Nielsen homes
equipped with Audimeters or Audilog-Recordimeters. (A. C. Nielsen Company.}
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' NCS No. 3-TV Spring, 1958

table A
MARKET COVERAGE
| TOTAL HOMES REACHED - DAY OR NIGHT ‘
101AL MONTHLY COVERAGE WEEKLY COVERAGE ‘
STATE | womes j
COUNTY
IN AREA HOMES Morket Index HOMES Morket Index |
REACHED %Tol. %TV |  REACHEO %Tor. %IV |
— = =
COLORACO
ADAMS 204900 | 19,320 | 92 100 19,320 92 100
ARAPAHOE 26,100 22,600 | 87 100 22,370 86 99
BOULDER 164900 13,620 | 80 92 13,290 8 %0
® CHAFFEE 21200 450 | 20 36 480 20 3
* CHEYENNE 1,200 200 16 40 180 15 36
* CLEAR CREEK 1,100 660 | 60 9 650 59 92
DENVER 170,600 154,330 | 90 100 153,030 %0 99
* DOUGLAS 1,000 430 | 43 | 400 40 67
* EAGLE 1,300 200 | 15 30 190 14 27
¢ ELBERT 1,100 at0 | a2 73 430 39 67
EL PASO 40,100 43860 | 11 18 | 4,200 10 13
» GILPIN 200 120 | 60 94 120 60 92
* GRAND 1,200 190 | 15 30 | 170 18 27
* JACKSON 700 110 | 15 30 100 18 27
JEFFERSON 29,000 25,890 | 89 100 251610 88 99
* K10WA 900 150 | 16 40 140 15 36
® XIT CARSON 2,800 470 | 16 0 430 15 36
* LAKE . 2,000 s10 | 20 36 400 | 20 3s
LARIMER 154500 12:350 | 80 95 12,100 8 93
* LINCOLN 1,900 820 | 3 73 760 40 67
* LOGAN 51900 3,620 | 61 87 3,150 s3 76
MORGAN 51900 4,290 | 73 100 4,290 73 100
* PARK 500 100 | 20 36 90 18 3s
® SUMMIT 400 60 | 15 30 50 12 27
*» TELLER 700 140 | 20 36 140 | 20 3s
* WASHINGTON 24400 1,410 | 8 87 1,230 51 76
WELD 211600 19,080 | 88 100 18,710 87 98
TOTAL | 374,100 285,950 281,990
NEBRASKA ‘
* CHEYENNE 54100 960 | 18 36 910 17 34
* OEUEL 1,000 170 | 17 36 160 16 34
* GARDEN 1,000 180 | 18 36 170 17 34
ToTAL 7,100 1,310 1,260
WYOMING
ALBANY 6+900 3,020 &4 85 2,960 43 83 |
CARBON 51200 840 | 16 29 760 14 26
LARAMIE 17,200 12,250 | N 87 11,620 67 a3
NATRONA 14,600 1,65 | 11 21 1,570 10 20
TOTAL 43,900 17,760 164910
STATION TOTAL | 425,100 3051020 300,140
|
| |
] ]

* Meosurement bused on cluster of counties projecied 1o eoch member's population base. See NCS base map for grouping,
LT Below minimum reporting stondards.

Fig. I'1-4. First page of the Nielsen Coverage Service study of Television Station KLZ-TV,
Denver. The report also shows total homes reached (day and night) in o week and in a
month, plus a separate tabulation of homes by doytime ond nighttime. All dato are on
a county basis, except for a few low-populoted counties which ore grouped into clusters.
(A. C. Nielsen Compony.)
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2. Station audience circulation data. Facts, by county, on individually
selected stations among those itemized in B-1.

C. General information.

1. United States television ownership. Ownership figures, with breakdowns
by county, state, and arca.

2. Subscriber aids. Information bulletins and base-area maps for reproduc-
tion and use by the subscriber.

D. Special services:

1. The addition of field-intensity contour lines to NCS maps.
2. Recaps by metropolitan areas, analyses by client sales areas, etc.
II. NCS Network Service

The Network Service report of NCS Study 3 provided basically the same infor-

mation as that supplied to individual stations, but it included, in addition to

the data on individual stations, reports on the combined facilities of the net-
work, after eliminating any duplication of viewing homes in areas served by
more than one station of the group.

ITI. NCS Agency-Advertiser Service

Agencies and advertisers (as clients and prospects of the stations and networks)

had access to certain NCS reports in their normal business negotiations. Such

information, however, was usually limited and not always readily available.

NCS, therefore, offered agencies and advertisers a complete service, which

enabled them to evaluate all television station circulation facts, without any

limitation. There are two primary forms of reporting:

A. Complete Circulation Reports (CCR). A listing, by state and county, of all
television stations which served each county. These reports showed the
degree of circulation in terms of average monthly, weekly, and daily audi-
ences, and also provided daytime and nighttime circulation facts.

B. Complete Station Reports (CSR). A reorganization of the above data,
which are here presented in a station-by-station format which helped
agencies and advertisers determine the arcas served and homes reached
by any station.

\ Summary

Although the terms coverage and circulation are sometimes used inter-
changeably, there is a significant difference in meaning. Coverage is the arca
where a television or radio station signal can be heard if people want to view
or listen. Coverage represents the total potential number of homes available
to a station or network within its signal strength area. Coverage alone, how-
ever, does not guarantee that people actually view or listen to a given station.

Grade A television coverage or primary radio coverage refers to the area
in which the station lays down a consistently good signal. Grade B television
coverage or secondary radio coverage refers to the area in which the station
can be received in a satisfactory manner most of the time.

Circulation, in contrast to coverage, represents the actual number of homes
viewing or listening to a station. Network circulation is based on the com-
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posite circulation of individual affiliates. The circulation concept of actual
viewing or listening homes is a more sensitive tool of analysis and interpreta-
tion than the coverage concept of potential viewing or listening homes.
Consequently, circulation facts are used much more than coverage facts in
the industry.

Coverage is affected by such enginecring characteristics as station power,
channel or frequency, and the antenna system. Circulation is affected pri-
marily by the station’s program policy. The coverage of most AM radio sta-
tions is extended at night, when the sky wave of the AM signal is reflected
back to ecarth by the action of the Heaviside layer, an ionized region of air
ahove the earth. The Heaviside layer does not affect the FM signal. Thus,
the coverage of an FM radio station, like the coverage of a television station,
is much the same for daytime as for nighttime.

Coverage is measurcd by the field-intensity method. This is an engincering
analysis of a television or radio station’s signal strength at various distances
and directions from the station transmitter. Findings are reported in the
form of a map showing the contours of grade A and grade B television
coverage or of primary and secondary radio coverage.

Circulation is measured by the Nielsen Coverage Service, a study of station
and network audiences. Although previous NCS studies measured the circu-
lation of television and radio stations on a uniform basis, the third survey
measured only television circulation. Findings were reported on various
bases, with separate tabulations for daytime and nighttime viewing and for
monthly, weekly, and daily audiences.

A knowledge of coverage and circulation concepts, especally the latter, is
an essential starting point in planning successful television and radio adver-
tising.



12 Testing Programs and Commercials

Although the best possible skill, judgment, and experience are used in
creating and selecting programs and commercials, it is often necessary to
test them by objective methods. Research, however, should not be considered
a substitute for executive judgment. Rather, it should be regarded as a valu-
able supplement, reducing the area in which judgment has to operate and
minimizing the chance of error.

Rarely do program tests or commercial tests suggest drastic changes. More
often than not they confirm judgment or indicate areas that can be strength-
ened, pointing the way to better programs and to improved commercials in
the future. Research findings should not be applied blindly. They should, of
course, be considered in making final decisions—along with other information
and common-sense factors—but action should be taken along research-
guided lines rather than research-dominated lines.

Program Testing

The testing and pretesting of programs for television and radio involve a
study of each element of program content. When the program is subjected
to criticism by a cross-section audience, the opening billboard, dialogue rou-
tine, musical selections, and all other portions of the show can be evaluated.
If such[qualitative studies are made before the series goes on the air, the
term pretesting applies. |

A show may be pretested by the network or packager after it has had the
creative attention of program planners with common sense, good judgment,
and an inherent sense of showmanship. Often a pilot program is researched
in order to determine qualitative data to help sell the series to an advertiser,
as well as to obtain information which will help in creating subsequent shows
in the series. Since all testing methods are more or less experimental and
since a pilot is ordinarily an outstanding program, rather than a typical
program in the series, the results of pretesting the pilot cannot be considered
definitive. Nevertheless, pretest findings are an aid to judgment and can
guide program developers and potential sponsors.

( Testing and pretesting are valuable tools not only in program sclection
but also in program improvement] Obviously any portions of a proposed
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program which show up as weak elements in a pretest can be modified to
improve the series, without costly on-the-air experimentation. Thus the new
series can go on the air with a certain amount of known audience approval
built in.

At least as important as pretesting is the continued analysis of a new
program series after it goes on the air, especially during the critical early
months. It is during this period that improvements can be put into effect to
speed up the process through which a program “catches on” with the
audience.

Programs which have been on the air for a period of time may also profit
by testing. Certain portions of the show may show up as low points. Other
portions, which may seem relatively unimportant, may show up as high
points. The program format may then be modified to strengthen the series.

It must be pointed out that far more attention is given to testing television
programs than radio programs. Nor is pretesting or testing always necessary
for advertising success. Certain shows obviously possess the elements of
successful showmanship, and no money need be spent to confirm this.

Two of the most popular program testing methods are the Program
Analyzer and the Schwerin system, described below.

The Program Analyzer

The Program Analyzer is a method of studying and analyzing television
and radio programs. It was designed by Frank Stanton, president of the
Columbia Broadcasting System, and Paul Lazarsfeld of Columbia Univer-
sity. The device is used exclusively by CBS in the network field and by
McCann-Erickson in the agency field. Tests can be made on small groups
of people with a special recording device known as Little Annie or on larger
audiences with Big Annie.

During the test session, a group of viewers, selected as representative, press
“like” or “dislike” buttons to indicate their reactions to various parts of the
show, and their responses are recorded. After the show each member of the
audience fills out a questionnaire and is also questioned in an oral interview
by a psychologist. Thus each test yields three sets of data: QI) spontaneous
reactions, as expressed by the push-button device; (2) more considered reac-
tions to the program, as expressed in the written questionnaire; and (3) the
oral responses obtained by the psychologist during the interview.

Commercials can also be tested by the Program Analyzer, but such testing
is usually incidental to the testing of programs as a whole and is not done on
a regular basis.

The results of Program Analyzer tests can be charted in the form of a
program profile. If desired, the reactions of various groups within the audi-
ence can be charted individually (Little Annie only). Such breakdowns—by
sex or age, for example—provide qualitative data for further study.

Until testing devices were employed, the whole question of program appeal
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REACTION TRENDS FOR LISTENERS AND PROGRAM MANAGERS
CBS RESEARCH DEPARTMENT - PROGRAM ANALYSIS DIVISION
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Fig. 12-1. A pioneering program study of an early Arthur Godfrey's Talent Scouts show.
This study indicates that what audiences want and what program “experts' think audiences
want may be two different things. (CBS.)

and viewer-listener gratification was largely a matter of judgment. It was
neccssary to rely almost completely on the opinions and judgment of produc-
ers, directors, writers, and other program specialists. Figure 12-1 shows that
the reaction of the program experts, in this case program managers, can differ
from the reaction of the test audience. This finding indicates that qualitative
program research can assist even the ‘“expert” in program building and
development.

The Schwerin System—Program Testing

In the Schwerin system, about 300 persons are invited to attend cach test
session. They have been roughly preselected to provide adequate representa-
tion of all important audience groups. After they have been oriented and
have filled out detailed questionnaires on their personal and viewing-listening
characteristics, the film or recording is presented. The audience registers its
reaction to the program at frequent intervals, using a score-sheet method
(interesting, mildly intcresting, not interesting). This is followed by a dis-
cussion period in which members of the audience volunteer comments on the
test program. Often the test director has the entire audience vote on these
comments.
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The data thus collected are then tabulated. Profiles which show the ups
and downs of audience liking throughout the program arc reported to the
client, along with scores that reflect subgroup reactions. Material gathered
from discussion sessions is used to interpret why the audience liked or dis-
liked portions of the program.

Schwerin research results suggest five factors which make for the success
or failure of a program: (1) familiarity—maintaining consistency and con-
tinuity in a series, to capitalizc on the fact that those who are familiar with
a program like it more than those unfamiliar with it; (2) approach—getting
a program off on the right foot by capturing the fancy of the audience in
the opening minutes; (3) mood—maintaining the same pace and mood
throughout cach program; (4) emphasis—highlighting various elements
within cach program; and (5) direction—directing the entirc appeal of the
program to the consumer.

Program testing research points out the waste which results when programs
are canceled, cither because they haven’t been given cnough time to build
an audience or because they never should have been sponsored in the first
place. Pretesting helps to avoid this latter situation.

Commercial Testing

Television and radio commercials are tested from such points of view as
memorability, believability, interest, and comprchension in an attempt to
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Fig. 12-2. The program profile of a pilot television show, as tested by the CBS Program
Analyzer. (CBS-TV.)
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Fig. 12-3. The profile of a television program studied with half of the sample viewing in
their homes and the other half viewing in the Schwerin test studios. The conclusion drawn
from this and similar studies was that valid results can be obtained from research con-
ducted in test studios. (Schwerin Research Corporation.)

measure their ability to register such elements as the keynote idea, the basic
appeal, or a key selling point. Each commercial test is ordinarily tailor made
and such quantitative and qualitative checks reflect the salesmanship inher-
ent in the commercial. Test results, however, cannot be interpreted in terms
of sales dollars, predicted case movement, or profits, since commercial testing,
no matter how well done, is not a substitute for a market study of sales
results. A market study is often made for a new product that is being test-
marketed, but rarely for an established product.

Although it would be valuable to know the sales results that a commercial
would achieve if aired exclusively in a test-market situation, it would be
extremely expensive to obtain such information. Finding an isolated market
for experimentation would be hard for most national advertisers, and timing
would constitute a further obstacle. Most advertisers like to schedule their
commercials on a national basis as soon as possible after they are produced,
lcaving little or no time for test-market experimentation. Television and
radio, moreover, are ordinarily used in conjunction with other media, so that
any findings from an isolated test market would tend to be quite academic.

Television and radio commercials can be tested at two stages. It is possible
to study certain basic sclling strategics in the development stage, often even
before the writer begins work on the advertising message. And, of course,
commercials can be tested after they have been produced.

It goes without saying that advertisers and agencies today are far more
interested in testing television commercials than in testing radio commercials.
In fact, the testing of radio commercials is almost as limited as the testing
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of radio programs. Research findings on television commercials, however,
can often be applied to the creation of radio messages.

Naturally the earlier the television commercial can be researched, the
better, for once the message is on film, changes are costly. Yet unless a com-
mercial is in close-to-final form, it is almost impossible to get valid consumer
reaction. Thus advertisers and agencies continue to probe the field of televi-
sion commercial pretesting and testing in a constant scarch for improved
methodology.

Testing Television Commercials

Stage in
development of Examples of
television technique
commercial Problem or measurement
Before commercial is What themes might Use of print copy test
in preparation be used? methods (paired com-
parison. ranking,
How strong is each matched panels, ad-
theme? vertising puzzle game)
What are most com- Testing TV storyboards
Commercial is pelling selling points?
approved
What are the most
effective video Testing at interlock stage
representations?
Commercial is in
production What are the most
effective ways of
telling the audio
message ? Schwerin system
Commercial is
completed How well did the Gallup & Robinson
TV commercial put
the sales message Starch method
across?

Tailor-made studies

What can be measured?

Attention Liking Recall
Interest Belief Exclusiveness
Comprehension Registration of message Attitudinal change

Fig. 12-4. This chart shows the various stages at which television commercials can be
tested, typical test problems, and methodology. Obviously, the earlier the commercial can
be researched, the less the cost of making research-guided changes in the audio and the
video. But if results are to be valid, some commercials must be tested in such an advanced
stage of production that changes are often exceedingly expensive. (Needham, Lovis and
Brorby, Inc.)
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Testing Television and Radio Commercials in the Development Stage

Television and radio commercials can be tested in the preproduction stage
by the use of print copy-testing techniques to check basic copy concepts in
the copy platform. Special techniques have been developed to test television
storyboards among consumers. And television commercials can be checked
at various points in the production process, such as at the interlock stage.
Each of the three test concepts is explained in the following sections.

Use of Print Media Copy-testing Methods. Standard newspaper or maga-
zine copy-testing methods can be employed to check the basic clements of a
campaign copy platform. A well-written copy platform, of course, is built
on a broad knowledge of the product, the market, and the consumer and
forms the basis for advertising copy in all media. Thus print copy-testing
methods may be used at this carly stage to confirm judgment on such factors
as the keynote idca, basic appeals, and key selling points in the copy plat-
form. Rescarch methods can measure characteristics such as attention, inter-
est, comprehension, liking, belief, recall, change in attitude, and exclusive-
ness. Findings can guide the development of the copy platform.

In most tests only one or two copy clements are under study. To attempt to
research more clements is extremely costly and can confuse results. By
studying a research-based copy platform and test findings from the compan-
ion print campaign, the tclevision or radio commercial writer can develop a
broadcast commercial with salesmanship inherent in its message.

Three of the most common cxperimental designs used for print copy tests
(and applicable to all-media copy-platform testing) are (1) paired compari-
son (2) ranking method, and (3) matched pancls.

1. Paired comparison. Two test advertisements, identical except for the test
clement, are exposed to a cross section of consumer opinion. Respondents are asked
to select the advertisement that they feel is more believable, more easily understood,
or more cffective by other established standards.

2. Ranking method. When this device is employed, a cross section of respondents
are asked to rank several test clements in order of preference by interest, exclusive-
ness, or some other criterion.

3. Matched panels. In this method several identical folios of control advertise-
ments are prepared, but a different test advertisement is added to ecach folio. One
folio is given to cach interviewer. After a respondent has paged through the test and
control advertisements and the folio is closed, unaided recall questioning follows.
Later, aided recall can be used as a further check on the attention value, comprehen-
ston, appeal, exclusiveness, and other qualities of the test advertisement.

Since cach respondent sees only a single test advertisement and is not
asked to compare or rank clements, the results from a matched-panels test
generally are more valuable than findings based on other test designs. This
advantage comes at a high price, however, for the basic design of the
matched-pancls method makes it an expensive testing technique.

There are many other copy-testing methods, and an unlimited number of
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variations have been devised by specialists. Needham, Louis and Brorby, Inc.,
for example, has developed the Advertising Puzzle Game to test basic copy
concepts. In this method one or two test elements (such as alternate keynote
ideas expressed in headline form and alternate appeals expressed in subhead-
line form) are mounted on separatc cards. Cards can be fitted by respond-
ents, puzzlelike, onto a newspaper or magazine layout with blank headlines
and blank subheads. An analysis of the copy test elements sclected by respond-
ents playing the Advertising Puzzle Game reflects the relative value of various
copy concepts. A variation of the same technique involves paired compari-
sons; here respondents are asked to make direct choices between two or
perhaps three alternative copy elements.

Testing Television Storyboards. Once a television storyhoard has been
developed by the writer and artist and has received television or copy
department approval, it undergoes automatic pretest criticism. This is in the
form of a review by the various agency personnel on the account. Storyboards
that meet with approval at this stage are exposed to the criticisin of the
agency’s plans board and are ultimately presented to the client. The agency
writer is ordinarily present at cach review or presentation stage.

There are also ways to test a television storyboard among consumers, but
such techniques are experimental at best. Pretesting cannot guarantee greater
sales results and, since the commercial is still in the form of storyboard draw-
ings, the video cannot be tested as cffectively as the audio. Moreover, when
a commercial is designed to create a mood, its cffectiveness is extremely hard
to check at the storyboard stage, just as it is hard to test animation concepts.
But storyboard pretests can check the clarity of the message, uncover major
likes and dislikes, determine major disbeliefs, and discover what parts of the
message are remembered best.

Perhaps the simplest method of storyboard testing among consumers is to
expose the video drawings one at a time to a cross section of consumers and
to read the accompanying audio message at the same time. An altcrnative
method is to project filmstrips of storyboard illustrations onto the screen of
a mock-up television set and to play tape recordings of the sound track. Key
storyboard pictures can also be printed on 16-mm movie film and projected
with the accompanying sound track. Screenings for consumer research can
take place in special viewing rooms or in the field, at women’s meetings or
in homes, with special mechanical devices used to show the video scene and
play the audio message simultancously.

Since the video at the storyboard stage consists merely of still pictures or
drawings (cven such simple devices as panning, zooming, or adding of
supers are often lost to the uninitiated when cxposed in this rough form),
consumer tests are ordinarily employed only to double-check for major errors
or omissions in the commercial. The technique often is not detailed enough
for the close scrutiny required by agencies and advertiscrs and should more
properly be considered a trouble-shooting activity rather than a consumer
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testing method. Many regard this as primarily a check on the audio—equiva-
lent to reviewing a radio commercial, plus a few pictures.

Testing Television Commercials at the Interlock Stage. As the television
commercial goes into production, there are certain stages at which commer-
cials can be checked. Each television producer, of course, exercises judgment
in deciding which of several takes (also called rushes or dailies, as explained
in Chap. 9) should be used for each video scene. Ordinarily the producer’s
judgment is double-checked by many others at the agency (and often by the
client) when the commercial is at the interlock stage. At this point the audio
portion of the commercial is on one film and the video portion of the same
commercial is on another film. Special synchronization equipment projects
the two simultaneously.

Commercial changes at the interlock stage, though expensive, are less
costly than at any succeeding stage. Since the interlock commercial is almost
finished (the supers and special video effects may be missing, but the sound
track and basic video scenes are in place), the average consumer can view
an interlock showing, understand it, and express his opinion. Hence con-
sumner reaction, as well as that of the agency and client, may be obtained
at this point.

Animated commercials can be exposed for professional criticism when the
pencil test is completed. A pencil test consists of rough animation sketches
which are put into film form primarily as a guide to the artists. But when
viewed by experienced television personnel, the pencil test offers still another
opportunity to check the commercial before it is completed.

Testing Completed Television and Radio Commercials

Completed television and radio commercials may be tested prior to their
release to stations or networks or after they have appeared on the air. Obvi-
ously it is preferable to test a commercial before it goes on the air, but often
sufficient test time is not available. Frequently the pressure of time also
prevents postproduction test results from being applied to the existing com-
mercial, though findings can be used as a guide in creating the next
commercial in the series.

The Schwerin System—Television Commercial Testing. The Schwerin Re-
search Corporation’s television commercial research procedure is similar to
its procedure for testing programs. A cross section of viewers is invited to a
viewing theater or studio. Respondents watch various television films, includ-
ing the commercials under test. Most of the commercials are in final form,
although sometimes rough cuts are used or films are shown at the interlock
stage.

Prior to viewing the commercials in their program setting, the members of
the audience are offered their choice of various door prizes. Unknown to them,
the choice consists of the brand whose commercial is under test and the lead-
ing competitive brands. After the test has been completed, the same prizes
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are offered. Increases in preference for the test product (termed the prefer-
ence change) are attributed to the effects of the commercial, although, of
course, respondents may now be aware that certain products are under test.

After viewing the commercial, respondents are also asked to write down
the brand name and anything they can remember having seen or heard
about the products in the commercials (remembrance data). Differing from
other research services, Schwerin feels that remembrance data are simply
one of the many tools for explaining why a commercial was or was not
effective and that the preference change is the true measure of the commer-
cial’s effectiveness.

Schwerin tests commercials incorporated either in a special control pro-
gram or in the advertiscr’s own program. The former arrangement permits
comparisons among rival brands studied under the same test conditions. The
latter arrangement makes it possible to analyze the contribution that the
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sponsor’s program makes to the effectiveness of the commercials and also to
experiment with various combinations of commericals and commercial
placement.

On the basis of its experience with television commercial tests, the
Schwerin Research Corporation also reviews commercials'in storyboard form.
Schwerin personnel offer general and specific criticism of the boards for the
guidance and consideration of agencies and advertisers.

Other Television Commercial Testing Organizations. Although many re-
search organizations can set up procedures for testing television commercials,
there are several that have well-established departments specializing in tele-
vision commercial testing. Three such firms are Gallup & Robinson, Daniel
Starch & Company, and Burke Marketing Research.

Gallup & Robinson, using its “impact” rescarch methods, questions viewers
in their homes to obtain information on commercials. In mid-1959 the firm
announced acquisition of its own television program in Harrisburg, Pennsyl-
vania, for pretesting television commercials and measuring the effectiveness
of spot commercials. The day after the telecast, Gallup & Robinson inter-
viewers conduct personal interviews with a sample of viewers who can prove
they watched the show.

Daniel Starch & Company, pioneers in the field of print media readership
reports (Starch Reports), offers a television research technique using the
telephone interview method and preenlisted audiences. Burke Marketing
Research uses a viewing studio and electronic continuous recording equip-
ment. Other research organizations, awarc of the interest in researching tele-
vision programs and commercials, also can handle television testing activities
and many have plans for special television testing departments.

Tailor-made Studies

There is no one “best method” or “ideal solution” in television commercial
testing. Each commercial ordinarily comes with its own special set of prob-
lems—for example, “Did the theme register well?” “Did consumers under-
stand the demonstration sequence?”’ “Did the commercial try to say too
much?” Consequently tailor-made studies are frequently undertaken to an-
swer such special questions. The methods outlined in this chapter may be
modified to suit the particular problem, or new techniques may be developed.
One advertiser may check viewer reaction by making a serics of tclephone
calls in threc cities immediately after the network commercial has been tele-
cast. Another may pretest a commercial in a test market and measure sales
results over a period of months in ten to twenty test stores. Still another may
develop a study to mcasure the acceptance and believability of a competitor’s
television advertising claims. Testing of television commercials is a never-
ending process, and those best qualified in the ficld are the first to admit
that further devclopments in rescarch methodology arc both desirable and
necessary.
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Summary

Testing television and radio programs and commercials continues to grow
as an important phase of the broadcasting industry. It is a wise advertiser
who takes the time to research his programs and his commercials. The small
amount of money involved pays for itself time and time again, for such
studies lead to the creation of better programs and more effective selling
messages.

Program testing, an analysis of each element of a program format, can be
done by means of the Program Analyzer or the Schwerin system. In both
methods a cross-sectional audience sees the program, and reactions are meas-
ured. From research findings a program profile may be charted to study indi-
vidual elements and to guide program improvements.

Commercial testing, a measure of the ability of a television or radio com-
mercial to register key selling concepts, can be done as the commercial is
being developed or after it has been completed. Results from standard print
media copy tests can help prepare an all-media copy platform and can guide
television and radio copy writers before they begin creating the commercial.
Most intra-agency criticism is offered at the time the television commercial
is in storyboard form, and there are experimental methods of trouble-shooting
storyboards by determining consumer reaction. The commercial can also be
tested while it is in production, ordinarily at the interlock stage, though
changes at this point are more expensive than earlier revisions. Findings from
tests of completed television commercials often cannot be applied to improv-
ing those commercials (either because there is not sufficient time to make
changes or because changes may be too costly), but the information can serve
as a guide in creating new commercials in the series.

Testing of programs and commercials is a relatively new field in broadcast
advertising. No method is perfect, but as experimentation progresses, greater
confidence is generated in pretest and posttest findings—not only among
researchers but also among program developers and commercial writers. The
fact remains, however, that research is not a substitute for judgment but
merely a supplement to aid in decision making by reducing the area in which
judgment must operate.



13 Program Ratings

Program ratings are perhaps one of the most controversial elements in the
telévision and radio industry. Although they merely[indicate the percentage
of television or radio homes viewing or listening to specific programﬂ the
misuse of this information, the tendency of some advertisers and agencies to
emphasize ratings and rating points to the exclusion of other values, and the
improper projections of ratings have caused considerable confusion.

Program ratings are gathered and published by audience rescarch organi-
zations, usually called program rating services. In most cases, however, their
reports include far more than the program ratings alone. All such services
supply at least a minimum of additional information, and some provide an
abundance of facts for analysis.

Most ratings can be projected to the sampling area to indicate the size of
the audience in terms of viewing or listening homes. When information is
available on the number of viewers or listeners per set, the audience can
further be interpreted in terms of individuals. Other information which may
be provided in a rating report, in addition to ratings and audience composi-
tion by men, women, and children (with tcen-agers sometimes listed sepa-
rately), includes sets in use, share of audience, geographical location of the
audience, age groups, sponsor identification, and the like. The amount and
type of qualitative information vary, of course, with the audience research
organization publishing the report.

Although program ratings are extremely helpful in judging the value of a
television or radio advertising campaign, they should be considered simply
as one of several tools of television-radio analysis. Too often sponsors and
agencics become preoccupied with individual ratings and give them too much
emphasis in their broadcast evaluations. Nevertheless, when used in the
manner intended by the rescarch service and when employed together with
other program evaluation factors, program ratings are a valuable analysis
tool for time buying and also for interpreting the value of existing pur-
chases.!

! Ratings of programs adjacent to station-break announcement availabilities are
often averaged so that program rating reports can be used to help evaluate announce-
ment campaigns, as well as program campaigns.

266
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Terminology

Each rating service carefully defines its terminology, ordinarily in the
front or the back of the rating report. There are slight variations from service
to service, especially in regard to what a rating is and to what extent it can
or cannot be projected. Here are general definitions of the terms sets in use,
rating, and share of audience—three of the most common concepts used
in discussing television program ratings (similar terminology applies to
radio).

Sets in Use[The term sets in use refers to the percentage of homes in the
sample (and, by projection, in the sample area, such as a given market or
the entire country) with a television set turned on) If 400 homes in a sample
of 1,000 reported a television set turned on, the Sets-in-use figure would be
40 per cent[In the trade, sets in use is employed synonymously with homes
using television.

Rating.(The rating indicates the percentage of homes in a given sample
tuned to a specific television program.|If 200 of the 1,000 homes in the pre-
ceding example reported viewing the Ed Sullivan Show, the program would
have a rating of 20 per cent, usually called a rating of 20.0.

If the sample has been carefully selected to represent all homes in the
area, the rating is said to be[projectable, that is, indicative of the number of
viewing homes and often the actual number of viewers in the sample area;l
However, not all ratings are projectable, for often the samples are not
representative. The ratings are merely a relative indication of program popu-
larity, reflecting the way a program stands up against competition and bene-
fits from format changes, use of guest stars, and the like.

Assume for a moment that the 20.0 rating is projectable. If it is based on
a national sample, it can be applicd as a percentage of the total number of
television homes in the United States. Thus, 20 per cent of 43,200,000 televi-
sion homes yiclds 8,640,000 homes in the national audience of the program.
If the 20.0 rating has been obtained from a city sample, rather than a na-
tional sample, it may be applied as a percentage of the total number of tele-
vision homes in the city area. Thus, 20 per cent of 500,000 television homes
in the given city area yields 100,000 homes in the city audience of the
program.

In most cases, local station ratings must be projected with care, if at all.
Those based on sampling done only in the city, for example, can be pro-
jected only to television or radio homes in the city, not to all broadcast homes
in the station’s total circulation area. The reason, obviously, is that the sam-
ple, though representative of the city area, is not necessarily representative
of the surrounding suburban and rural areas as well. _

To interpret a projectable program rating in terms of thq number of indi-
vidual viewersJ one additional step is necé?s'aryzﬁhe number of homes in the
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audience must be multiplied by the number of viewers per set.ﬂAssuming
that there were 2.1 viewers per set in the audience of the program with a
20.0 rating, the projected figure would be 18,144,000 viewers in the national
audience (0.20 X 43,200,000 X 2.1) and 210,000 viewers in the city audi-
ence of the program (0.20 X 500,000 X 2.1).

Further refinements in program ratings are the concepts of total audience
and avcrage audience.EA total-audience rating indicates the percentage of
homes which tuned to a program for a minimum number of minutes
(usually 6) at any time in the course of its presentationjg\n average-audience
rating is the percentage of homes in the program audience during an average
minute of the program period.l Again, by checking the definitions provided
in each rating service report,Subscribers will know the precise meaning of
each term and will be able to use the report properly.

Share of AudienceLThe share-of-audience figure represents the percentage
of sets in use tuned to a given program. The share is computed by dividing
the program rating by the sets-in-use figure) In the above example, where the
rating is 20.0 and the sets-in-use figure is 40.0, the share of audience is 50
per cent. This means that 50 per cent of all the sets in use at the time of the
broadcast were tuned to this program.

Naturally, an advertiser seeks a high rating, indicating a large audience.
Nevertheless, it is entirely possible that a low-rated program may be doing
an cxcellent selling job. It may, for example, be properly directed to con-
sumers, rather than to a mass audience including many nonconsumers. The
proof of a broadcast campaign’s effectiveness is in the sales—not in the size
of the rating. High ratings are never an end in themselves and should always
be viewed from the point of view of advertising efficiency. They must be
considered in connection with many other values in making campaign deci-
sions.

Program Rating Research Methods

Basic audience information for program rating reports is obtained by sam-
pling a cross section of the area being measured. If the sample is carefully
selected, according to various statistical methods, the information obtained
may be applied to the total sample area. As previously indicated, the sample
is sometimes national in scope and sometimes valid only for a local area.
It may even be restricted to a particular city, exclusive of the surrounding
suburban and rural areas. Some ratings, such as Trendex, are not projectable
and merely report program popularity. Again, a rating report ordinarily

2 Viewers per set is synonymous with viewers per home, although the latter term is
not used in broadcasting. If a home has two television sets and each is turned to a
different program, one home is credited to homes using television, but each set is
recorded individually in computing qualitative data.
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contains sufficient explanatory information to enable subscribers to use it
properly.

Five research methods are commonly employed to obtain basic audicnce
information: (1) the mechanical recorder, (2) the telephone survey, (3) the
diary, (4) the personal interview, and (5) the mail questionnaire. At times,
two or more of the above methods may be combined in order to arrive at a
program rating. Nielsen Station Index reports, explained later in this chapter,
are computed from data derived in part from mechanical recorders and in
part from diaries.

The Mechanical Recorder

The mechanical recorder is a device which can be attached to a television
or radio set to record set usag? By placing recorders in a cross section of
homes and having the cooperating families mail the film record to rescarch
headquarters regularly, it is possible to obtain detailed information on all
broadcast set usage in a constant sample of homes on a 24-hour-a-day basis.
Technically speaking, such devices measure tuning, rather than viewing or
li:tening.\' =

EData recorded by the recorder provide the basis for complete information
on ratings, sets in use, homes reached, and share of audicnce.}ct usage can
also be analyzed in relation to detailed characteristics of viewing-listening
homes, such as income, location, and size of family. The method records
around the clock and eliminates attempts to “hypo” programs during the
rating period. Special tabulations can be made to study cumulative audi-
ences,® frequency of viewing or listening, audience duplication in various
program combinations, and additional data not obtainable through other
research methods. \Thus, the mechanical recorder is valuable not only in
computing program ratings but also in making detailed analyses of shows.y

This research method, however, also has certain disadvantagcs(The pro-
gram rating information it yields tends to be more costly than that tabulated
by other methods. Jt does not provide audience composition data, nor can
it report portable out-of-home set usagc?&'[he information reccived takes
several weeks to be tabulated, analyzed, and reported—longer than in any
other method. ihe fact that reports are based on tuning, rather than on
viewing or listening, is also criticized from time to time.XC]ients using this
service, however, are willing to accept these limitations in order to obtain
the detailed information that mechanical recorders supply.

Currently, only one organization, the”A. C. Nielsen Company, uses this
method to compile basic data for program ratings. Its mechanical recorder
is called the Audimeter.* Another type of mechanical recorder is used by the

3 See Glossary.
4 Audimeter, Audilog, Recordimeter, NTI, NRI, NSI, and NCS are registered serv-
ice marks or trademarks of the A. C. Nielsen Company.
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Nielsen organization to record total set usage only (in contrast to the Audi-
meter, which records usage of all television and radio sets in the home by
stations). This device, called the Recordimeter, is explained later in the
chapter.

Telephone Survey

The most popular use of the telephone survey in broadcast research is to
obtam coincidental data on viewing and listening at the time the calls are
made. }Rescarchers call respondents at random from telephone listings, ordi-
narily in urban areas only. In some instances, the telephone can be used to
obtain recall information on viewing and listening activities.[The telephone-
survey method is used by C. E. Hooper, Inc., in the radio field and Trendex
in the television field.

[The telephone-survey method is an extremely rapid and relatively inex-

pensive means of gathering basic information.” “One research firm will make
300 phone calls per half hour at a cost of $65 although most charges for
telephone interviewing run somewhat higher. Some researchers feel that
telephone interviews must be kept brief. However, once rapport is estab-
lished, a skilled telephone interviewer can hold a respondent on the phone
for an extended conversation and obtain considerable detailed information.
Trendex, for example, obtains not only basic rating facts but also information
on sponsor indentification, audience composition, and the person who actu-
ally selected the program.\Thus, the method can yield qualitative data on
commercials and programs, as well as program ratings.
_ The telephone-survey method, however, is subject to certain criticisms:
nontelephone and rural homes are usually not sampled (primarily because
of toll charges), coincidental calls cannot be used to measure early-morning
and late-evening viewing and listening (for respondents might resent phone
calls at such hours), and interviews are made on a shifting, random-sample
basis. 7

The Diary

(The diary method is a means of obtaining basic data for program ratings
by placing a diary (a viewing-listening log) next to each television or radio
set {including car radios and portables) in a sample of cooperating homes
and requesting each man, woman, and child (with a minimum age limit) to
make a written record of all viewing and listening activity?}'Diaries provide
data on programs and especially helpful data on the composition of the audi-
ence. They pick up data on a round-the-clock basis (especially valuable in
reporting early-morning and late-evening audiences) and, if properly distrib-
uted, can be used to sample both urban and rural audiences. The method is
both fast and economical.

A criticism of the method is that, by keeping a diary, [f‘ami]y members
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often become extremely conscious of their broadcast usage activity and may
not select the programs they ordinarily would.jViewing and listening may
become both artificial and excessive. Researchers employing this method
often disregard initial “trial days” and use data from later days and weeks,
when respondents have adjusted to the home diary.

'_ Another criticism of the method is that persons failing to record programs
immediately may be unable to recall exactly what stations or shows they
heard or watched. Errors and omissions, caused by procrastination as well
as by carelessness, may be present:,

The diary method is employed by the American Research Bureau and
Videodex in television. ARB uses a new sample of homes for cach report,
but Videodex maintains a panel that report for seven consecutive periods,
with one-seventh of the panel changed each time. Nielsen combines diary
data with Audimeter facts for local ratings and obtains audience composition
information from diaries.

The Personal Interview

"-:In the personal-interview method, basic information for program rating
reports is obtained by face-to-face interviews with individual viewers. Most
interviews are conducted by the recall method. Persons interviewed are asked
for viewing and listening facts within a given period, usually within the
past 24 hours. Some rescarch organizations show respondents program list-
ings for the period under survey as an aid to their memory. This practice is
known as the roster recall method.

{The personal-interview method is valuable in obtaining detailed informa-
tion from viewers and listeners, including facts on out-of-home viewing and
listening (incl.uding car radio listening) and opinions and other qualitative
information on programs (and, at times, commercials).”

Where respondents must rely on unaided recall for fi‘lcir response, mem-
ory lapse may affect the accuracy of results. The use of the roster method,
however, may introduce a different bias—in favor of listed stations and
programs as opposed to nonlisted ones. To some extent respondents may
inadvertently telescope data, reporting not only for the time period requested
but also for the samc period for prior days. This apparently is a partial
answer to why ratings obtained by the personal-interview method are ordi-
narily somewhat higher than those obtaincd by other methods.

The Coincidental Personal Interview. Late in 1958 considerable attention
was given to the coincidental personal-interview method for television re-
search. E’_his technique involves talking to viewers in their homes at the
time the program is on the airy In addition to supplying program ratings, this
technique enables the interviewer to obtain qualitative data on attention to
programs and commercials. Morcover, with the researcher in the television
room, information can be obtained on other activities that go on simultane-
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ously with viewing—reading, housework, sewing, talking, and the like.
Inherent in this technique is the fundamental advantage of any coincidental
research—the fact that people do not have to remember anything.

This technique is advocated by M. A. Wallach Research, Inc., New York.
The Wallach organization has sct up a separate division, called Television
Personal Interviews (TPI). It was first used in a small pilot study conducted
in Syracuse in the spring of 1958. The first full study was made in October,
1958, for the Ford Motor Company, Chrysler Corporation, Revlon, Inc.,
and The Reader’s Digest. The results of this study were reported to the
Association of National Advertisers in November of 1958. Perhaps the most
interesting and controversial finding of the report is that during the telecast
of the nighttime programs studied (for Ford, Chrysler, and Revlon), 5 per
cent of the sample had the television set on with no one in the room and
another 25 per cent had the set on while they were busy doing other things
in the same room.

George Abrams, at that time vice president of Revlon and chairman of
ANA’s radio and television committee, has been instrumental in urging
adoption of the personal coincidental method. Although at the time of writ-
ing the studies done by TPI, and those contemplated for the immediate
future, were intended only to obtain qualitative information on specific
programs and not ratings, TPI expected to increase its sample and to obtain
rating information using this research method.

The Mail Questionnaire

Basic data may be secured for program ratings by mailing special ques-
tionnaires to respondents. Questionnaires ordinarily request information on
specific programs—sometimes on only one program. Since this method has
numerous weaknesses (primarily lack of cooperation from respondents, re-
sulting in a poor sample), it is not employed by any major program rating
service. The mail questionnaire is used more for obtaining station circulation
information than for program rating information.

Measuring Car Radio and Other Out-of-home Audiences

With car radio and portable set ownership as high as it is, there is a
sizable radio audience that is hard to measure. Three rating services, how-
ever, have methods of ncasuring car radio listening and/or other out-of-
home listening (primarily to portables or to sets in public places) {Car radio
listening can be measured by the coincidental personal-interview technique,
by the roster recall method, or by the mechanical recorder. J

C. E. Hooper, Inc., uses the coincidental personal-interview technique,
interviewing the driver of the car at stop lights to obtain station and program
information and at the same time noting audience composition data. Inter-
viewing is rotated f.om one section of the market to another to gather a cross
section of listeners in each market. Car Radio Hooperatings are produced
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in individual markets on special order. These reports show sets in use, ratings,
share of car radio audience, and audience composition figures. In a survey
taken in Chicago during the summer of 1958, it was found that 87 per cent
of the cars surveyed had radios in working order, about 3 per cent had sets
not in working order, and 10 per cent did not have car radios. Nationally
the Radio Advertising Bureau estimated that as of 1959 there were 37,-
900,000 car radios in the United States. Thxs represents slightly over 70
per cent of all cars on the road.JRAB reported that{in 1958, 86 per cent of
all new cars sold were radio-equipped.

Car radio listening is also measured indirectly by The Pulse. In the course
of a roster recall survey, the interviewer attempts to determine whether
reported listening was done within the home, in a car, in public places, or
elsewhere. Out-of-home listening is reported separately in some Pulse city
reports (such as for New York City), although other reports show only
total listening.

The A. C. Nielsen Company places Recordimeters in a sample of cars

across the country. Set usage is recorded, but not the individual stations
tuned. Findings are reported as “auto plus” in the Nielsen Radio Index
Reports.
CAlthough Hooper, The Pulse, and Nielsen measure car radio listening,
only one service directly measures radio listening in public places. Hooper
conducts coincidental telephone interviews among a sample of bakers, beauty
shops, cleancrs, dentists, drugstores, florists, grocery stores, liquor stores, and
service statlomL' Results are published in a separate Business Establishments
Hooperatings report, as mentioned earlicr in this chapter.

As indicated above, The Pulse is the only rating service that attempts to
measure listening to transistors and other portables outside the home, through
the roster recall method—.jWith the growing use of lightweight, personal sets,
radio has begun to accompany people everywhere. This, of course, has com-
plicated the problem of researching out-of-home listening patterns on a
coincidental basis. The large amount of individual listening to radio further
suggests that all future radio listening research be done on an individual, not
a homes, basis.

Instantaneous-rating Research

Ever since program rating organizations began, there has been a desire for
instantaneous ratings. Such a service would provide producers with a minute-
by-minute report of program acceptance by the audience, simultaneous with
the broadcast, and let advertisers know at once how many homes cach pro-
gram is reaching, without their having to wait for days or weeks for the
final tabulations.

Several program rating organizations have experimented with instantane-
ous ratings from time to time. As early as 1946, the A. C. Nielsen Company
had a sample of Chicago Audimeter radio homes wired to an instantaneous
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pilot setup. Individual panels in the Nielsen office showed set usage and
program shifting in the homes. Sindlinger & Company also experimented
for a time with Radox, an instantaneous service operating on a radar prin-
ciple. The Columbia Broadcasting System developed a service called Instan-
taneous Audicnce Measurement Service (IAMS), also using a radar prin-
ciple. None of these resulted in a permanent service.

In 1958, however, instantaneous-rating systems were again introduced,
this time using advanced electronic equipment and cost-saving devices for
wiring cooperating homes to tabulating headquarters. The first such service
was fArbitron, launched by the American Research Bureau. Arbitron is an
electronic measurement service reporting set usage, but it does not yield the
detailed data available in the regular ARB reports! (discussed later in this
chapter). A special electronic device is placed in ;oopcrating homes. This
device is wired via a single telephone line (with different frequencies used
to reach many individual homes on the same “back line”) to ARB head-
quarters in cach city. Every 90 seconds homes are queried electronically to
determined whether or not the television set is on and, if so, the station to
which the set is tuned.

Though initiated in New York, Arbitron also plans to provide service in
other cities. Data fed into New York Arbitron headquarters from various
citics are used for instantancous multi-city ratings. Information obtained from
Arbitron homes flashes on a special reporting panel. In addition, this in-
formation is printed for permanent reference. Arbitron ratings are published
daily for subscribers to the service.

The A. C. Niclsen Company also announced an instantaneous television
rating service in 1958. Like Arbitron, the service was launched in New York,
with expansion plans for other major markets.

Program Rating Organizations

Historically the Cooperative Analysis of Broadcasting (CAB) and Clark-
Hooper, Inc. (since 1938 C. E. Hooper, Inc.) were the first in the field of
program rating organizations. CAB was an industry-supported organization
formed by the American Association of Advertising Agencies and the Asso-
ciation of National Advertisers. However, National Hooperatings achieved
widespread popularity in the late 1930s and the early 1940s, and CAB was
discontinued in 1946. Mecanwhile, the A. C. Nielsen Company had entered
the ratings field, in 1943, and with the advent of tclevision other organiza-
tions developed to parallel the growth of both television and radio stations.
Today there are six major organizations producing program ratings on a
regular basis for the broadcasting industry:(ij(l) the American Research
Burcau, (2) C. E. Hooper, Inc., (3) the A. C. Niclsen Company, (4) The
Pulse, Inc., (5) Trendex, Inc., and (6) Videodex, Inc. l

In addition, other services enter the field from time to time, and most



PROGRAM RATINGS 275

Fig. 13-1. Instantaneous television
ratings. Above: Each shift in New
York viewing flashes on the Ar-
bitron board at the American Re-
search Bureau offices. Below:
Arbitron's printing mechanism re-
cords viewing by 90-second time
segments. (American Research
Bureau.)

market rescarch organizations are capable of conducting audience research
on special assignment from agencies, advertisers, networks. and stations. But
since most of the rating organizations incntioned above are equipped to do
special audience research projects, as well as to obtain basic rating informa-
tion, persons contemplating special broadcast research projects would be well
advised to contact onc of these recognized organizations.
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The methods and reports of each of the six organizations are described in
the following sections. It must be kept in mind that types of reports and
their contents change from time to time, as rating services improve their
methodology and reporting procedures.

The American Research Bureau

EThe American Research Bureau, which is concerned exclusively with the
television ficld, publishes two major reports: (1) Metropolitan Area Surveys
(city reports) and (2) TV Nationals Survey (nctwork reports). These are
described below. In addition, ARB publishes circulation information on
stations in various secondary markets. Such reports are called the Metropoli-
tan Area Coverage Studies or the A~Z Reports, since the list of 163 cities
starts with Abilene, Texas, and ends with Zancsville, Ohio (sce Chap. 11).)
ARB, like other rescarch organizations, can also produce Special Reports,
covering certain details not ordinarily included in its regular tclevision pub-
lications. These reports might, for example, cover follow-ups among known
program viewers, analysis of audicnce duplication between shows, or product
purchase.

All the basic data for ARB reports are obtained by the viewer diary
mecthod, in which the subject family keeps a record of viewing. The record-
ing pages, one for cach day of the weck, give ample space for notation of
times viewed, stations and programs seen, and audience composition. Re-
spondents keep the diary for 1 week and then mail the diary to ARB head-

uarters for tabulation and analysis.

Arbitron, the ARB instantancous-rating service described carlier in this
chapter, furnishes ratings in key cities with detailed data available in pub-
lished form in regular ARB city reports.”)

{The Metropolitan Area Surveys report ratings in more than 140 marketsD
Many of these are surveyed on a monthly basis and others less frequently,
depending primarily on the size of the market. Each city report lists all
stations and programs, th¢ ARB rating, the composition of the audience,
and the number of viewers per sct. The reports appear about a month after
the shows have been on the air.

Most ARB city reports include a table showing ‘“‘share of sets in use,” at
various periods of the day and for each station in the market. This gives
a fast comparison of audience prcferences to all stations. Each report shows
the area covered by the local survey, the exact number of television homes
used in the rating tabulations, station locations and channel numbers, and
the dates of the ncxt survey to be made in the market. The reports also
note any special situations (such as a special audience promotion contest)
which might affect viewing during the rating week.

The Metropolitan Area Surveys usec a sample of 300 to 500 homes,
selected on a probability sampling basis. This is a method of sampling by
which everyone in the particular group under study (in this case, television
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Fig. 13-2. A poge from the New York oreo Arbitron report, showing instontoneous rotings
produced by the Americon Reseorch Bureou. [Americon Reseorch Bureou.)

homes) has a known chance of being selected. Local samples are projectable
to the metropolitan area only. In 40 to 50 of these markets, ARB also sur-
veys the entire coverage area of all homne-market stations.

The T'V Nationals Survey, a study of nctwork program viewing, is pub-
lished cvery month. Like the city report, the nctwork report contains a
program-by-program record for an entire 7-day week. Here are the types of
information reported and a brief explanation of each:

1. Rating. The network rating is based only on those areas where the television
program can be seen. If, for example, a program is telecast on a fifty-station net-
work, the rating reflects its standing in those homes able to receive one or more of
the fifty network affiliates carrying the show. Thus, a program on a small network
line-up could carn just as high 2 rating as one seen on a full-network line-up, al-
though, of course, the actual number of homes and viewers reached would be
smaller.

2. Last month’s rating. For comparative purposes, the ARB national rating from
the previous month’s report is also included.
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3. Total United States homes reached. This figure approximates the number of
homes in the United States tuned to the network program. It is a projection based
on ARB’s estimate of the total number of television homes in the country as of the
date of the report. Just below this is the homes-reached figure for the previous
month, again for helpful reference purposes.

4. Total viewers reached. The total number of homes reached is multiplied by
the number of viewers per set (also included in the report) to yicld the total number
of program viewers.

5. Audience composition. The respective percentages of men, women, and chil-
dren in the total audience are listed. Beside each percentage figure is the average
number of viewers per set.

6. Sponsors. The sponsor, or sponsors, is indicated for each program.

7. Stations. The number of network affiliates carrying each network program is
listed.

8. Coverage. The number of television homes located within the circulation arca
of network affiliates carrying the program is shown as a percentage of the total
number of TV homes in the country. This is the maximum potential of homes the
program could reach with the line-up of stations employed.

Each monthly ARB Nationals report lists the top twenty-five network
television programs. Normally, the first 7 days of the month are covered in
these studies, except where holidays or other events make a change to a
different week advisable. The “Supplement to the United States TV Audi-
ence” section provides network audience information on new or alternate-
week programs not reported the previous week and on programs with
alternating sponsors that use significantly different network line-ups. The
supplement is based on an entirely different sample of TV homes, and the
survey is made the week following the regular national study.

C. E. Hooper, Inc.

Since 1934, C. E. Hooper, Inc., has utilized the telephone coincidental
technique of broadcast audience measurcmcnt]Currcntly, Hooper conducts
radio-only audience measurements for agencies, stations, and advertisers in
over 145 markets and publishes four basic reports: (1) Radio Hooperatings,
(2) Radio Audience Index reports, (3) Car Radio Surveys, and (4) Busi-
ness Establishment Surveys.

Radio Hooperatings, which are usually published quarterly, report sets
in use, ratings, and share of radio audience by half-hour time segments for
the average Monday-to-Friday, 7 A.M.~to—6 p.M. time period. Minimum sam-
ple size for cach report is 900 per reported half hour.

Radio Audience Index reports are monthly indexes which include Mon-
day to Friday, day-part data on sets in use and share of radio audience.

Car Radio Surveys are especially conducted on a station’s order. The
personal-interview method is used, and minimum sample size for each report
is 500 interviews per reported hour.

Business Establishment Surveys are published on a monthly basis on sta-
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tion order. They are based on a sampling of barbershops, beauty shops,
cleaners, dentists, drugstores, florists, grocery stories, liquor stores, and service
stations listed in the yellow pages of the telephone directory. They reflect
the substantial audience that radio reaches in public places.

Generally, any of the above radio reports is available to subscribers within
3 wecks after field interviewing has been completed. C. E. Hooper, Inc., has
also entered extensively into general consumer and market research; utilizing
the telephone technique.

The A. C. Nielsen Company (Broadcast Division)

i\ Measurements of television and radio audiences are produced on a con-
inuing basis by the broadcast division of the A. C. Niclsen Company. The
division publishes three basic reports: (1) the Nielsen Television Index
(NTI), (2) the Nielsen Radio Index (NRI), and (3) the Nielsen Station
Index (NSI). The first two reports measure network audiences, and the
latter measures local audiences for both television and radio.

Subscribers may purchase the Nielsen Television Index and the Nielsen
Radio Index in the form of a Rating Service pocket piece only or as a
Complete Service. The latter contains considerably more detail than is
found in the rating service. The Nielsen Station Index includes four reports:
the Bi-monthly Radio Report, the Per-broadcast Ratings Radio Supplement,
the Complete TV Report, and the Monthly TV Report.[The Nielsen Cover-
age Service (NCS), a measurement of station circulation rather than of
program audiences, is discussed in Chap. 11.

All three Nielsen program rating services, individually described in the
following paragraphs, are similar in certain basic principles.kData are
gathered by means of the Audimeter, an electronic device which makes a
minute-by-minute photographic film record of the tuning of all television
and radio sets in the Nielsen home. The film record feeds into a removable
cartridge in the Audimeter, which the cooperating family mails to Nielsen
headquarters in Chicago every 2 wecks, replacing the used cartridge with a
fresh one.

In addition to the Audimcter, Nielscn uses anrAudilog-Recordimetcr
combination to obtain further information on viewing and listening in
specific markets (for the Niclsen Station Index) and to obtain data on car
radio listening (for the Nielsen Station Index and also for the Nielsen Radio
Index) .)The Audilog is a specially designed diary in which the family records
cach quarter hour of sct tuning in the home and on the car radio. To each
set is likewise attached a Recordimeter, which not only reminds the mem-
bers of the family to make diary entries but also counts the total minutes of
set usage each day, thus providing a check on the accuracy and completeness
of Audilog entries. An auto Recordimeter similarly records total auto radio
usage.

Nielsen uses an area probability sampling technique and maintains a
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Fig. 13-3. Measuring equipment of the A. C. Nielsen Company. Upper left: The Audimeter,
a mechanical recorder that records usage of all television and radio sets in the home of a
family enlisted to cooperate with the A. C. Nielsen Company. Every 2 weeks the cartridge,
containing a film report of set usage, is mailed to Nielsen headquarters. Upper right: A
Recordimeter installed in a car to measure total car radio usage. Bottom: The Audilog, a
diary to record in-home viewing activity, and the home Recordimeter, which reminds viewers
to record viewing and also measures total set usage as a double check against diary entries.
(A. C. Nielsen Company.)

permanent sample of cooperating homes. Thus it not only can provide
audience information on individual programs but can compute information
on cumulative audiences (that is, the number of diffcrent homes reached in
a week or in a month). Since both television and radio are measured in the
home by identical techniques, Nielsen can report compatibly on both media
and can measure the use of the two in combination.

When basic information from Nielsen homes arrives in Chicago, facts are
transferred to tabulating cards, processed through a serics of eclectronic
computers and other specially designed devices, and printed in report form.
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The entirc production process, from receipt of the raw data to finished
tabulations and reports, is almost completely automatic.

The Nielsen Radio Index (NRI)

The Nielsen Radio Index (NRI), commercially launched in 1943, is the
oldest of the Nielsen broadcast services( Its over-all function is to provide
subscribers with audience measurements, covering 48 weeks a year, that may
serve as guides in the use of radio as a national advertising mediumfi Its scope
and reports are similar to those of the Nielsen Television Index, reported in
detail below. All Nielsen radio reports are published in red booklets and
Nielsen television reports in blue booklets.

The Nielsen Television Index (NTI)

CThe Nielsen Television Index (NTI) provides services parallel to those
of NRI for the advertisers, agencies, and others active in the national tele-
vision medium. NTI was founded as a national service in 1950 and, like
NRI, provides continuing reports covering 48 weeks a ycar.-]

Nielsen Rating Service. The Rating Service subscriber receives twenty-four
Nielsen-Rating Reports a year. Each report, often called a pocket piece,
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Fig. 13-4. A typical page from the Nielsen Television Index network television pocket piece.

(A. C. Nielsen Company.)
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covers 2 consecutive weeks and shows the following on a per-broadcast
basis. (Note: The description applies to both NRI and NTI Rating Services,
except where otherwise noted.)

1. Homes using television (radio) by quarter hours.

2. Full-network audiences by quarter hour (radio only).

3. Per-broadcasting ratings for sponsored network programs.

a. Nielsen total-audience rating. Audience during all or any part of a program
(except for homes viewing or listening only 1 to 5 minutes). The Nielsen
total-audience rating is reported both as a percentage of television homes
able to receive the program and as the projected number of homes reached.

b. Nielsen average-audience rating. Number of television-radio homes tuned
to the program during the average minute and reported as a percentage of
television homes able to receive the program and also as the projected
rumber of homes reached.

c. Share of audience. The quotient of Nielsen average-audience rating divided
by the television homes using television (on a program station basis).

4. Sponsor cumulative audiences (radio only). The number of different homes
reached in 4 weeks by each advertiser’s network buy, together with the average
number of broadcasts received per home and the total broadcasts and total
commercial minutes delivered.

. Program rank (television only).

6. Per-broadcast ratings for individual sponsor segments, for all programs on

which sponsorship varies from day to day or from week to week.

7. Separate-week ratings (television only).

. Program-type comparisons (television only).

9. Definitions and other explanatory material to aid in the use of the Rating

Reports.

(5]

[o-]

Nielsen Complete Service. In addition to the Rating Reports, Complete
Service subscribers also receive the Bi-monthly Complete Reports, issued six
times a ycar, and containing the following:

1. General viewing (listening) habits for the United States as a whole and by
market sections.
2. Per-broadcast audiences and cost-per-thousand information (subject to the
availability of cost data) on all sponsored network programs.
3. Analytical and diagnostic information (for those programs covered by Com-
plete Service subscriptions) :
a. Separate-weck audiences.
b. Cumulative audience (including average number of programs, termed the
frequency, received per home).
c. Distribution of cumulative audience by frequency of receiving (television
only).
d. Minute-by-minute audience (television only).
- Audience flow into and out of programs (television only).
f- Audience by market section and family characteristics.

N
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The Complete Service also includes personal client service, special tabula-
tions as requested, and the Multi-network Area Reports. The latter are for
television only and are taken in twenty-four markets where all three net-
works compete for audiences. Among the subjects on which Nielsen is called
upon to make special reports are program duplication, audience to spot
programs and announcements, audience to network sustainers, audience to
commercials, audience to television and radio combination buys, and other,
similar topics as determined by the subscriber’s individual requirements.

Nielsen Station Index

( The Nielsen Station Index (NSI) was launched in 1954 to meet the needs
of individual stations and time buyers for a local audience measurement
service comparable with the national services provided by the Nielsen Tele-
vision Index and the Nielsen Radio Index. Currently, the NSI service is
available in thirty-five local markct.ﬂ In cach market, the Nielsen Station
Index provides season-to-season reports, at an annual frequency depending
upon the needs of the specific market. Both television and radio are meas-
ured. The NSI sample in each market consists of Audimeter-equipped homes
(in the national NRI-NTI sample) which happen to fall within reach of
the local stations, together with additional homes selected on area probability
principles to bring the sample up to sufficient size. These latter homes are
equipped with the Audilog-Recordimeter combination, already described.

{ Television and radio set usage is measured over report periods of 8 con-
secutive weeks to reflect seasonal changes in audience) Nielsen Station Index
subscribers in each market receive the data in the following report forms:
(1) the Bi-monthly Radio Report, (2) the Per-broadcast Ratings Radio
Supplement, (3) the Complete TV Report, and (4) the Monthly TV
Report.
fThe Bi-monthly Radio Report provides 4-weck cumulative-audience rat-
ings and “times heard” for each station quarter hour, as well as the weekly
cumulative audicnces for Monday-to-Friday daytime quarter hours. The
report also provides cumulative-audience measurements of each 3-hour block
of listening on cach station} Audicence composition is also measured. The
automobile radio audience is shown, as a percentage of in-home radio usage,
for the average quarter hour within a time span, but not for specific pro-
grams.

The Per-broadcast Ratings Radio Supplement provides per-broadcast
measurements of homes using radio for each quarter hour and individual
station quarter-hour ratings and share of audience within the mectropolitan
area of the market, as well as the total audience for cach station (homes
tuned in during the time period, regardless of their location).

The Complete TV Report substantially duplicates for television the type
of data (except for auto usage) provided by the NSI Radio Reports.
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Fig. 13-5. Representative reports
from the A. C. Nielsen Company.
Above: From left to right, the pop-

w3 vlar pocket piece for the NTI
MR network television report, the Com-
=== plete Service book, the Nielsen
Station Index Complete TV (ciiy)
Report (which covers a 2-month
period in detail), and the NSI
Monthly TV Report {ratings only).
Below: The Audience Composition
Report [based on diary informa-
tion) and a Special Report [a
special tailor-made analysis or-
dered by a Nielsen client). [(A.
C. Nielsen Company.)

The Monthly TV Report provides per-broadcast metropolitan area ratings
and the total audiences for each station for each time period during the 2
months covered by the bi-monthly Complete TV Report.

The Pulse, Inc.

_The Pulse, Inc., is a television and radio research organization utilizing
the personal-interview roster method (aided recall) for determining ratings
for television and radio programs. The Pulse reports local viewing and listen-
ing for more than 200 markets in the United States and also issues a network
television report and a network radio report. Pulse reports are issued on a
regular and continuous basis.

The reports indicate television viewing or radio listening by quarter hours
from 6 a.m. to midnight. Each day is divided into three periods and sur-
veyed as follows by the personal-interview roster method :

9 AM.-3 P.M. Interviews made between 4 and 6 p.M.
6-9 A.M. and 3-6 p.M. Interviews made between 6 and 7 p.M.
6 p.M.-midnight Interviews made between 7 and 8 p.m.

the next evening

[Pulse uses the area sampling method. One of the most important steps in
conducting the interview is to determinc when the respondent actually
turned on the television or radio set.|To obtain this information, the Pulse
interviewer utilizes an association technique. After the introduction and
preliminaries necessary for the establishment of rapport, he asks if any tele-
vision or radio receivers were on during the hours under survey. Each hour
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is then considered separately, and the respondent is reminded of the ordinary
houschold activities that go on at this time. The following probes, for ex-
ample, might be employed when the interviewer is questioning listening
between 8 and 9 a.M.: “That’s around breakfast time, isn’t it?” “When did
the family awaken?” “When did you have breakfast?” Such questions help
respondents reconstruct their activities for the period being surveyed, and it
is easier for them to associate television and radio use with such activities.

Once the time of television or radio use has been determined, the re-
spondent is invited to study a roster of programs for each television and
radio station in the city, listed by quarter-hour periods. This cnables him
to report his viewing or listening habits specifically.

A similar technique is used to measure car radio and other out-of-home
listening; that is, the interviewer helps the respondent reconstruct his day
away from home and to associate radio listening with his various activities.
Audience composition data and other pertinent qualitative information are
obtained through additional questioning.

The Pulse publishes several different types of reports. The four most com-
monly used by stations, networks, advertisers, and agencies are (1) Metro-
politan Area TelePulse Reports, (2) Metropolitan Radio Reports, (3) US.
Pulse TV Network Program Reports (plus spot film supplement), and (4)
Network Radio Ratings. The city reports vary in frequency from as few as
one per year per market to one a month. Network reports appear monthly.

Metropolitan Area TelePulse Reports show the ratings of all television
shows carried by stations located in the market. Reception to nearby stations
is also reported. Each report clearly shows the counties in which interview-
ing takes place and to which the ratings can be projected. In the New York
metropolitan area, for example, face-to-face personal interviewing takes
place in seventeen counties. Interviewers have no control over the sampling
technique or the homes in which they are assigned interviews, and every
tenth interview is followed up by a coded mail check. In addition, the
supervisor spot-checks to certify the thoroughness and efficiency of inter-
viewing.

In addition to the program rating, shown for each report period, audience
composition data are supplied once or twice a year (not cvery report). New
programs are tabulated and reported in the first report in which the ratings
are published. Reports also show the top nighttime and multiweekly shows
and a summary of audience shares by station. Pulse interviews in 150 tele-
vision markets, with twenty-two major markets, such as New York, Chicago,
and Los Angeles, having twelve reports annually and the frequency dropping
as market size decreases. Such markets as Macon, Bismarck, and Waterloo,
for cxample, have only one report a year.

{(Pulse Metropolitan Area Radio Reports show the ratings for all the
programs carried by stations in the market.|They also report the top shows
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in the market and summarize both in-home and out-of-home ratings by
station. In addition, the reports furnish audience composition data (men,
women, teen-agers, and children) by hourly periods for each station.

Since most stations program strip shows both daytime and nighttime,
Mondays to Fridays (and sometimes seven times a week), most Pulse radio
reports group Monday-to-Friday information and show Saturdays and Sun-
days separately. Just as in television, frequency of reporting varies in the 190
markets. Large metropolitan markets are rated monthly or bimonthly and

aller markets less frequently.

US. Pulse TV Network Program Reports arc based on interviews in the
top twenty-two major markets.] Each multi-market report shows program
ratings and qualitative audience data, such as composition (men, women,
teen-agers, and children), cigarette smoking, and amount of money spent on
foods and groceries. One such special item is reported each month. The
report also shows the network program rating in each market. This informa-
tion is useful in determining regional interest in the network show and
suggesting the neced for supplementary market-by-market activities. The top
twenty regularly scheduled once-a-week shows (nighttime) are summarized,
as are the top ten regularly scheduled multiweekly shows (daytime).

Supplementing the network report is a spot film program report. This
shows the rating and audience composition for each spot film show which
originates in one of the twenty-two major markets.

Network Radio Ratings are based on interviews in the top twenty-six
metropolitan areas. Each report contains information on the program rating
(both in-home and out-of-home listening combined), the number of rated
markets in which the show is heard, and qualitative audience data, with a
different item reported cach month. Unavailable markets are indicated,
although individual city ratings are not published, as they are in the network
television report. Each Network Radio Ratings report also shows sets in use
by individual quarter hours in the four time zones from Monday to Friday
and for Saturday and Sunday.

In addition to these four major publications, Pulse issues other reports,
including Cumulative Audicnce Reports for television and radio by individ-
ual markets. These show total homes and the percentage of homes reached
by day parts on a daily and weekly basis.

Trendex, Inc.

ETrcndex reports only television program popularity, employing the coin-
cidental telephone-interview technique in twenty of the largest markets in
the country] All three national television networks have an affiliated VHF-
television station in each of these cities. The sample was selected to afford
Trendex clients the opportunity to learn the comparative popularity of
programs on all three networks.[Thc sample is so limited, however, that
Trendex ratings cannot be projected nationa]]y.]
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Trendex regularly publishes two reports: (1) the Trendex TV Program

Popularity report and (2) the Television Advertisers’ report. Trendex also
conducts special reports ordered on an exclusive basis by individual stations,
networks, agencies, or advertisers. It is quite common in the industry for
advertisers to order a Trendex on the first program in a series in order to
learn overnight how well the new show fared against competition.
{_The Trendex TV Program Popularity report is a measure of the com-
parative popularity of television programs. The report shows sets in use,
rating, and share of audience for each network show.] Audience composition
data are also included. Again, although Trendex reports indicate the relative
popularity, or competitive pull, of network shows and are therefore helpful
in charting program trends, effects of competition, changes in format, and
use of guest stars,{they do not measure national audiences.)

The Television Advertisers’ report does not actually rate programs but,
rather, reflects general facts helpful to broadcasters and advertisers alike. It
consists of four indexes: (1) an audience composition index by time periods,
day parts, and programs, (2) a sponsor-indentification index, showing cor-
rect, incorrect, and don’t-know replies to the sponsorship question in the
telephone interview, (3) a program selectivity index, indicating who selected
the program, and (4) a general table summarizing the average rating, audi-
ence composition, sponsor-identification, and program selectivity factors for
program types (situation comedies, western dramas, ctc.).

Videodex, Inc.

[ Videodex, Inc., a television-only program rating service, utilizes the diary
method to obtain basic data. A pancl of television sct owners, selected by

Tranoen n..o‘ii@"

Fig. 13-6. Typical program rat-
ing reports. Hooper, Trendex, and
Videodex reports assist the time
buyer and many others associated
with television and radio cam-
paigns. (C. E. Hooper, Inc.;
Trendex, Inc.; and Videodex, Inc.)
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probability sampling methods, keeps a diary during the first 7 days of each
month, reporting programs viewed, audience composition, and attitude
toward the program and commercial. Each household reports at least seven
times (over a period of 7 months),}with the first report discarded to avoid
inflated ratings (which sometimes result from the diarists’ initial tendency to
view shows they feel they “should” view). Gifts are awarded on a regular
prize plan in return for the cooperation and service rendered by diary homes.

The panel rotates slightly each month to provide for the increment of new
set purchasers and to replace the one-seventh of the panel dropped. Diary
homes are recruited by mail with a follow-up by telephone to assure receipt
of diary. Noncooperating homes are resampled and followed up by telephone
and personal interviews. Videodex feels that this procedure is necessary to
ensure representation of those families that are “not at home” to door-to-
door interviewers. In the opinion of Videodex, diary surveys that do not
provide for this important group will yield inflated results and, in the case
of television, ratings will be biased toward particular classes of programs.
Over 30 per cent of the Videodex panel is made up of homes that did not
cooperate satisfactorily the first time they were contacted.

In addition to publishing network reports and individual city reports,
Videodex can process special reports, based on reexamination of diary facts.
The major network reports are (1) Network Television Ratings, and (2)
Multi-city Reports. Videodex also reports on network program schedules,
sets in use by time zones, and audience composition by time zones.

The individual city reports provide, on a monthly basis, data on each
of twenty-nine television markets and, on a quarterly basis, station index
information (detailed reports on the twenty-nine television markets), sepa-
ratc market ratings in a total of 134 markets, and county-by-county station
penetration reports. By reviewing national diary information, Videodex can
also report individual television station circulation information on a con-
tinuing basis. All Videodex ratings are projectable to all television homes
in the telecast areas. The three most popular Videodex reports—(1) Video-
dex Network Television Ratings, (2) Videodex Multi-city Reports, and (3)
Videodex Individual City Reports—are discussed in detail in the following
paragraphs.

Videodex Network Television Ratings show the rating of all network
shows, the number of homes reached, and the number of cities on the net-
work line-up. Similar data are reported for syndicated film programs broad-
cast in a minimum of twenty markets. Multiweckly program ratings are
included, as well as audience composition data by time zones.

Quarterly, Videodex publishes Part IT National TV Videodex Reports.
This service (also available monthly on request) reports detailed diary data
on individual programs, showing audience composition (men, women, tecn-
agers, and children) and viewers’ opinions of programs (excellent, good,
fair) and commercials (interesting, neutral, irritating).
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Videodex Multi-city Reports, published monthly, show the rating of nct-
work programs in each of twenty-nine television markets. These reports give
advertisers and agencies an opportunity to sce how well a network program
does in individual cities. Analysis of such reports often suggests a spot supple-
ment in a market or, in some cases, the need to replace a program in order
to have stronger appeal in key markets.

Videodex Individual City Reports provide monthly television program
ratings in twenty-nine major markets and quarterly ratings in an additional
105 markets, as well as data on share of audience and viewers per set. In
addition, a summary table averages ratings by station and day part to give
a quick picture of audience preference. Detailed reports showing audience
opinion on programs and commercials are also available for the twenty-nine
monthly rated markets.

TV Q-Ratings

“From time to time new rating organizations enter the broadcast adver-
tising field. One such service is Entertainment Research Associates, Port
Washington, New York, publishers of TV Q-Ratings. Unlike ratings based
on audience size, such as supplied by Niclsen, ARB, and others mentioned
above, TV Q-Ratings reflect audience opinions on television programs. Data
are collected by the mailed-questionnaire technique, and a sample of over
2,100 individuals is used for cach monthly report. The service provides two
basic measurements: (1) the familiarity rating and (2) the TV Q-Rating.

The familiarity rating measures public awareness of a television program.,
The rating is influenced by many different factors, such as the length of
time the program has been on the air, the size of the audience, and the
amount of program promotion. It is determined by the percentage of re-
spondents who express any opinion about the program.

CThe TV Q-Rating is a qualitative measurement of the viewer’s attitude
toward a given program—the degree of enthusiasm éxpressed by the audicnce. }
The index is the percentage of those familiar with the program who have
described it as “one of my favorites,” the highest rank on a multiple-choice
scale (one of my favorites, very good, good, fair, poor, and never have scen).

Each TV Q-Rating report includes competitive performance, audience
appeals, detailed scale ratings, the top ten shows, and special data. Competi-
tive performance data show TV Q-Ratings and familiarity ratings for all
nighttime network programs. For each show, the TV Q-Rating and familiar-
ity rating are given by total audience, sex, and age group in the audience
appeals section of the pocket piece. As its name implics, the detailed scale
ratings section reports scaling percentages (“‘one of my favorites” to “never
have seen”) and the top ten shows section lists the top ten programs (in
terms of TV Q-Ratings) ranked by total audience, sex, and age group. The
special information section reports data on answers to various special ques-
tions, which differ from month to month.
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Since each TV Q-Rating is based on the emotional factors inherent in
each show, the report measures basic program appeal independent of such
factors as competition, strength of adjacent programs, time of broadcast,
and the short-term effect of guest stars or other special features. TV
Q-Ratings supplement the knowledge of how many watch by determining
how viewers feel toward a program.

TV Q-Ratings are helpful in many ways. For example, the reports can
be used to help predict the eventual success or failure of a new show; a
high TV Q-Rating, regardless of the familiarity rating, suggests that the
program has inherent appeal. TV Q-Ratings can also be used to help
evaluate programs already on the air, indicating whether they are basically
strong or weak and, on a trend basis, whether enthusiasm is increasing or
decreasing. TV Q-Ratings can help determine whether a small audience is
due to a weakness in the program itself (low TV Q-Rating) or to some other
element, such as a poor time period or strong competition (high TV Q-
Rating).

Since TV Q-Ratings measure the individual’s enthusiasm for a program,
the specific groups who like a program can be pinpointed by sex, age, and
other qualitative factors. This information can obviously help in matching
the program audience to the advertiser’s consumer group.

TPl Ratings, Inc.

Earlier in this chapter the coincidental personal-interview method of
M. A. Wallach Rescarch, Inc., was described. Although the TPI Ratings
service of Wallach Research has only been used for qualitative probes of
specific programs, the firm plans to expand its sampling activities and pro-
duce program ratings using this research method.

Why Ratings Vary

From the preceding explanation of the various research services, it is
obvious that these organizations do not necessarily rate the same program
in the same way. The reason, of course, is that ecach is measuring something
just a bit different from every other (and each feels that its method is the
best way to obtain audience information). Whereas one program rating serv-
ice measurcs in-home set usage on a national sample, another surveys
telephone-owning homes in a limited number of cities. A third service de-
pends upon individual recall, and still another relies on data written in a
viewing-listening diary.

The disparity among ratings may also reflect other factors. Measurements
may be taken on different days or different combinations of days. The dif-
ference between total audience and average audience may also have an
cffect. Another significant consideration is the sampling technique. Since a
sample is used to represent a larger group, the data obtained, no matter how
well-selected the sample, can be expected to vary somewhat from the data
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Table 13-1. Summary of Rating Services
Scope of
Service Medium service Method Sample size
American TV National Diary 2,200
Research City Diary 300-500
Bureau Instantaneous Arbitron 600
C. E. Hooper Radio City Coincidental
telephone 900 calls per
half hour
A. C. Nielsen TV, radio National Audimeter 1,000
Company Multi-market Audimeter,
Audilog 300 minimum
City Audimeter,
Audilog 300 minimum
Instantaneous Audimeter 600
The Pulse, TV, radio National Personal
Inc. interview 100-1,000 per
quarter hour
City Personal
interview 100 per
quarter hour
Trendex TV Multi-market Coincidental
telephone 1,000 per
program
Videodex TV National Diary 9,200
Multi-city Diary 250-600 per
market
City Diary 250-600

that would be obtained were a complete census taken. This variation is
known as sampling error.

It is possible statistically to predict the amount of sampling error for
certain kinds of samples in certain circumstances. By applying the predicted
sampling error (usually in the form of standard error or standard deviation),
it is possible to make a statement of this sort: the chances are 94 out of 100
that when a 7.0 figurc results from a sample of 3,000 the true value (the
value that would be obtained were a complete census made) falls somewhere
between 6.1 and 7.9.

Thus if one program rates 7.0 and a second 7.5, it is apparent that, when
the sampling error is taken into account, the ranges within which the values
fall will overlap. It is cven possible that the true value of the 7.0 rating will
be higher than the true value of the 7.5 rating. Because of this, the diffcrence
between the two ratings is not significant. In effect the audience of each
program may be considered identical.
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Fig. 13-7. Ronge of sampling error. In the above example {based on a sample of 3,000
ond computed at o standard error of 1.9) a rating of 7.0 would have a range of sampling
error of plus or minus 0.9. This means the chances are 94 out of 100 that the “true valve™
of a 7.0 rating falls somewhere between 6.1 and 7.9. For this reason, small changes in ratings
should not be considered meaningful. Note that the larger the sample, the smaller the
sampling error; and the larger the rating, the greater the range of rating variation. The
above curves should be applied only to random samples. Samples selected on o different
basis may have a different range of sampling error.

Application of the sampling crror generally requires a statistical back-
ground, but the important thing to remember is that generally, as far as
current rating techniques arc concerncd, small differences between ratings
are not significant. A difference of 0.1 or 0.2, for example, does not ncces-
sarily mean that one program’s audience is smaller than the other’s. Some
rating reports indicate the amount of crror to be expected.

"Hypoing" a Rating

Since most local city ratings are taken at regular intervals, such as the
first week of cach month, some station operators cnhance their programing
during rating week in order to raise their standing. In the trade this is
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called “hypoing” a rating. Stations—espccially in medium-sized and small
markets, where reporting is less frequent—may schedule outstanding movies
and promote both their regular shows and special fcatures with a heavy
advertising campaign.

Such activities, of course, tend to distort ratings and to give an unfair
advantage to stations that make a deliberate attempt to attract unusually
large audiences. Even when all stations in an arca do this, ratings are likely
to be distorted, for rating-weck schedules are not necessarily representative
of the station’s program schedule during the remainder of the month.

Rating services, of course, discourage this practice, and some report all
special promotional activitics so that persons using the survey will know
how to interpret unusual ratings. Stations should be encouraged to upgrade
their programing constantly, every weck of the month, not only during rating
week.

Informal Auvdience Research—A Warning

On occasion, local television and radio stations, especially those in smaller
communities that are not supplied with regular program ratings, may wish
to obtain audience information. Instcad of attempting to undertake its own
informal audience rescarch, the station would do far better to contact a
competent program rating service or other recognized research organization
and order a special local survey. Such firins arc best qualified to handle the
special audience research problems that present themselves. In addition, only
results from a recognized audience survey or recognized research organization
are acceptable to agencics and potential advertisers, who constantly, and
properly, question the validity of station-conducted research studies. Often,
a poorly conducted study by a local station can be extremely mislcading and
may do more harm than good.

The qualified rescarcher chooses his sample with care, develops questions
designed to obtain unbiased answers, and uses competent ficld methods. It
costs very little more to employ research specialists than to attempt an in-
dependent study, and the small increment in cost pays for itself many times
over in the validity of findings and the acceptability of results.

/
*xSummary

Program ratings indicate the percentage of television or radio homes
tuned to a specific program. Some program ratings can be projected to the
sampling area to yield information on the number of television or radio
homes in the program audicnce. Others cannot. Most program rating services
provide considerable information in addition to ratings. Facts on sets in use,
share of audience, and audience composition, as well as detailed qualitative
information, are often available to help evaluate a broadcast buy.
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There are five methods for obtaining basic information from which
program ratings and allied audience data can be derived. They are the
mechanical-recorder method, the telephone interview, the viewer-listener
diary, the personal interview, and the mail questionnaire. Each technique
offers certain advantages and has some disadvantages. At times two tech-
niques may be combined to compute audience information. Instantaneous
ratings are available in certain major metropolitan markets.

Six program rating organizations serve the broadcast industry. They are
the American Research Bureau, C. E. Hooper, Inc., the A. C. Nielsen Com-
pany, The Pulse, Inc., Trendex Inc., and Videodex, Inc. ARB uses the
diary technique to report television audience information. The Audimeter
is the basic measuring device of the A. C. Nielsen Company in reporting on
both television and radio audiences, although a special diary technique is
also used to supplement Audimeter findings. The Pulse uses personal inter-
views and researches both television and radio audiences. Trendex and
Videodex are television-only research organizations. The former uses the
coincidental telephone method and the latter the diary method.

Among the newer research services are TV Q-Ratings, which measure the
opinions of the television audience regarding programs, and TPI, a tele-
vision reporting service organized by Wallach Research, Inc., and based on
coincidental personal interviews.

The primary reason why research organizations tend to report different
ratings for the same shows is that each measures something a bit different
from every other. One measures in-home tuning, another tabulates the num-
ber of persons who can recall viewing or listening to a show, and still another
surveys urban telephone-owning respondents. Because of the many complica-
tions of audience research, it is advisable for a station or advertiser con-
sidering such a study to use competent researchers and not to attempt an
informal research project of its own, which may do more harm than good.

When properly used, according to the plans of the program rating organ-
ization, program ratings and allied information can be extremely valuable.
Such facts, however, should be considered only one of several tools that
should be employed in judging the effectiveness of a television or radio
advertising campaign. Certainly, rating data alone do not provide an ade-
quate basis for decision.



14 Measuring Sales Effectiveness

Since practically all advertising is designed to sell merchandise, sales
figures are the primary criterion by which to judge the effectiveness of an
advertising medium. This is true in television and radio advertising as in
other media.

Numerous problems confront both national and local advertisers in their
attempts to determine sales results from a specific medium. Some products
and services advertised on the air (such as railroads, telephone service, and
the like) are of such a nature that sales tests in the ordinary sense are
impossible. Even when product sales can be studied, the process of deter-
mining sales results is both difficult and expensive. For one thing, it is ex-
tremely complicated to measure the long-term value of advertising. Imme-
diate sales results may suggest that an advertising campaign is not paying off,
but this same campaign may result in sales months or even years later.

Adding to the complexity of the problem are the multiplicity of relation-
ships present in each buying decision and the difficulty of isolating the impact
of onc advertising medium from that of another. Ask yourself why you
purchased the brand of cigarettes you did last time, or the kind of soap, or
the brand of tooth paste. Was it because you had become accustomed to
buying this brand, or was it because of word-of-mouth advertising, product
availability, window display, point-of-purchase display, package design, the
weather, the personality of the salesperson, impulse, whim, a knowledge of
the product’s characteristics, newspaper advertising, television advertising, or
radio advertising? If it was because of advertising, when was the advertising
impact made? Most likely it was a combination of many of the above factors
that resulted in your purchase.

In evaluating sales effectivencss, no magic formula may be applied—no
simple measuring device is available. It is not a case of counting noses but
of measuring action. When the complexity of the problem is realized, the
importance of using only competent researchers becomes obvious. There
are too many difficulties and pitfalls inherent in sales-effectiveness studies
to entrust such investigations to the uninitiated. It must be remembered
that superficial research is actually more dangerous than no research at all.
This is as true in the area of sales-effectivencss studies as clsewhere.

Yet even with research conducted by the most skilled practitioner, one
additional point must be kept in mind. As advanced as present research

295
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methods may be, most authorities feel that the results of sales-effectiveness
studies must be viewed as “suggestive” or “indicative” rather than “con-
clusive.” In general, this type of research activity is paid for by the advertiser
rather than by the agency or the medium.

Analysis of the Research Problem

In any research problem, such as a study of advertising sales effcctiveness,
the research goal must be clearly stated so that all activities related to the
problem can be channcled toward getting the required facts. The objective
must be expressed in specific terms—not in generalities. As in many other
research problems, the objective is usually put in the form of a question:
“What effect does television advertising have on product sales in our five
test markets?” “What cffect does radio advertising have on the sales of items
in department A?”

Once the research objective has been stated, the next step is to examine
all available data. Since sales-effectiveness studies are highly confidential
(naturally, no advertiser wishes to share his advertising success plan with
competitors), material that will shed light on specific problems is limited.
General studies on television and radio sales effectivencss, however, may
prove helpful in obtaining answers to various segments of a specific problem,
and research technique may be studied by analyzing reports of investigations
that have been relcased without revealing the identity of the advertiser.
Possible sources of information on television and radio sales effectiveness
include studies published by TV-radio trade papers; rescarch departments
of colleges, universities, and foundations; advertising agencies; television and
radio stations; television and radio networks; trade associations; and non-
competing advertisers.

With the objective clearly stated and the available data cxamined, the
third step is to gather new data by the methods cxplained in this chapter.
When the data are gathered, they must be tabulated. Once tabulated, they
must be carefully interpreted and viewed with a generous portion of common
sensc and good judgment. At no time should rescarch be substituted for
executive judgment. Rather, rescarch should be a valuable supplement to
decision making, reducing the area in which judgment has to operate and
reducing, also, the chance of error. The final step, of course, is to take the
necessary action suggested by a combination of research findings and judg-
ment,

Below are cight criteria cstablished by the Advertising Rescarch Founda-
tion to test the validity of research investigations:!

1. Under what conditions was the study made?
2. Has the questionnaire been well designed?
3. Has the interviewing been adequately and reliably done?

' Criteria for Marketing and Aduvertising Research (Advertising Research Founda-
tion, New York, 1953). The criteria are intended primarily for quantitative consumer
studies based on samples of prescribed populations.
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4. Has the best sampling plan been followed?

Has the sampling plan been fully executed?

Is the sample large enough?

Was there systematic control of editing, coding, and tabulating?
Is the interpretation forthright and logical?

PN

Direct Checks on Retail Television and Radio
Advertising Sales Effectiveness

Direct checks on sales generated by retail television or radio advertising
may be made by (1) studying mail-order or telephone response, (2) making
individual-item sales tests, (3) checking departmental sales figures, or (4)
checking total store sales data.

By using one or a combination of the above direct checks on retail ad-
vertising, the sponsor may wish to determine (1) cost per inquiry 2 and (2)
cost per sale. Whether or not sales effectiveness can be pinpointed to obtain
precise cost data depends almost entirely upon the type of goods or services
advertised. For example, a loan company may ask, in the course of the loan
interview, why the applicant applied at the company. In so doing, the
company accumulates specific information on how well an advertising
medium has stimulated inquiry and sales. On the other hand, the retailer
who promotes a storewide sale may not be able to ascertain a cost-per-sale
figure in this manner, nor may he desire to do so, since over-all sales results
may be a sufficient indication of advertising effectiveness.

Cost-per-inquiry and cost-per-sale figures (determined by dividing the
number of responses into the cost of the television or radio advertising) are
used by retail sponsors to interpret sales effectiveness. Such information is
especially valuable in deciding whether to renew an advertising schedule
with a station.

Mail-order or Telephone Response to Retail Television or Radio Advertising

One of the simplest direct checks on the sales effectivencss of television or
radio advertising is mail-order response to commercials. The broadcast an-
nouncement states that the advertised product or service is available only by
writing to a given address, and since no other advertising medium carries
this message, the number of orders received indicates the value of the tele-
vision or radio campaign.

The address given over the air may be that of the advertiser or that of
the station, or it may be a post-office box number. The larger stations (and
networks, too) require a post-office box. In smaller communities, stations
often prefer to receive orders directly in order to keep tabs on the results.

When several television or radio stations carry the same mail-order ad-

2 Cost per inquiry, in this sense, represents the amount of money spent on television
or radio advertising to obtain an inquiry from one viewer or listener during a given
period of time.
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vertising, each may specify a different address or a different department
number for the same address. In this way the pulling power of each station
can be determined. The same procedure is used to isolate the results from,
say, newspaper, direct-mail, and broadcast advertising when multiple media
are employed to promote the same item.

Telephone response to items advertised exclusively by television or radio
is another simple direct check on sales effectiveness. The commercial an-
nouncer explains that the only way to purchase the item or service is to
telephone the order (though the mail-order method is also offered for out-
of-town listeners). Telephone operators accepting such orders report all
sales information to the sponsor’s advertising department or other central
point, for cost-per-inquiry or cost-per-sales analysis.

Obviously, the number of retail advertisers who can use this simple
method of checking results is limited. Certain low-price convenience items
or gadgets may be sold by mail or telephone order, but most products
promoted on the air do not lend themselves to direct selling in this manner.
Higher-priced items, merchandise that must be seen at first hand, items
requiring fitting, etc., are not amenable to this method of selling. Then too,
most advertisers use television or radio advertising simultancously with
other media—newspaper, point-of-purchase exhibits, window display, and
direct mail. In such circumstances, other methods of determining the sales
effectiveness of TV or radio must be employed.

At one time J. L. Brandeis, an Omaha department store, referred in its
television announcements to a booklet advertising its merchandise which
had been sent through the mails to consumers. The television station co-
operated in supplying mail-order forms in the booklet.

Individual-item Sales—Test and Control Periods

In studying individual-item sales to determine the effectiveness of retail
television or radio advertising, two different methods may be employed. This
section explains the use of test and control periods in analyzing sales figures
of individual items. The following section explains the use of direct checks
at the point of purchase to analyze sales as they occur.

In using test and control periods to check item sales, the first step is to
determine a base sales figure for the product. A check on sales for a period
of 1 month or 6 weeks, or even longer if time permits, will give information
on the normal sales of the product when it receives only routine promotion.

With a sales norm established, television or radio advertising is added to
the promotion activities supporting the item under study. All other adver-
tising, merchandising, and sales promotion remain exactly the same.

Following a test period (again 1 month, 6 weeks, or longer) results are
checked and compared with the norm. The increase in sales over and above
this figure (adjusted for scasonal factors, trends, and other known variables)
may be attributed to the use of television or radio advertising.
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Fig. 14-1. Individual-item sales check at Joske's of Texas, a pioneering study on retail radio

advertising sales effectiveness. Radio was not used from June 24 to Aug. 3, in order to estab-
lish a base from which to measure the later effect of radio advertising. Radio was used
during the 6-week period from Sept. 14 to Oct. 26. Total department sales were used as a
control tactor. {Joske's of Texas.)

Item sales should be studied for a considerable period following the test
period, for broadcast advertising often has a latent as well as an immediate
effect on sales.

Since many elements other than television or radio advertising affect sales
during “before and after” individual-item sales checks, certain information
should be recorded along with sales results. Notations should be made of
the following:

1. What were weather conditions?

2. What coordinating advertising media were used?
3. What were seasonal and cyclical factors?

4. What merchandising activities were employed?
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5. What were stock conditions, including quantity, sizes, and assortments?

6. What store traffic resulted?

7. What were total store sales by days or weeks?

8. What were total departmental sales by days or weeks (for the department
handling the test item)?

9. What were competitor’s advertising and promotion activities?

10. What were merchandise trends?

11. What other conditions were present which might affect product sales?

One of the most thorough studies ever made of radio as a retail advertising
medium was the pioneering study undertaken at Joske’s of Texas, a depart-
ment store in San Antonio. The technique is still valid today. Note in Fig.
14-1 that Joske’s checked the sales of various individual items during a
radio advertising test period of 4 months.3 Each chart shows the sales level
for individual items during a 6-week period (in June and July) when no
radio advertising was used. This period was studied to determine a base sales
figure which could later be used to measure the effect of radio advertising.
The chart shows what happened when radio was scheduled as an advertising
medium for Joske’s during August, September, and October. Although the
chart does not show it, Joske’s studied sales for an additional 6-week period
to determine radio’s cumulative effect. As a control factor, department sales
were also charted.

Whenever test and control periods are used for individual-item sales-
effectiveness studies, there must be a careful adjustment for the seasonal
and trend factors.

Point-of-purchase Checks on Retail Advertising

The effectiveness of television or radio advertising in selling individual
items may be investigated directly at the point of purchase. After a customer
has purchased a TV- or radio-advertised item, the researcher asks the cus-
tomer why he made the purchase.

In a technique developed by a group of Pacific Northwest radio broad-
casters, a retail radio advertiser chooses an item for promotion and, for
purposes of the sales-effectiveness study, spends identical amounts of money
for simultancous promotion of the item in radio and newspaper advertising.
Interviewers at the point of purchase check shoppers who buy the item,
asking them what advertising medium motivated their purchase, giving
them the opportunity, of course, of offering other explanations for their
purchase, such as both radio and newspaper advertising, impulse, or “no
reason.” In this method, the dollar cost of advertising in each medium is the
base line used to determine the effectiveness of each medium.

The Radio Advertising Bureau sponsored a series of such studies and
rcleased them under the title Radio Gets Results. These reports compared
radio with television and newspaper advertising, using the same point-of-

® Radio for Retailers (National Association of Broadcasters, Washington, 1947).



MEASURING SALES EFFECTIVENESS 301

purchase interview technique. The studies effectively documented radio’s
ability both to attract store traffic and to sell merchandise of all types.

RAB has also conducted a different type of controlled experiment to check
the penetration and memorability of radio. Here radio advertising was used
exclusively to advertise merchandise previously unheard of (and not even
sold) in given test cities. For example, Blue Coal was advertised in San
Diego, where the product is not available; Gold Shield, a West Coast brand
of coffee, was advertised in Jacksonville; and the Staten Island Ferry was
advertised in Omaha. Following a short saturation campaign aired exclu-
sively on radio stations, researchers interviewed pedestrians at random. Re-
sults (11% of San Diegans remembered the Blue Coal announcements; 15%
of Jacksonville respondents remembered hearing about Gold Shield coffee;
19% of Omaha pedestrians said they had heard the ferry announcements)
indicated that in a short time, and at low cost, radio can make a strong
impression on a great many people in regard to a variety of products and
services.

A Retail Department Store Sales-effectiveness Check Plan. At one time a
major department store purchasing group developed seven principles to
guide the use and evaluation of retail radio advertising. These principles,
listed below, remain valid and apply today to either retail television or retail
radio advertising.

1. We shall use radio to sell goods.

2. We shall use the repetitive technique in selling and the beamed technique in
programing to a specific audience.

3. We shall measure sales results transactionwise, dollarwise, or both, whichever
most suits our requirements.

4. We shall be reasonably generous in our comparison of sales with advertising
expense (the general “break-even” point is figured at about 10 per cent in radio).*

5. We shall not be influenced so much by the given results as we shall by trends
over a substantial period of time.

6. We shall be fair and impartial in our appraisal of any medium of advertising
as against any other.

7. We shall use the same care in merchandising for radio as we use for any
other medium.

In practice, the above system amounts to checking weekly sales results for
each item advertised exclusively by radio. Either the number of transactions
or the amount of money which such sales bring is recorded directly on the
store’s broadcast advertising schedule. (Some stores also record sales the
week before broadcast advertising is used, as well as sales during the week
after the TV or radio promotion.) Since television or radio is the only

4 That is, radio advertising should cost no more than 10 per cent of the total dollar
volume of sales for radio-advertised items. Obviously, this figure varies with the type
of business, the items advertised, and the extent to which the medium is used, and
therefore is not to be considered a “standard” figure.
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advertising medium used during test periods, it can be said with a fair degree
of certainty that any increase in item sales is largely due to the broadcast
announcements.

Departmental Sales Figures—Test and Control Departments

Many retailers are interested in the impact of television or radio advertis-
ing on departments or lines of merchandise rather than on individual items.
In such instances, the sales figures for study may be tabulated through the
use of test and control departments.

The control department receives all normal sales promotion and adver-
tising but no television or radio support. The test department receives televi-
sion or radio support in addition to all normal sales promotion and advertis-
ing. Departments are carefully paired off by competent researchers for
studies of this nature, so that any normal increase or decrease in business
will be reflected in the control department. This will indicate the change
which would probably have occurred in the test department without the
influence of television or radio advertising.

To determine the advertising value of television or radio, the sales of the
test and control departments are compared, and any increase in sales in
the test department can be attributed to television or radio advertising. The
Joske study checked radio sales effectiveness in this way (see Fig. 14-2), as
well as through analysis of individual-item sales.

Total Sales Data of the Retail Advertiser

In most retail advertising situations, total sales figures cannot be analyzed
to reflect the sales effectiveness of each of the various advertising media
used by the retailer, though the majority of sales, it may be assumed, may be
credited to the advertising medium in which the majority of advertising
dollars are invested. In any case, a study of the retailer’s total sales figures
gives a general indication of the effectiveness of an entire advertising
program.

One way to make this check is to divide total sales figures (usually gross
sales) into the total advertising cost. The percentage which results is then
studied in terms of total costs and total achievements. The various figures
are often compared with the general budget data available through trade
groups and associations, although the ratios suggested by such organizations
should merely be used as guideposts and not rigidly applied as standards.
Also, a retail advertiser may compare his total sales figures with those of his
entire industry group—department stores, clothing stores, automobile agen-
cies, or whatever. The advertiser can then see whether his gains are keeping
pace with industry gains, or whether his losses can be attributed to a general
industry slump.

In studying his own sales figures, the retailer is able to compare his dollar
volume of business with last year’s figures, make similar comparisons with
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industry dollar-volume figures, and study various other facts to ascertain the
value of his entire sales promotion program. The importance of this type of
general sales-effectiveness investigation cannot be overlooked, for television
or radio advertising works best when employed as a member of a well-
integrated retail advertising sales promotion team—not as a magic cure-all
in a weak retail advertising activity.

Direct Checks on National Television and Radio
Advertising Effectiveness

Direct checks on the effectiveness of television or radio as a national adver-
tising medium may be made by (1) checking mail-order responses, (2) con-
ducting investigations in test cities, (3) making studies of home inventories
and purchase panels, and (4) analyzing total sales figures.

Mail-order Response to National Television or Radio Advertising

There is a small group of national advertisers who sell directly to the
consumer, without the use of wholesalers, distributors, or retail outlets.
When such advertisers employ television or radio advertising, they can ob-
tain an accurate check on the value of the medium by keying responses in
the manner explained earlier in this chapter.

As indicated, only a limited number of national advertisers can check
broadcast advertising in this manner. Those who do are often seasonal, holi-
day, or in-and-out advertisers, rather than consistent year-round advertisers.
A few radio stations accept such business on a per-inquiry basis; that is,
instead of charging the advertiser regular rates for time, they bill him in
proportion to the business created by the advertising.

Test Markets

Although relatively few national advertisers can make a mail-order check
on sales, all advertisers can use the test-market method. In test markets the
national advertiser may study the effectiveness of television or radio advertis-
ing and may pretest both program ideas and commercial ideas to determine
their impact on a representative audience. The national advertiser often
studies sales in test markets as a double check on the effectiveness of a going
national television or radio advertising campaign.

Test-market checks may be conducted in different ways: (1) a test city
may be used individually, with test and control factors established within the
city; (2) test cities may be matched and paired off so that one city or group
of cities is established as a control factor and the other as a test factor; (3)
entire sales districts may be used as a test market. From the above it can be
seen that the national advertiser as well as the retail advertiser makes use
of control and test factors in conducting sales-effectiveness investigations.

When Nielsen, Market Research Corporation of America (MRCA), or
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local pantry-poll studies are available for individual citics, they can help
advertisers determine the effectiveness of their national campaign on a city-
by-city basis.

Some Fundamentals of Test Marketing. Test marketing can produce a vari-
ety of information, but ordinarily only one variable element can be checked
in each market. The test may be designed to measure the merits of a product
in the market place, to test copy, to test media, to test promotion devices, and
to test budget levels; but if each of these factors is to be adequately ap-
praised, each must be tested in a scparate market. Sufficient test areas must
be used so that each differs from the control market in only one significant
way.

Herc is a summary of recommended procedures for test marketing:

1. Determine the national advertising and merchandising plan to be employed
the first year the product is on the market.

2. Select a specific group of test cities or test sales territories which are as repre-
sentative as possible of the entire country. Establish test and control markets.

3. Reduce the national plan to the test-market area in terms of distribution, sales-
force cffort, frequency of advertising, merchandising, and the like. Dollar costs in
the test markets will of necessity be higher than normal (because of the inefficiency
of buying only a few markets instead of many, thus losing the benefit of discounts),
although advertising and sales promotion activity will be identical.

4. Determine what variations, if any, are to be tested.

5. For cach variation to he tested, add an additional group of test markets (or
sales territories), so that in cach area all activities except one (the test clement)
are identical with those in the control markets. Never use a test area to check more
than one variation from the control market.

6. Carefully project results to the national level, using extreme caution in arriving
at national sales projections.

Some advertisers have used test markets in a different way. Instead of
reducing the national plan proportionately to the test market, they have
supersaturated the test market with advertising and sales promotion activity.
This is not done to determine national sales projections but, rather, to
discover how well the product will “catch on” and to what extent the public
will buy the product again. For many products, especially convenicnce goods
selling at low price, the pattern of repeat purchases is extremely important
to know. Again, it must be emphasized that no valid projections of national
sales can be made when this type of test-market plan is employed.

Using the Individual Test City. When only one city is used for test purposes,
it must obviously be selected with extreme care to be as representative of the
national market as possible. Since no onc city possesses the characteristics
of any individual advertiser’s national market, rescarchers often use several
cities or entire sales districts and conduct individual tests in each. Results
arc then combined to give a firmer base from which to interpret.

The first step in using the individual test city is to determine the normal
sales figure. It ordinarily takes at least 30 days to study sales (usually on a
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weekly basis) and to establish a valid norm. The next step is to introduce TV
or radio as an additional advertising medium and to measure sales results
over a given period of time. The increase in sales during the test period over
normal sales (adjusted for seasonal variations) may be attributed to radio
or television advertising.

Since national advertisers seck information which can be interpreted in
terms of a national market, they usually use longer test periods than do
retailers. Longer test periods tend to produce more reliable results, which
consequently may be projected nationally with greater accuracy. When
attempting to determine the sales value of a particular television or radio
campaign, the national advertiser thinks in terms of a test period of 1 month,
3 months, 6 months, or perhaps even longer. Procter & Gamble, for example,
considers 12 months as a fairly normal test period for a complete test-
market activity, though sometimes, because of competitive pressure, the
company is willing to move from a test market to a national market earlier
than this.

In such test-market operations, Procter & Gamble is testing not only adver-
tising media, including television or radio, but also the value of a new product
which has never before been on the market. The company therefore wants to
know not only whether or not the product will sell but also the extent to
which it will draw repeat sales. When Procter & Gamble is concerned only
with learning whether a television program is a desirable advertising vehicle
and is capable of building a rating, the company feels a 6-month period
customarily is necessary. In some instances a longer period is required. Since
a program based primarily on novelty may do well in the first 2 or 3 months
and then lose some of its popular appeal and, consequently, some of its sales
impact, rather extended test periods are recommended. Often, of course, a
program is on the air for another sponsor and its rating history over a num-
ber of months reflects its strength.

Matching Test Cities. Rather than utilizing test cities on an individual
basis, with control and test factors present in each, many researchers prefer
to use test cities in groups. One city or group of cities is used as a control
factor and a matched city or group of cities is used for the television or radio
test. Normal promotion activities are carried on in all cities, but radio or
television is an extra advertising ingredient in the test city or cities. Compar-
ison is then made between test and control cities. Increases in sales in test
cities are indicative of the sales effectiveness of television or radio advertising.

In selecting test and control cities, each should contain essentially the same
characteristics as those found in the national market. Since, as has been
pointed out, it is impossible to find any one city that is completely representa-
tive of the national market, researchers often select groups of cities, which
together contain all the essential characteristics of the national market. Two
cities in a predominantly agricultural area, for example, may be matched—
one as a control city and the other as a test city—and two cities in a predomi-
nantly industrial area may also be matched. Together the results indicate
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how effective television or radio will be nationally, in the advertiser’s
combined agricultural and industrial markets.

In selecting test and control cities, or test and control sales districts, each
pair should be matched, in so far as possible, with regard to the following
characteristics:

1. Basic characteristics
a. City population (which according to the American Marketing Association,
should be at least 25,000, and larger if possible, in order to provide a fair
test)

. Trading area population

. Gross income

Net income

. Net effective buying income

Per capita buying income

. Family population

. Retail sales (by groups)

Product sales for advertiser’s merchandise (both wholesale and retail)

j.- Geographical location

. Independent identity as a market

Diversified sources of income

Equalized dealer setup (without any one dealer or chain dominating the

market)

5. Equalized sales and merchandising work on the product

6. Satisfactory advertising media available

SR TR D [SURENS
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In determining sales figures for test and control areas, the usual procedure
is to select a group of test stores, perhaps ten to twenty in each market.
Prior to advertising by television or radio, a base line is established by check-
ing sales in these stores. Periodically throughout the campaign, the test
stores are checked for movement of stock, and the results are tabulated. The
test stores should be carefully chosen to represent the various types of outlets
used by the advertiser in his national market, though in some cases they may
be restricted to the cooperating chain or to independents willing to cooperate
in the test. Increasingly, however, supermarket chains are willing to stock a
test item for delivery to a limited number of stores in a test-market situation.

Test cities are often used to check the effectiveness of various commercial
techniques. For example, -a television advertiser may have three campaign
ideas. He exposes onc in each of three (or more) test markets, labeled A, B,
and C. The test market with the greatest increase in sales volume, as meas-
ured against a control market D, indicates the campaign idea which is
probably the most effective.

Obviously, any test of the sales impact of television or radio advertising
which precedes a national campaign saves the experimental spending of
thousands of dollars on a national basis. Elements that detract from the
effectiveness of the advertising can be discovered at almost negligible cost
and avoided in the national campaign.

Testing in Sales Districts. Increasingly, national advertisers are shying away
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from test-market activities in individual cities or even groups of cities and
turning to tests in cntire sales districts, which may mean testing a new
product or a new advertising approach in as much as 5 per cent of the
country at a time. The greater risk involved in moving into a sales territory
with a new and untried product or idea is offset by numerous advantages.
Primarily, the larger sales area gives a greater opportunity for a fair test.
There is less opportunity for distortion through the individual variations of
a given city or group of cities. A sales territory, morcover, offers established
channels of distribution. Often more efficient media purchases can be ar-
ranged—for cxample, sectional cut-ins can be made into legs of network
purchases. In short, an entire sales district gives the advertiser a larger and
more representative area in which to test the success of a given marketing
venture.

Test-marketing Examples—Revion and Johnson's Wax. In most cases a
national advertiser enters into test marketing primarily to determine how well
a new product will do in the market. In such instances he is interested in the
interaction of all factors—distribution, packaging, product acceptance, mer-
chandising, and advertising. Several different research investigations may
be going on simultaneously. The advertiser may, for example, use store audits
on a regular weekly or monthly basis to determine shelf movement, carry
out a special trade investigation to obtain trade reaction to the new product,
commission additional consumer research to obtain opinions from product
purchasers, and conduct a copy test to determine the effectiveness of the
appeals employed.

Ordinarily such test-market activities are conducted in several cities, and
the criteria for selecting specific markets vary widely. Revlon, for example,
generally selects cities of medium size, situated in different regions of the
United States for geographical diversification. The cities must be neither
completely rural nor overly industrial. Revlon looks to markets where its
test product can be distributed and where media other than the type under
test have little or no influence. Most Revlon test-market activities run for a
period of 6 months, with retail sales audited on a regular basis—before, dur-
ing, and after the test-market advertising.

S. C. Johnson & Son, Inc., looks for test markets in which the national
media plan can be applied in proper proportion locally. This usually means
a market with at least two television stations, plus adequate newspaper facili-
ties. The company’s research department looks for a workable population
(ranging anywhere from 75,000 to 500,000), the absence of unusual eco-
nomic conditions, cooperative distribution facilities that will accept the test
product, and sales territories with available sales-force time. S. J. Johnson &
Son, Inc. ordinarily tests in entire sales territories rather than in isolated
cities.

Nielsen Test-market Services. By subjecting a new product to the rigors of
the market under actual competitive conditions on a small scale, it is possible
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to obtain indications of what may be expected from a full-scale national
activity. Many research organizations conduct the necessary studies to help
evaluate sales effectiveness in the market place. The Nielsen Food and Drug
Index Services,® for example, can provide test-market information in several
ways.

Special area breakdowns of existing Nielsen store panels may be made. In
this manner an advertiser can determine the progress of a test product in a
given group of Nielsen-audited stores.

Nielsen also has extensive audit activities in special Nielsen test cities
(cities such as Harrisburg, Roanoke, Muncie, and Waterloo, changed from
time to time). Prices for Nielsen Test City reports vary according to the
number of cities used, the need for food and/or drug audits, amount of
brand detail required, and frequency of audits. Costs start at about $10 per
store, and cover field work, checking, tabulating, computing, cross analysis,
and reporting. This is a fairly typical rule-of-thumb figure for estimating
research costs in test stores.

In some cases it is desirable to test a new product or a new promotion plan
in markets which are neither Nielsen test cities nor areas where the sample
is large enough to permit a special subtabulation of existing information
from the Nielsen Food or Drug Index reports. In these circumstances Niel-
sen, like other research houses, can construct a special test-store panel.
Procter & Gamble, for example, made use of this service in introducing
Cheer, Gleem, and Golden Fluffo, which Nielsen tested in special areas
selected by P & G.

Home Inventories and Consumer Panels

A home inventory is an on-the-scene tabulation of products purchased by
a sample of families. Sales effectivencss may be interpreted when a home
inventory is accompanied by a separate study of viewing-listening habits.

Many advertisers subscribe to regular consumer reporting services such as
the Market Research Corporation of America. MRCA reports consumer
purchases of the advertiser’s and competitor’s products. Detailed qualitative
data are also available by geographic areas, container size, family size, etc.
Basic information is obtained from a permanent sample of 5,000 families
reporting purchases in a wide range of product classifications. Such facts are
used in developing a consumer purchase profile. Profiles show basic charac-
teristics of buyers by age, income, family size, gcographic location, occupa-
tion, and the like. The advertiser, of course, tries to build a media program
that will match the consumer profile as closely as possible.

The largest permanent consumer panel maintained by an advertising
agency is the J. Walter Thompson Consumer Panel. Panel members report

3 Nielsen Food Index and Nielsen Drug Index reports, of course, are entirely differ-
ent from the Nielsen Television Index and the Nielsen Radio Index reports, discussed
in detail in the previous chapter.



310 RESEARCH FOR TELEVISION AND RADIO ADVERTISING

specific product purchases so that qualitative and quantitative buying pat-
terns can be determined for client and competing brands. The panel also
reports certain media habits, thus enabling researchers to match product use
with proposed media plans.

Many advertising media conduct their own pantry polls, which are helpful
to national advertisers attempting to measure local sales penetration.

Total Sales Data of the National Advertiser

Just as the retail advertiser looks at his total sales figures to gain an idea
of the effectiveness of his total sales promotion campaign, so, too, the na-
tional advertiser analyzes total sales data.

In making this type of study the national advertiser may use information
on factory sales by sales districts and often on sales to key accounts. He
should remember, however, that such figures precede consumer purchase
figures. Although factory shipments may be up for a given period, it does
not necessarily follow that consumer sales have increased proportionately.
Then, too, deliveries to a given city may not be indicative of sales in the
city, since a wholesaler may distribute over a wide area. The advertiser,
however, may compare such sales data with comparable figures on an
industry-wide basis in order to learn where he stands, whether his increases

Table 14.1. Month-by-month Sales (in Dozen Units) of Burnham
& Morrill's Oven-baked Beans and Brown Bread
Before, During, and After TV Test

Previous-year Sales during

Month sales TV test period *
January $ 1,160 $ 2,840
February 1,665 1,465
March 1,590 2,337
April 1,230 2,604
May 1,385 4,016
June 2,580 4,420
July 2,961 6,306
August 1,731 3,131
September 1,028 1,960
October 787 3,018
November 1,238 1,679
December 1,261 2,135

Total $18,616 $35,911

* The 26-week television test in Green Bay, Wisconsin, using
six live l-minute commercials per week, ran from mid-
January to mid-July. The advertiser resumed using television
in November.

SOURCE: Sponsor Magazine and Burnham & Morrill.
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or decreascs have been above or below industry changes. He may also com-
pare his sales figures with those of last year and attempt to determine any
trends which may be present in his own business.

Consumer purchasing facts are ordinarily a more valuable measurement
tool than are factory sales facts. Two of the leading services that provide
this information are the A. C. Nielsen Company and the Market Research
Corporation of America, the latter already described. Nielsen publishes the
Nielsen Food Index (NFI) and the Nielsen Drug Index (NDI), reporting
movement of merchandise off retail store shelves and giving special break-
downs of sales by territory, size and type of outlet, container size, and the
like. Nielsen reports are available six times a year, each report covering two
months’ store movement. Both an advertiser’s products and competitive
products are reported (see Fig. 14-3).

The Market Research Corporation of America, as mentioned earlier in
this chapter, reports data on consumer purchase of an advertiser’s products
and competitive products. Since MRCA obtains its data from consumers, the
detailed facts it makes available are valuable in building a consumer profile,

Fig. 14-3. Nielsen store check. A field representative from tho A. C. Nielsen Company
checks store stock to determine shelf movement. Facts obtained in this tashion are reported
in the Nielsen Food Index. Similar findings in the drug field are reported in the Nielsen
Drug Index. Information on a brand and its competition is sold on a contractual basis to
advertisers and agencies. [A. C. Nielsen Company.)
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against which a media plan can be matched, and helpful, too, in suggesting
creative advertising approaches. Many advertisers subscribe both to Nielsen
and to MRCA rcports. The information supplied, combined with the com-
pany’s own sales figures, gives an excellent picture of the market situation.

It may be possible to interpret the value of television or radio advertising
from total sales figures if television or radio is the primary advertising me-
dium, since most sales may be attributed to the primary medium.

Fort Wayne Before-After Television Study (NBC-TV)

One of the most intensive cxaminations of television as an advertising
medium was the NBC study conducted in Fort Wayne, Indiana.® The first
wave of interviewing took place immediately prior to the advent of television
in that city (via WK]JG-TV). In this before-television study rescarchers
talked with malc and female heads of houscholds to determine their knowl-
cdge and opinion of product brands, their buying behavior, and their expo-
surc to media. Retailers were also interviewed regarding their attitude
toward advertising media and the effect of these media on product move-
ment.

Six months later, after television had gone on the air in Fort Wayne, the
second (after-television) wave of interviewing was conducted. By this time
approximately onc out of three Fort Wayne homes had a television set. The
average length of ownership was about 314 months. Television owners were
asked about their opinions of brands, their buying behavior, and other char-
acteristics researched in the before-television analysis. Results yielded “be-
fore” and “after” television facts.

Conclusions of the study show that the advent of television in Fort Wayne
sharpened awareness of brand names, taught consumers to associate the name
and the trademark with the product, sold slogans, enhanced brand reputa-
tion, shifted brand preference favorably, and, of course, increased product
sales. Certainly not all these results are directly attributable to television
advertising. Teclevision’s arousal value, its side cffects, including word-of-
mouth comment, and the impact of dealer display, promotion, and strong
merchandising support also played a role. But the basic impetus underlying
increased sales can be traced to television advertising.

Indirect Checks on Sales Effectiveness

Indircct checks on sales effectiveness are hardly more than rough signposts
reflecting certain interesting aspects of a TV-radio campaign. Since indirect
checks are not based on sales fizures, they are far less valuable than direct
sales-cffectiveness checks, which in themselves are indicative and not conclu-
sive. Morcover, if the limitations of indirect checks are not recognized, they
may do more harm than good.

Among the more common indirect checks on sales effectiveness are pro-

¢ How Television Changes Strangers into Customers (NBC-TV. 1953).
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Table 14-2. Basic Findings of NBC-TV Fort Wayne Study

Before After
Factor tested television television

Brand awareness

Television set buyers .................... 51 74

Unexposed ...........cciiiiiinrnnnenn. 40 43
Product-brand name association

Television set buyers .................... 41 65

Unexposed .........ccoiitiiinnnnennenn. 28 34
Trademark recognition

Television set buyers .................... 34 57

Unexposed .............cciiiiiinian.. 25 31
Slogan identification

Television set buyers . ................... 45 77

Unexposed ............ ..o, 35 43
Brand reputation (“very good’)

Television set buyers . ................... 22 31

Unexposed .........cciiitiiiinnnennnnnn 18 21
Brand preference (“Which is better?™)

Television set buyers .................... 35 45

Unexposed ..............cciviininennn.. 34 25

NoTE: “Television set buyers” are families who owned a television set
at the time of the second interviewing wave. “Unexposed” indi-
cates nontelevision families who reported the least direct expo-
sure to television.

sOURCE: How Television Changes Strangers into Customers, NBC-TV,
1953.

gram rating reports, responscs to special broadcast offers, store traffic checks,
viewer-listener opinion, and sales-force—trade opinion.

Program rating reports indicate the size of the audience viewing or listen-
ing to a program. Although the larger the audicence, the greater the commer-
cial exposure, it does not necessarily follow that a program with a high rating
is a good sales vehicle. 1 Love Lucy was dropped by Philip Morris at a time
when the program enjoyed onc of the top ratings on network television. The
reported reason was that, although the program rating was high, sales of the
product were declining. Conversely, many low-rated programs are extremely
valuable sales vehicles in that they deliver commercials directly to consum-
ers, not to a mass audience that may include a relatively high percentage of
nonconsumers. Too many sponsors and agencies watch program ratings too
closely. Ratings, properly used, arc a valuable aid to analysis, but they must
be used with many other tools in determining the sales effectiveness of a
campaign. Thus they are considered merely an indirect check on sales effec-
tiveness.

A qualitative audience probe is often made at the time a program rating
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survey is taken to check sponsor identification, the consumer’s association of
a sponsor with a program. A high sponsor-identification rating reflects
program-product association, a step closer to indicating product sales, al-
though not in itself a guarantec of a program’s sales values.

Special radio or television offers of a free booklet, a recipe, or a premium
(even if accompanied by proof of purchase) are also considered indirect
checks on sales effectiveness. There is no way of knowing whether the prod-
uct was bought as a result of the broadcast or was already in the home.
Moreover, the quality of the offer itself influences results. When Budweiser
was test-marketing a new beer and also testing the influence of country-
music radio programing (on WSM’s Friday Night Frolic), the 18,000 requests
for miniature Budweiser bottles was viewed as merely an interesting sidelight
on the campaign. Responses of this nature cannot be projected to determine
either audience size or the sales effectiveness of a program.

Store traffic checks, tabulations of the number of people entering a store
or a department during a retail television or radio advertising campaign, are
also considered indirect checks. Since various media are ordinarily used in a
campaign, this method is more helpful in studying the total effect of all
media than in determining the pull of a single medium.

Viewer-listener opinion of the sponsor’s programs and commercials, as
indicated by fan mail or complaint letters, always deserves the attention and
study of advertisers and their agencics. However, there is no way to project
total audience likes and dislikes on the basis of such letters, nor is there an
easy way to separate consumcr letters from nonconsumer letters. Letters of
complaint should always be answered quickly and tactfully.

Sales-force and trade opinion, another indirect check on sales effectiveness,
often gets far more attention than it deserves. A television or radio campaign
is primarily intended to appeal to the consumer—not to cater to the likes
and dislikes of the trade, key accounts, wholesalers, or the sponsor’s sales
department. Naturally a consumer-directed advertising campaign that en-
joys sales-force and trade support is highly desirable. Often it is possible to
explain the reasons behind the consumer campaign to the satisfaction of the
sales force and the trade. Tact and diplomacy are called for in indicating
to such groups that their personal opinion, no matter how sincere, is not the
criterion by which to judge the success or failure of the television or radio
campaign.

Basic Factors Affecting Sales Effectiveness

There are a grecat many qualitative factors which combine to generate
impact in a TV or radio commercial. Impact in this sense is used to mean
that quality which strikes suddenly against the viewer’s or listener’s indiffer-
ence and cnlivens his mind to receive a sales message. Only after the com-
mercial has registered a sales impression can action and sales result.
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Answers to the following questions on the basic sales-effectiveness elements
of television or radio advertising will often help to interpret the results of
the campaign:

1. What is the content of the message? What appeals are employed? What
is the objective of the message? To whom is the message addressed?

2. How is the message delivered? Is it presented in a simple, straight-
forward manner? Is it punched hard for special emphasis? Are special
attention-getting devices used?

3. Where are commercials placed on the program? If a spot campaign is
used, where are announcements scheduled? What improvements could be
made in the commercial schedule or in commercial placement?

4. What is the competition on the air at the same time?

5. What is the attention value of the medium? What segment of the audi-
ence is attracted?

6. What is the intensity of viewing or listening? How intently do people
view or listen once their attention has been arrested?

7. What is the penetration (remembrance value) of the medium? How
much of the TV or radio message do people retain? How long do they retain
such information?

8. What is the incidence of repetition? How many times is the message
presented? How many times is it heard? Is the point of saturation reached?

9. What media are used in addition to television or radio? Are all adver-
tising and merchandising activities well coordinated?

10. What are the adjacent programs and what is the audience flow? What
audience is inherited from the preceding program? What part of the audi-
ence comes from other stations? How many people turn the set on especially
for the show?

11. What is the audience turnover? What percentage of each program
audience consists of new viewers? How many are regular viewers? Is viewing
consistent or inconsistent?

It goes without saying that the cffectiveness of a broadcast campaign is
dependent not only on the factors listed above but on numerous other ele-
ments in the marketing mix, including the quality and performance of the
product, distribution, sales-force and trade attitude, pricing, competition,
packaging, and the like. Where sales results are not satisfactory, these areas
should be studied along with the advertising campaign.

Improving Sales Effectiveness

If results from sales-effectiveness studics indicate that the sales impact of
a television or radio campaign needs improving, there are scveral steps which
may be taken by the retail or national advertiser to strengthen his broadcast
advertising. Each of the following points related to the broadcast campaign
should be checked in detail. They are all applicable to the program cam-
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paign, and certain ones are applicable to the announcement campaign as
well.

1. Objective. All television or radio advertising should be directed toward
reaching the specific objective established for the medium.

2. Sponsor-identification factors. The advertiser should analyze all factors
affecting sponsor identification and bolster those which lead to higher spon-
sor identification.

3. Billboard. As the program opens, it should be made immediately clear
to the audience who sponsors the program and what product or products
are advertised. The opening should fulfill this requircment in a distinctive
way.

4. Changes. Good openings and good commercial gimmicks need not be
altered merely for the sake of a change. Considering the factor of audience
turnover, every viewer or listener does not watch or hear every program.
Those working on the program series should remember that they tire of
material more rapidly than does the average person in the audience. The
importance of repetition should not be forgotten.

5. Association. Every portion of the program should be analyzed for the
possibility of adding one more product mention and one or more elements
of association between the product and the program.

6. Commercials. Commercials and other product plugs must register an
advertising impression. Too-smooth commercials may slip right past the
viewer or listener. Surveys indicate that extremely pleasing or extremely
irritating commercials create product impression and result in sales. It is, of
course, in the best interests of both the sponsor and the television and radio
industry to strive for an extremely pleasant commerciai. Commercials should
be carefully researched, as explained irn Chap. 12.

7. Commercial placement. Sponsors should consider placing commercials
at different points in the program. Research findings indicate that widely
spaced commercials reach a greater audience.

8. Gimmicks. Television or radio advertisers should consider the addition
of gimmicks to incrcase identification but should avoid overusing such de-
vices. Video gimmicks arc almost unlimited in number and scope. Radio
gimmicks may take many forms—music, sound effects, and such special
devices as echo chambers and talking trains. A distinctive program sign-on
or sign-off, a clever keynote idea permeating all commercials, comments by
the cast about the product, giveaways, informal discussions about the prod-
uct, and innumerable other creative ideas can serve as effective gimmicks.

The Challenge of New Research Frontiers

Although there are accepted methods for measuring the sales effectiveness
of television and radio advertising on both the national and local levels, there
are many aspects of the problem that have still to be explored. Fundamen-
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tally, the entire arca of effectiveness needs to be more clearly defined before
it can be fully measured. It remains the obligation of the broadcasting indus-
try to move into new rescarch arcas and to develop inethodology that will
shed even greater light on sales efTfectiveness.

For cxample, how receptive is the viewer to a commercial placed in the
middle of a tense and exciting dramatic program? What type of commercial
works best for what type of program? How cflective are radio saturation
schedules on a single station compared with the use of different stations?
Should saturation schedules be spread throughout the broadcast day or
concentrated within certain hours each day? How can an advertiser rclate
increases in money spent on broadcast advertising to increases in product
sales and net profits? Does the station image dictate commercial direction?
What arc the necessary program components to attract various groups of
viewers or listeners? How important is sponsor-program identification? How
often must a commercial be broadcast to cause a change in consumer atti-
tude?

These and innumerable other questions indicate that the rescarch frontier
remains open. The successful broadcasters of tomorrow are the stations and
networks that face this challenge today and work toward research objectives
that may now seem unattainable but that must and will be reached in the
days ahcad. Alert station representatives, agencics, program producers, film
commercial studios, and advertisers will also join in this effort.

Summary

The task of measuring the sales effectiveness of a television or radio adver-
tising campaign is, at best, a difficult one, beset with numerous problems and
pitfalls. For this rcason, many sponsors tend to circumvent this important
segment of campaign activity. Fortunately, more and more are turning to
rescarch to shed light on the value of broadcast advertising, and to guide
them to more successful use of television and radio.

Checks on sales cffectiveness may be either direct or indirect. Obviously,
direct checks based on studics of sales figures are more valuable than indirect
checks provided by other-than-sales data. Even direct checks, however,
should be interpreted only as indicative, not as conclusive.

Direct checks on the effectiveness of retail television or radio advertising
may be made by tabulating mail-order response, by checking individual-item
sales through test and control periods or point-of-purchase investigations, by
studying departmental figures in test and control departments, and by analyz-
ing total sales data. All such activitics should be handled by competent
researchers and not turned over to persons unfamiliar with investigative
techniques.

Direct checks on the effectiveness of national television or radio advertis-
ing include tabulations of mail-order response, investigations in test stores or
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test markets, the use of home-inventory and purchase-panel data, and
studies of total sales figures.

Indirect checks, or signposts of sales effectiveness, include program ratings,
response from special radio and television offers, checks on store traffic, and
the opinions of viewers, listeners, the sales force, and the trade. Indirect
checks arc merely interesting observations on the television or radio cam-
paign and must be viewed in this manner. There is no way of translating
them into sales figures or projections.

To improve the sales effectivencss of a television or radio campaign, the
sponsor must understand the qualitative factors which contribute to the
success of broadcast advertising. He must take time to analyze his own busi-
ness, study his own product, and carefully recheck basic marketing strategy.
Every effort must be made to improve sales effectiveness by researching com-
mercials, studying commercial placement, and otherwise being alert to plans
and devices which enhance the selling impact of television and radio
advertising.

As television costs increase, and especially in view of the additional ex-
pense of color television, advertisers want to make certain that each broadcast
advertising dollar is working as efficiently as possible to produce results.
Sales-effectiveness studies are costly, time-consuming, and, because so many
factors are at work to motivate the consumer, extremely difficult. Short cuts
in research may be misleading and disastrous. But rescarch evidence may be
developed to help evaluate the effectiveness of current television and radio
campaigns and to guide improvements in commercials, programs, use of
broadcast media, and other creative activities.
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15 The Advertising Agency

The basic function of carly advertising agencies was simply that of space
buying or space brokerage. The next step in their cvolution was the addition
of an activity which constitutes the primary work of agencies today—creating
the advertising campaign.

Through the ycars advertising agencies have cxpanded their scope of
activities to include far more than the preparation of advertising campaigns.
The modern agency is often called upon for complete marketing counscl.
Such counsel starts with basic marketing strategy—a study of new product
opportunities, positioning the product in the market, advice on packaging,
pricing, distribution. It continues through the product-testing and  test-
marketing phases and follows the product into national distribution, with
sales, advertising, and merchandising plans designed to reach the company’s
sales force, wholesalers and retailers, and consumers.

{All major national and regional advertisers usc advertising ag(-nci(-s:\‘ But
the cxtent to which they rely upon agencies for marketing services depends
upon the organization of the agency and the degree to which the advertisers
desire such help. Retailers in larger metropolitan arcas ordinarily work
through an agency for their broadcast advertising but may or may not usc
the agency for their print advertising. Retailers in small towns do not usc
agencies, for the fow agencies that exist in nonmetropolitan citics cater pri-
marily to small national or regional advertisers in the arca. Although this
chapter covers all phases of agency activities, it stresses those related to tele-
vision and radio advertising.

How Agencies Are Paid

The advertising agency may be paid for its services in one of two ways—
cither by the regular{ 15 per cent agency commission, which practically all
media allow recognized agencics, or by a retainer fee The latter may be a
fixed fee or a fee determined by the amount of work performed. A retainer
fee is generally charged where commissions from media are inadequate to
reimburse the agency for its creative and account management work.

The 15 per cent commission is, of course, paid by the media and not by
the advertiser] Assume that the half-hour rate on a TV station is $1,000.
An advertising agency, in purchasing onc half-hour period for a client, is
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given a 15 per cent discount by the station. It therefore pays the station $850.
The agency then bills the client at the established rate of $1,000. By employ-
ing an agency, an advertiser pays no more for the media he uses, yet receives
the services of the agency in the preparation of his advertising. Most general
advertising agencies receive their major income from commissions. A com-
mission is also generally charged on program and talent costs.

[Agencics which work on a retainer basis compute their fee according to
their overhead and other expcnses)Thosc paid by commission operate on
this income, which covers overhead, account management, media planning
and buying, creative time, preparation of storyboards, commercials, copy
and layout, merchandising planning, and related services other than those
for which there is a specific charge. (Some agencies do charge for copy and
layout, but generally the larger agencies do not, except perhaps for compre-
hensive layouts.) Although the commission system has been a controversial
subject, no alternative method yet devised has been generally acceptable to
advertisers, media, and the agencies.

Recognition of Agencies

Since advertising agencies are paid by the media, it is necessary that they
be “recognized.” This means that they must qualify and fulfill certain re-
quirements in order to receive their commissions. To secure recognition, an
advertising agency must[(l) be free from the control of any advertiser
or advertising medium, (2) have adequate experience and ability to serve the
advertiser, and (3) have the financial capacity to meet the obligations it
incurs in dealing with media.]

Agency Services

An advertising agency is an organization of persons who specialize in sell-
ing through advertising media, marketing counsel, and collateral activities
which help to make that selling as effective as possib]eJAs the term agency
implies, the relationship between the advertiser, or client, and the agency is
that of principal and agent. The agency acts on behalf of the advertiser in
entering into the necessary contracts with advertising media, photoengravers,
artists, TV and radio talent, and all others who play a part in finally bringing
the advertising message to the public.

Today, as in the past, the prime function of an advertising agency is to
prepare advertisements and place them where they can be read or heard or
secngBut with its expanding scope, its development from a mecre builder
of advertisements into a marketing and advertising counselor, the agency
has greatly increased its value to clients. Creativity is still the keystone of
agency service, but it is no longer limited to the preparation of advertising.
The agency now offers creative market planning, creative media buying, etc.
The increased amount of market material available and the greatly improved
rescarch techniques have become tools for the agency in its creative planning.
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The high standard of living enjoyed in this country is due in large measure
to the desires created for products and services through advertising. Adver-
tising agencies have had an important role in this phase of our cconomic life.
There is no doubt that agencies will continue to increase the cffectiveness
with which they use the art of pursuasion and will contribute even more
importantly to our standard of living in the years ahcad.

Advertising agencies differ somewhat in the services they include for the
standard 15 per cent commission. Among the leading agencies, however,
these differences are only minor. There are a few agencies, of course, that
are dominated by advertiser ownership (yet are still recognized for commis-
sion purposes) or that offer extra services, which might be considered com-
mission cutting or granting of rebates.

On the basis of charges, agency services fall into two categories:& 1) bill-
able services, offered over and above the regular services and charged to the
client and (2) nonbillable services, or regular services included in the 15 per
cent commission.)

Billable Services

Billable services or activities are gcnerallyf(l) special services performed
within the agency and (2) out-of-pocket expenses incurred by the various
agency departments for the clientf\T he first classification comprises activities
conducted in behalf of the client which are not normally included among the
general scrvices provided—for example, research studies requested by the
client and creative work on nonmedia advertising materials such as cata-
logues, brochures, and cooperative advertising materials not placed by the
agency.

. The second classification of billable charges includes services and materials
contracted for and supervised by the agency but prepared outside the agcncys
Examples of these items are production charges for filmed commercials,
finished art, typesetting, mechanical production, and other materials or serv-
ices required in the preparation of a client’s advertising. The actual services
of the various departments ordering these materials arc not billable, as is
explained below, but generally the supplier is charged a 15 per cent agency
commission.

Nonbillable Services

Most of the services which an advertising agency performs for its clients
are covered by the 15 per cent commission paid by the media scheduled to
carry the advertising campaign. Thus the cost of these activities is not billable
to the client. The services of the following departments come under this
category (although, as explaincd above, the out-of-pocket expenses incurred
by some of these departments are generally billable) : account management,
copy, art, production, television-radio, media, checking, accounting, and
research,
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Agency Operation

Advertising agencies vary in size by the amount of advertising which their
clients place. This may range from $25,000 to several hundred million dol-
lars. Whether an agency is large or small, the cfficiency of its organizational
structure has a direct bearing on how effectively and profitably it can serve
its clients.

The following explanation of advertising agency operation is not intended
to cover the organizational structure of a typical agency but to explain the
functions of various departments. The work outlined for three or four de-
partments may be performed by one person in small agencies. Whatever the
size of the agency, certain activities must be performed, whether by a one-
man “department” or a 100-man team.!

Account Management

( The account executive coordinates the thinking of all agency departments. }
Although agencies work differently, department members are gencrally
given specific assignments on particular accounts. Thus when a problem
arises in media, marketing, television-radio, art, or copy, for example, the
account cxecutive can turn to an individual who is responsible for that phase
of the work.

When planning is about to start for a new campaign, the account execu-
tive ordinarily calls the agency group together and explains the situation.
The problem and objectives arc discussed, the necessary research projects
arc initiated, and timetables are established, so that each member knows
what is cxpected of him in carrying out the marketing plan._This report
summarizes the problems, opportunities, objectives, and the advertising plan
of action for the campaign](sce Chap. 21).

The marketing plan is coordinated by the account executive but usually
written by all members of the agency working on the account. The facts
scction of the plan may be prepared by the research department. The account
group, together with key members of the agency working on the account,
review the facts and draft the problems and opportunities section, which
ordinarily constitutes the second part of the plan. Working closely with the
client, the agency and the client agree on the objectives for the advertising
campaign, which forms the third scction of the marketing plan. {The adver-
tising plan of action (advertising stratcgy) is developed by the creative
dcpartments}Thc creative strategy (copy themc, storyboards, layouts—the
advertiscments themselves) is developed by the writers and artists, the
media strategy is developed by the media department representative on the
account, and the merchandising plan of action is developed by the merchan-
dising department.

' Sec also Practical Guides and Modern Practices for Better Advertising Manage-

ment, vol. V, “Advertising Agency Relations’ (Association of National Advertisers,
Inc., 1957).
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Fig. 15-1. Organization of the
television-radio department of a
large advertising agency. There
are obout fifty people on the staff,
including the TV.radio account
executives. In smaller ogencies the
basic requirements for servicing
television and radio compoigns
ore the some, but the work is
hondled by fewer people. Num-
bers in parentheses indicate the
number of people ossigned to
eoch job.
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The account executives and all department heads, of course, supervise the
work of various members of the account group. All conclusions reached,
therefore, are not merely the opinion of one person but the considered judg-
ment of the agency “team” on the account. In some agencies, a plans board
reviews all recommendations of the account group and decides in essence
what the agency recommendations will be. The board may consist of top
agency executive personnel, including the account management representa-
tive and the media, marketing, and creative directors. The organization, of
course, varies by agencics. In general, agencics may be classified as (1) those
in which the account man “rules” and (2) those in which the depart-
ment hcad “rules.” There are, of course, many variations of these two
types.

When TV or radio is utilized, the account executive usually does not take
an active part in servicing the campaign on a day in and day out basis.
This work is carried on by the TV-radio department or by the TV account
executive. The account executive does, however, act as liaison between that
department and the client, in the same way that he serves as the connecting
link between all other departments of the agency and the client.

Copy Department

[Thc copy department prepares the commercial messages for broadcast
and print advertisements:‘This work is another standard and nonbillable
service of an agency.

A copy department is generally headed by a copy, or “creative,” super-
visor. Below him may be “group heads,” who write on various accounts and
have other writers under them. In some agencies there is a separate TV copy
department because of the volume of this specialized type of commercial
writing. In another arrangement, found at Needham, Louis and Brorby, Inc.,
writers who handle broadcast commercials are in the TV-radio department
and those who write copy for print media are in the copy department. What-
ever the organizational setup, there must obviously be close coordination
between the TV division of the media department, the account creative
supervisor, the TV art department, and the TV director.

Although agencies vary in their departmental structure, the account execu-
tive is responsible for initiating requests for advertising materials} The
request is made to the traffic department, or its equivalent, which issues the
necessary requisition to the personnel concerned. If the commercial mate-
rial is for a new TV or radio campaign, exhaustive exploration will be made
and various approaches to the problem will be discussed with the account
group. There is, of course, extrcmely close corrclation between the writer
and the TV art director. The latter prepares storyboards—a series of pictures
which make it possible to visualize the sequence of action in a planned tele-
vision commercial. The writer, the TV art director, and the agency producer
coordinate the audio and visual elements of the commercial. When the script
and storyboard are completed to the satisfaction of all concerned on the
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account, they are submitted to the account group, the plans board, and then
to the client. Once the pattern of the commercial is approved, the writer’s
work is somewhat simplified, for subsequent commercials in the series are
written within that pattern.

In the carly days of television, there were too many “radio” commercials
which had simply added a visual element. It was natural that there would
be a period of evolution during which print and radio writers learned to take
full advantage of the television medium. One need only watch some of the
top TV programs for evidence of how copy writers and art directors are
effectively meeting the challenge.

Art Department

[The art department of an advertising agency is primarily concerned with
the preparation of layouts, which provide a visual presentation of a printed
advertisement, and with the purchase of finished art?jThe art director on a
particular account works closely with the copy writer in order to work out
the most cffective visualization of the copy story to be presented to the
reader.

The layout prepared by the art director is gencrally complete enough so
that the client may visualize the advertisement in its finished form. When
layout and copy are approved, the art director arranges to have the finished
art prepared. In most cases, this is done by an outside artist who is espe-
cially talented in the particular type of illustration. Where photographs are
used, a photographer specializing in the particular type of illustration called
for is selected.

As mentioned above, the services provided by the art department of an
agency, such as layouts, are included in the 15 per cent commission and are,
therefore, generally not billable to the client. However, the finished art,
photographs, or lettering which are prepared by outside artists or photogra-
phers are part of the out-of-pocket cxpense of preparing the ad and are,
therefore, chargeable to the client.

Another dimension was added to the work of agency art departments
with the advent of TV. During the past several years each agency, often by
trial and error, has worked out the formula for handling this work which
best fits its organizational structure. In some instances the art department is
responsible for creating the visual elcments of TV commercials. Artists have
been trained in the techniques of TV, and their work has been effective. In
other cases, a separate TV art scction has been established within the tele-
vision department. The TV art director should be experienced in the tech-
niques of live, tape, and film production for TV.

Mechanical Production Department

_The production, or service, department is primarily concerned with the
mechanical preparation of print ads. It is this department which takes the
copy and art and channels it to the typesetter and the engraver so that the



328 TELEVISION AND RADIO CAMPAIGNS

ad may be put into a form which can be reproduced in magazines or news-
papers.)

The actual work of the production department is not chargeable to the
client. The cost of typesetting, plates, photostats, and miscellaneous other
items relative to the mechanical preparation of the ads is billable to the
client, and the agency commission is gencrally added to the charge.

Television-Radio Department

The television-radio department may consist of one man or of a group of
highly skilled specialists. Tts size and its functions vary from agency to agency.
In some agencies it plans all program or announcement campaigns, selects
the shows, writes the storyboards and commercials, produces the commer-
cials, buys time, schedules the campaign, and, in general, handles all phases
of broadcast advertising. At other agencies these functions are distributed
among various departments. Storyboards and commercials, for example, may
be written by the copy department, and time buying may be handled by
the media department.

EWhatever its responsibilitics, the department is usually headed by a
director, who frequently is an officer of the agency.\Because of the impor-
tance of broadcast advertising, tclevision-radio department personnel, at the
director or associate director level, are often members of the agency’s man-
agement group. The department head usually specializes in the selection of
programs and has a good working knowledge of production and commer-
cials. His duties ordinarily include making campaign recommendations;
supervising the activities of the department; entering into contracts with
talent—actors, musicians, writers; keeping abreast of program and talent
availabilities and keeping management informed of those availabilities which
may be of interest to the various accounts; constantly checking the over-all
production of existing TV and radio campaigns; and taking part in agency-
managemcent and agency-client meetings on TV and radio.

Such activities, whether performed by one man or a highly specialized
television and radio department, are the backbone of a successful broadcast
operation. Each will be explained to show its relationship to the over-all
agency operation.

Supervision of Department. Probably no outsider cnjoying a TV or radio
program appreciates the work and planning which go into it. A well-
directed TV-radio department can develop the cfficient operation so neces-
sary in handling clients’ broadcast problems. Although this is the prime
responsibility of the department head, effective supervision also calls for
“creative” direction. The director should not only see that every activity of
the department functions efficiently but should also develop ways whereby
clients can use television more effectively.

The Television Account Executive. With television figuring more and more
prominently in the campaign plans of most national advertisers, there is an
increased need for a television specialist on the client-contact level within
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the agency. In the past, the director of the television-radio department or the
director of the media department of the advertising agency has served in
this capacity—counseling the account executive on television usage, accom-
panying him at clicnt meetings, and sometimes presenting plans, budgets,
program proposals, and the like for client consideration.

As tclevision grew, however, these department heads found that the
increased demands on their time did not permit them to service an account
as closcly as they would like. To remedy this situation, the television account
executive role was developed. In some agencies the television account execu-
tivé 1s a member of the account exccutive department; in others he is a
member of the TV-radio department or the media department. Regardless
of where he fits in the organizational structurc,f\his skills include a working
knowledge of the broadcasting industry—especially of programs and com-
mercials, media, and media resecarch—and a broad understanding of market-
ing concepts,

Campaign Recommendations. When a client wishes to consider TV or
radio, or when the agency has reccommended broadcast advertising, the
specific method of using these media must be decided upon. After analyzing
the client’s problems, objectives, and sales opportunities, examining available
programs, and reviewing with the time buyer the periods available, the
director should be able to make sound recommendations regarding the type
of campaign and the specific program that will best serve the client’s needs.
However, onc need only look at Broadway to see how difficult it is to pick
winners all the time. Even a good director may not invariably select a hit,
but he will come up with good idcas and will gencrally make the right deci-
sion regarding available programs.

Client and Management Meetings. The director should be available for
meetings with clients and management to discuss the problems involved in
a current TV or radio campaign or ideas regarding a new campaign. Al-
though the job of dircctor primarily concerns “show business,” the straight
business approach to the client’s problems will give the director the proper
perspective in his work.

Servicing Programs. Programs already on the air require constant checking
by the TV-radio director or by his associates. If the agency is located in the
city where the program originates, this work may be done directly at the
studio. Otherwise, the program may be studied either from the network
outlet in the city where the agency office is located or by means of an off-
the-air transcription, video tape, or film print.

Certain features of programs may lose their popularity and have to be
replaced. The TV-radio director should be able to feel the pulse of the
programs on which he works to know how to keep them fresh, exciting, and
appealing to the audience. Modifying the format, repositioning the com-
mercials, introducing guest stars, changing the mood music—these are a few
of the alterations that the director and his associates may consider to kecp
viewer or listener interest at a high level.
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Program and Talent Availabilities. Another important service of the direc-
tor is keeping management informed of program and talent availabilities
likely to interest various clients—either to improve a program alrcady spon-
sored or to sell the nonuser on television or radio advertising. To provide
such service, the director must keep up to date on current availabilities.

Program and Talent Contracts. The director may ncgotiate with the talent
or program agent regarding the terms of the contract. Although agency
attorneys usually examine all contracts, the director must have a thorough
knowledge of such agreements. They are so important that they are discussed
in considerable detail helow—in the section on legal aspects—and also in
Chap. 16.

L All talent working on a particular television or radio program, outside of
those directly employed by the agency, should be covered by written contract. )
It is imperative that such contracts be correct legally and reflect accurately
the terms which the director wishes to establish for the client. The most im-
portant elements of a talent contract are the specific dutics of talent, total
costs, the terms of the contract, the right to use talent’s name in advertising,
options for renewal, cancellation privilege, and origination point(s) of
broadcast.

On some programs talent is hired individually. On others, called\ package
programs, the necessary talent is hired as a grouﬁ.)&bnc contract for package
programs covers all talent, program material, and necessary music and musi-
cians, together with an announcer, actors, sound men, and the like. ]

Talent contracts become somewhat involved because of the various union
relationships of TV and radio personnel. It is vital that both the client and
the agency be protected with proper contractual agreements relative to such
legal matters. Some agencies have their own legal department to prepare or
review talent contracts and handle other legal matters. In others, the business
manager of the TV-radio department may be responsible for this function.
In any case, someone specially trained in this important field should be
assigned to this phase of the work.

The cost of talent for a given program is covered in a talent estimate.
Client approval of this estimate authorizes the agency to execute the talent
contract through the TV-radio director.

If the program contract is handled separately, the director, or the person
assigned to this work, should be certain that the client’s rights are protected
and that the program contract reflects the mutual understanding of the
contracting parties. The basic clauses of the program contract are practically
the same as those mentioned for the talent contract. Contract dates both
for program and talent and for facilities should be so arranged that, in case
of cancellation or termination, all ending dates correspond.

Commercial Production. In addition to servicing the program phase of a
television or radio campaign, the agency is, of course, responsible for produc-
ing commercials. This activity generally comes within the jurisdiction of the
TV-radio director, but the work is usually done by persons especially trained
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in the preparation of commercial materials, as contrasted with those who
work directly on programs.

Media Department

: The media department of an advertising agency makes recommendations
on media, prepares media schedules and contracts for the clients, and buys
space or time as the situation requires] A media director normally is in
charge of the department and supervises these activities.

In large agencies there are generally several associate media directors.
They are familiar with the advantages and limitations of all media and can,
therefore, evaluate media objectively for the various accounts to which they
are assigned. When the specific media plan has been approved by the client,
the associate media director instructs media buyers to purchase specific space
or time, as the case may be.

Media buying is not simply a matter of selecting the medium that is largest
in size or lowest in cost. Good media buying calls for creativity. Absorbing
general market or media facts is just one part of the job. A knowledge and
understanding of the client’s products, his distribution, his sales opportunities,
and objectives must be interpreted in terms of reaching the maximum num-
ber of likely prospects within the established budget.

When a media plan is approved by the account group, the plans board,
and the advertiser, the media department prepares a schedule and estimate
showing the actual dates of the campaign and the costs which will be in-
curred. When signed by the client, this form becomes the agency’s authoriza-
tion to order the facilities or space called for in the estimate.

Time buying is generally under the jurisdiction of the media director. The
time buyer must, however, coordinate his work with that of the TV-radio
department—particularly in regard to time-and-program combinations in
which program and facilities are purchased as a unit. Chapter 16 is devoted
to the time-buying activity of the advertising agency.

Checking Department

’:- The checking department is primarily concerned with verifying the place-
ment of advertising before payment for it is made.) In print advertising,
for example, invoices are sent to the agency accompanied by copics of the
publication or tear pages which serve as concrete evidence that the adver-
tisement has appeared. The checking department checks with the insertion
order to verify the publication date and the ad itself. If everything is in
order, the invoice is approved for payment and forwarded to the accounting
department.

In TV and radio advertising, networks submit invoices which show the
time of broadcast. These scrve as evidence that the program or announce-
ments have actually been aired. They arc checked against the schedule and
estimate for proper hour and day of broadcast, and if everything is in order,
the invoices are approved and sent to the accounting department for pay-
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ment. Stations, when used on a spot basis, submit invoices, with affidavits
of performance, which are processed in the same manner.

Accounting Department

\:Thc accounting, or billing, department is responsible for all the agency’s
receipts and disbursements.y Another nonbillable service, it has a twofold
purpose in servicing a TV-radio advertiser: (1) it accepts the verification
of the checking department that advertising was printed or broadcast as
contracted—or docs its own checking if there is no separate checking depart-
ment—and makes payment to the media accordingly; (2) it bills and recceives
payment from the advertiser.

A copy of the TV or radio schedule and estimate (see Chap. 16, Time
Buying). as approved by the client, becomes the authority for the accounting
department to make payment for the items ordered and to bill the client
accordingly. If a 2 per cent cash discount is permitted by the medium, an
appropriate notation is made on the invoice. All cash discounts are passed
on by the agency to the advertiser as carned, that is, if the advertiser has
made payment within the time specified.

Agencies, as mentioned carlier in this chapter, reccive a 15 per cent com-
mission from stations or networks. The advertiser pays the contract or pub-
lished rate to the agency. The agency pays the facilities 85 per cent of the
published rate. There is no hard and fast policy regarding comrnission on
programs and talent. Some agencics add commission to the talent cost;
others do not. In most instances where a commission is charged, 15 per cent
or 17.7 per cent is added to the talent or program charges, since these are
generally hilled to the agency on a net basis and arc not subject to agency
commission.

Research Department

\f [The rescarch department provides a supervisory and counscling service

: with regard to marketing and other ficlds of x‘cscarchl Included in these

\ broad classifications arc such services as basic marketing studics, label test-
ing, product testing, motivational studics, pretesting of copy, and pretesting
and posttesting of TV and radio commercials.

Familiarization research studies conducted by the agency to provide a
better background and guidance for agency personnel are usually paid for
by the agency. The research department may also conduct special studies for
TV and radio sponsors. Such studics, involving out-of-pocket costs, arc
generally paid for by the advertiser. This same policy applies to TV or radio
rescarch, which may come under the jurisdiction of cither the director of
rescarch or the TV-radio director.

Marketing Department

Most agencics offer marketing counsel to some degree. This service is
becoming increasingly important and indicates the trend toward agency
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participation in every phase of the client’s marketing and selling activity.
Although there is usually no charge for the counseling itsclf, the client is
generally billed for any out-of-pocket expense incurred by the agency at his
request.

The type of accounts serviced by an agency largely determines the type of
marketing specialists who make up the department. Many large agencies,
for example, have food market specialists scrving as consultants. Often these
men have been hired away from food chains or related organizations.

Public Relations Department

Public rclations counseling is another service provided by some agencies.
The public relations director in these agencies is available for counseling and
suggestions, and this service is normally not billed to the client. In carrying
out a public rclations program, however, the agency generally charges a flat
service fee and also bills the client for out-of-pocket expenses. A number of
agencies do not provide public relations services—probably because they
consider this ficld too great a departure from the original concept of an
advertising agency, or because it would be too infrequently used.

Legal Aspects of the Agency Operation

Some of the possible legal complications which may arisc in an advertising
campaign have been mentioned briefly. The subject is so important, however,
that it warrants further discussion.

In any business, an ounce of legal prevention will save a ton of trouble and
expensc—and this is particularly true in the advertising business. The main
reason is that advertising is primarily concerned with ideas. And ideas, being
intangible, can be misunderstood or misinterpreted. Proper preventive meas-
ures should not imply distrust by either party—they are simply good business.
The great majority of problems stem from honest misconceptions rather than
from fraudulent intent.

Among the best picces of advice ever offered are the four words “Put it in
writing.” Whether the situation dictates a legal form, a letter of agreement,
or simply a memorandum, a written statement of terms is the first step in
avoiding misunderstanding and legal entanglements.

In the relationship between the advertiser and the agency there is a high
degree of mutual confidence. Some agencics operate under a contract with
their clients. Others have no written contract, so that the advertiser and the
agency can part company whenever this seems advisable. In these circum-
stances, the agency is protected in its outstanding commitments by the
signed schedules and estimates covering the client’s advertising. The esti-
matcs, therefore, constitute, in a sense, a contract for agency service.

Schedules and estimates should include the basic clements which the
agency agrees to in executing a contract with a third party. For example, the
cancellation privilege in a network contract is gencrally at the end of each
13-week cycle on 45 days’ written notice. A clause to this effect should be
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incorporated in the schedule and estimate. The same principle applies to all
contracts into which an agency enters on behalf of its clients. In every con-
tract, the agency considers its client’s interests first.

Clarity in talent contracts is of paramount importance. Union rcquire-
ments, tax payments for talent, whether cost is net or gross, and what serv-
ices are to be rendered are all basic considerations. Contract coordination is
another essential element. If talent is hired during the life of a network
contract, the canccllation should be on the basis of network cancellation
dates and not on the basis of 13-week cycles from the time the new talent
starts. Options are still another important part of the talent contract. Both time
and cost should be covered. In the case of announcers or television stars, for
example, an advertiser may want an exclusivity clause. If Ed Sullivan, for
example, were permitted to star in a second program, his commercial valuce
to his current sponsor might be considerably diminished.

In a television program there is often the matter of rights and clcarances
for program material and musical score. The agency should make certain
that proper clearances are received well in advance of the program. If the
station or network agrees to clear such matters, the agency should see that
the contract includes a clause that holds the client and agency free from
any infringement due to lack of clearance by the other party.

Intent is an important factor before a court of law. If an agency takes
every reasonable precaution before it launches a television or radio campaign
and, nonetheless, some infringement is later discovered, a court would prob-
ably give serious consideration to the fact that the agency acted in good
faith.

To avoid any possible legal complication, many advertising agencies
retain a firm of attorneys to pass upon all copy, contracts, and other agrec-
ments and ideas. This is a sound preventive measure.

Program Ideas—A Warning. It is appropriate at this point to warn against
accepting advertising or program ideas from unknown persons. An advertiser
or its agency may get itself into legal complications by not exerting care in
this regard. Assume, for example, that an agency begins to prepare television
commercials around a particular theme. It’s difficult to keep such ideas a
complete secret, and word of them easily gets around. If a not-too-reputable
person heard of the idea, he could easily prepare a sample commercial script
using the theme and quickly submit it to the agency. Even though he was
turned down, he could cause trouble if the agency had accepted the script
for examination without getting a rclease from the author. And even though
the agency would probably win its case in court, there would still be an
expensc in time and money.

Advertising agencies must also guard against another underhanded prac-
tice which has becn used. Because types of programs arc limited, an un-
scrupulous person might submit to an agency several different program
ideas which would pretty well cover the types that the agency was consider-
ing. If the agency then independently developed a new program, the person
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who had submitted a somewhat similar idea could claim that there had been
an infringement on his work.

The safest way to handle new program ideas is to refuse to listen to them
unless they are presented by a well-known and reputable source. A good idea
may be missed now and then by this practice, but it will avoid lawsuits by
unscrupulous persons.

Agency Procedure in Servicing a Television Program

Every broadcast campaign creates a different set of circumstances and a
different type of work for the agency. The following example is not intended
to be typical but simply to show how extensively an agency becomes involved
in servicing a half-hour evening program on network TV. The example is
based on a programing package which has been selected after a thorough
exploration of available programs and a careful analysis of program ideas.

1. The account representative reports to all persons at the agency who are
associated with the account in question that the client has approved the
purchase of the program and the network time period. Pertinent data are
usually disseminated through a contact report or call report, which also initi-
ates the various jobs nccessary to get the campaign on the air.

2. The traffic department requisitions the necessary commercial material
from the creative personnel and the TV art director assigned to the account.
The requisition form does not replace the meeting between the account
representative and creative people but establishes, in a systematic way, what
commercial material must be provided, its type and length, and when it
should be completed. It is difficult to isolate these various activities, for often
creative work is entered into before the purchase of a program is completed.

3. The TV creative group has one or several meetings with the account
representative to discuss products to be sold, product scheduling, selling em-
phasis, type of commercial, and other pertinent information. Preparation of
commercial materials then begins, governed by the broad format agreed
upon.

4. The account representative meets with the TV director, who has par-
ticipated in the negotiations lcading up to the purchase of the program.
Program arrangements are finalized, and complete understanding of the
program elements is confirmed. The contract provided by the program
packager is reviewed with the television director, the department manager,
or the manager of the traffic department; depending on how the agency
handles such business affairs. The contract, however, is not signed until
authorization, in the form of a client-approved estimate, has been received.
The program estimate is prepared reflecting the mutual understanding of the
packager, the agency, and the client on such basic factors of the show as
the talent to be provided, the length of the series, costs, and the cancellation
privilege.

5. The account representative and the time buyer work out such details
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as the time of telecast, facilities, and length of contract, in accordance with
the client’s wishes, and incorporate them into a schedule and estimate.

6. The account representative meets with his people who are responsible
for the trade advertising (if this is to be used) and merchandising of the
program campaign. The program series is reviewed and work is started on
an advertisement to announce the campaign to the trade. Work is also
started on appropriate materials for the use of the client’s sales staff in
merchandising the program to the trade.

7. Copy and storyboards are finally agreed upon at the agency and sub-
mitted, with production cost estimates, to the client. When the materials are
approved, the agency begins actual preparation of commercials for use on
the air. When client-approved commercials are received, the traffic depart-
ment is responsible for having the film, or script for live commercials,
delivered to the network or station.

8. As program and time estimates are completed, they are submitted to
the client and, when approved, become the formal authorization for the
agency to order the program and facilities which the terms of the agreement
covered in detail. This formal ordering of program and facilities may be
preceded by a simple purchase memorandum based on appropriate authority
from the client. This is advisable since fast action is often necessary to take
advantage of a highly desirable program or time period.

9. The agency producer, having sent the storyboard out for production
cost estimates by various film studios, selects the studio and supervises pro-
duction of the film commercial. This step, of course, is not necessary if live
commercials are to be used.

10. When the agency receives the signed estimate for each phase of the
campaign, copies are distributed to the checking and billing dcpartments.
There they become the authority for the payment of invoices. The billing
department makes payments to the program packager and to the nctwork
and bills the client accordingly as the campaign progresses.

11. Throughout the campaign, the agency personnel concerned with the
account are continuously on the alert for ways to strengthen and improve
the campaign and its selling messages. There is a constant review of com-
mercials, the program itself, and its publicity, exploitation, and merchandis-
ing effectiveness.

12. As the end of the contract period approaches, a thorough appraisal is
made by the agency to determine whether the campaign should be recom-
mended for another period or whether the money could be better invested
morc effectively in some other program or medium.

The Agency of Record

When an advertiser employs two or more agencies, one is designated
agency of record for each part of the total advertising campaign. Some-
times, for example, there is an agency of record for all print media; con-
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tracts are coordinated by this agency to assure that maximum discounts are
taken. Or an advertiser may assign an agency of record for its television
programs. This agency then negotiates for the time and talent and handles
all the details involved in the purchase and the supervision of the program—
arranging contracts, developing station line-ups, .and supervising clearance
of stations. Other agencies that handle products advertised on the program
must be kept informed of program costs, station line-ups, product scheduling
in the commercials, and other pertinent facts.

The agency of record normally reviews program scripts and supervises the
production of the show and, of course, of the commercials for the products
it services. Commercials for other products, however, are normally produced
by the agency that services the particular product. When film commercials
are involved, it is the responsibility of the agency of record to see that they
arc submitted on time. Normally the agency of record also reports on ratings
and develops audience building and merchandising plans.

Agency-of-record duties are sometimes rotated from scason to season
among the various agencies serving the same advertiser, so that each receives
its share of program responsibility. In return for this service, the agency of
record earns 15 per cent of the time and talent charges for its portion of the
program plus 13 per cent of the commission on total time and talent for the
other segments of the program for which it is agency of record. Assume,
for example, that a nighttime half-hour network program costs $90,000 per
show and that three products are advertised, each product being charged
$30,000. In this example the agency of record has prepared one of the com-
mercials and thus earns, on this one, the full 15 per cent agency commis-
sion, or $4,500. On ecach of the other two commercials, which arc handled
by different agencies, the agency of record is entitled to only 15 per cent of
the $4,500 in commission, carning $675 (15 per cent) apicce, with $3,825
going to cach of the other agencies (85 per cent). In this case the total
commission earned by the agency of record amounts to $5,850 for the show.
Arrangements for sharing commissions vary somewhat, but all are essentially
similar to the above procedure. This is onc method used by advertisers who
have several agencies to service a number of products and who assign one
as agency of record.

Summary

ﬁc_advertising agency, as the name. implics, acts as the agent for its
clients in the preparation and placing of advertising campaigns. Although
these are its two primary functions, the scope of its activities has now greatly
expanded. At the same time, the problem of reimbursing the agency for its
various services has become somewhat more complex.

Agency services are divided into two broad classes—billable and nonbill-
able. Billable charges are those which involve out-of-pocket expense in the
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preparation of advertising—for example, expenditures for finished art, en-
gravings, typesetting, and special research jobs. In TV and radio, billable
charges include all program costs. Nonbillable activities are those which are
not charged to the client but are part of the regular servicing provided for
an account. These include the general services of the various departments,
such as copy, art, television-radio, media, checking, accounting, and research.
The agency is paid for this work by the 15 per cent commission it receives
from media on the time or space ordered.

The advertising agency of today provides its clients with personnel highly
trained in the art of mass selling. Since it is responsible for marketing direc-
tion and the preparation and placement of advertising, it has been an impor-
tant factor in the American way of life. It has also been an important factor
in the development of our free system of TV and radio and in the high
degree of public acceptance that this system enjoys.
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CThe selection and purchase of time periods on a network or station are
known in the trade as time buying. The advertiser or his agency may pur-
chase such time, subject to availability, provided that the product to be
advertisced is acceptable in terms of the code under which the network or
station operates. Hard liquor and certain personal items are among the few
products that fail to meet code requirements. Because stations vary in power,
frequency, coverage, network affiliation, program sequence, and other fac-
tors and because in practically all important markets there are several sta-
tions from which to choose, the job of time buying is an important element
in the success of any TV or radio campaign{ Time buying for a national
spot or network campaign is generally done by an agency, whercas for a
local campaign the advertiser, or retailer, may do the time buying himself,

Whether the time buyer is concerned with local, spot, or national network
television or radio, there are certain principles he should understand and be
able to apply in order to do his job effectively. And even though an adver-
tiser may not be directly concerned with the purchase of time, he should
know enough about the process to be able to make sound evaluations of the
recommendations submitted to him. The purchase of time on onc station in
one market by a local advertiser is, relatively speaking, as important as the
purchase of time on a full national network by a national advertiser. In
either case, the effectiveness of the purchase may determine the success or
failure of the campaign.

Time buying is obviously a necessity whenever an advertiser uses television
or radio. The activity becomes more specialized as the problems become
more complex. At one extreme is the local advertiser who buys time in one
market; at the other is the timc buyer employcd by the large advertising
agency who is responsible for purchasing time on hundreds of stations, in
addition to network facilitics.

Effective time buying is usually dependent on an analysis of many factors,
but in a market with few availabilities (which is often the situation in TV)
it is sometimes necessary to make fast decisions. This, however, docs not alter
the fact that the time buyer should have a thorough knowledge of his busi-
ness and be ablc to evaluate quickly and soundly all time periods which are
offered to him.

339
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Characteristics of an Effective Time Buyer

There is no exact formula for what makes a good time buyer, but there
are certain basic qualifications which one aspiring to that career should
hachFundamenta]]y, time buying is an analytical job. It involves, among
other things, compiling data relative to a particular time-buying problem,
analyzing the facts, and making definite re(‘ommendations.)Thc time buyer
should, therefore, have a great interest in details, to ensure his compiling all
the facts. He should also be able to analyze realistically and to arrive at
unbiased recommendations.

Another important qualification for a time buyer is the ability to follow

! through. Once a television or radio campaign is on the air, another phase
of the time buyer’s work begins. He must be constantly alert to the status of
each campaign, handling the daily problems which invariably come up, and
to the possibility of improving the time of broadcast whenever a more desir-

\able hour becomes available.

The time buyer may often make an important contribution to his com-
pany’s or his client’s advertising by suggesting a TV or radio campaign
where the medium was not previously considered. An especially good time
availability, for example, may be the factor which starts the non-radio adver-
tiser thinking of a radio campaign, and the same may be true for television.
(L The time buyer should, of course, have a basic knowledge of marketing

and advertising. He should have a thorough understanding of the product

or products to be sold, their distribution pattern, and the most likely con-
sumers. He should know the circumstances in which television or radio can
or cannot do the job required. He should acquaint himself with as much
background as possible about these media and then grow from that point,
for TV and radio advertising is an ever-changing business.)All these factors
arc important, for it is such knowledge and its proper application that enable
a time buyer to select the best available time period on a station or network.

Duties of a Time Buyer

E;The general servicing of TV and radio campaigns is a continuing job for
c agency time buyer. At the very start of a campaign, he should work out
a plan with the network or station to advise listeners about his programjl"he
methods used vary by networks and stations, so that each case must be con-
sidered separately. The advertiser should plan to take full advantage of the
publicity facilities offered, for they provide an excellent means of telling the
public of the forthcoming campaign. This subject will be treated more
extensively in Chap. 24, Building the Television and Radio Audience. In
some organizations the time buyer handles the entire promotion job. In
others he mercly coordinates promotion activities at the start of the cam-
paign, and others do the actual promotion work.

Stations sometimes change their rates, for various reasons( The handling
of rate changes is another service provided by the time buyer during the
course of a TV or radio campaign.)Rate changes are generally announced
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by a station to become effective at a given date. Ordinarily an advertiser
using a station when an increase is announced reccives a rate protection
beyond the effective date of the incrcase, but a new advertiser, buying time
after the cffective date, pays the higher ratc. Any rate decreases, however,
become cffective immediately. In such cases the time buyer makes the neces-
sary adjustments in costs and adviscs the client of the rate change.

f The time buyer or local advertiser, as the case may be, should check
periodically to determine whether a more favorable broadcast period is avail-
ablc:l Although it is not a good practice to shift the hour of the broadcast
frequently, a change is well worth considering if a more attractive period
becomces available.

In an announcement campaign, the situation is different. The advertiser
is not concerned with establishing a listening habit for his commercial mes-
sage, as an announcement has no program value. He therefore thinks in
terms of the programs of other advertisers and may change his announcement
schedule continually in order to get time adjacent to Icading programs. Such
changes are also part of the time buyer’s gencral servicing of a television
or radio campaign.

( Other problems Tnvolve individual program losscs duc to preemption of
time for special cvents or to so-called “acts of God.” (The networks and
stations, in performing their high-caliber public service, may take the time
of a commercial program to bring their audicnces a special program of pub-
lic interest—a documentary or news show; a spccial sporting event, such as
a championship boxing match or the World Serics; an address by the
President; or some similar newsworthy cvent. Whenever possible, the time
buyer informs the sponsor of this in advance. In radio the advertiser may be
allowed to choosc a substitute broadcast period for his program. In TV his
program is usually canceled. In cither cvent he is given what is called a
courtesy announcement. The viewer is told, for example, that “The Ed
Sullivan Show, regularly scheduled at this time, will not be scen tonight
owing to the special broadcast which follows. But the Ed Sullivan Show will
return next week at its regular time.”

Cthn individual programs are canceled in these circumstances, the dis-
counts arc not affected. Networks reimburse the advertiser for talent costs
which arc not cancelable for the onc program. Individual stations usually
follow a similar policy where live talent is involvch)

Power failures, destruction of an antenna by the wind, a break in the lines
which carry ncetwork programs—all such cvents constitute “acts of God.”
The advertiser is protected against these contingencies and is not charged
for those facilities unable to broadcast his program under such circumstances.
le only part of a program is lost by an “act of God,” an equitable adjust-
ment is established on the basis of the portion of the program that is omitted.
From the advertiser’s standpoint, his commercial message is of paramount
importance. If a portion of the commercial is lost, the credit is prorated, not
against total program time, but against total commercial time] This, of
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course, favors the advertiser. For example, if 1 minute of a total of 3 minutes
of commercial time on a 30-minute program is lost, the credit is one-third of
the time cost rather than one-thirtieth,

When a network advertiser contracts for a time period, he is assurcd of
that time during the life of the contract and any network-approved exten-
sion thereof. Time bought by a spot or local advertiser, however, may be
subject to precmption for a network program, since affiliated stations set
aside certain periods as network option time. Other periods, of course, are
station-guarantced and can be offered to an advertiser on a firm basis. A spot
or local advertiser should inquirc whether the periods offered him arc sub-
ject to preemption or guaranteed, for this may have considerable bearing
on his choice.

It is difficult for the outsider to appreciate the multitude of jobs and
requests which confront the time buyer of an advertising agency. Tickets for
programs; off-the-air tapes to check programs; competitive advertising
activity; continuous solicitation by station salesmen, nctwork salesmen, and
representatives; renewal and cancellation notices; cut-in announcement poli-
cies—thesc are just a few of his everyday concerns.

Sources of Information

There arc almost unlimited data available to guide the time buyer in mak-
ing his recommendations. The major sources are described below.

Standard Rate and Data books arc the time buyer’s bibles. In addition to
giving detailéd information on cvery station and network in the United States
and Canada, Standard Rate and Data contains a great deal of important
market data, such as population, total houscholds, TV households by markets,
total retail sales, farm population, spendable income figures, and descriptions
of major metropolitan arcas.) This information enables the time buyer to
compare the relative importance of the markets under consideration.

Standard Rate (as this scrvice is commonly known) is issued monthly.
There are four sections of interest to the broadcasting industry: spot TV,
spot radio, TV and radio network rates, and films for telcvision. Figurc 16-1
shows part of a typical page from the spot TV scction. The volume on spot
radio alone is over 1,000 pages. Changes in rates which occur during the
month are reflected in special-supplement notices mailed immediately to
subscribers. The following month new rates arc published in the regular issue.

In addition to rates, Standard Rate and Data books list the following
station information: effective date of rate card, ownership of station, power
and frequency, network affiliation, hours of operation, policy on commissions,
special features, policy on political and remote broadcasts, service facilities,
contract requirements, closing datc for broadcast materials, mechanical
cquipment, and the personnel representative) All this information is ex-
tremely important and merits carcful study by ‘the agency and the advertiser.
Although Standard Rate does not reproduce all the information contained in
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16-1. A typical page from "Spot Television Rates and Data," indicating the kind of

detailed information provided for all stations. The Standard Rate and Data Service publica-
tions in the field of broadcasting are "'Spot Television Rates and Data,” “Spot Radio Rates
and Data," "Network Rates and Data,” and "Films for Television." {Standard Rate and Data
Service, Inc.)

a station’s own rate card (it does not, for example, show the rates charged
local retail advertisers), it serves adequately in most circumstances as a
source from which the time buyer may compute accurate costs.

The explanatory notes carried in Standard Rate are extremely important
and should be studied carcfully in computing rates. These notes cover such
subjects as studio facilities, film and slide requirements, program package
rates, transcription library availability, and costs for station-built participa-
tion programs. Despite the splendid service offered by Standard Rate, an
advertiser should question a station or its representative directly if any
unusual problems arise.

In addition to Standard Rate, the time buyer may use the following
sources of information:

V' Program rating services, discussed in Chap. 13, provide helpful informa-
tion.

' The Publishers Information Bureau (PIB) furnishes a regular report on
network television advertising expenditures by individual advertisers.

V Television Bureau of Advertising provides information on the use of spot
television by advertisers, as well as other valuable data on TV.
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Radio Advertising Bureau provides information on the usc of spot radio
adyertising, along with other helpful data on radio.

" Broadcasting Yearbook, issued by Broadcasting Magazine, is a splendid

annual review of the television and radio advertising industry and includes

yluab]e market data.

Broadcasting Magazine is a weekly publication which contains up-to-the-
minute general news on the television and radio broadcasting industry.

" Sponsor Magazine is a weckly publication which contains general news
and special articles on the broadcasting industry.
t/Sponsor’s Annual TV /Radio Basics, published annually in late summer,
giyes up-to-date information on industry statistics and trends.

\/I'elevision Magazine, Television Age, Radio Daily, Billboard, and Variety
are other publications which the time buyer finds helpful. Regular reader-
ship of these publications, plus carefully planned viewing and listening
activitics, will also prove extremely valuable to the student of television and
radio advertising.

In addition to the sources of information mentioned above, the general
advertising trade publications also report important television and radio
advertising news. Among these are Advertising Age, Printers Ink, and
Media/scope.

A time buyer will do well to maintain a filc of tclevision and radio station
mailing picces, which generally include market data, coverage maps, and
other information about the stations. Although these provide helpful back-
ground information, they should be used with discretion. The source of the
matcrial should be carefully checked, especially when local audience surveys
are involved. Such basic facts should always be supplemented with up-to-the-
minute information on ratings and time and program availabilities, which
the time buyer can obtain from station representatives.

Preliminary Analysis of Problems

The effectiveness of the time period purchased will generally be propor-
tionate to the carc taken in selecting it. The time buyer should, thercfore,
acquire a complete understanding of his client’s problem before approach-
ing the purchase of a specific perionA well-prepared marketing plan is
invaluable,

The time buyer should know what product or service is to be sold, through
what outlets it is sold, and how often the consumer buys it. A knowledge of
the budget, the length of the intended campaign, and the advertiser’s objec-
tives is also necessary.?)

Although an advertiscr may suggest the direction of a campaign, the time
buyer can often serve as a safety factor in pointing out both the opportunities
and limitations of TV and radio in various circumstances. An advertiser
might, for cxample, wish to buy one 20-second announcement a wcek. The
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time buyer could point out that such a campaign would be extremely thin
and that, normally, little could be expected from it. An explanation of the
competitive situation, the importance of making a strong impression, and
the frequency needed would perhaps change the advertiser’s thinking.

An advertiser who plans to launch a new product has a different problem

from one who wishes to promote an established product. The time buyer
would probably recommend the use of more stations and greater frequency
for the former than he would for the latter.
( The time buyer must also know the audience to be reached and its loca-
tion,) The best time to reach the various audience types was pointed out in
Chap. 4, and this information becomes an important tool for the time
buyer. Where the audience is, whether it’s urban or rural, is another factor
that should be taken into account. But the time buyer must also remember
that such considerations represent only one aspect of the problem and must
be related to all other elements before a decision is made.

After learning as much as possible about the product and its potential
customers, the time buyer is ready to consider selecting the network or
station and the time for the campaign.

Selecting the Television or Radio Station

In selecting the facilities and the time availability the time buyer must
exert his analytical abilities. There is no mathematical formula for making
such a selection, nor is there an established method of evaluating the various
factors and arriving at a conclusion. Experience and judgment, in the final
analysis, are the determining factors. All elements which enter the picture
at this point are so interrelated that it is difficult to isolate them for separate
study.

The advertiser or the time buyer tries to select the station that offers the
most favorable combination of the factors described below. Sometimes the
decision is clear-cut—when, for example, one station offers more coverage
and a better time at about the same cost as the competitive stations. Usually,
however, the decision is more difficult. A station with good local circulation
but limited coverage may offer an attractive time period at a high cost; an-
other may have greater coverage and lower rates—but less desirable avail-
abilities. It is then necessary to go back to the original concept of the
campaign and examine the objectives carefully. Either station may be the
better buy, depending on the requirements of the campaign. If, for example,
the home market can be sacrificed slightly for the coverage of the more
powerful station, then that station might be selected for the job. It is possible
that the over-all audience of the larger station would excced that of the
station having a good home-town audience but poor outside coverage.
Conversely, it is sometimes necessary for an advertiser to buy a powerful
station with broad coverage, which for him might be partly waste coverage,
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simply because it will also deliver the maximum audicence in the market in
which he does most of his business.

Coverage and Circulation

&As previously mentioned, the coverage areas of TV stations in any market
not vary as widely as those of radio stations.\)A]though coverage is a
relatively unimportant factor in buying TV timc, fthe number of homes that
can be rcachcd may be a basic consideration in sclecting a radio station)
A 50,000-watt station on a low frequency will; of course, give far greater
coverage than a 1,000-watt station of 1500 kilocycles. If the product to be
sold has gencral distribution outside the station’s home town, and if the
budget permits, the advertiser should probably take advantage of the
50,000-watt station.

In Chap 11, it was explained that coverage refers to the arca where the
signal can be heard and circulation to the area in which people actually
listen to the station. Circulation, therefore, becomes what might be called
guaranteed coverage.

Audience

The audience factor should be considered in two ways: by comparing
(1) the audiences of various stations and (2) the audiences of a particular
station at various times of day,Station audiencc ratings are gencrally avail-
able on a monthly, quarterly, or annual basis, depending upon the size of
the market. The larger the market, the greater the need for rating and the
more frequent the reports. Before accepting any local independent surveys,
the time buyer should evaluate their worth by investigating the size of the
sample, the method of questioning, and all other pertinent factors. Although
audicnce surveys serve as important guides for the time buyer, they should be
considered as indicative rather than conclusive. They give some idea of the
audience in the city where the station is located, but not necessarily of the
audience throughout the station’s primary area.

Audience studies generally give ratings by day parts, so that the time
buyer may make general comparisons not only between stations but between
diffcrent times on the same station. He should keep in mind, however, that
such information reflects the past and docs not necessarily indicate the rating
that a ncw program will achieve in the same time scgment.

The type of audicnce is still another factor for the time buyer to consider. |

oreign-language radio programs, for example, would limit a station’s
English-spcaking audicnce, and it is usually unwisc to place commercials
in English adjacent to such programs. A station in a large city which caters
to a farm audience may not provide the urban audience desired in advertis-
ing a general product. Yet, in some circumstances, an advertiscr may wish
to rcach the specific audiences served by certain stations. In general, televi-
sion and radio stations are programed to interest the general public. How-
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ever, selective programing may be used to appeal to particular segments of
the population—for example, a baby-care program may be scheduled to
appeal to mothers. This could be an effective broadcast vehicle for a baby-
food advertiser.

Cost

Both coverage and audience must be interpreted in the light of cost before
they can be accurately evaluated. The time buyer must be careful, however,
when making comparisons. For example, one station may offer a lower cost
per 1,000 homes—but if the actual number of persons reached is small, the
station may have little value. At the same time, it’s dangerous to project
audience figures throughout a station’s coverage area, as audience rating
figures are generally limited to viewing and listening in the station’s home
town. This bears out the statement that time buying is not an cxact science.
Nevertheless, when all factors, including those explained below, arc brought
together and considered in relation to actual costs, onc station will usually
stand out as a better buy than others.

Time and Program Availabilities

{ In general, the audience to be reached determines to a large extent the
time of day best suited to the campaignJAs a result, it is sometimes necessary
to take a station with a smaller over-all audience and at a higher relative
cost in order to reach a specific audience, such as housewives or male drivers.
C Availabilities are often quoted to the time buyer subject to prior sale. This
means that the time is submitted with the understanding that if it is sold
before the time buyer orders it, the order is not bindingJA time buyer should,
whenever possible, receive an option on the time offered, to protect it while
he makes his analysis. When, for example, he is offcred an announcement
availability he may request an option of, say, 48 hours, so that he may con-
tact the advertiser for approval and know that the time will be available
when he receives authority to buy it. There is such a demand for TV spots,
however, that a station representative is often able to get an immediate order
by simply offering the period over the phone.
L The valuc of announcement availabilities depends to a great extent on the
appeal of the surrounding programs. [The primary concern of the time buyer
is, therefore, the size and composition of the audience tuned to adjacent
programs]Thc question of competing programs on other stations is morc or
less secondary if the announcement availability is between highly rated
shows—but competition should be checked. The time buyer, in requesting
program or announcement availabilities, should always ask for the preceding,
following, and competitive programs. With this information, plus the other
data mentioned above, he may better evaluate the time offered him.

An example will illustrate the importance of program scquence in buying
time. Here are two availabilities for a 15-minute daytime program:
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Station A Station B
Available time .............. 10:30-10:45 a.mM. 3:15-3:30 p.M.
Program rating of :
Preceding program ........ 6.4 35
Following program ........ 5.7 3.1
Combined competition ..... 9.6 18.3
Setsinuse ................. 21% 24%

It is immediately apparent that station A has offered a time period far
superior to that of station B, as far as audience potential is concerned. There
is a better build-up to the available period—a larger audience from which
the listeners can be drawn to the 10:30 spot. There is also more strength
in the following program. There is about 45 per cent less competition,
although sets in use are somewhat lower. Usually the relative values of avail-
abilities are not so markedly different.

Physical Equipment

{The time buyer should know whether the station he is considering has
adequate facilties to handle his program] Generally there is no problem on
this score, but if the program has any unusual requirements, such as remote
pickup or special sound effects, an early inquiry may often prevent later
difficulties. In television, the TV production department is generally more
directly concerned with this question than the time buyer. The production
department, however, often checks with the time buyer, who may refer to
Standard Rate and Data or to the station representative to make sure that
adequate technical facilities are available.

Station Services

(When an advertiser buys time on a TV or radio station, he is in a position

to benefit from the services offered. The time buyer should be cognizant of
all the services to which his company or client is entitled and thereby realize
the most effective return from the station,

Pre-announcements, periodic courtesy announcements, mailings to dealers,
newspaper listings, signboards, and car cards are just a few of the services
which many stations offer. The merchandising and promotion departments
of stations generally work hardest for those advertisers who utilize and
appreciate such services.

The time buyer must also be able to evaluate station services on their
relative merit. For example, some stations offer splendid promotional services
which actually are a substitute for the audience they don’t have! The time
buyer should remember that current audience is the first consideration and
that any activity to promote additional audience is of secondary importance.
Techniques of building or increasing an audicnce and methods of merchan-
dising a campaign are covered in Chaps. 24 and 25, respectively.
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Network Affiliation

Network affiliation is important from an audience standpoint, especially
in TV, since a network affiliate often has a greater over-all audience than
an independent station,| This does not mean that nonaffiliates are not worth
considering, especially in the case of independent radio stations. But it does
mean that affiliation becomes one more factor for the time buyer to put into
the hopper. A related consideration is the fact that it is usually easier to
evaluate the programs adjacent to an availability if they are network shows,
which are covered by rating services. Yet even this factor must be treated
carefully, for the individual city ratings of a network program vary greatly
from the national average.

Amount and Type of Commercial Business

Success begets success. Of two stations, the one that has the most commer-
cial business will usually get more. The time buyer should have a general
knowledge of the amount and type of business carried on the stations he is
considering. The length of time the accounts have been on the air is another
important factor, for a long association indicates a satisfied customer.

The factor of commercial business must also be related to cost. A station
must get a start, and one lacking a great amount of business may quote a
low enough rate to make it attractive to an advertiser. Such good buys are
often available—and this is another reason why the time buyer must be con-
stantly alert to the ever-changing conditions of TV and radio.

Station Policies

_ The time buyer should be generally familiar with the policies of each TV
and radio station with which he conducts businesg] Some TV stations, for
example, accept filmed commercials only if they are in color. Some reject
certain types of products. Some radio stations permit thirty words in a live
station break; others permit only twenty-five. Transcribed announcements
may be limited to 15 or 20 seconds. It is much better to prepare announce-
ments to acceptable length than to have them cut by the station. The
station’s policy on network option time is a particularly important considera-
tion. As previously mentioned, it is obviously essential to know whether an
available time period is station-guaranteed or subject to preemption for a
network program. These examples merely illustrate the need for an under-
standing of station policy before a program or an announcement campaign
is scheduled to start.”

Selecting the Television or Radio Network

This section is concerned with those factors which a national advertiser
considers in selecting a network as a medium for his campaign. Although
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most network campaigns involve program sponsorship, it is possible for an
advertiser to buy participations or announcements in some network pro-
grams. In general, the same factors apply in both cases and in TV and radio
alike. As indicated in Chap. 3, there are three national networks in TV—
ABC-TV, CBS-TV, and NBC-TV—and four in radio—ABC, CBS, NBC
and MBS.

b

Coverage and Circulation

The three television networks provide national coverage from coast to
coast. Although they do not serve every city with a TV station (there are 303
cities with TV stations), they do reach a high percentage of all TV homes
in the country. They vary in the number of affiliated stations and coverage
as follows:

Network Number of stations TV homes served
ABC-TV 141 over 90%
CBS-TV 181 over 95
NBC-TV 182 over 95

An advertiser, in examining the availabilities offered by these networks,
may find that the best availability is on a network that doesn’t follow his
distribution patterns as closely as one of the other networks. This problem
would probably arise only in secondary markets, as all three networks have
coverage in major markets, but it might suggest consideration of other
availabilities{ The time period is such an important factor, however, that the
advertiser would probably purchase the better availability and supplement
his network program with spot TV or other advertising in those markets not
reached by facilities he plans to use.

The four radio networks vary in the number of affiliated stations and
coverage as follows:

Network Number of stations Radio homes served
ABC 280 over 95%
CBS 200 over 95
NBC 193 over 95
MBS 355 88

Although the coverage of a TV or radio network is one consideration in
time buying, it is generally not the most important. Nor is total circulation
in itself the major factor. For regardless of network coverage, the area where
people can view or listen if they choose, or network circulation, the number
of homes that regularly view or listen,[.it is the audience of the actual avail-
ability that is of prime concern to the time buyer and advertiser)
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Network Costs

The cost of facilities (referred to in the trade as time costs) is another fac-
tor in evaluating networks. However, when rates are quite similar, as they
sometimes are, cost is not a determining factor. Here is a comparison of costs
on the three TV networks on a full, or all-station, basis for a once-only
half-hour evening broadcast:

Network Facilities cost
ABC-TV $51,057
CBS-TV 73,467
NBC-TV 73,662

Here are the rates for a similar period on the four radio networks:

Network Facilities cost
ABC $9,104
CBS 9,414
NBC 7,629
MBS 3,736

If two networks differ greatly in cost, the advertising budget may well
determine the choice. More information about network costs is presented
below under Network Rates. Facilities charges are, of course, only part of
the picture. Any comparison and evaluation of costs should include program
expenses as well.

Time and Program Availabilities

(_The time of broadcast is by far the most important factor which an adver-
tiser considers in selecting a network, for the period during which the cam-
paign is scheduled is closely related to the audience it will attract. This
raises the question of what makes a particular period more attractive than
anotherf\Threc factors have an important bearing on this issue: the day of
the week and the time of the day, the program sequence, and the com-
petitive programs

The Day of the Week and the Time of Day. Audiences vary constantly, not
only from day to day, but during each day. Even within each segment of the
day—morning, afternoon, and evening—the audience fluctuates continually.
A national advertiser may consult one of the program rating services to get
an indication of audience composition, within certain limitations, at the time
in which he is interested. Daytime periods are generally rated for the entire
week, for most daytime programs are broadcast 5 days a week. Evening
periods, however, are rated by individual days because different programs
are offered every night. These services also show the percentage of total sets
in use which are tuned to each network at the time in question. Such figures,
however, do not necessarily indicate the audience which the advertiser may
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expect; they reflect the audience of the program currently scheduled, but the
advertiser’s program may attract a very much different group.

The days on which the product is most generally purchased may also
influence the advertiser’s choice of a time period. This consideration is
important primarily in food advertising.

There has been a continuing scarcity of time on the three TV networks.
In addition, the competition for audience has been so severe that the net-
works have packaged a large portion of their programs to ensure maximum
audiences. Although all the factors usually involved in time buying apply
with regard to network TV, the process here is basically affected by the
availability situation and has become a matter of choosing among a rela-
tively few possibilities. Generally, moreover, it is not a question of consider-
ing merely the time factor but of evaluating a time-program combination.

Program Sequence.[Program sequence refers to the programs which pre-
cede and follow the period under consideration. \This is highly important.
A very popular program preceding the availability will tend to offer a ready-
made audience. Viewers and listeners are not inclined to tune to another sta-
tion for a program unless the next show on the same station fails to hold
their interest. A poor program following the most popular show on the air
will not hold the carry-over audience. The strength of the preceding program
can provide only the opportunity of gaining an audience carry-over. Whether
this becomes an actuality will depend on the advertiser’s own program.

The strength of a good following program is important in a similar way.
If it attracts great numbers of people, they may tune in a bit early and thus
be exposed to the preceding program. If they like what they find, they may
very likely tune in for the entirc program at a later date and eventually
become part of the show’s regular audience. Program rating services are the
best available source of information on the strength or weakness of preced-
ing, following, and competing programs at a given period.

Another element regarding program sequence is that referred to as mood
listening or block programing. There have been many instances in which two
mystery programs, for example, have achieved higher ratings when placed
adjacent to cach other, or “back to back,” than when scheduled at widely
separated times. The grouping of comedy, musical, straight drama, and
serial programs has had a similar effect. The national advertiser will there-
fore consider, in addition to the ratings of the preceding and following pro-
grams, the type of program which will precede and follow his own.

Competition. Competition refers to the programs scheduled on the com-
peting networks at the same time as the period under consideration. (In
selecting national network time, individual station competition is generally
not considered.) Both the type and popularity of network shows are impor-
tant. For example, an advertiser with a mediocre comedy-variety program
could not expect to capture much audience opposite the Bob Hope Show or
the Jack Benny Program. Yet a program of an entirely different nature could
attract an audience even from these popular programs.
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TELEVISION SCHEDULE
FOR XYZ Food Corporation

Station WXXX-TV Channel 3 City Detroit, Michigan

20 sec. and 20-30 sec.;
Type of TV 1 min. spot ann. Times per wk. 10 1 min.; For 18 wks.—Total 540
Commencing June 7 To and including Sept. 5
Preceding program Time available Following program
Monday
20 sec.
Morning Shopper 9:00 A.M. Dale Andrews
Make Way for Jill 10:30 a.m. Minutes with Midge
News Headlines 1:00 p.M. Luncheon Concert
Shopping Center 3:00 p.M. Vera Gray
Star Theatre 4:30 p.M. Star Theatre
1 min.
In: At Home 11:00-11:30 a.m.
In: Afternoon Matinee 2:00-2:30 p.M.
Tuesday
20 sec.
Tonight’'s Menu 9:30 am. Fun with Johnny and Chrissy
Quizdown 11:00 a.m. Local News
Vera Gray 3:30 p.m. The Lynn and Mary Show
1 min.
In: Afternoon Matinee 2:00-2:30 p.Mm.
Wednesday
20 sec.
8:30 a.Mm. Dale Andrews
Quizdown 11:00 A.M. Local News
Shopping Center 3:00 p.Mm. Vera Gray
1 min.
In: At Home 11:00-11:30 a.m.
In: Afternoon Matinee 2:00-2:30 p.M.

In summary, there is no set rule on how an advertiser should apply and
appraisc the various factors that affect the value of a time availability. He
will attempt to select a period which will provide him with the most favor-
able combination of all the items mentioned. In some cases the problem may
simply involve the selection of one or two or more periods on the same net-
work, but it becomes further complicated when there are time availabilities
on several networks. In such circumstances other factors enter the picture,

such as [coverage, audience, costs, network policies, and, of course, program
availabuities.j
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Network Policies

Each network operates according to an established set of rules or policies.
It is of paramount importance that a network advertiser be fully cognizant
of them before he launches his campaign. He must make certain, first of all,
that there are no policies which might prevent him from advertising his
product at the time and place he is considering. Product protection afforded
an adjacent advertiser may prevent the prospective advertiser from purchas-
ing the period in which he is interested. A prospect with a cereal product,
for example, would not be permitted either by the network or by individual
stations to schedule his program or announcements immediately before or
after a cereal advertiser already on the air. Both program material and
commercials are subject to approval by the networks. Commercials are
checked by the network to make certain that they are in accordance with
the network policies and that they do not exceed the maximum time
permitted.

Computing Time Costs

Time costs for TV and for radio facilities fall into two broad classifica-
tions: national and local rates. National rates may be subdivided further into
network and spot rates.

National Rates

|_National rates apply generally to those advertisers who offer their products

or services over a broad area! A time buyer or advertiser should query the
station in which he is interested if there is any question about whether he
would be charged local or national rates!National rates include agency com-
mission, as contracts with regional and national advertisers are usually placed
by advertising agencies. /

Network Rates

Each network has its own method of computing and quoting rates. The
basic differences are due primarily to the different discount structures used.
One point of consistency, however, is the ratio of various time periods to
the basic 1-hour segment. In general, the following relationships apply:

Evening hour ............... 100%
45 minutes ................. 80
30 minutes ................. 60
15 minutes ................. 40

Among the more popular discounts are| dollar-volume discounts, based on
the amount of money spent on the network; frequency discounts, based on
the number of programs broadcast; and annual discounts, based on uninter-
rupted broadcasting for 52 wccksf)
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It is necessary for the time buyer to understand the rate cards of the
different networks. The following brief summary of the discounts offered by
each of the TV networks provides examples of practically all discount
structures.

ABC Television Network has three types of discounts:

1. A weekly discount based on the total percentage of the gross hour rate
contracted for per week. On the basis of 26 or more weeks, these percentages

apply:

Per cent of hour rate Discount
Less than 40% 0 %
40-59 5
60-99 7.5
100-179 10
180 and over 12.5

Since a half-hour evening period equals 60 per cent of the hour, it earns a
7.5 per cent discount.

2. A total dollar-volume discount of 32V per cent is allowed in lieu of all
other discounts if an advertiser uses a2 minimum of $5,200,000 of gross bill-
ing in 1 year.

3. A 52-week discount of 7Yz per cent is allowed on time periods ordered
firm and noncancellable.

CBS Television Network uses three types of discounts:

1. The station-hour discount is based on the number of hours used per
week per station. If a half-hour program, 0.6 station hours, is broadcast once
a week on 90 stations, the sponsor is credited with 54 station hours and earns
a discount of 11 per cent. This discount applies except in “prime” time,
8 to 10:30 p.m., New York time.

2. An annual discount is allowed for 52 consecutive weeks of telecasting.
It is computed by taking 52 times 10 per cent of the lowest amount of weekly
gross billing.

3. An over-all discount of 25 per cent is allowed in lieu of other discounts
to advertisers who schedule a minimum of $100,000 of gross billing for
station time during 52 consecutive weeks.

NBC Television Network uses the following discounts:

1. A weekly discount, similar to that explained for ABC-TV.

2. Annual discounts of up to 15 per cent are also allowed for telecasting
of weekly and biweekly units during a 52-week period.

3. A maximum discount of 25 per cent is allowed in lieu of other discounts
for advertisers using 1% hours a week.

These examples are indicative of the types of discounts offered in both
television and in radio. They are, of course, revised and changed from time
to time. Changes are immediately reflected in Standard Rate and Data.

All rate cards contain certain provisions, in addition to discounts, which
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affect the charges. The NBC-TV rate card, for example, calls for a mini-
mum of 100 stations during specified hours, and discounts are reduced
proportionately if fewer stations are used.

Spot Television and Radioc Rates

The TV and radio sections of Standard Rate and Data, explained carlier
in this chapter, are of special concern to the national or regional spot ad-
vertiser. They provide rate information and other data on all stations. Com-
puting rates, however, is a complicated job, primarily because of the lack
of standardization in station rate cards. Generally, Standard Rate gives
complete national rate information and summarizes the other provisions of
the rate card. Normally this is adequate, but if unusual program conditions
exist or if special package purchase plans are available, it is wise to consult
the complete rate card or check with the station representative.

In general, spot TV and spot radio rates are quoted in much the same
way. The costs of program periods and announcement periods are listed
scparately. Various types of discounts—such as dollar-volume, frequency,
and annual discounts, described under network rates—are also quoted for
both TV and radio stations. Like network discounts, station discounts vary
wxdcly and are subject to change.

F_TV station costs for prime evening time are generally twice the daytime
rate. Many stations have three or four rate classifications, based largely on
differences in audience size at various times. Class A rates are generally the
highest, B the next, and so on—although some stations quote prime time
periods at AA rates.

Until TV became so popular, radio stations generally charged twice the
daytime rate for evening time. The evening radio audiences, however, were
so grcatly diminished by TV that {most radio stations now charge more for
prime daytime periods than for cvening timex The ratio of daytime to
cvening costs varies so greatly among stations that there is little uniformity.

The spot TV and radio sections of Standard Rate also quote costs for
announcements of various lengths. Frequency discounts are related to the
most commonly used advertising cycles. For example, the discounts allowed
over a period of a year may be on the basis of thesc frequencies: 1 time,
13 times, 26 times, 52 times, 104 times, and 260 times. Maximum discounts
may be as high as 30 per cent or more for an annual schedule of high
frequency. To encourage even greater frequency, many stations have pack-
age rates for ten or more announcements per week.

Contiguous Rates

Advertisers scheduling more than one program a day are often entitled
to what is known as a contiguous rate for noncontiguous time. Two 15-
minute programs, for example, would normally be charged twice the quarter-
hour cost, or 80 per cent of the hour rate, whereas if a contiguous rate were
permitted, they would be charged at the half-hour rate, or 60 per cent of
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the hour rate. Some stations specify that the programs must be immediately
adjacent to carn the contiguous rate; others permit this ratc even though
the programs are separated, provided that they are within the same time
bracket.

Local Rates

L':Loca] rates are those charged retail advertisers whose outlets are confined
to the city area in which the station is located.\The independent local drug-
store or department store that places time directly with the station is an
example of an advertiser that could be charged local rates.

The local advertiser depends on the stations in his own vicinity to provide
him with correct information on local rates, for Standard Rate and Data
provides national rates only. It is important that the prospective television
and radio advertiser understand how rates are computed so that he may
determine the cost of his campaign.

The Schedule and Estimate

Advertising agencies draw up a schedule and estimate (described here
as a single form, though sometimes prepared as two forms), providing com-
plete data on the time of the broadcast, the facilities to be uscd, the cost of
these facilitics, and any special notations fundamentally important to the
facilities contract. This form serves a twofold purpose: (1) to provide the
agency with proper authority to contract with a station or network and (2)
to furnish the advertiser with a concise record of the contract for which he
is to become responsible.

The schedule and estimate should give the name of the advertiser, the
products to be advertised, and other pertinent data. It is important to specify
the products both in the schedule and estimate and in the facilities contract.
The reason is this: The network or station, in accepting the contract, agrees
to provide facilitics for the specific products mentioned in the contract. If,
at a later date, another of the advertiser’s products is to be promoted under
the same contract, the network must approve the new product. Thercfore,
at the very outsct of a campaign, the advertiser should specify in his contract
all the products that he might sooner or later advertise on his program.

The schedule and estimate should also contain a statement to the effect
that, when signed by the advertiser, it authorizes the agency to commit the
client to the extent shown. This clause should be followed by a space for the
advertiser’s signature. The signed copy is returned to the agency, and copics
arc madce available to the accounting department and other departments
concerned.

In addition to the basic information mentioned above, the schedule and
estimate should include the broad conditions under which the final contract
with the station or network will operate. Probably the most important factor
in this category is the cancellation privilege, as this involves a limitation in
the commitment made to the station. For the same rcason, a short-rate clause
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should be included. A short rate is the rate which applies when a contract is
canceled before the frequency discount, as shown on the contract, is earned.
This will prevent any misunderstanding should the contract be canceled
before the termination of the contract period. A clause outlining the period
of rate protection if rates are increased should also be included. The ad-
vertiser would otherwise assume, in signing an estimate, that rates would not
change during the life of the estimate, which generally covers a period of
1 year. Actually, 6 months’ protection is the maximum generally offered.
Estimates are subject to change for various reasons, and revised estimates
are then issued which supersede the original. To avoid the possibility of
confusion, a revised estimate should carry the original number assigned to
it, with an appropriate revision notice, such as “Estimate 153 (Rev. 1).”
There should also be a brief notation explaining why the estimate has been
revised. If a schedule and estimate is especially long, a supplement may be
issued rather than a revision. In such cases, a new summary page should be
issued, reflecting the changes contained in the supplement (see Fig. 16-2).

The Contract

(Whether the advertiser is local or national, he must—either directly or
through his agency—enter into a contractual relationship with the TV or
radio facilities carrying his campaign;) All facilities contracts contain fixed
and variable clauses. The fixed clauses, which are printed on the contract
form, explain the conditions of the agreement, the privileges and limitations
covered, and the rights and responsibilties of both parties. Although such
details are a routine part of every contract, the advertiser should acquaint
himself with every bit of printed matter on the form. Ignorance of the terms
of an executed contract is no defense when a misunderstanding develops.

The variable clauses are those which relate to the particular advertiser
and his program. This portion of the contract is, therefore, typed. Space is
provided for all pertinent data, such as the advertiser’s name, the product to
be advertised, time, and costs, and for general remarks (see Figs. 16-3 and
16-4). 2

The method of handling contracts is partially determined by the type of
TV or radio advertising. In local advertising, the station prepares the con-
tract on its own form for the advertiser’s signature. In spot advertising, con-
tracts are also generally prepared by the stations; but some advertising
agencies prepare their own contracts and submit them to the stations for
approval. The contract used by most advertising agencies is one approved by
the American Association of Advertising Agencies. It is considered favorable
to both the station and the advertiser. For a network campaign, the network
prepares the contract on its own form. Although the contracts of the various
networks are basically the same, they vary in certain important details.

The facilities contract is an important document, often involving over a
million dollars. Yet the procedure of getting the contract finally approved
by both parties is relatively simple. Careful preparation and mutual under-
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