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Preface

n recent years | have stressed two themes in speeches on communica-
tions: radio and television are the most powerful forces in the world today
for affecting the minds and emotions of humankind; and whoever con-
trols the media controls the political processes of a nation.
With the continued growth of media throughout the world and the
development of new technologies, such as satellites, fiber optics, and
lasers to facilitate the local, national, and international transmission of radio and
television content even more effectively, the themes above have quickly moved
from the category of concepts to inescapable truisms.

What do they mean to you, the radio and television writer?

In the world in which you live they suggest, most importantly, that with your
choice of profession you have also chosen an awesome and inescapable responsiy
bility. What you write directly affects the thoughts and feelings — and in many
instances, the actions — of your listeners and viewers.

If we believe that freedom of communication is the keynote of a democratic
society, then we also have to believe that all communications, including radio and
television, must be open to the marketplace of ideas, All people should have the
privilege and the opportunity to communicate any and all ideas to all other people.
All people should have the right and the opportunity to hear those ideas or to turn
them off. Only an informed, thinking society can remain free and be able to initiate
and achieve individual and group self-realization. An uninformed public or one with
access to only one side of a controversial issue is easy prey for the subverter of
individual and group freedom.

A principal purpose of this book is to help you, as the writer of communications
materials that influence people, to understand and implement the task of making
available all forms of information and all shades of opinion. This is true whether
you write drama, commercials, or news reports. Motivation to maintain and
strengthen a free society through free media is not enough, however. One must
know how to do it.

Since the first edition of this book appeared, it has been widely used for its
bread-and-butter approach to writing. Departing from other books that concentrated
on writing the television or radio play and put lower priorities on those areas of
writing in which there were, in fact, higher realistic opportunities for jobs, this book
concentrated on the practical areas of writing for professional careers in the field.

Its aim, however, has never been limited to a**how-to’ approach. It attempts to
demonstrate the practical potential of the media to affect people’s thinking and
actions humanistically and to serve the public interest by improved programming. It
tries to establish sound aesthetic bases for all forms of television and radio writing.
The chapter on drama, for example, is unique in its establishment of new principles
of dramaturgy for television, based on an analysis of the potentials of the medium



and on turning the restrictions of television and radio — analyzed in the chapters on
the mass media and on production elements, as well as in the section on playwrit-
ing — to the advantage of the writer.

You will find several program-writing approaches in this book: those that have
been tried frequently and successfully, including comments from practitioners in the
field, especially those who would hire you to write similar scripts; those that have
been tried only occasionally; and others that have not yet been tried, but which you
may be motivated to use as practicality and conscience require.

This new edition, the fourth for Writing for Television and Radio, recognizes the
changes that have taken place since the last edition and acknowledges the antici-
pated trends of the 1980s. In addition to updating and adding materials that reflect
current practices (and of course, retaining materials that illustrate principles and
techniques that have not changed), this edition notes those areas of writing in which
opportunities have increased or decreased.

One such area, for example, is programming for specific audiences; the separate
chapters in the previous edition on children’s, women’s, and minority and ethnic
programs are more closely interrelated here in one long chapter. Another area that is
offering more opportunities is industrial communications, and the material on
instructional television use in business and organizations is expanded. Priorities in
coverage of program types have been given to the areas of greatest potential
employment for the broadcast writer, which currently are commercials, news and
public affairs, and drama.

This edition also recognizes the effects of new technologies, although the means
of distribution do not change the essential nature of the television or radio program
or the techniques of writing them. The different kinds of opportunities available, for
example, in the consistently advancing cable industry are noted. The National
Association of Broadcasters Television and Radio Codes, included in previous
editions, are omitted because they are no longer officially in use. However, this
edition does add a glossary of terms, as suggested by a number of users of previous
editions.

All types of broadcast writing—the play, the documentary, the commercial, the
news program, the children’s program, the feature, the woman’s program, the talk
program, the minority program, the music program, the special event, the education
and information program, the variety show—are presented with the cautionary note
that you can’t learn through a book or in a classroom how to be a great writer. You
can learn the potentials of a medium and the techniques, approaches, and forms of
writing certain kinds of scripts. This may very well be sufficient to do a good job of
writing the everyday programs that are considered commercially and professionally
desirable. Becoming a great, or even a good, writer requires more: the psycho-
logical, sociological, political, environmental, educational, and aesthetic back-
ground and ability that we sometimes refer to as talent.

This book will introduce you to radio and television writing. If you learn and
practice the techniques, you will be prepared to seek a job in the field. But this book
will not automatically make you a good writer. If you have the talent and you learn
the techniques and you write and write and write some more, then this book may be
of some special value to you in achieving your goals. But if you don’t have the

vi



ability and are not willing to work hard, then your time and efforts may be better
invested in buying an easel or a plumber’s wrench.

If you believe you have the talent, motivation, and dedication to study, learn, and
practice hard, then I am pleased to have the opportunity to offer you a book that I
think will help you go for it.

vii
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e
Mass Media

he television and radio writer aims at an audience that at one and the
same time is very small and very large, that has much in common and
almost nothing in common, that is a tightly knit group and a disunified
mass.
Millions of people may be listening to or seeing the material devel-
oped by the writer. Yet any one group within this vast audience is
apt to be a small one. — usually a family group, at home, in everyday surroundings.
The distractions of daily life are constantly at hand, continuously operative, and
likely to pull the individual viewer or listener away from the program. Unlike
theater and movie audiences, the television and radio audience is not captive. It has
not paid a fee and if it doesn’t like what it sees or hears it can turn the dial quickly to
something else.

The play or film audience usually has read (or heard or seen) a review and knows
something about what it is going to see. It chooses a specific show, and it rarely walks
out. Not so the television or radio audience. Although most television viewers select
specific programs and program formats (e.g., westerns, sitcoms), they can easily
switch channels. Radio listeners may tune in a particular format, but if the talk-show
subject or the type of music is not what they want at that moment they will search for
something better. In addition, many viewers and listeners shop around the dial at
random until they find something that grabs their attention.

The television or radio writer, therefore, must capture the imaginations of the
audience as soon as possible. Each word, each picture must be purposeful, must
gain attention and hold interest. Ideally, there should be no irrelevancies in the
writing, no extraneous moments within the context of the particular program—
although it must be granted that there are many programs that one sometimes thinks
are entirely expendable.

With the growth of subscription (or pay) television (STV), audience motivation
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may change appreciably toward the end of the twentieth century. Although much of
television and, especially, radio may remain advertiser-supported (or tax- and
viewer-supported, as with public television and radio) and therefore free, the more

wepopular programs will undaubtedly require fees, causing audiences to be much
more selective.

Psychologists tell us that the smaller the group and the greater the physical
distance between individual members of the audience, the better chance there is to
appeal to the intellect. The physical groupings of the television and radio audience
offer this opportunity to a greater extent than has been utilized thus far. On the other
hand, because it is an audience that can remove itself quickly and easily with only
the flick of a finger, emotional empathy also must be established. The use of
universal emotional impressions is important because the audience is largely un-
known to the writer and no immediate responses to determine the audience’s
reaction can be felt or measured.

Theater audiences and, to some degree, film audiences — or at least those within
any given movie house — may have common interests or backgrounds: a common
geographical location, the same relative economic or social status within the resi-
dential area of the city where the movie house is located, or similar educational
backgrounds or cultural interests that prompted their attendance~The television and
radio audience, as a whole, watching or listening to any one given performance is
likely to have more diverse opipions, emotional prejudices, educational, social, and
political backgrounds, and personal creeds than the theater or movie audience. The
audience of the mass media is as varied as the population of the United States.

To make any single piece of material effective, the writer often tries to find a
common denominator that will reach and hold as many as possible of the groups
and individuals watching the more than 140 million television sets and listening to
the more than 460 million radios in use in this country. Many critics have long
suggested that financial rather than artistic or social considerations have controlled
television and radio programming. The sponsor’s primary aim frequently seems to
be to present material that will not offend anyone. The sponsor and the producer
thus far in the history of our mass media usually have searched for and often
found the broadest common denominator, which frequently turns out to be the
lowest. Rating organizations substantiate the advertising agency approach by
measuring the percentages or numbers of people who allegedly watch any given
program. Presuming that the ratings do have some validity — and many observers
believe that the exceedingly small sample purportedly representing the entire
American populace, as well as uncontrolled factors in interviewing techniques,
nullify the claims of the rating systems — they do not usually measure accurately
the audience’s reaction, its potential buying power, or the effectiveness of either
the program or the commercial message (although some of the rating systems
attempt to do so).

Demographics have come to play a significant role in programming, particularly
in radio. Stations analyze their markets and zero in on a target audience, orienting
program materials to reach one or more specifi® age, sex, professional, economic,
educational, or similar groups. Stations even determine which interest group might
be listening in a particular place (home, work, car) at a particular time of day or
night.
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Reliance on quantitative measurement has prompted acceptance of the lowest -
common denominator. The cultural contributions of our mass media, with the
exception of public broadcasting, have become, in large part, mediocre in quality
and repetitive in nature. An outstanding casualty has been serious drama. In the
1960s, after a study of competition and responsibility in network television broad-
casting, the Federal Communications Commission (FCC) stated: **By and large,
episodes of television series are produced on the basis of ‘formulas’ — approved in
advance by the network corporation and often its mass advertisers — which ‘set’ the
characters, ‘freeze’ theme and action and limit subject matter to ‘tested’ commercial
patterns.”’ The pattern, with few exceptions, is still the same.

Spurred in part by audience interest in and the excellence of some British
Broadcasting Corporation (BBC) and independent television series from the United
Kingdom as well as by American-produced plays on public broadcasting channels,
some specially made-for-television two- and three-hour presentations of good
dramatic quality were produced in the 1970s and 1980s. The success of serial
productions such as ‘‘Roots’’ resulted in a number of excellent multiepisode
dramas. Opportunity does exist for the writer to develop scripts of high artistic value
as well as scripts requiring a mastery of formula technique.

Radio and the Mass Audience

Radio is not limited by what can be presented visually. The writer can develop a
mind picture that is bounded only by the extent of the audience’s imagination.
Sound effects, music, dialogue — even silence — are combined and integrated to
provide the most effective presentation. However, the setting, physical characters,
characterization, plot, and all of the other elements of the dramatic or nondramatic
show must be conveyed through sound alone.

Radio permits the writer complete freedom of time and place. There is no
limitation on the setting or on movement in time or space. The writer can create
unlimited forms of physical action and can bypass in the twinkling of a musical
bridge minutes or centuries of time. Orson Welles’s radio adaptation of H. G.
Wells’s War of the Worlds is famous for its many provocative productions through-
out the world. Television once attempted a smilar adaptation. It was unsuccessful.
Limiting the action to what can be presented visually restricts the imaginative
potentials of word and sound.

In listening to the sounds of any given radio program, the audience is not
selective. It does not pick out what it wants, but hears only what the writer wants it
to hear. In this way the writer controls the direction of the attention of the radio
audience. Of course, different listeners may imagine the same sound stimulus in
different ways because each person’s psychological and experiential background is
different. The radio audience ‘‘sees’’ a picture in its imagination. The radio writer
can create this mind picture more effectively than can the writer in any other
medium. The audience sees places, characters and events just as the writer wants
and sometimes even experiences the emotions the writer wants. The subjectivity of
the medium permits the writer to place the audience right alongside of or at any
given distance from the character or performer. Voice distances and relationships to
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the microphone determine the view the audience has of the characters and of the
setting. For example, if the audience is listening to two characters in conversation
and the writer has the first character fade off from the microphone, the audience, in
its imagination, stays with the second character and sees the first character moving
away.

In radio a scene must be set in dialogue and sound rather than established through
sight. This must not be done too obviously. Radio often uses a narrator or
announcer to set the mood, establish character relationships, give information about
the program participants, describe the scene, summarize previous action and even
comment on the attitude the audience might be expected to have toward the pro-
gram, the participants, or the characters in the play. This background material may
be given through dialogue, music, sound, or, sometimes, even through silence.

Radio is, indeed, the art of the imagination. The radio writer is restricted only by
the breadth and depth of the mind’s eye of the audience. A vivid illustration of this
and, appropriately, an example of good scriptwriting is Stan Freberg’s award-
winning spot ‘‘Stretching the Imagination.”’

MAN: Radio? Why should I advertise on radio? There's nothing o look at ... no
pictures.

GUY: Listen. you can do things on radio you couldn't possibly do on TV.

MAN: That'li be the day.

GUY: Ah huh. All right. watch this. (AHEL!) 0.5 pecple. now | give you the cue, |

want the 700-foot mountain of whipped cream to roll into Lake Michigan which
has been drained and filled with hot chocolate. Then the royal Canadian Air
Force will fly overhead towing the 10-ten maraschino cherry «which will be
dropped tnto the whipped crear. to the cheering of 25,000 ex:ras. All righ: ...
cue the mountain ...

SOUND: GROANING AND CREAXING OF MOUNTAINS INTC BIG SPLASH!

UY: Cue the air foreel
SOUND: DRONE OF MANY PLANES.

GUY: Cue the maraschino cherry ...
SOUND: WHISTLE OF BCMB INTZ BLOOP! CF CEERRY EITTING TEIPPED CREAM.
Y Okay, twenty-five thousand cheering extras ...

SOUND: ROAR OF MIGHTY CROWD. SOUND BUILDS UP AND CUTS OFF SHARP! Now ...
y0u wanta try that on televisior.?

MAN: Well ...

UY: You see ... radio is & very special medium, because it stretches the imagination.
MAN: Doesn't television stretch the imagination?
GUY: Up 10 21 inches. yes.

Courtesy of Freberg, Lid.

The potentials of radio just described, however, are not necessarily reflected in
radio as it currently exists. Except for commercials, which — aside from the ethics
involved in purpose and content — can be highly artistic, the dramatic aspects of
radio are virtually dormant. Some individual performers and producer/directors
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experiment with the potentials of radio, utilizing special effects and techniques in
their programs (unlike the majority of disc jockeys, who primarily play records and
tapes interspersed with commentary).

Bernard Mann, president of WGLD and other stations in North Carolina, has run
the gamut from broadcast writing student to continuity writer to program director to
station owner. He has stated:

One of my great frustrations is that too little of the writing done for radio
is imaginative. We have almost made it a part of the indoctrination
program for copywriters at our radio station to listen to some of the old
radio shows. During that time, listeners were challenged to use their
imagination. Nothing has changed. The medium is still the same. The
opportunity for the writer to challenge the listener is still there. It’s just
not being used very much. Of course, radio today has very little original
drama, but every day thousands of pieces of copy are turned out with very
little imagination. Often an advertiser will tell a salesperson, 'l can’t use
radio, 1 must have a picture,”” but 1 think that’s radio’s strength. The
picture leaves nothing to the imagination, but a description will be colored
by the listener to be more toward what he or she wants or likes.

Television and the Mass Audience

Television makes use of the same subjective potentials as radio, but is more specific
in directing the attention and feeling of the audience. Television uses many of the
techniques of theater and film, and the audience is directed through sight as well as
through hearing. With its use of mechanical and electronic devices, television has
more flexibility than theater, but because sight limits imagination it does not have as
much flexibility as radio. Nevertheless, television can combine the sound and
audience orientation of radio, the live continuous performance values of theater, the
mechanical abilities of film, and its own electronic capacities. It is capable of fusing
the best of all previous communications media.

Although it can break the dramaturgic unities of time and place, television is
restricted by physical time and place. There are occasional multipart series and two-
and three-hour drama specials, but most program lengths are one-half or one hour
and the writer cannot develop a script as fully as might be desirable. Actual program
lengths, after commercial and intro and outre credit time has been subtracted, run
approximately twenty-one to twenty-four minutes for the half-hour program and
forty-two to forty-nine minutes for the hour program.

The writer is hampered by the limitation of the camera view, by the limitation of
settings for live-type taped television (live-type taped television refers to the taped
program that uses the continuous action, nonedited proceduyre of the live show; it is
done as if it were a live show) and by the comparatively small viewing area of the
television receiver. The writer must orient the script more toward small groups on
the screen at any one time and make more extended use of the close-up shot in
studio-produced taped shows than in television filmed shows. These limitations
prompted the intimate, subjective approach in dramatic writing and resulted, in
television's so-called golden age, in the probing slice-of-life play. Most current
television drama reflects these same limitations.
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Even studio-bound taped television does have a reasonable freedom of move-
ment, however. The camera serves, in a sense, as a moving proscenium arch. The
writer may use detail sets, projections, electronic inserts, film clips, and multiple
sets to achieve a broadening or a variety of place. The application and gradual
domination of film technique in television production, and the concomitant move-
ment of television’s production centers from New York to Hollywood, changed
some of the writing approaches; one result is that much of television consists of
boxed-in versions of the motion picture.

Television combines both subjectivity and objectivity in relation to the audience,
fusing two areas that are usually thought of as mutually exclusive. Through use of
the camera and electronic devices, the writer and director frequently may give the
audience’s attentions and emotions a subjective orientation by directing them to
specific stimuli. The close-up, the split screen and similar devices are especially
useful. The television audience cannot choose, as does the theater audience, from
the totality of presentation upon a stage. The television audience can be directed to a
specific stimulus that most effectively achieves the purpose of the specific moment
in the script. Attention can be directed to subtle reaction as well as to obvious
action. At the same time, the television audience can be given an objective orienta-
tion in that the personality of the performer as a person can be brought more openly
and directly to the viewer than can be done in the large auditorium of the theater or
movie house. Although the purpose of most drama is to create illusion, the tele-
vision narrator, master of ceremonies, announcer, actor, or other performer can
achieve excellent nonillusionary relationships with the audience. The small screen
and the intimacy of the living room create effects and require techniques different
from those of a film shown in a movie theater.

Film critic Vincent Canby wrote in the New York Times that

techniques and personalities of television are beginning to shape theatrical
motion pictures — to make them smaller, busier and blander. . . . The
first great wave of television directors who made their way to theatrical
films — Arthur Penn, Sidney Lumet, George Roy Hill, Franklin
Schaffner, John Frankenheimer — adapted themselves to the older
medium. Even while they brought to Hollywood some of the frenetic
tensions that were virtually a method of working in television when major
shows were done live, these directors couldn’t wait to exploit the cinema

resources that then separated movies from television . . . imperial
crane-shots and deep-focus vistas that . . . would have been out of the
question in any live TV production . . . . Today the exact opposite is true

— possibly because these TV people have grown up using film and tape.
The television directors who are now switching to the big screen can’t
wait to reduce its dimensions, to make movies that look as much as
possible like the sitcoms and so-called “‘television movies.”’

Do you, as a student and a viewer, see a symbiotic effect upon television as well?
The basic exposition of a television program should be presented through the
action, logically and quickly. In radio it is more difficult to reach the audience
through the action, and a narrator or announcer frequently is necessary. Remember
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that radio is aural and television essentially is visual, where a visual element in
television can achieve the desired effect, it should take precedence over sound. In
many instances dialogue may be superfluous. A story is told about a famous
Broadway playwright, noted for his scintillating dialogue, who was hired to write a
film script. He wrote a thirty-page first act treatment in which a husband and wife,
on vacation, go up to their hotel room. Thirty minutes of witty and sparkling
conversation reveal that the wife has become increasingly disturbed over her hus-
band’s attention to other women. An experienced movie director went over the
script and thought it presented a good situation. He changed one thing. He substi-
tuted for the thirty pages of dialogue less than one page of visual directions in which
the husband and wife enter the hotel, register, and walk to the elevator perfunc-
torily; the husband looks appraisingly at the female elevator operator, and a look of
great displeasure comes over the wife's face as the elevator doors close. Sound
should be considered secondary in tetevision production; the essential ingredient is
visual action. This principle applies to most nondramatic forms as well as to the
play.

That many television writers have not yet learned the visual essence of their
medium can be determined by a simple test. Turn on the audio but not the video of
your television set. You will note that in almost every program, from drama to
documentary, you will ‘‘see’” just about as much as you would with the video on. Is
television, as some critics say, still just radio with pictuses?

Subject Matter

The writer not only faces a problem with the quality level of the material, but also
faces concrete manifestations of this problem in the selection of specific subject
matter. Television and radio writing are affected greatly by censorship. In commer-
cial television and radio the control over the final script to be presented frequently
rests in the hands of the advertising agencies representing the sponsor. In some
cases, the person in charge of the television and/or radio division of the agency or of
the individual account is an advertising executive, a businessperson with little or no
knowledge of the artistic needs or potentials of the media. It has been alleged that
three hostile postcards from a vacant lot will influence a sponsor or advertising
agency to do almost anything. The sponsor, however, isn’t the only potential
censor. The originating network may reject material it deems unsuitable.

The growth of national spot advertising has gradually diminished agency control
over individual television scripts, and network control has become predominant.
Coincidentally, the gradual reduction of network radio programming has given
control of content to local radio stations. The Television Bureau of Advertising’s
change of emphasis from selling national advertisers to selling local and regional
sponsorship may ultimately move program control to the local television station as
well. Local cable origination will enhance this move. The growth of direct broad-
cast satellite (DBS), which will bring programming direct to homes from distant
sources, may, gbviate it.

A comparison 0O ‘clirrent programs with those as recent as the 1970s shows
society’s increased willingness, in all media, to discuss issues, use language, and
reveal relationships that were previously taboo. Broadcasting, usually a follower

4
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rather than a leader of public taste and thought (except, perhaps, in the area of news
information), is becoming more and more a reflection of real life.

Censorable Material
Censorship falls into two major categories: material that is censorable-and material
that is controversial.

Censorable material, as discussed here, is that which generally is considered not
in good taste for the home television audience, although this same material might be
perfectly acceptable in the legitimate theater or in films.

Controversial material, as discussed here, is material that is not necessarily in bad
taste, but that conflicts with the beliefs, policies, or desires of the sponsor, the
network, or the station — or of an outside group, to whose pressure the sponsor,
station, and network usually succumb.

The FCC frequently acts as an arbiter of public taste. In addition to implementing
the Communications Act of 1934, As Amended, which authorizes fines or license
suspension for ‘‘communications containing profane or obscene words, language,
or meaning,”’ the FCC has by both suggestion and order acted, according to some
people (particularly broadcasters), as a censoring body. Two prime examples: in
1971 the FCC issued an order requiring stations to review the lyrics of all records
played to avoid any promotion, through those lyrics, of illegal drugs. In 1973 the
FCC fined a station for its *‘topless’’ radio format — a phone-in format in which
women, particularly, were encouraged to discuss their sex attitudes and practices.
Through thinly veiled warnings to other stations the FCC successfully eliminated
that short-lived but highly popular programming approach.

Yet times change. In the early 1980s a radio format became popular that is the
same topless call-in program, but with a difference. The host is a therapist (usually a
psychologist or psychiatric social worker) who, with the audience, listens to graphic
details and purports to answer serious questions seriously.

The FCC constantly receives complaints concerning alleged obscenity. The most
significant case of recent years, one that was like a ship without an anchor, was the
‘*seven dirty words’’ case. The FCC found a George Carlin monologue on Pacifica-
licensed radio station WBAI in New York ‘‘obscene,”” with ‘‘language that de-
scribed sexual or excretory activities and organs patently offensive by contemporary
community standards.’’ Litigation in the 1970s finally resulted in a Supreme Court
decision that narrowly upheld the FCC, stating that it was not unconstitutional to
take action on ‘‘indecent’’ material that was in ‘‘nonconformance with accepted
standards of morality.”” The Supreme Court decision, however, was interpreted to
apply to this specific case only, and the FCC indicated that it would judge future
similar cases on the merits of the particular complaint.

Broadcasting is coming closer to the realization that the facts of life cannot be

vmade to disappear by banning them from publig. discussion or observationand
pretending that they do not exist. Films are shown on teleViston that only a few
years ago would have been considered beyond the pale. Talk shows and docu-
mentaries deal with political and personal issues that would have been considered
unthinkable in the 1970s. Sexual innuendos are common on television and explicit
sexual references are not infrequent. Language reflecting the context of the char-
acters and the situation is used more and more, although the most common four-



THE MASS MEDIA

letter words in real life have not yet — at this writing — made it to the living room
screen.

But broadcasting remains very sensitive to public and political pressure and, even
in a time of growth of freedom of expression on television, does not hesitate to pull
back at even a hint of pressure, as is noted in the next section of this chapter.

Erik Barnouw, discussing censorship in the movies in his book Mass Communi-
cation, indicates an approach that just as readily may be applied to television and
radio. Barnouw writes: **Banning evil example . . . does not ban it from life. It may
not strengthen our power to cope with it It may have the opposite effect. Code rules
multiply, but they do not produce morality. They do not stop vulgarity. Trying to
banish forbidden impulses, censors may only change the disguises in which they
appear. They ban passionate love-making, and excessive violence takes its place.”’

Controversial Material

Censorship of controversial material is of concern to the writer. Controversial
material refers to subject matter that in the broadest sense might disturb a viewer.
Such material might relate to any area of public thinking, including certain aspects
of political, social, economic, religious, and psychological problems. ‘“When a
story editor says, ‘We can’t use anything controversial,” and says it with a tone of
conscious virtue, then there is danger,”’ observes Barnouw.

There is a great danger to freedom of expression and the democratic exchange of
ideas in U.S. television and radio because many media executives fear controversy.
On the grounds of service to the sponsor and on the basis of high ratings for
noncontroversial but mediocre entertainment, anything controversial has been
avoided in too many cases. Many companies will refuse to sponsor a program with
controversial material if they feel it will in any way alienate any potential customer
anywhere. It can be said that if a sponsor permits a product to be identified with a
controversial issue that may offend even small groups of citizens, there may be
damage to the company’s prestige. It can also be said, on the other hand, that
anyone using the public airwaves has a responsibility not only to a private company,
but to the public as a whole. Censorship of controversial material is particularly
prevalent in dramatic programs. Reginald Rose, one of the great writers of tele-
vision's golden age, who had some plays censored because they contained alleged
controversial material, stated that such controversial productions help more than
harm advertisers, and that people become more aware of the program and of the
product, rather than barely noting the sponsorship of innocuous shows.

As far back as the early 1960s the FCC held hearings on television programming
and, with few exceptions, heard almost all of the leading industries in this country
state that the television programs they advertise on must be oriented toward their
sales policies and must reflect their corporate images. Retired New York Times critic
Jack Gould summed up in one of his columns the attitude of the television sponsor:
‘“‘As a businessman governed by concern for his customers and stockholders, the
advertiser wants to avoid displeasing any substantial segment of the public, wants to
establish a pleasant environment for his product, wants to make sure the private life
of a performer is not embarrassing to his company, and wants to skirt any possibility
of being accused of taking one side in a situation where there are two sides.”

Some sponsors do not succumb to pressure and they maintain the integrity of the
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programs they pay for. The Bell & Howell Corporation told the FCC that despite
threats of boycott as a result of its sponsorship of controversial programs on the
*‘Closeup’’ series, it would not abandon either the ‘‘conviction and faith that most
Americans are fair-minded people who realize they must know more if our society is
to survive’’ or ‘‘the principle that has served this country so well — the idea that the
press should be free of advertising influence.’

In the 1960s, often anything that was even vaguely controversial was censored: a
talk by a clergyman on interdenominational friction was canceled by a network; a
play about homesteading in the West was canceled because the sponsor didn't want
anything presented that touched on the government giving economic help to
farmers; the writer of a play about discrimination against a Black family, based on
headline newspaper stories, was forced to change the protagonist to an ex-convict;
one ironic example was the cancellation of a play about a network censoring a
commentator, even after the script had been put into production and publicity about
it had been released — the network that canceled the play had not long before
censured one of its own top commentators.

Some censorship takes place not because of feared public reaction or even
because of the sponsor’s vested interest, but because of direct prejudice. One
program, the true story of the owner of a large concern who was Jewish and who
gave his entire fortune to fight cancer, was stopped by the sponsor because the play
allegedly would give ‘‘Jewish department store owners'’ an unfair advantage over
other department store owners.

Censorship that eliminates any material that might possibly put the sponsor’s
product in a poor light or that might suggest a competing product even obliquely, is
responsible for a number of classic situations. Among them are the program dealing
with the German atrocities of the 1930s and 1940s from which the sponsoring gas
company eliminated all references to gas chambers, and the deletion of a reference
to President Lincoln in another program because it was also the name of an
automobile produced by a competitor of the sponsor.

In 1972 television writers representing the Writers Guild of America, West
testified at hearings on press freedom held by the Senate Judiciary Committee’s
Constitutional Rights Subcommittee and chaired by Senator Sam Ervin. The writers
said that scripts on controversial subjects are heavily censored by broadcast execu-
tives. David W. Rintels, head of the Guild’s censorship committee, said that
broadcast executives

allow laughter but not tears, fantasy but not reality, escapism but not
truth. . . . 75 million people are nightly being fed programs deliberately
designed to have no resemblance at all to reality, nonsense whose only
purpose is to sell snake oil and laxatives and underarm deodorants. . . .
Writers by the dozens report that they have written characters who are
black and have seen them changed to white. They have written Jews and
seen them converted to gentiles. They have proposed shows about South
African apartheid, Vietnam, old folks, mental disease, politics, business,
labor, students and minorities; and they have been chased out of studios.
. .. These instances are symptomatic of the rigorous and final
institutionalization of censorship and thought control on television.
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Rintels further stated that a poll of Guild members showed that 86 percent had
experienced censorship of their work and that 81 percent believe that television is
presenting a distorted picture of what is happening in America. He added that
television drama fostered a ‘‘mythology which states that a punch in the mouth
solves all problems and doesn’t really hurt anyone.’’

At the same hearings Norman Lear, producer of a number of politically and
socially aware — and sometimes controversial — sitcoms, praised the Columbia
Broadcasting System (CBS) network for permitting his **All in the Family’* to deal
with subjects that were once forbidden on television, such as racial and religious
bias and sexual impotence. But he made it clear that this was an exception and that
*‘this country is ready for a lot more truth than it’s getting.’” Lear has been foremost
among television producers in breaking many of the censorship molds. It is not
accidental that he has devoted his personal time and resources to fight those groups
that would impose their concepts of morality on all the American people, including
his development in 1981 of a national organization called People for the American
Way.

Broadcasters rarely answer the charges of censorship of the kind brought by
Rintels. The broadcast press, however, sometimes has something to say about the
network and station prerogatives and responsibilities. An editorial by Television/
Radio Age publisher S. J. Paul put it this way:

In network entertainment programming, there is a behind-the-scenes
battle that goes on — and has been going on for years — between writers
and producers on one hand, and the establishment, i.e. the networks, on
the other. The writers are seeking that so-called complete freedom to ply
their craft. The networks, of necessity, must establish the guidelines
within the canons of good taste. Establishing the criteria is a responsibility
that the networks cannot duck. Anyone who has viewed the programs in
this new season would have to conclude that all three networks have
lowered their standards, particularly in the over-emphasis on violence and
sex.

The arguments in favor of this kind of permissiveness have been recited
many, many times — that we are now in a period of transition, that
public tastes are changing along with moral standards, and that to muzzle
creativity is to block progress and stifle the libido.

Actually, it requires more imagination to present entertainment in good
taste than it does to present a dramatic series where this kind of
sensationalism serves no end except questionable vicariousness, and,
believe me, the writers know exactly what they are doing when they
introduce these extraneous elements into a plot. . . .

There are certain types of entertainment fare that belong in the theater
or motion pictures that are not applicable to television.

It has been said many times, television is the mass medium of family
entertainment. It is an invited guest in the home. If it loses sight of this
basic precept, it will further compound its many problems.

Many television and radio writers have found that censorship covers a far wider
range than is specified in the National Association of Broadcasters (NAB) produc-
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tion codes and by individual stations and networks. Each sponsor has a special list
of unacceptable subjects or ideas. For example, on one series sponsored by an
automobile manufacturer no one ever had an auto accident, nor was one ever
referred to by any character. One can find similar examples for almost every
sponsored show on the air, and these are restrictions the writer who would write for
that show must face. Although the most dramatic examples of censorship, as noted
in this chapter, occur in plays, censorship applies as well to other forms of tele-
vision and radio writing.

It does not have to be a question of either-or, however. In French television, for
example, when material is presented that is generally deemed acceptable for a
mature and intelligent audience but that may not be entirely acceptable to every
family audience at home, an announcement before the program begins asks the
viewers to watch the program with indulgence and to put the children to bed. On
BBC programs there is virually no dialogue code. Although good taste is a general
guide for writers, in a dramatic show, for example, a character can make any
reference that is necessary to the play.

Censorship and politics The history of censorship of controversial material in
broadcasting is a long one and, unfortunately, one in which both broadcasters and
the public never seem to learn the lesson of integrity and democracy. Certainly one
of the United States’ darkest and most shameful hours was the blacklist of the
1950s, when broadcasters cooperated with bigots to deny freedom of speech and the
freedom to work to countless performers, directors, producers, and writers who
were accused by self-proclaimed groups of superpatriots to be un-American. Broad-
casters panicked, throwing courage to the winds and ethics out of the windows.
Many careers and a number of lives were destroyed.

By the mid-1960s broadcasters were apologizing for broadcasting’s past assault
on democracy. They not only assured America that they would never again be
intimidated into anti-American activity by self-serving groups, but also began to
show their mettle by providing honest and stark coverage of the war in Vietnam
(factual news coverage was considered controversial by some people). To be sure,
the networks did not reveal the full extent of the overwhelming opposition of the
American people to U.S. activities in Southeast Asia, particularly in the way they
covered — and didn’t cover — the many antiwar marches and rallies in Washing-
ton, D.C., and in other parts of the country. But news and documentary programs
did delve into prison reform issues such as the Attica massacre; into citizen mas-
sacres such as those at Kent State and Jackson State Universities; into previously
forbidden subjects such as homosexuality; into the women’s liberation movement;
into coverage that let the United States’ dirty linen hang out, such as the Watergate
hearings and the 1974 presidential impeachment proceedings; and into many social,
political, environmental, educational, economic, and other problems that were
critical and controversial. Not enough for some people; too much for others.

Yet in the early 1980s, as U.S. politics and attitudes began to grow conservative,
broadcasting again began to display the behavior that only a few years before it had
apologized for. Once again, self-proclaimed groups of patriots and moralists at-
tempted to impose their beliefs on the rest of the United States. Two examples: A
well-written, sensitive television series entitled ‘‘Hello, Sidney’’ portrayed the
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leading male character as a homosexual. The network quickly yielded to the censors
and deleted from future scripts substantive clarifications of the character’s sexual
orientation and, of course, any plot lines that might have shown the character
sympathetically in the context of his sexual preference. At about the same time,
actor Ed Asner, the star of the ‘‘Lou Grant’’ series, made public statements about
his beliefs concerning the war in El Salvador. Cries of *‘boycott’’ arose from those
groups that decided that their beliefs should be the only permissible ones in our
pluralistic society. Kimberly-Clark, the makers of Kleenex and other products,
immediately withdrew its sponsorship. Shortly thereafter CBS cancelled the *‘Lou
Grant’’ series, ostensibly on grounds of low ratings, although series with lower
ratings remained on the air. The Americans for Democratic Action organization
stated that cancellation of the series was ‘‘a veiled threat to freedom of broad-
casting.”’

Without firm commitment to artistic (and political) freedom on the part of those
who employ them, writers, too, live in a tenuous world.

Sydney W. Head, a leading teacher and writer in the communications field, has
written that ‘‘television, as a medium, appears to be highly responsive to the
conventional conservative values,”’ and that a danger to society from television is
that television will not likely lend its support to the unorthodox, but that **it will add
tremendously to cultural inertia.’’

Censorship is the rule rather than the exception in American broadcasting. The
great impact of the media and the ability of television and radio to affect the minds
and emotions of people so strongly are clearly recognized by the media controllers,
who represent the status quo of established business, industry, social, and political
thought. The impact of the media is clearly reflected in the success and power of
Madison Avenue. Commercials do sell products and services. This impact has
enabled news and public affairs programs, even in their frequently limited and
sometimes biased coverage of controversial issues, to become significant factors in
changing many of our political and social policies and beliefs. Television is credited
with bringing to much of the American population an understanding of the violence
and prejudice practiced against Blacks through its coverage of the civil rights
movement in the South. Watching hate in the street with the rest of the mob is one
thing, watching it in your living room is another; television motivated many people
to demand congressional action to guarantee all Americans civil rights. Although
selective and limited in its coverage and hardly objective in its evaluation of the
breadth and depth of the peace marches in Washington during the Vietnam war, the
media nevertheless brought to people in their homes some of the horrors of Vietnam
and some of the actions of millions of Americans who actively opposed the war.
The result was nationwide citizen pressure that caused one president to end his
political career and another president ultimately to wind down and end most of
America’s war activities in Southeast Asia. Live coverage of the Wategate hearings
and the Nixon impeachment proceedings brought sharply to the American people
information, ideas, and feelings, and in many cases, it motivated action that would
not have otherwise come.

Frank Stanton, former president of CBS, has said:

The effect of broadcasting upon the democratic experience has gone far
beyond elections. The monumental events of this century — depression,

13



CHAPTER 1

wars, uneasy peace, the birth of more new nations in two decades than had
occurred before in two centuries, undreamed of scientific breakthroughs,
profound social revolution — all these were made immediate, intimate
realities to Americans through, first, the ears of radio and, later, the eyes of
television. No longer were the decisions of the American people made in an
information vacuum, as they witnessed the towering events of their time
that were bound to have incisive political repercussions.

The writers who prepare continuity and background material for programs deal-
ing with such issues and events can have the satisfaction of knowing that they are
contributing to human progress and thought and are participating directly in chang-
ing society and solving problems of humanity. There are not too many professions
in which one can accomplish this on such a broad and grand scale!

Theoretically, the writer can help to fulfill the responsibility of the mass media to
serve the best interests of the public as a whole, can raise and energize the cultural
and educational standards of the people, and thus can strengthen the country.
Realistically, the best-intentioned writer is still under the control of the network and
advertiser whose first loyalties seem to be directed toward their own interests and
not necessarily toward those of the public. Occasionally, these interests coincide.
The writer who wishes to keep a job in the mass media is pressured to serve the
interests of the employer. It is hoped that conscience will enable the writer to serve
the needs of the public as well.



Basic
Elements of
Production

efore the advent of videotape, television was a live medium. Kinescope
recordings had very poor air quality. When the television industry
began to move to the West Coast it adopted the so-called Hollywood
style — the use of film and the style and technique of writing that go
with it. Drama was no longer live, but prerecorded on film. News and
public affairs, when done in the field, had of necessity always been on
film. Although stations developed remote facilities for live coverage of on-the-spot
happenings, stories were filmed and rushed to the studio for processing and airing
on the regular news shows. Commercials were live in the early days — yes, Betty
Furness did open that refrigerator door, live, on camera — but, it soon became
easier and more efficient to prepare commercials as film inserts, even for otherwise
live productions. Film soon became the production means for virtually all programs
that by necessity or special design were not presented live.

When videotape came along in the 1950s many people looked for a revolution.
Magnetic tape did replace film in many areas of television production, but film
remained dominant in entertainment programs, particularly drama, and in news and
commercials. With the refinement of videotape equipment and techniques, some
inroads were made, but it wasn’t until the early 1970s that something along the lines
of a real revolution — or, perhaps, instant evolution — occurred.

By the 1980s videotape had surpassed the use of film for most television formats
— news, documentaries, panels, game shows, soap operas. Film continued to be
used for some documentaries, for dramatic programs, and for commercials and
public service announcements (PSAs). With the introduction of electronic news
gathering and electronic field production (ENG and EFP; the latter refers to use of
minicam equipment to produce commercial and nonnews materials away from the
studio), news became predominantly videotaped. Advantages of videotape over
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film include instant replay, reuse of videotape, sophisticated electronic editing
facilities, and the lower cost of tape than of film.

In the early 1980s some film directors began to shoot their films on videotape.
Film’s superior resolution advantage began to decrease as videotape technology
improved. In addition, film tends to lose some detail as it passes through the video
system.

BM/E magazine has analyzed some of the advantages of tape:

Instant replay — it saves big hunks of time and money — if the first
take is wrong, the director knows right away and can reshoot without
leaving the set.

Totally quiet cameras that accommodate a wider range of light values
and color temperatures than film cameras.

The current high-band VTRs [videotape recorders|] — these lifted re-
cording quality to the level the movie-makers wanted.

Ability of the current video cameras to use a range of lenses similar to
that of film cameras.

The TV monitor as a large, well-lighted, easily multiplied viewfinder,
which sees exactly what the camera sees.

Recent advances in editing technology which makes editing videotape
easier and cheaper than the old standard film editing methods.

Recent developments in small van-mounted video production units, with
two or three cameras feeding control equipment and recorders in the van.
Set up time is usually much faster with this equipment than with portable
movie units (for example, the camera can be warmed up on the way to
the shooting site).

Capping it all is electronic processing of the program: color, aperture,
gamma correction; picture enhancement of various kinds; dissolves, wipes,
all the bag of special effects that the TV broadcaster today expects to
come out of a smallish box when he punches the button.

The development of the ENG video equipment changed the nature of covering
live news events in the 1970s. The lightweight portable television camera made it
possible for the cameraperson to move into an event as quickly as the operator of the
small 16-mm film camera, and permitted stations to get the story on the air immedi-
ately through instant playback from a videotape recorder (VTR) without waiting for
the traditional processing of a film. The writer is affected because the time element
for preparing intro, outro, and continuity materials for the finished studio report is
considerably shortened where portable remote video equipment, rather than film
equipment, is used.

Although television continues to change in many of its basic approaches as
equipment becomes more sophisticated, radio — the older medium — has already
largely explored its basic potentials. Multiplexing, quadruplexing, the electronic
synthesizer, automation, and other technological changes present new oppor-
tunities for experimentation by the writer, producer, and director, but within rela-
tively fixed formats.
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Cable television is sometimes looked upon by the public as different from the
broadcast television it has come to know. The difference is principally in the means
of transmission as far as standard programming is concerned. The medium is still
television, available to those who can afford to pay fees for the kinds of programs
that otherwise would be on advertiser-supported ‘‘free’’ television. By the end of
the twentieth century cable will probably be only a euphemism for subscription
television — presuming DBS, fiber optics, or lasers do not replace cable as the
technical conduit (as well as the accepted euphemism).

Cable and other new technologies do, however, provide some significant poten-
tials and implications for the writer beyond the current practices of broadcasting.
Cable permits and in many instances (as mandated by local franchising agreements)
requires greater emphasis on local, sometimes live, programming than is found on
most broadcast stations. The *‘pay’’ factor suggests the writing of material suitable
for a more affluent and, therefore, a more culturally sophisticated audience than that
of broadcast television. The requirement of local or live programming suggests
more specific orientation of type and content of programs and awareness of limits
dictated by live studio production, sometimes with limited equipment.

Most important, perhaps, is the development of cable’s capabilities (and those of
other new technologies) for service-oriented programming and two-way communi-
cation. With the introduction of computer-based instructional, economic (such as
banking), marketing, and similar services, and the availability of response mecha-
nisms in the receiving location, the writer’s job may expand and in many instances
change from the traditional creative pattern of broadcasting to that of computer
program writer.

This chapter neither proposes nor pretends to present a comprehensive analysis of
production techniques for either television or radio. It offers an overview of some of
the basic and, in some cases, classic elements of production that directly affect
writing technique. The writer must learn what the camera can and cannot do, what
sound or visual effects are possible in the control room, what terminology is used in
furnishing directions, descriptions, and transitions, and what other technical and
production aspects of the media are essential for effective writing.

Radio

The primary technical and production potentials the radio writer should be aware of
and should be able to indicate in the script, when necessary, pertain to microphone
use, sound effects, and music. The writer should understand how the studio and
control room can or cannot implement the purposes of the script.

The Microphone

The basic element of radio broadcasting is the microphone. The number of micro-
phones used in a show usually is limited. For the standard program — a disc jockey
or news program — only one is needed. Even in a dramatic show there may be only
one or two for the announcer and the cast. Another may be used if there are any live
sound effects. A musical group may require still another. A panel, discussion, or
interview program may have a mike for each person or for every two people. Not all
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microphones are the same. The audio engineer selects certain types of microphones
in terms of their sensitivity and uses for specific effects. The writer has only one
important responsibility in this area: to indicate the relationship of the performer to
the microphone. It is this physical relationship that determines the orientation of the
listener. For example, the audience may be with a character riding in a car. The car
approaches the edge of a cliff. The writer must decide whether to put the sound of
the character’s scream and the noise of the car as it hurtles down the side of the cliff
on mike, thus keeping the audience with the car, or to fade these sounds into the
distance, orienting the audience to a vantage point at the top of the cliff, watching
the character and car going downward.

There are five basic microphone positions. The writer should indicate every
position except on mike, which is taken for granted when no position is designated
next to the line of dialogue. Where the performer has been in another position and
suddenly speaks from an on mike position, then on mike should be written in.

On mike The performer speaks from a position right at the microphone. The
listener is oriented to the imaginary setting in the same physical spot as the per-
former.

Off mike The performer is some distance away from the microphone. This
conveys to the audience the impression that the sound or voice is at a proportionate
distance away from the physical orientation point of the listener,which is usually at
the center of the scene. The writer may vary this listener orientation; by removing
the performer’s voice but indicating through the dialogue that the performer has
remained in the same physical place, the writer removes the listener and not the
performer from the central point of action.

Fading on The performer slowly moves toward the microphone. In the mind’s
eye of the listener, the performer is approaching the physical center of the action.

Fading off The performer moves away from the microphone while speaking,
thus moving away from the central orientation point.

Behind obstructions The performer sounds as if there were a barrier between
him or her and the focal point of the audience’s orientation. The writer indicates that
the performer is behind a door, outside a window, or perhaps under the bandstand.

The writer may indicate the need for special microphones. One is the filter mike,
which creates the impression that the voice or sound is coming over a telephone.
The voice at the focal point of the audience’s orientation, even though speaking
over the telephone, too, would be on mike. Another is the echo chamber, which
creates various degrees of an echo sound, ranging from an indication that a person is
locked in a closet to the impression of a voice in a boundless cavern.

Note the use of the five positions in the following sample material.
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COMMENTARY
1. There is no mention of position. The
character is assumed to be ON MIKE.

2. The orientation of the audience stays
with George as Myra leaves the focal
point of the action.

3. George must give the impression of proj-

ecting across the room to Myra who is
now at the front door.

4. Myra’s physical position is now clear to
the audience through the distance of
her voice. Then as soon as we hear her
ON MIKE, the audience's physical posi-
tion arbitrarily is oriented to that of
Myra, at the door.

5. This is an example of the behind-an-
obstruction position.

6. The physical orientation of the audience
stays with Myra. George is now OFF
MIKE.

7. Note the corplete shift of audience
orientation. After Myra goes to the door
the audience stays with her, hears
George from the other end of the room,
finally knows that George, who is com-
ing on or fading on, is approaching the
spot where the audience and Myra, are.
Finally, George is at that spot. Note the
use of the term ON MIKE at the end,
when the character comes to that posi-
tion from another position.

AUDIO
GEORGE: I'm bushed, Myra. Another day
like the one today, and 'l just ...
(THE DOORBELL RINGS)
MYRA: Stay where you are, George. I'l
answer the door.
GEORGE: Thanks, hon. (DOORBELL RINGS
AGAIN)
MYRA: (RECEDING FOOTSTEPS, FADING)
I'm coming ... I'm coming [ wonder who it
could be at this hour.
GEORGE: (CALLING) See who it is before
you open the door.
MYRA: (OFF) All right, George.
(ON MIKE) Who is it?

MESSENGER: (BEHIND DOOR) Telegram
for Mr. George Groo.

MYRA: Just a minute. (CALLING) George,
telegram for you.

GEORGE: (OFF) Sign for me, will you Myra?
MYRA: Yes. (SOUND OF DOOR OPENING)
I'll sign for it. (SOUND OF PAPER BEING
HANDED OVER AND THE SCRATCH OF
PENCIL ON PAPER)

MESSENGER: Thank you, ma'am. (SOUND
OF DOOR BEING CLOSED)

MYRA: (SOUND OF TELEGRAM BEING
OPENED) I'll open #t and ...

(SILENCE FOR A MOMENT)

GEORGE: (OFF) Well, Myra, what is it?
(STILL SILENCE)

GEORGE: (FADING ON) Myra, in heaven's
name, what happened? What does the tele-
gram say? (ON MIKE) Myra, let me see
that telegram!
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Although actual radio and television scripts are double-spaced throughout
speeches, sound effects, music directions, and (for television) video directions, the
scripts are single-spaced in this book to save space. You will also notice various
script styles for the same kinds of programs. As far as possible, scripts have been
presented exactly as they were written or produced, reflecting the real world of
television and radio writing, where they do not necessarily conform in style and
format from one station or production house to another.

The Studio

The physical limitations of a radio studio sometimes may affect the writer’s pur-
poses, so, if possible, the size of the studio should be checked to see if it is large
enough. In addition, though most professional studios are satisfactorily equipped
acoustically, some smaller stations are not, and the writer should attempt to deter-
mine whether it is possible to achieve the sensitivity of sound planned for the script.

The Control Room
The control room is the focal point of operation in which all of the sound, music,
effects, and broadcast silence are coordinated — carefully mixed by the engineer at
the control board and sent out to the listener. The control room usually contains the
turntables on which transcriptions and recordings can be incorporated with the live
action in the studio. The control room also contains recording and taping equipment
that permit the capture of the program either for rebroadcast or for initial public
broadcast at a later time.

The control board regulates the volume of output of all microphones, turntables,
and tapes, and can fade or blend the sound of any one or combination of these
elements.

Sound Effects
There are two major categories of sound effects: those that are recorded and those
that are made manually or live. Virtually any sound effect desired may be found on
records or tape. Examples range from various types of airplane motors to the crying
of a baby. For split-second incorporation of sound into the live action of the
program, however, manual or live effects are sometimes more effective. Manual
effects include such sounds as the opening and closing of a door (coming from a
miniature door located near the microphone of the sound effects operator) or the
rattling of cellophane to simulate the sound of fire. Under this category fall natural
effects — those emanating from their natural sources, such as the sound of walking
feet in which the microphone might be held near the feet of a sound effects person
marking time. In some instances entirely new combinations of sounds may be
necessary, including an amalgamation of recorded, manual, and natural effects.
Inexperienced writers occasionally have a tendency to overdo the use of sound.
Sound effects should be used only when necessary, and then only in relation to the
psychological principles that determine the orientation of the listener. Reflect on
your own orientation to sound when listening to the radio. For example, a high
pitch, high volume, or rising pitch usually suggests a climax or some disturbing
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element, while a low pitch, or low volume, or descending pitch usually suggests
something soothing and calm. However, combinations of these sounds and the
relationship of specific sound to the specific situation can alter these generalizations.
For instance, a low pitch in the proper place can indicate something foreboding
rather than calm; the combination of a low pitch and a high volume, as in thunder
and an explosion, can create anything but a soothing effect.

Sound can be used for many purposes and effects, as follows:

Establish locale or setting For example, the sound of marching feet, the
clanging of metal doors, and the blowing of a whistle will suggest the locale or
setting of a prison. The soft sounds of violin music, the occasional clatter of dishes
and silverware, the clinking of glasses, and the whispered sounds of talking would
suggest not only a restaurant, but perhaps an old-world Hungarian or Russian
restaurant.

Direct audience attention and emotion Emphasis on a particular sound can
specifically orient the audience. For example, the sudden banging of a gavel in a
courtroom scene will immediately direct the mind’s-eye view of the audience
toward the judge’s bench. In a sequence in which the audience is aware that a
person alone at home is an intended murder victim, the sound of steps on a walk and
the sound of knocking on a door, or the more subtle sound of the turning of a
doorknob, will direct the audience attention toward the front door and orient the
audience’s emotions toward the suspenseful terror of inevitable and perhaps im-
mediate violence.

Establish time The clock striking the hour or the crowing of the cock are
obvious, oft-used, but nevertheless effective devices. The echo of footsteps along a
pavement, with no other sounds heard, indicates a quiet street very late at night or
very early in the morning. If an element referred to in the program, such as an
airplane or the rumbling of a subway train, has been established as indicating a
certain time, then the moment the sound effect signifying that element is used the
audience will know the time.

Establish mood Anyone who has heard a dramatization of a Sherlock Holmes
story is familiar with the mood created by the echo of a baying hound followed by
the muffled strokes of a clock striking twelve. The creaking door of '‘Mystery
Theater,”’ one of the very few drama programs on radio in the 1980s, is a hallmark
of mood setting, borrowed from the ‘‘Inner Sanctum’’ radio series of several
decades earlier. The sounds of laughter, loud music, and much tinkling of glasses
establish a much different mood for a party than would subdued whispers and the
«~ft music of a string quartet. Sound may be used effectively as counterpoint in
,tting off an individual character’s mood. The attitudes and emotions of someone
who is worried, sullen, morose, and fretful may be heightened by placing the
character in the midst of sounds indicating a wild, loud party.

Signify entrances and exits The sound of footsteps fading off and the opening
and closing of a door, or the reverse — the opening and closing of a door and the
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sound of footsteps coming on — are unmistakable in indicating an exit or entrance.
Transportation sounds and human and nonhuman sounds may be used to signify a
character’s coming to or leaving a place. The departure of a soldier from an
enemy-held jungle island after a secret reconnaissance mission can be indicated by
the sound of boat paddles, the whine of bullets, and the chatter of jungle birds and
animals. If the bullet, bird, and animal sounds remain at a steady level and the
paddling of the boat fades off, the audience remains on the island and sees the
soldier leave. The audience leaves with the soldier if the paddling remains at an
on-mike level and the island sounds fade off.

Serve as transition For example, in a dramatic program, if the transition is to
cover a change of place, the sound used may be the means of transportation. The
young graduate is about to leave home to make it in the big city. Tender farewells
are said. The farewells cross-fade into the sounds of a train, with appropriate
whistles. The train sounds cross-fade into the sounds of the hustle and bustle of the
big city. These sounds in turn cross-fade into a dialogue sequence in which the
protagonist makes arrangements for renting a room. The change of place has been
achieved with sound providing an effective transition.

If the transition is to cover a lapse of time, the sound may be that of a timing
device, such as a clock striking three, the tick of the clock fading out and fading in
again, and the clock then striking six.

The sound indicating the transition may not relate necessarily to the specific cause
of the transition. It may be of a general nature, such as a montage of war sounds to
cover a change of place or lapse of time when the action relates to a war. Sometimes
a montage, or blending of a number of sounds, can be particularly effective when
no single sound fits the specific situation.

In a nondramatic program, the transition may be between program segments, and
sounds relating to the content of the next segment may be used for transition. In
some situations the sounds may have a relationship to the program as a whole rather
than to a specific circumstance, such as the use of a ticker or telegraph key sound as
a transition device for a news program. On comedy shows sounds completely
irrelevant to the material may be used for transitional purposes, serving at the same
time, because of their irrelevance, as comedy material.

Create unrealistic effects Note Norman Corwin’s description in *‘The Plot to
Overthrow Christmas’’ of the audience’s journey to Hades, ‘‘to the regions where
legions of the damnéd go.”’

I HIGKE PITCH BE-

1 OO

LY AND FADE IN ECHO

(CLANG ON CHINESE GONG. TWO THUNDEER P=A1S. 0SCI
FORE THU\IDPR, IS F\ITIQFI_V QUT RRI\J(‘ DI“CH DOV, \I 7RAD
CHAMBLH E HE STATIC N N
LATOR A ,Ou UP.{L‘QUb PITCH
FEW SECO.‘J DS)

Combinations of sound and music may be used to create almost any nonrealistic
effect demanded, from the simplest to the most complicated.

Sound also may be used to achieve not only one, but a combination of the various
purposes already noted. One of the classic sound effects sequences — to many



BASIC ELEMENTS OF PRODUCTION

23

people the best and most famous sequence of all — is the one that accompanied Jack
Benny's periodic visits to his private vault. Younger people who have listened to the
revivals of old-time radio programs have probably heard it too. The sounds used
establish setting, orient the audience’s emotions and direct its attention, establish
mood, signify entrances and exits, serve as transitions between places and indicate
lapses of time, and create nonrealistic effects.

SOUND:  FOOTSTEPS ... DOOR OPENS ... FOOTSTEPS GOING DOWN ... TAXING ON
HOLL.OW SQUND ... HEAVY [RON DOOR HANDLE TURNING ... CHAINS
CLANKING ... DOOR CREAXS OPEN ... SIX MORE HOLLOW FOOTSTEPS ...
SECOND CLANKING OF CHAINS ... HANDLE TURNS ... HEAVY IRON DOOR
OPENS CREAXING ... TWO MORE FOOTSTEPS (DIALOGUE BETWEEN THE GUARD
AND JACK) ... LIGHT TURNING SOUND OF VAULT COMBINATICN ... LIGHT
TURNING SOUND ... LIGHT TURNING SOUND ... LIGHT TURNING SOUND ...
HANDLE TURNS ... USUAL AlARMS WITH BELLS, AUTO HORNS, WHISTLES,
THINGS FALLING ... ENDING WITH B.O. FOGHORN ...

Courtesy of ] & M Productions, Inc.

The writer must keep in mind that many sounds, no matter how well or accurately
done, sometimes are not immediately identifiable to the audience, and often may be
confused with similar sounds. It may be necessary for the writer to identify the
sound through the dialogue. For example, because the rattling of paper may sound
like fire, and the opening and closing of a desk drawer may sound like the opening
and closing of almost anything else, note the need for identifying dialogue in the
following sequence and the attempt to make the designation of the sound logical and
a natural part of the dialogue.

DICK: (RUFFLING THE PAGES OF A MANUSCRIPT) Just about the worst piece of junk
I've ever done tn my life.

ANNE: Well, even if you don't like it. I think it can becorme a best-seller.

DICX: (RUFFLING PAGES AGAINY Three hundred and rfor,-two pages of pure un-
adulterated mediocrity. Listen 0 them. They even sound off-key. (SOUND OF A
DESK DRAWER OPENING® There. That's where it belongs. (SOUND OF MANU-
SCRIPT BEING THROWN INTO THE DRAWER)

ANNE: Don' lock it up in your desk. I think it's good.

DICK: Nope! That drawer is the place where all bad. dead manuscripts belong. (SOUND
CF DESx. DRAWER CLOSING Amen!

Music
Music is an important part of all radio programming. The writer should understand
its several uses, including the following:

Content for musical program Live music, in the form of an orchestra or a
musical performer, has virtually disappeared from radio. Recorded or transcribed
music is the primary content of radio today, as exemplified in the popular disc
jockey type of program.
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Theme for dramatic or nondramatic program Those over fifty years old who
heard the first few bars of ‘‘The Make Believe Ballroom’’ knew immediately that it
was time for Martin Block, radio’s first disc jockey. Those over forty remember that
the first few bars of ‘‘Love in Bloom’’ meant that Jack Benny was about to make his
entrance. Those over thirty know that *‘A Hard Day’s Night’’ signaled the appear-
ance of the Beatles. Although the theme identification with a person or group is not
as strong as it was when radio required a sound theme to serve what today might be
a visual cue on television, it still exists under certain circumstances. A twenty-year-
old tuning in a radio music special would know that the initial playing of the song
“‘Born to Run’’ signified that the special was about Bruce Springsteen.

Music may be used not only as a theme for a program as a whole, but also for a
specific event or particular character. The action or character is immediately identi-
fiable when the theme music is heard. This may be true in a dramatic program or
with a personality on a nondramatic program. Theme music is used in dramatic
shows, too — usually not during the action but principally for the opening, closing,
and, sometimes, during the commercial breaks. Note the use of music as a theme in
the following excerpts from the beginning and end of one program of a dramatic
series entitled ‘‘The Delaware Story."’

ANNOUNCER:  WDEL presents “The Delaware Story.”

MUSIC: THEME IN, UP, AND UNDER.

NARRATOR: When we think of lawless robber barons and land pirates, our thoughts
turn 1o the early wild and unsettled west. Yet. in the late seventeenth
century ... if it had not been for the interference of the Xing of England.
the State of Delaware, threugh the unserupuleus efforts of one man., might
have becore annexed to Maryland and never become a separate siate at
all.

MUSIC: THEME UP AND OUT.

ANNOUNCER: ~ COMMERCIAL.
And now. back to today's “Delaware Story.” “The Man Who Aimost Stole a
State.”

MUSIC: THEME IN, UP, AND QUT.

NARRATOR: In 1681 Charles II of England granted to William Penn a charter ...

{The narrator introduces the live dramatic action. Fellowing the dramatic sequences. the
narrator again resumes, corapleting the story.]

NARRATOR: ... but Talbot did not succeed in stealing a state, and he remains, fortu-
nately. a not o successful chapter in “The Delaware Story.”
MUSIC: THEME IN. UP. AND OUT.

After the final commercial and program credits, the theme is again brought in,
up, and out to close the show.

Bridge for program divisions or changing time or place The musical bridge is
the most commonly used device for transitions. Music lasting only a few notes or a
few bars or, in some cases, of longer duration may be used to indicate the break
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between segments of the nondramatic presentation. For example, in the variety
show the writer would indicate a music bridge following the completion of an act,
before the master of ceremonies introduces the next act. Sometimes the bridge may
also serve as a short musical introduction or finale. The musical bridge also may be
used to distinguish the commercial insert from the rest of the program.

In the dramatic program the musical bridge frequently is used to indicate a change
of place or a lapse of time. Care must be taken that the bridge is representative of the
mood and content of the play at that particular moment. The musical bridge usually
is only a few seconds long.

Note the use of the bridge separating dramatic sequences and narration in the
following condensed excerpt, again from ‘‘The Delaware Story’’ series.

LORD BALTIMORE:  Go to Philadelphia and speak with William Penn. Ask him to withdraw.
If he does not. then we can consider other methods.

MUSIC: BRIDGE.

TALBOT: (FADING IN) ... and if you choose to remain, we are left with only one
recourse. | need not amplify, my dear Mr. Penn. need 1?

PENN: You have had my answer, Talbot. If you think you can frighten me
from land legally deeded to me, then your presumptuousness is ex-
ceeded only by your stupidity.

MUSIC: SNEAX IN SHORT BRIDGE.

NARRATOR: Talbot returned to Maryland and immediately began his campaign to
regain the land he believed rightfully belonged to Lord Baltirore ...

SOUND: CROWD OF MEN'S VOICES, ANGRY, UNDER.

TALBOT: We must fight for the right. ['ve called you together because we shall

and must fight like vigilantes. Our first line of defense will be Beacon
Hill. The firing of three shots means danger ... the blowing of horns
will mean we asserble to ride. Are you with me?

ALL: (SHOUTING) Aye! Aye!
MUSIC: SNEAX IN SHORT BRIDGE.
NARRATOR: And ride they did. Talbot now assured dictatorial powers ...

Sound effect For example, brass and percussion instruments often may be very
effective in conveying the sound of a storm or in heightening the feeling of a storm
presented through sound effects alone. Some effects cannot be presented potently
except through music. How better could one convey on radio the sound of a person
falling from the top of a tall building than through music moving in a spiral rhythm
from a high to a low pitch and ending in a crash?

Background or mood Music can heighten the content and mood of a sequence,
especially in a dramatic presentation. Background music is an extremely important
part of filmmaking, and is used effectively in nonmusical television plays. The
music must serve as a subtle aid, however, and must not be obvious or, in some
instances, even evident. The listener who is aware of a lovely piece of background
music during a dramatic moment has been distracted from the primary purpose of
the production. The music should have its effect without the audience consciously
realizing it. Background and mood music should not be overdone or used exces-
sively in the manner of the piano player accompanying a silent film. Well-known
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compositions should be avoided, to prevent the audience from being distracted
from the dialogue by too great a familiarity with the music.

Sound and Music Techniques and Terms

Several important terms are used by the writer to designate the techniques used in
manipulating sound and music. These techniques are applied at the control
board.

Segue (pronounced seg-way) The smooth movement from one sound into the
next. This is particularly applicable to the transitions between musical numbers, in
which one number is faded out and the next is faded in. Technically, it is used in the
dramatic program as well as in the music show, but in the dramatic program the
overlapping of sounds makes the technique a cross-fade rather than a segue.

An example in the music program:

ANNOUNCER:  Our program continues with excerpts from famous rusical compositions
dealing with the Romeo and dJuliet there. First we hear from Tchaikovsky'’s
FRomeo and Juliet overture, followed by Prokofiev's Romeo and Juliet ballet,
and finally Gounod's opera Romeo er Julieite.

MUSIC: TCHAIKOVSKY'S ROMEO AND JULIET.
SEGUE TO PROKOFIEV'S ROMEO AND JULIET,
SEGUE TO GOUNOD'S ROMEQ ET JULIETTE.

ANNOUNCER: ~ You have heard ...

An example in the dramatic program:

ANNOUNCER:  And now, to today’s mystery drama.

MUSIC: THEME IN AND UP, HOLD FOR FIVE SECONDS AND QUT, SEGUE INTO

SOUND: TINKLING OF GLASSES, VOICES IN BACXGROUND IN ANGRY CONVERSA-
TION, JUKEBOX PLAYING.

Cross-fade The dissolving from one sound into another. The term cross-fade
sometimes is used interchangeably with the term segue. The cross-fade is, however,
the crossing of sounds as one fades in and the other fades out, and the segue is
simply the immediate following of one sound by another. In the following example

MUSIC: THEME IN AND UP, HOLD FOR FIVE SECONDS. CROSS-FADE INTO THE
RINGING OF A TELEPHONE

the telephone ringing becomes blended for a second or two with the theme before
the theme is entirely out, and then only the telephone ringing remains.
An example in a dramatic program:

CLARA: I don't know where Harry is. but if he's with sore blonde in sorme bar ...
MUSIC: STAB IN BRIDGE, HOLD FOR THREE SECONDS, CROSS-FADE INTO SOUND
OF PIANO IN A BAR PLAYING SOFT ROCK.
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Blending Two or more different sounds combined and going out over the air at
the same time. These may include combinations of dialogue and music, dialogue
and sound effects, sound effects and music, or a combination of all three. The
earlier example of the combination of tinkling glasses, angry voices in the back-
ground, and the playing of a jukebox is illustrative of blending dialogue, sound
effects, and music. The blending of sounds may be used effectively to create
nonrealistic effects.

Cutting or switching The sudden cutting off of one sound and the immediate
intrusion of another. It is a jarring break and sometimes is used for special effect
purposes. It may simply designate the switching sharply from one microphone to
another microphone or sound source. It also may be used for remotes:

ANNOUNCER:  We now switch you to Times Square where Tom Rogers is ready with his

“Probing Microphone.”
CUT TO REMOTE, ROGERS AT TIMES SQUARE.
ROGERS: Good afternoon. For our first interview, we have over here ...

Fade in and fade out Bringing up the volume or turning it down is a relatively
simple operation. It frequently is used to fade the music under dialogue, as well as
to bring it into the program and out of the program. The writer indicates that the
music should be faded in, up, under, or out.

The following example illustrates the use of the fade-in and fade-out on the disc
jockey show.

MUSIC: THEME, “You Rocked My Rocker with a Rock,” IN, UP, AND UNDER.
ANNOUNCER:  Good evening, cats, and welcome to the Rockin’ Rollo Rock Repertory.
MUSIC: THEME UP, HOLD FOR FIVE SECONDS, THEN UNDER AND OUT.

ANNOUNCER:  This is Rockin’ Rollo ready to bring you the next full hour right from the top
of the charts. And starting with number one on the rack, it's The Kitchen

Sink and their new hit ...

MUSIC: SNEAK IN AND HOLD UNDER, “Clip Joint.”

ANNOUNCER:  That's right, you guessed i, The Kitchen Sink is smokin’ away with “Clip
Joint.”

MUSIC: UP FAST, HOLD TO FINISH, AND OUT.

Television
Television drama production techniques continue to evolve. When drama produc-
tion moved from New York to Hollywood, the live-type program multicamera
shooting technique (called by some New York style) began to change into the
single-camera technique of the film (called by some Hollywood style). The writer
for television must therefore become familiar with both the traditional techniques of
both television and film and with the combinations of these skills into the middle
ground of videotape.

Although the television writer does not have to know the various coordinate
elements of theatrical production as does the writer of the stage play, it is important
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to know how to use and integrate settings, lights, costumes, makeup, and the visual
movement of performers into the dramatic or nondramatic script. The television
writer, like the radio writer, can use all the elements of sound. In addition, the
television writer must achieve at least a basic understanding of the special mechan-
ical and electronic devices of the television medium. There are six major areas
pertaining to television production that the writer should be aware of: the studio, the
camera, the control room, special video effects, editing, and sound. A course in
television production would be of value to the beginning writer.

The Television Studio

Studios vary greatly in size and equipment. Network studios, where drama series
and specials are usually produced, have not only all the technical advantages of a
television studio, but also the size and equipment of a movie sound stage. Some
individual stations have excellent facilities, others are small and cramped. A large
regional station may have one or two relatively small studios, limiting production to
news and panel shows, while a nearby school system may have an instructional
television studio that would be the envy of any commercial station. The writer
should be aware of studio limitations before writing the script, especially where the
show may be videotaped or produced live and it is necessary to avoid too many sets
or large sets. Once extremely costly and difficult, exterior shooting is no longer a
problem because of the availability of EFP video equipment.

The Camera

Whether the show is being recorded by a film camera or by a television camera on
videotape, the basic movements of the camera are the same. Even the terminology
is the same. The principal difference is the style: short, individual takes for the film
approach, longer action sequences and continuous filming for the television
approach. Because many television directors have moved to films and film directors
to television, and with instant videotape editing, the two approaches have tended to
move toward each other, combining elements of both.

In either case, the writer should consider the camera as a moving and adjustable
proscenium through which the attention of the audience is directed just as the writer
and director wish. There are three major areas of audience attention that may be
changed via the camera: the distance between the audience and the subject, which
includes the amount of the subject the audience sees; the position of the audience in
relation to the subject; and the angle at which the viewer sees the subject. Various
uses of the camera, including camera movement, lens openings, and types of shots,
may be made to effect all of these approaches in varying degrees.

Camera movement may change the position, angle, distance, and amount of
subject matter seen. There are six specific movements the writer must be aware of
and be prepared to designate, when necessary, in the script.

Dolly-in and dolly-out The camera is on a dolly stand that permits smooth
forward or backward movement. This movement to or away from the subject
permits a change of orientation to the subject while keeping the camera on the air
and retaining a continuity of action.
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Zoom-in and zoom-out Frequently used to accomplish the same purpose as the
dolly, the zoom narrows the angle of view and compresses depth, making people or
objects appear closer together. Some writers believe that psychologically the dolly
is more effective, moving the audience closer to or further from the subject,
whereas the zoom gives the feeling of moving the subject closer to or further from
the audience.

Tilt up and tilt down This consists of pointing the camera up or down, thus
changing the view from the same position to a higher or lower part of the subject.

Pan right and pan left The camera moves right or left on its axis. This
movement may be used to follow a character or some particular action or to direct
the audience attention to a particular subject.

Follow right and follow left This is also called the travel shot or the truck shot.
It is used when the camera is set at a right angle to the subject and either moves with
it, following alongside it, or — as in the case of a stationary subject such as an
advertising display — follows down the line of the display. The audience’s eyes,
through the camera lens pointed sharply to the right or left, pick up the subjects in
the display. This shot is not used as frequently as are the previous ones.

Boom shot Originally familiar equipment for Hollywood filmmaking, the
camera boom became more and more part of standard television production prac-
tices. A crane, usually attached to a moving dolly, enables the camera to boom
from its basic position up or down, at various angles — usually high up — to the
subject. This is also known as a crane shot.

Note the use of the basic camera movements in the following scripts. In the first,
using the standard television format, the writer would not ordinarily include so
many camera directions, but would leave their determination to the director. They
are included here to indicate to the beginning writer a variety of camera and shot
possibilities. The left hand column, as shown here, would be written in on the
mimeographed script almost entirely by the director.

VIDE AUDIO

ESTABLISHING SHOT. DETECTIVE BYRON: (AT DESX, IN FRONT
OF HIM, ON CHAIRS IN A ROW, ARE SEV-
ERAL YOUNG MEN IN DUNGAREES,
LEATHER JACKETS, AND MOTORCYCLE
CAPS) All right. S0 a store was robbed. So
all of you were seen in the store al the
time of the robbery. So there was no one
else in the swre except the clerk. So none
of you know anything about the robbery.

)OLLY IN FOR CLCSE-UP OF BYRON. (GETTING ANGRY) You may be young
punks but you're still punks, and you can
stand trial whether you're seventeen or
seventy. And if you're not going to cooper-
ate now, 'l see that you get the stiffest
sentence possible.
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VIDEO
DOLLY OUT FOR LONG SHOT OF ENTIRE
GROUP.
CUT TO CLOSE-UP.
PAN RIGHT ACROSS BOYS' FACES, FROM
ONE TO THE OTHER, AS BYRON TALKS.

FOLLOW SHOT ALONG LINE OF CHAIRS IN
FRONT OF BOYS, GETTING FACIAL RE-
ACTIONS OF EACH ONE AS THEY RESPOND.

TILT DOWN TO JOHNNY'S BOOT AS HE
REACHES FOR HANDLE OF XNIFE. TILT UP
WITH HAND AS IT MOVES AWAY FROM THE
BOOT, INTO AN INSIDE POCKET OF HIS
JACKET. CUT TO MEDIUM SHOT ON BOOM
CAMERA OF JOHNNY WITHDRAWING HAND
FROM POCKET. BOOM DOWN TO OBJECT IN
JOHNNY'S HAND. (ORDINARILY, A BOOM
SHOT WOULD NOT BE USED HERE. A ZOOM
LENS WOULD BE EASIER TO USE AND AT
LEAST AS EFFECTIVE.)

AUDIO
Now, I'm going to ask you again, each one of
you. And this is your last chance. If you talk,
only the guilty one will be charged with lar-
ceny. The others will have only a petty theft
charge on them, and I'll see they get a sus-
pended sentence. Otherwise I'll send you all
up for five to ten.
(OFF CAMERA) JOEY?
JOEY: (STARES STRAIGHT AHEAD, NOT
ANSWERING.)
BYRON: (OFF CAMERA) Al?
Al: 1 got nothin’ to say.
BYRON: (OFF CAMERA) Bill?
BILL: Me. toc. I don't know nothin’.
BYRON: (OFF CAMERA) OX, Johnny. It's up o
you.
JOHNNY: (THERE IS NO ANSWER. THEN
JOHNNY SLOWLY SHAXES HIS HEAD. IM-
PERCEPTIBLY, BYRON NOT NOTICING, HE
REACHES DOWN TO HIS MOTORCYCLE BOOT
FOR THE HANDLE OF A XNIFE. SUDDENLY
THE HAND STOPS AND MOVES UP TO THE
INSIDE POCKET OF HIS JACKET. JOHNNY
TAXES AN OBJECT FROM HIS POCKET,
SLOWLY OPENS HIS HAND.)

Although the format in the following, a film script, is different, note that the
terminology and the visual results are virtually the same. The numbers in the
left-hand column refer to each shot or sequence. Film scripts usually are shot out of
sequence with all scenes in a particular setting done at one period of time. The
numbers make it possible to designate easily which sequences will be filmed at a
given time or on a given day, such as ‘‘Barn Set — sequences 42, 45, 46, 78, 79,

81.”

FADE IN

1. EXT. BEACH — SUNRISE — EXTREME LONG SHOT.

20

3. EXT. BEACH — LONG SHOT.

. PAN ALONG SHORE LINE AS WAVES BREAX ON SAND.

Two figures are seen in the distance, alone with the vastness of sand and water

surrounding ther.

o+a

5. MEDIUM LONG SHOT.

. ZOOM SLOWLY IN UNTIL WE ESTABLISH THAT FIGURES ARE A MAN AND A WOMALY.

The man and woman are standing by the water's edge. holding hands, staring toward the
sea. They are about sixty. but their brightness of look and posture make them seem

much younger.
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. MEDIUM SHOT — ANOTHER ANGLE ON THEM.

They slowly turn their faces toward each other and kiss.

. CLOSE SHOT.
. MEDIUM CLOSE SHOT.

Their heads and faces are close, still almost touching.
GLADYS: I did not feel so beautiful when | was twenty.

. CLOSE SHOT — REGINALD

as he grins
REGINALD: Me neither. But we weren' in love like this when we
were twenty.

10, INT. BFACH HOUSE — ENTRANCE HALL — MORNING

The door opens and Gladys and Reginald walk in. hand in hand. laughing.

As you study the scripts in the chapters dealing with specific program forms, you

will note that the film script format usually is used only for the play. Virtually all
other program types use the television script format.

Lenses
Although it is the director who must know what the camera lenses can do so that he

or

she may most effectively interpret the writer’s intent, it would not hurt for the

writer to obtain a working knowledge of what the camera can do focally. The
following, from BM/E magazine, is a good introductory guide:

In the beginning, the user was confined to four lenses on a turret. This
made framing a shot difficult as well as time consuming. With the old tur-
reted camera there were only four focal lengths readily available, which
necessitated a good deal of dollying with the resultant time loss and un-
desirable framing of a shot due to the limited number of focal lengths.
Then along came the zoom lens with its great number of focal lengths im-
mediately available. The director could now get the exact framing he
wanted quickly. Now that it is here, can one zoom do everything? Of
course not! The correct lens for your application may not be applicable to
someone else’s needs. A good studio lens is not a good remote lens al-
though it may cover some remote applications. The remote lens works
quite often at long focal lengths under low light levels requiring f stops of
f/3 at SO0mm or /6 at 1000mm, or better. The average studio lens can
attain S00mm with range extenders but it needs over 3 times more light at
that focal length due to its limited aperture. . . . If your studio is small,
you will need a lens with a wide angle so that it isn’t necessary to dolly
back to one side of the studio to get an overall shot of a set on the other
side. Close focusing is necessary so that magnification is possible as well
as interesting special effect shots. It should be noted here that two lenses
with the same long focal length and different close focusing capability will
magnify an object to a different degree, the greater magnification going
with the closer focusing of the two. If commercial production is contem-
plated, then more capability will be demanded of the lens because agency
people, as well as clients, want the dramatic eye-catching shot that will
make the product memorable.

Taping time must be held to a minimum to earn more money for the
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station and less added cost to the advertiser. The lens can be of great help
here. If a lense can, in fast sequence, go from an extreme close-up to a
wide overall shot and back to a close-up then taping time will be lessened
because there will be no need to stop the tape for different shot
sequences.

However, if all that is done is news and weather, the simple good
quality wide angle 10 to 1 lens may be all that is needed.

Add to this the ENG/EFP camera lenses that focus at a distance as close as three
feet. Some lenses with macrocapability will focus even a few inches away from the
subject.

Types of Shots

Among those directions most frequently written in by the writer are the shots
designating how much of the subject is to be seen, as illustrated in the script
examples a few pages back. Ordinarily, the determination is left up to the director,
but in many instances the writer needs to capture a specific subject for the logical
continuity of the script or for the proper psychological effect of that moment upon
the audience. When the specific shot required might not be obvious to the director,
the writer has the prerogative of inserting it into the script. Shot designations range
from the close-up to the medium shot to the long shot. Within these categories there
are gradations, such as the medium long shot and extreme close-up. The writer
indicates the kind of shot and the specific subject to be encompassed by that shot.
The use of the terms and their meanings apply to both the film and the television
format. Here are the most commonly used shots:

Close-up This may be designated by the letters CU. The writer states in the
script, **CU Harry,”” or **CU Harry's fingers as he twists the dials of the safe,”” or
““CU Harry’s feet on the pedals of the piano.” The close-up of the immediate
person of a human subject will usually consist of just the face and may include some
of the upper part of the body, with emphasis on the face, unless specifically
designated otherwise. The letters XCU or ECU stand for extreme close-up and
designate the face alone. The term shoulder shot indicates an area encompassing the
shoulders to the top of the head. Other designations are bust shot, waist shot, hip
shot, and knee shot.

Medium shot This may be designated by the letters MS. The camera picks up a
good part of the individual or group subject, the subject usually filling the screen
(but usually not in its entirety), and without too much of the physical environment
shown.

Long shot The writer may state this as LS. The long shot is used primarily for
establishing shots in which the entire setting, or as much of it as necessary to orient
the audience properly, is shown. From the long shot, the camera may move to the
medium shot and then to the close-up, creating a dramatic movement from an
overall view to the impact of the essence or selective aspect of the situation.
Conversely, the camera may move from the intriguing suspense of the extreme
close-up to the clarifying broadness of the extreme long shot (XLS).
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Full shot This is stated as FS. The subject is put on the screen in its entirety.
For example, **FS Harry’’ means that the audience sees Harry from head to toe.
*‘FS family at dinner table’” means that the family seated around the dinner table is
seen completely. Some writers and directors use the designation FF for full figure
shot.

Other Variations of the above are given designations, sometimes on an ad hoc
basis, that tell the director just what the writer has in mind. For example, if the
writer wants two people in conversation to be the focal point of the shot, he or she
might use the term rwo-shot or 2S. If the two people are to fill the screen, tight 2§
might be used, as in the next script example. Similarly, medium two-shot or M2S,
three-shot or 3S, and other terms may be used as required.

The writer should be aware of any necessity to change lenses, focus the lenses, or
dolly the camera for a new shot. Depending on the number of cameras used in the
show — whether it is live or live-style videotaped — the writer should leave enough
time between shots for the cameraperson to perform these functions properly.

Note the use of different types of shots in the following hypothetical script
example. The video directions are necessary at the beginning of this script because
the writer is dealing solely with pictures. Subsequent video directions may be left
out by the writer, except, as at the end, where necessary to convey the meaning and
action. You will note that in many of the actual scripts used in this book the writers
provide very few video directions.

VIDEO AUDIO

FADE IN ON LONG SHOT OF QUTSIDE OF

BAR. ESTABLISH STREET FRONT AND OUT-

SIDE OF BAR. DOLLY IN TO MEDIUM

SHOT, THEN TO CLOSE-UP OF SIGN ON

THE WINDOW: “HARRY SMITH. PROP.” CUT

TO INSIDE OF BAR. CLOSE-UP OF MAN'S

HAND DRAWING A GLASS OF BEER FROM

THE TAP. FOLLOW MAN'S HAND WITH

GLASS TO TOP OF BAR WHERE HE PUTS

DOWN GLASS.

DOLLY QUT SLOWLY TC MEDIUM SHCT OF

HARRY, SERVING THE BEER. AND MAC.

SITTING AT BAR.

ZOOM OUT TO WIDE SHOT, ESTABLISHING

ENTIRE INSIDE OF BAR, SEVERAL PEOPLE

ON STOOLS. AND SMALL TABLE AT RIGHT

OF BAR WITH THREE MEN SEATED, PLAY-

ING CARDS.
JOE: (AT TABLE) Harry. Bring us another
deck. This one's getting too dirty for honest
card players.
HARRY: Okay. (HE REACHES UNDER THE
BAR. GETS A DECX OF CARDS, GOES TO
THE TABLE.)
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VIDEC AUDIO

TIGHT 2-S HARRY AND JOE JOE: (TAXING THE CARDS. WHISPERS TO
HARRY.)Who's the guy at the bar? He looks
familiar.
HARRY: Name of Mac. From Jersey some-
place.

CUTITO CU JOE JOE: Xeep hir there. Looks like scmebody we
got business with. (LOOXS AROUND TABLE)

CUT TO FS TABLE Right. beys? (THE MEN ATTHE TABLE NOD
ANOWINGLY TO HARRY.)
HARRY: Okay if [ go back to the bar?

3¢ ahead.

PANWITH HARRY TO BAR. DOLLY IN TO BAR. HARRY: (WAL XS BACX TO BAR, POURS

MS HARRY AND MAC AS HARRY POURS HIM DRINX FOR MAC. SCRIBBLES SOMETHING

ANOTHER DRINXK. MCU HARRY AS HE ON PIECE OF PAPER, PUTS IT ON BAR N

WRITES. CJT TO CJ OF WORDS ON PIECE OF

PAPER.

Control Room Techniques and Editing

The technicians in the control room have various electronic devices for modifying
the picture and moving from one picture to another — thus giving television its
ability to direct the attention and control the view of the audience and to bypass the
unities of time and place effectively. The technicians in the film editing room have
the same capabilities except that the modifications are done during the editing
process, whereas in live-type videotaped television the modifications may be done
during the recording of the program. Further modifications can take place when
editing the videotape. The writer should be familiar with the terminology and
function of control room techniques and their similar function in film editing in
order to know what the potentials of the medium are and to be able to indicate, if
necessary, special picture modifications or special changes in time and/or place.
The terms used have the same meaning in television and film.

The fade The fade-in consists of bringing in the picture from a black (or blank)
screen. (You’ve often heard the phrase fade 10 black.) The fade-out is the taking out
of a picture until a black level is reached. The fade is used primarily to indicate a
passage of time, and in this function serves much like the curtain or blackout on the
legitimate stage. Depending on the sequence of action, a fast fade-in or fade-out or
slow fade-out or fade-in may be indicated. The fade-in is used at the beginning of a
sequence, the fade-out at the end. The fade sometimes also is used to indicate a
change of place. The writer always indicates the fade-in or fade-out in the script.

The dissolve The dissolve is similar to the cross-fade of radio. While one
picture is being reduced in intensity the other picture is being raised, one picture
smoothly dissolving into the next. The dissolve is used primarily to indicate a
change of place, but is used sometimes to indicate a change of time. There are
various modifications of the dissolve. An important one is the matched dissolve, in
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which two similar or identical subjects are placed one over the other; the fading out
of one and the fading in of the other shows a metamorphosis taking place. The
dissolving from a newly lit candle into a candle burned down would be a use of the
matched dissolve. The dissolve may vary in time, and may be designated as a fast
-dissolve (almost a split-second movement) or as a slow dissolve (anywhere up to
five seconds). At no point in the dissolve does either picture go to black. The writer
always indicates the use of the dissolve in the script.

The cut The cut is the technique most commonly used. It consists simply of
switching instantaneously from one picture to another. Care must be taken to avoid
too much cutting and to make certain that the cutting is consistent with the mood,
rhythm, pace, and psychological approach of the program as a whole. The writer
ordinarily is not concerned with the planning or designation of cuts in the television
script, but leaves it up to the director. In the film script, particularly when the
transition from one sequence to the next is a sharp, instantaneous effect rather than a
dissolve or fade, the writer may indicate ‘‘cut to. . . .”

The superimposition The super, as it is sometimes called, means the placing of
one image over another, thus creating a fantasy kind of picture. This sometimes is
used in the stream-of-consciousness technique when the thing being recalled to
memory is pictured on the screen. To obtain necessary contrast in the superimposi-
tion, when the two pictures are placed on the screen together one picture must be of
a higher light intensity than the other. The writer usually indicates the use of the
superimposition.

The key or matte A key is a two-source special effect where a foreground
image is cut into a background image and filled back in with itself. A matte is a
similar technique, but has the capability of adding color to the foreground image.
Most television facilities have character generators (or chirons or vidifonts) that
electronically cut letters into background pictures. Titles and commercial names of
products are keyed or matted.

The wipe This is accomplished by one picture wiping another picture off the
screen in the manner of a window shade being pulled down over a window. The
wipe may be from any direction — horizontal, vertical, or diagonal. The wipe may
also blossom out a picture from the center of a black level or, in reverse, envelop the
picture by encompassing it from all its sides. The wipe can be used to designate a
change of place or time.

The split screen In the split screen the picture on the air is actually divided,
with the shots from two or more cameras occupying adjoining places on the screen.
A common use is for phone conversations, showing the persons speaking on
separate halves of the screen. The screen may be split in many parts and in many
shapes, as is sometimes done when news correspondents report from different parts
of the nation. One segment of the screen of virtually any size may be split off from
the rest, as often is done in sports broadcasts; for example, one corner of the screen



36

CHAPTER 2

may show the runner taking a lead off first base while the rest of the screen
encompasses the main action of the ball game.

Film and slides For live-type television production such as newscasts and in
many college and university training studios, which may not have sophisticated film
or videotape equipment, film clips (short lengths of 16-mm motion picture film) and
slides are important. Slides provide visual information not available in the studio for
news, sports, feature, and documentary programs. Film is sometimes used but has
been largely replaced by videotape. Film clips are occasionally used in live-type

videotaped drama to provide background exterior or stock shots.
Note the use of different control room techniques for modifying the picture
and moving from one picture to another in the following hypothetical script

example.

COMMENTARY

1. The fade-in is used for the be-

ginning of the sequence.

2. The dissolve is used here for
a change of place without
passage of time. This scene
takes place simultaneously or
immediately following the
one in the sheriff's office.

3. The superimposttion is used
here for a memory recall
device.

VIDEO
FADE IN ON SHERIFF'S OFFICE.
SHERIFF FEARLESS AND
DEPUTY FEARFUL ARE SEATED
AT THE DESK IN THE CENTER
OF THE ROOM.

DISSOLVE TO MISS SUSIE'S
HOTEL ROOM. BART IS SEATED
IN AN EASY CHAIR. SUSIE IS IN
A STRAIGHT CHAIR AT THE
OTHER END OF THE ROCM.

SUPERIMPOSE, OVER CU BART.
FACE OF MAN HE XILLED AS
HE DESCRIBES SCENE.

AUDIO
FEARLESS: [ wonder what Bad
Bart is up to. He's been in town
since yesterday. I've got to figure
out his plan if I'm to prevent
oloodshed.
FEARFUL: I've got faith in you.
Fearless. [ heard that he’s been
with Miss Susie in her room.
FEARLESS: Good. We can trust
her. She'll find out for us.
FEARFUL: But I'm worried about
her safety.
FEARLESS: Yup. | wonder how
she is making out. That Bad Bart
iS & rmean cne.
BART: [ ain't really a killer, Miss
Susie. It's only my reputation
that's hurting me. Only because
of one youthful indiscretion.
SUSIE: What was that, Mr. Ban?

BART: | can remember as well as
vesterday. | was only a kid then.
I thought he drew a gun on me.
Maybe he did and maybe he
didn. But [ shot him. And I'l
rermember his face as sure as I'll
live — always.

SUSIE: I guess you aren' really
all bad, Mr. Bart.
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4. The cut would be used with-
out indication from the writer
throughout this script.

Here, the cut specifically indi-
cates a different view of the
character in the same con-
tinuous time sequence.

5. The wipe here moves from
left to right or right to left. It
designates a change of place.
The use of the split screen in-
dicates the putting of two dif-
ferent places before the audi-
ence at the same time.

6. The fade here indicates the
passage of time. If this next
scene were in the Sheriff's
office, the fade would have
indicated & passage of time
and change of place.

7. The sustained opening on
Susie is necessary, for live-
type, continuous action tele-
vision, to provide time for
Bart to get off the set and for
Fearless to get on. The fifteen
or twenty seconds at the
opening of this scene, in
which we do not yet see Fear-
less, though Susie’s dialogue
indicates he is there, should
be sufficient “cover” time.

37

VIDEO

PAN WITH BART TO THE HALL
DOOR. CUT TO HALL AS HE
ENTERS IT.

HORIZONTAL WIPE INTO SPLIT
SCREEN. BART IN ONE HALF,
SHERIFF PICKING UP TELE-
PHONE IN OTHER HALF.

WIPE OFF SHERIFF OFFICE
SCENE. CU BART'S FACE AS HE
MAKES HIS DECISION.

FADE OUT. FADE IN ON MISS
SUSIE SEATED ON HER BED.

AUDIO
BART: You've convinced me, Miss
Susie. ['ve never had a fine
woman speak to me so nice
before. I'm going to turn over &
new leaf. (WALKS INTO THE
HALL. AN EARLY MODEL TELE-
PHONE [S ON THE WALL.) I'm
going to call the sheriff. Operator,
get me the sheriff's office.

FEARLESS: Sheriff's office.
BART: Sheriff. This is Bad Bart.
I'm going to give myself up and
confess all my crimes. ['ve turned
over & new leaf.

FEARLESS: You expect me to be-
lieve that, Bart?

BART: No, [ don't. But all I'm
asking is a chance to prove it.
FEARLESS: How do you propose
t0 do that?

BART: I'm coming over to your
office. And I'm not going to be
wearing my guns.

SUSIE: That's all there was to i,
Fearless. The more [ talked to
him, the more I could see that
underneath it all he had a good
heart.

(SHE WALKS TO THE SMALL
TABLE AT THE FOOT OF THE
BED, TAKES A GLASS AND
BOTTLE, THEN WALKS OVER TO
THE EASY CHAIR. WE SEE
SHERIFF FEARLESS IN THE
EASY CHAIR.)

Here, Fearless, have a sarsapa-
rilla. You deserve one after what
you've done today.

FEARLESS: No, Susie. It was you
who really did the work. And you
deserve the drink. (AFTER A
MOMENT) You know, there’s only
one thing I'm sorry for.

SUSIE: What's that?
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COMMENTARY

8. Fade is used to signify the
end of a sequence, and —
note the next scene — a pas-
sage of time and change of
place.

9. Since this is a videotaped
studio show, the film clip is
stock footage of a well-known

place, necessary for the exter-

ior scene, not reproduceable
in a studio. Such film clip in-
serts could be used at any
time during the play itself.

10. Key or matte, as noted
earlier, permits the insertion
of words onto the picture.

VIDEO

THEME MUSIC IN AND UP
STRONG. SLOW FADE QUT.

FADE [N FILM CLIP OF SOUTH
DAKOTA BADLANDS, THEN CUT
TO TAPE OF FEARLESS AND
SUSIE ON THEIR HORSES ON
THE TRAIL WAVING GOODBYE
TO BART, WHO RIDES OFF INTO
THE DISTANCE.

KEY CREDITS OVER THE SCENE
AS FEARLESS AND SUSIE CON-
TINUE TO WAVE.

Special Video Effects

AUDIO
FEARLESS: That Bart turned out
10 be good, deep down inside, and
gave himself up.
SUSIE: Why?
FEARLESS: Well, there's this new
gun [ received this morning from
the East that | haven' yet had a
chance to use!

Titles The writer, though not responsible for the kinds of titling done, should be
aware of the ability of the character generator, chiron, and vidifont machines to key
words electronically with different colors into a picture and to roll them vertically or
horizontally across the screen.

Nature effects Though it is difficult to achieve realistic nature effects in some
studios, it is possible to obtain some through special effects. These include snow,
rain, smoke, and flame.

Miniatures In lieu of film or live exteriors, a miniature of a setting that cannot
be duplicated in full in the studio may serve very well for establishing shots. For
example, a miniature of a castle may be used for an opening shot. The camera
dollies toward the front gate of the miniature. Then a cut is made to the live set
which may consist of the courtyard or an interior room. The use of stock film
footage for such scenes is less costly and more authentic.

Detail sets Detail sets serve to augment the close-ups of television. Where the
camera might find it difficult to pick up the precise movements of the fingers turning
the dial of a safe on a regular set, another camera may cut to a detail set of the safe
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and capture the performer’s fingers in every precise action. Such shots are called
cut-ins and usually are shot after the main action and edited into the finished tape.

Puppets, marionettes, and animation These devices are particularly effective
in commercial presentations and may be integrated easily into live action sequences.
Animation is a staple and frequently the most creative approach in the production of
commercials.

Chroma key This electronic effect cuts a given color out of a picture and
replaces it with another visual. Newscasts use this technique extensively where, for
example, the blue background of the newscaster is replaced with a slide or a taped
sequence.

Remotes One or more cameras may be used at a place remote from the studio to
send back material for incorporation into the program — live, as with a newscast, or
taped, as with a play or documentary. An entire program may be done remote, such
as a sports event.

Sound

Basically, sound is used in television in the same way as in radio, as analyzed
earlier in this chapter. There are, however, some obvious modifications. The
microphone in the television play usually is not stationary, but is on a boom and
dolly to follow the moving performers. In the single-action shot of the film, it may
be stationary if the actors do not move. Chest mikes, table mikes, and cordless
mikes are also used, usually for the nondramatic studio program such as the
interview and panel, but also occasionally for the drama in preset situations and
positions. The dialogue and sound on the set emanate from and must be coordinated
with the visual action. Off-screen sound effects may be used, but they clearly must
appear to be coming from off-screen unless they represent an action taking place on
camera. Sound may be prerecorded or, as in filmed productions, added after the
action has been shot. Television may use narration, as radio does. In television the
voice-over (VO) may be a narrator, an announcer, or the prerecorded thoughts of
the character. Television uses music as program content, as background, and as
theme. If a performer in television purportedly plays an instrument, the impression
must be given that the person involved is really playing the instrument. Other uses
of sound and music in radio may be adapted to television, as long as the writer
remembers that in television the sound or music does not replace visual action but
complements or heightens it.

For Application and Review

Radio

1. Write a short sequence in which you use all five microphone positions.

2. Write one or more short sequences in which you use sound effects to establish
locale or setting, direct the audience attention by emphasis on a particular sound,
establish time, establish mood, signify entrances or exits, create transitions
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3.

4.

between program segments, and create unrealistic effects. More than one of the
above uses may be indicated in a single sequence.

Write one or more short sequences in which you use music as a bridge, as a
sound effect, and to establish background or mood.

Write a short script in which you use the following techniques: segue, cross-
fade, blending, cutting or switching, and fade-in or fade-out.

Television

1.

2.

Write a short sequence in the New York television-style script form in which you
use the following camera movements: the dolly-in and dolly-out, the tilt, the pan,
and the follow shot.

Write a short sequence in the Hollywood film-style script form in which you use
the following camera movements: zoom, pan, boom, and change of camera
angle.

Write a short sequence in television-style script form in which you, the writer,
must indicate the following shots: CU, M2S, LS, FS, XLS, and XCU. Do the
same thing using the film-style script.

Write a short sequence in television-style script form in which you, the writer,
must designate the following effects: fade-in and fade-out, dissolve, superim-
position, wipe, split screen, film insert, rear projection, and key.

Write a short sequence in film-style script form in which you, the writer, must
designate the following effects: fade-in and fade-out, cut, and dissolve.
Watch several television programs and analyze the use of camera movements,
types of shots, and switcher or editing effects. Can you determine the writer’s
contributions in relation to the use of these techniques as differentiated from the
director’s work?
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harles ‘‘Chuck’’ Barclay, when he was director of Creative Services for
the Radio Advertising Bureau, said: ‘‘Even the worst commercial,
repeated often enough, sometimes produces results.”

John Crosby, when he gave up writing television criticism for the
New York Herald-Tribune, wrote in his final column: *‘I don’t mind the
commercials. It’s just the programs I can’t stand.”’

S. J. Paul, publisher of Television/Radio Age, wrote in one of his editorials: *‘The
commercial-makers are themselves the stars of the radio-television structure. For in
the short time frame of 20, 30, or 60 seconds a mood is created — a message is
transmitted — and a sales point is made. This finished product is the result of many
talents. In some cases, as it has often been remarked, the commercials are better
than the programs.’’

Some commercials are awful because they insult our aesthetic sensibilities. Some
are awful because they insult our logic and intelligence. Some are awful because
they play on the emotions of those least able to cope with the incitements to buy,
such as children.

Some commercials are good because they are, indeed, more aesthetically pleas-
ing than the programs they surround. Some are good because they are educational
and do provide the viewer with informational guidelines on goods and services.

All commercials are, however, designed to sell something — a product or service
or idea. It is the existence of these commercials that provides the economic base for
the United States broadcasting system as it is now constituted, and is likely to do so
for the near future. Public television and radio, previously prohibited by FCC rules
and regulations from carrying commercials, received authorization in 1982 to
experiment with such advertising. Cable programming, thought by some sub-
scribers to be an alternative to commercial-cluttered broadcasting, saw substantial

41
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gains in revenue from commercials in the 1980s. More and more cable systems and
microwave operations are moving into subscription or pay television (STV), with
the promise of comm