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PREFACE

THE MASS MEDIA OF television and radio are closely related in
the development and practice of writing techniques. Indeed, it is usual for tele-
vision and radio writing to be combined in one course in most colleges and
universities. For a number of years good texts and resource books have been
available on television writing alone and on radio writing alone. In addition,
there are several fine works oriented primarily toward dramatic writing.

From the practical point of view, however, relatively few opportunities
exist today for the serious television or radio playwright. The jobs available for
television and radio writers are most frequently found among the program
types which exist on local as well as network levels, including news, sports,
talks programs of various kinds, panel-games-audience participation shows,
women’s and children’s programs, music and variety shows, special features
and, sometimes, documentaries. Extremely important is the writing of an-
nouncements and commercials. Those who wish to write for the mass media,
the playwright included, can benefit from a knowledge of the non-dramatic
areas.

Over a number of years of teaching television and radio writing, I was
unable to find a text devoted predominantly to the above “bread-and-butter”
aspects of the two media. Consequently, I developed my own teaching mate-
rials which, after several years of testing and revision, now make up this book.
My purpose is not to slight the play, which I believe to be the highest form of
writing (about one-fifth of this book is devoted to dramatic writing). My pri-
mary aim, however, is to make available to all who are concerned with broad-
cast writing that which was heretofore unavailable: a book devoted principally
to the non-dramatic forms of both television and radio. By concentrating on
the practical elements needed to prepare one for a writing job, and on the areas
of writing that comprise most of current broadcast fare, I hope that this book
may serve as a single, comprehensive work for all who wish to learn some of
the basic principles and techniques of the craft, and as a useful reference
source for professional writers.

From my experiences in teaching television and radio writing, I have
found that the student needs and learns most effectively from an understand-
ing of both the aesthetic and the technical bases of specific areas of broadcast
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8 Preface

writing, and from careful study and analysis of sample scripts before attempt-
ing to develop scripts of his own. Therefore, each chapter is organized around
principles and motivations before going on to examine specific techniques.
Where necessary for clarification of pertinent points, script excerpts and other
illustrative material are analyzed. The sample scripts in this book have, for the
most part, been previously produced commercially or professionally. The ques-
tions and exercises for application and review at the ends of chapters are de-
signed to supplement the within-the-chapter analyses.

In order to know what he can or cannot do in any given script, the writer
should understand the potentials and limitations of television and radio, includ-
ing time, space, audience, subject matter, and the audio and video effects pos-
sible with cameras, sound and music, visual devices, control room techniques,
and other mechanical and electronic forms. The first two chapters of this book
are consequently devoted to an examination of these basic elements, prior to con-
sideration of specific program types and their writing problems and approaches.

Because radio preceded television and because many of radio’s proce-
dures and techniques were adapted by television, material pertaining to radio
writing frequently is treated before that on television in this book. I have, how-
ever, attempted to note the similarities and differences between the two art
forms throughout.

The terms “continuity” and “script” often are used interchangeably.
Script may refer to the written material which indicates the verbal and non-
verbal action that is to go into a program. Continuity may refer to exactly the
same thing. Sometimes the term script denotes only the dramatic story, com-
edy routine, musical number or other element comprising the main body of the
program, while continuity may then refer to all the other material outside the
main program content. Further, continuity may designate just the outline of
the program material to be used for a specific broadcast or for an entire broad-
casting day. As used in this book, the terms “continuity” and “script” encom-
pass all three definitions, and include all material presented “on the air.” When
a specific definition is meant, however, it will be so indicated.

Continuity must move and develop with each passing minute, even sec-
ond, of a broadcast. It must hold the attention of the viewer or listener at all
times. It must build in a rising rhythmic pattern so that the audience does not
want to—cannot—switch the dial. “Transition” continuity—between program
segments or between entire programs—should be strong enough to hold the
audience not only through an entire program and into the next, but for a com-
plete broadcast day. The latter goal is of particular significance to the program
manager-writer of the small station, who frequently is responsible for both the
continuity of individual programs and for the planning of the daily broadcast
schedule.

The most direct approach in presenting continuity is through the verbal
delivery of a performer—an announcer, master of ceremonies, moderator, nar-
rator, actor, speaker, studio guest, or anyone else who delivers words prepared
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by the writer. In addition to this verbal form of continuity, which may be called
dialogue, there are sound effects and music—and silence—on both television
and radio, and also live action, film, tape, slides and other mechanical devices
and electronic effects on television. Familiarity with all forms of continuity in
all program types is essential for the writer who aspires to competence in his
craft in television and radio.

The mass media are potentially the most powerful forces for communicat-
ing ideas and impressions to the minds and emotions of the peoples of the
world. Perhaps the lack of clear, honest and effective communications among
all people is most responsible for the continuing crises of civilization. The most
important element in the mass communication process is the script. The writer
who has something to say and knows how to put his ideas into the proper and
most effective form can have great influence and, if he wishes, make a contri-
bution of infinite value.

I wish to express my appreciation to the many persons and organizations
that cooperated in providing illustrative materials used in this work, with spe-
cial thanks to Albert Book, Martin Carmichael and George Brenholtz.

Chapel Hill, N.C.
July, 1962



THE MASS MEDIA

THE 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 developed
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 distrac-
tions of everyday life are constantly at hand, continuously operative, and
likely to pull the individual viewer or listener away from the program. Unlike
the theatre or movie audience, the television and radio audience is not “cap-
tive.” It has not paid a fee and, if it doesn’t like what it sees or hears, it is
under no compunction to stay. The theatre and film audience is, to varying
degrees, selective; moreover, with the availablity of newspaper reviews, it gen-
erally knows something about the play or film it is going to see. The television
audience is less selective, and frequently will tune in a program from force of
habit or because it has nothing else to do at the time. The writer for television
and radio, therefore, must capture the imaginations and interests of this undis-
criminating 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.

Psychologists tell us that the smaller the group and the further apart the
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 must also be established. The use
of universal emotional impressions is important because the audience largely
is unknown to the writer and no immediate responses to determine the audi-
ence’s reaction can be felt or measured.

Theatre audiences and, to some degree, film audiences — or at least
those within any given movie house — may have common interests or back-
grounds: a common geographical location, the same relative economic or
social status within the residential area of the city where the movie house is
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located, or similar educational backgrounds or cultural interests which 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 opinions,
emotional prejudices, educational, social and political backgrounds, and per-
sonal creeds than the theatre or movie audience. The audience of the mass
media is as varied as is the population of the United States.

To make any single piece of material effective, the writer often is told
that he must find a common denominator which will reach and hold as many
as possible of the groups and individuals watching the 60 million television
sets and listening to the 180 million radios in use in this country. The Federal
Communications Commission’s hearings in the summer, fall and winter of
1961-1962 seem to indicate clearly that the sponsor, through the advertising
agency and with the obliging cooperation of the network, exercises great con-
trol over television and radio programming. The sponsor’s primary aim, it
seems, is to present material that will not offend anyone. The sponsor and the
producer thus far in the history of our mass media have searched for and often
found the broadest common denominator, which frequently turns out to be the
lowest. Innumerable 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
measure accurately (although some of the ratings attempt to do so in part) the
audience’s reaction, its potential buying power, or the effectiveness of either
the program or the commercial message. It may be pertinent to note here that
even a highly successful program, as judged by “share of audience” measured
by the rating systems, sometimes cannot sell the sponsor’s product satisfactor-
ily. As a case in point, “I Love Lucy” is reputed not to have fulfilled expecta-
tions in selling Philip Morris cigarettes.

Because of the acceptance of the lowest common denominator and the
reliance upon a quantitative measurement, the cultural contributions of our
mass media have become, for the most part, comparatively low in quality and
repetitive in nature. The outstanding casualty of this trend has been serious
drama.

RADIO AND THE MASS AUDIENCE

Radio is not limited by what can be presented visually. The writer can
develop a mind picture which 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 non-dramatic show must be conveyed through sound alone. This
absence of sight may be a handicap as well as an advantage.
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Radio permits the writer complete freedom of time and place. There is
no limitation on the setting or on movement in time or in 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’ radio adapta-
tion of H. G. Wells’ War of the Worlds is famous for its many provocative
productions throughout the world. Television once attempted a similar adap-
tation. It was unsuccessful. Limiting the action to what one can present visually
restricts the imaginative potentials of word and sound.

In radio the audience is not selective. It does not pick out what it wants
to, but hears only what the writer wants it to. In this way the writer controls
the direction of the attention of the radio audience. Of course, different listen-
ers may imagine the same sound stimulus in different ways because each per-
son’s psychological and experiential background is different. In the creation
of a mind picture in the imagination, the audience does “see.” 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 it to. The audience sometimes even experiences the emotions the writer
wants it to. The subjectivity of the medium permits the writer to place the
audience right alongside of or at any given distance from the character or par-
ticipant in the radio show, providing the writer makes it quite clear exactly
where that place is. Voice distances and relationships of the performers to
the microphone determines 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 micro-
phone, the audience, in its imagination, stays with the second character and
sees the first character moving away.

Although a scene must be set in dialogue and sound rather than estab-
lished through sight as in the other performing media, such orientation and
exposition 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 program, the participants or the characters in the play. This back-
ground material may be given through dialogue, music, sound effects or, some-
times, even through silence.

TELEVISION AND THE MASS AUDIENCE

Television makes use of the same subjective potentials as does radio, but
is more specific in directing the attention and feeling of the audience. Television
utilizes many of the techniques of the theatre and of the films, and the audi-
ence is directed through sight as well as through hearing. With its use of me-
chanical and electronic devices, television has more flexibility than the theatre
but, because of the limitation of sight as previously pointed out, not so much
flexibility as has radio. Nevertheless, television can combine the sound and the
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audience-orientation of radio, the live continuous performance of theatre and
the electronic techniques of the film. It is capable of fusing the best of all
previous communications media.

On the other hand, television also has specific limitations. Although it
can break the always flexible unities of time and place, it is greatly restricted
in production by physical time and space. Time-wise, the writer cannot develop
a script as fully as he might desire. The actual program length, after commer-
cial and credit time has been subtracted, is approximately 12 minutes for the
15-minute program, 24 minutes for the half-hour program, 51 minutes for the
hour program, and 75 minutes for the hour-and-one-half program. This limita-
tion is a particular hindrance in the writing of a dramatic program. Space-wise,
the writer is hampered by the limitation of the camera view, the limitation of
settings for live television and live-type taped television (the term “live-type
taped television,” as used here, refers to the taped program which uses the con-
tinuous action, non-edited procedure of the live show; it is done as if it were
a live show) and the comparatively small viewing area of the television re-
ceiver. The writer must orient his work toward small groups on the screen at
any one time, make extended use of the close-up shot and, excluding filmed
television, limit physical sets and outdoor nature effects. These limitations
have prompted the intimate, subjective approach in dramatic writing, and the
result has been the probing, slice-of-life play.

Television does have a reasonable freedom of movement, 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.

Television combines both subjectivity and objectivity in relation to the
audience, fusing two areas that are usually thought of as being mutually ex-
clusive. Through use of the camera and electronic devices, the writer and
director frequently may give the audience’s attentions and emotions a subjec-
tive orientation by directing them to specific stimuli. The close-up, the split
screen and similar devices are especially useful. The television audience can-
not choose, as does the theatre audience, from the totality of presentation upon
a stage. The television audience can be directed to a specific stimulus which
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 orientation 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
theatre or movie-house. Although the purpose of most drama is to create
illusion, the television narrator, master of ceremonies, announcer, actor or
other performer can achieve excellent non-illusionary relationships with the
audience.

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 audi-
ence through the action, and a narrator or announcer frequently is necessary.
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Television may use a narrator or announcer, of course, but preferably as
voice-over or in filmed or taped inserts. Visual devices such as title cards,
pantomime and other art work are effective, too. It must be remembered that
radio is aural while television is essentially visual, and where a visual element
in TV can achieve the desired effect, it should take precedence over sound —
in many instances, dialogue even may be superfluous. There is the story told
about the famous Broadway playwright, noted for his scintillating dialogue,
who was asked to write a film script shortly after sound movies became prac-
tical and popular. He wrote a 30-page first act treatment in which a husband
and wife, on vacation, went up to their hotel room. Through 30 minutes of
witty and sparkling conversation it was revealed that the wife was becoming
increasingly disturbed over her husband’s attention to other women. An expe-
rienced movie director went over the script and thought it presented a good
situation. He changed one thing. He substituted for the entire 30 pages of
dialogue visual directions in which the husband and wife enter the hotel, regis-
ter and walk to the elevator perfunctorily, 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 television production; the essential ingredient is visual action. This principle
applies to most non-dramatic forms, as well as to the play.

SUBJECT MATTER

Not only is the writer faced with a problem in the quality level of his
material, but he faces concrete manifestations of this problem in the selection
of specific subject matter. Television and radio writing is affected greatly by
censorship. In commercial television and radio the control over the final script
to be presented seems to rest primarily 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 adver-
tising executive, a businessman 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 originat-
ing station — or the continuity acceptance departments of the networks —
may reject material it deems unsuitable. The industry itself has set up codes
concerning permissible subject matter. The Federal Communications Com-
mission, though not a censoring agency, has some rarely enforced rules re-
lating to television and radio subject matter.

Censorship falls into two major categories: material that is “censorable”
and material that is “controversial.”

Censorable Material

Censorable material, as discussed here, is that which generally is con-
sidered not in good taste for the home television audience, although this same
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material might be perfectly acceptable in the legitimate theatre. Profanity, the
sanctity of marriage and the home, suicide, unduly provocative sex and other
similar items are theoretically governed by censorship codes or, as sometimes
called, standards of good conduct.

The general approach taken seems to be, as Eric Heath has observed,
that “. . . grandma [representing the audience] may be a little old-fashioned
and may object to forms of entertainment in which the children will be ex-
tremely interested. For this reason censorship [has] . . . an even stronger hand
than in motion pictures.”!

The most publicized codes of good standards are those of the National
Association of Broadcasters, an organization to which virtually all of the major
television and radio stations, including the networks, belong and subscribe.
(The writer would do well to obtain, for reference and study, The Television
Code and the Radio Code of Good Practices from The National Association of
Broadcasters, 1771 N Street, N.W., Washington 6, D.C.)

On paper the codes seem almost idyllic. The orientation of television and
radio programming in terms of the recommendations in these codes would,
for the most part, raise the artistic and cultural levels of programming and of
the public. Unfortunately, there is no really effective enforcement of the codes.
The decision to follow code procedures, or whether a given segment of mate-
rial falls under a category of the codes, is usually up to the individual director,
producer or agency representative. Networks and larger stations do have
“censors” or “‘reviewers” who attempt to check material for obvious breaches
of the code or for material which, even if it might fulfill some of the cultural or
public service provisions of the code, conflicts with the desires of the sponsor
or of the policy of the station itself. It is in this latter area that the greatest
danger lies. Many of the items censored are not necessarily in bad taste. When
they are not, then any censorship constitutes not the censorship of censorable
material, but the censorship of controversial material.

Erik Barnouw, discussing censorship in the movies in his Mass Commu-
nication, indicates an approach which just as readily may be applied to televi-
sion and radio. Mr. 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. Contro-
versial material refers to subject matter which in the broadest sense might dis-
turb any viewer. Such material might relate to any area of public thinking,
including certain aspects of political, social, economic, religious and psycho-
logical problems. “When a story editor says, ‘We can’t use anything contro-



The Mass Media 17

versial,” and says it with a tone of conscious virtue, then there is danger,”
observes Erik Barnouw.2

There is a great danger today to freedom of expression and the demo-
cratic exchange of ideas in American television and radio because many of the
media executives fear controversy. On the grounds of service to the sponsor
and on the basis of high ratings for non-controversial but mediocre entertain-
ment, anything controversial has been avoided in too many cases. Many spon-
sors will reject material as controversial if they feel it will in any way alienate
any potential customer anywhere in America. It can be said that if a sponsor
permits his 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 dra-
matic programs. Writer Reginald Rose, who has had some plays censored be-
cause they contained alleged controversial material, believes that such contro-
versial productions help more than harm advertisers — people are made more
aware of the program and of the product, as opposed to their barely noting the
sponsorship of innocuous shows.?

In the fall of 1961 the Federal Communications Commission heard many
sponsors testify concerning their control over the content of television pro-
grams. With few exceptions, almost all of the leading industries in this coun-
try went on record as stating that their television programs must be oriented
toward their sales policies and must reflect their corporate images. Jack Gould
summed up the attitude of the television sponsor: “As a business man 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
cnvironment for his product, wants to make sure the private life of a per-
former 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.”” For
example, the nation’s biggest television advertiser, Procter and Gamble, ad-
ministers a strong editorial policy in relation to its shows. It does not believe
its policy constitutes program control, however, but believes that what it is
“exercising is a wholesome influence on our programs.” The company believes
that its editorial policy should apply to news documentaries as well as to
dramas. “The moral tone of Procter and Gamble sponsored broadcasts should
reflect the moral code of the bulk of the American people,” one of its repre-
sentatives told the Commission, adding that the interpretation of what consti-
tuted “moral tone” rested with him and with the company.’

While most advertisers, such as Du Pont (“We’re careful not to present
programs which might antagonize a large number of people”) and Chrysler
(“Generally speaking, 1 would avoid controversy”) agree with a policy of
sponsor control, some do not. Standard Oil of New Jersey, which sponsored
“The Play of the Week” and “The Age of Kings” series, had no voice in the
subject matter, production or casting of the programs. The Bell & Howell
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Corporation told the F.C.C. that despite threats of boycott as a result of its
sponsorship of controversial programs on the “Closeup” series, it would not
abandon cither 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.” Many of the witnesses at the F.C.C. hearings
agreed that “in no other sphere of American life does the advertising com-
munity exercise power over content that lies outside of advertising per se.””

Whatever the arguments for or against the merits of censorship of con-
troversial material, it is a special characteristic of the television and radio
media that the writer must recognize. Let us look at some of the kinds of
materials that have been censored. A talk by a clergyman on interdenomina-
tional friction was cancelled by a network. A play about homesteading in the
southwest was cancelled because the sponsor didn’t want anything presented
which touched on the government giving economic help to farmers. The writer
of a play about discrimination against a Negro family, based on headline news-
paper stories, was forced to change the protagonist from a Negro to an ex-
convict because of sponsor and network censorship. Two of the mass media’s
most prominent writers, Rod Serling and Reginald Rose, wrote a pilot film
script for the Ford Foundation’s Fund for the Republic series titled “The Chal-
lenge.” The series was to deal with controversial topics of the day and the pilot
film presented both sides of the issue of loyalty oaths, asking the audience to
make any necessary decisions. The film was not given air time.

An ironic example of the kind of censorship the writer may expect 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. It may be significant that the network which cancelled this play had
not long before censured one of its top commentators.

Some instances of censorship of alleged controversial material are based
neither on the sponsor’s vested interest nor on feared public reaction, but on
the direct prejudice of the sponsor. One program, the true story of a Jewish
owner of a large concern who gave away his entire fortune to fight cancer, was
stopped by the sponsor because the play allegedly would give Jewish owners
of department stores an unfair advantage over other department stores owners.

If such censorship seems incredible, the writer should be aware of even
more petty instances which border on the ridiculous. One script, dealing with
the Korean war, had an enlisted man who was referred to as having attended
a certain Ivy League university. The advertising agency ordered this changed
because certain agency executives felt that a person from this university should
be an officer!

A frequent form of censorship is that which eliminates any material
which might put the sponsor’s product, even by implication, in an unfavorable
light or which might, even obliquely, suggest a competing product. For exam-
ple, in a program dealing with the German atrocities of the 1930’s and 1940’s,
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the sponsoring gas company eliminated any reference to the “gas chambers.”
In another instance, one of the country’s leading popular singers was prohib-
ited from presenting a certain love song on a program because she had just
announced plans to get a divorce. On another occasion, the name of President
Lincoln was deleted from a program because it is also the name of an automo-
bile produced by a competitor of the sponsor. A leading cigarette manufacturer
and distributor has told the Federal Communications Commission that in its
programs tobacco products were not to be used in a derogatory or harmful
way, that “no reference or gesture of . . . dissatisfaction . . . be made in connec-
tion with them . . . cigarettes should not be ground out violently in an ash tray
or stamped out under foot . . . no cigarette should be used as a prop to depict
an undesirable character.”®

A leading television and radio writer has stated that censorship covers
a far wider range than that specified in the NAB production codes and by
individual stations and networks. Each sponsor, this writer has said, has his
own special list of unacceptable subjects or ideas, stemming either from what
he is selling or from his own personal prejudices. For example, on one pro-
gram series sponsored by an auto manufacturer no one ever had an auto acci-
dent, nor was one ever referred to by any character. A cigarette manufacturer
whose advertising proclaimed that their filters were favored by the medical pro-
fession made certain that no doctor ever appeared in any story done on the
program series sponsored by the company. Even a flattering portrayal of a
doctor might be construed as unfavorable by some doctor in the audience,
whose good will the sponsor wished to retain or acquire. According to this
writer, one can find similar examples for every sponsored show on the air, and
these are problems that any writer must face if he would write for that show.

Although the most dramatic examples of censorship, as noted in this chap-
ter, occur in plays, censorship applies just as strongly to other forms of tele-
vision and radio writing.

In French television, until the political crises of the past few years, the
major censorable items were “bad words” and non-dramatic, purposely pro-
vocative sex. When material of a censorable or controversial nature is pre-
sented on French television, material which generally is deemed acceptable
to a mature and intelligent audience but which may not be entirely acceptable
to the audience at home, an announcement before the program asks the audi-
ence to watch the program with indulgence and to put the children to bed. On
the British Broadcasting Corporation programs there is virtually 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.

Sydney W. Head, a leading teacher and writer in the communications
field, has written that “. . . television, as a medium appears to be highly re-
sponsive to the conventional conservative values,” and that a danger to society
from television is that it, television, will not likely lend its support to the un-
orthodox, but that “it will add tremendously to cultural inertia.”
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Federal Communications Commission Chairman Newton B. Minow has
characterized television programming as a “vast wasteland.” The immediate
prospects for the serious creative writer are not too bright.

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 ener-
gize the cultural and educational standards of the people and thus strengthen
the country. Realistically, the most well-intentioned writer is still under the
control of the advertiser whose first loyalty is directed toward the interests of
his company and not necessarily toward those of the public. Occasionally,
these interests coincide. The writer who wishes to keep a job in the mass
media must orient his work toward the first consideration — the sponsor. It
is hoped that conscience will not permit him to sacrifice the second entirely.
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BASIC ELEMENTS
OF PRODUCTION

MANY PROFESSIONAL WRITERS from other media — especially
the novelist and the journalist — state in the same breath that they are trying
to write for television or radio and that they haven’t bothered to learn anything
about the media. This is roughly equivalent to the painter who doesn’t know
how to choose a canvas or mix paints. He could be a successful painter, but
probably will not be.

It is necessary to know the elements of television and radio that 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. He should
understand how the studio and control room can or cannot implement the
purposes of his script.

The Microphone

The basic element of radio broadcasting is the microphone. The number
of microphones used in a show usually is limited. There may be one or two
for the announcer and the cast. Another may be used if there are any live
sound effects. A live orchestra may require still another. Not all 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 impor-
tant responsibility in this area: he must indicate the relationship of the per-
former to the microphone. It is this physical relationship which 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

Y3
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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 micro-
phone. The listener is oriented to the imaginary setting in the same physical
spot as the performer.

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 lis-
tener, which is usually at the center of the scene. The writer may vary this
listener orientation and, by removing the performer’s voice but through the
dialogue indicating that the performer has remained in the same physical place,
it is the listener and not the performer who has been removed 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. He thus moves away from the central orientation point.

Behind obstructions. The performer sounds as if there were a barrier
between him and the focal point of the audience’s orientation. The writer would
indicate that the performer were 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
ccho 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 basic positions in the following sample material*:

* The radio or television script is usually typed with double-spacing between speeches,
sound effects, music directions and (for television) video directions. However,
in the interests of a more compact typographic arrangement, single spacing
has been used within most scripts in this book.



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 pro-
jecting 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 front 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 complete shift of audience ori-
entation. 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 coming 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 position from
another position.

23

AUDIO

GEORGE: I'm bushed, Myra. Another day
like the one today, and I'll just . ..

(THE DOORBELL RINGS)

MYRA: Stay where you are, George, I'll
answer the door.

GEORGE: Thanks, hon.
(DOORBELL RINGS AGAIN)

MYRA: (RECEDING FOOTSTEPS. FADING)
I'm coming ... I'm coming. I 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 OPEN-
ING) TI'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 it 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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The Studio

The physical limitations of a radio studio sometimes may affect the
writer’s purposes, 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 satisfac-
torily equipped acoustically, some smaller stations are not, and the writer
should attempt to determine whether he will be able to achieve the sensitivity
of sound he may have planned for his 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 which 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 combina-
tion 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. 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 more ef-
fective. Manual effects would include such sounds as the opening and closing
of a door (coming from a miniature door located near the microphone of the
sound effects man) 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 man marking time. In some instances —
Norman Corwin’s radio plays are prime examples — 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 which determine the orientation of
the listener. Reflect on your own orientation to sound when listening to the
radio. For example, a high pitch or high volume or rising pitch usually sug-
gests a climax or some disturbing 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 the specific sound to the
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specific situation can alter these generalizations. For instance, a low pitch in
the proper place can indicate something foreboding rather than calm; or 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 the 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, Russian or Gypsy restaurant.

Direct the audience attention and emotion by emphasis on a particular
sound. 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 knock-
ing 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 immediate
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, would indicate 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 es-
tablished as indicating a certain time, then the moment the sound effect signify-
ing 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 sounds of
laughter, loud music and much tinkling of glasses would establish a much dif-
ferent mood for a party than would subdued whispers and the soft music of
a string quartet. Sound may be used effectively as counterpoint in setting off
an individual character’s mood. The attitudes and emotions of a character who
is worried, sullen, morose and fretful may be heightened by placing him in the
midst of sounds indicating a wild, gay 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 sound of footsteps coming on, are unmistakable in indicating an exit
or entrance. Transportation sounds and human and non-human 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
could 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
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remains on the island and sees the soldier leave. The audience may leave with
the soldier if the paddling remains at an on-mike level and the island sounds
fade off.

Serve as a transition between program segments or between changes of
time or place in a dramatic program. For example, if the transition is to
cover a change- of place, the sound used may be the means of transportation.
The young man is about to leave home to travel to the big city to make his
fortune. 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
the live sequence in which the young man makes arrangements for the renting
of a room from the big-city landlady. 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,
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 mon-
tage 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 non-dramatic program, 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.”

(CLANG ON CHINESE GONG. TWO THUNDER PEALS. OSCILLA-
TOR IN AT HIGH PITCH BEFORE THUNDER IS ENTIRELY OUT.
BRING PITCH DOWN GRADUALLY AND FADE IN ECHO CHAMBER
WHILE HEAVY STATIC FADES IN, THEN OUT TO LEAVE NOTH-
ING BUT OSCILLATOR AT A LOW OMINOUS PITCH; THEN RAISE
OSCILLATOR PITCH SLOWLY. HOLD FOR A FEW SECONDS.)

Combinations of sound and music may be used to create almost any un-
realistic 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. For example, who could ever forget, once
having heard it, the sound sequence accompanying Jack Benny’s periodic visit
to his private vault? 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
unrealistic effects.



SOUND: FOOTSTEPS . . . DOOR OPENS . . . FOOTSTEPS GOING DOWN . . .
TAKING ON HOLLOW SOUND . . . HEAVY IRON DOOR HANDLE
TURNING . . . CHAINS CLANKING . . . DOOR CREAKS OPEN . . .
SIX MORE HOLLOW FOOTSTEPS . . . SECOND CLANKING OF
CHAINS . . . HANDLE TURNS . . . HEAVY IRON DOOR OPENS
CREAKING . . . TWO MORE FOOTSTEPS (DIALOGUE BETWEEN
THE GUARD AND JACK) . . . LIGHT TURNING SOUND OF VAULT
COMBINATION . . . LIGHT TURNING SOUND . . . LIGHT TURNING
SOUND . . . LIGHT TURNING SOUND . . . HANDLE TURNS. ..
USUAL ALARMS WITH BELLS, AUTO HORNS, WHISTLES, THINGS
FALLING . . . ENDING WITH B.O. FOG-HORN . . .

Courtesy of J & 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, since 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 in my life.

ANNE: Well, even if you don’t like it, I think it can become a best seller.

DICK: (RUFFLING PAGES AGAIN) Three hundred and forty -two pages of

pure unadulterated mediocrity. Listen to them. They even sound
off-key. (SOUND OF A DESK DRAWER OPENING). There. That’s
where it belongs. (SOUND OF MANUSCRIPT BEING THROWN INTO
THE DRAWER.,)

ANNE: Don’t 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 OF DESK DRAWER CLOSING) Amen!

Music

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

As the content for a musical program. The music may be live, in which
case the orchestra or musical performer will present the music directly. The
music may be recorded or transcribed. Recorded or transcribed music is the
primary content of the popular disc jockey type of program.

As the theme for a dramatic or non-dramatic program. Who could fail
to identify “Love in Bloom” with the Jack Benny program or “Make Believe
Ballroom Time” with the Martin Block disc jockey show? Music may be used
not only as a theme for a program as a whole, but for a specific event or a
particular character. The action or character is immediately identifiable when
the theme music is heard. This may be true in the dramatic program or with
the personality on the non-dramatic program. Every time “Love In Bloom” is
heard we know Jack Benny is about to make his appearance. Theme music is
used in dramatic shows, too. It is similar here to its use as a bridge, described
next, except that it is not applied during the action but only for the opening,
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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 pro-
gram 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 to the early wild and unsettled west. Yet, in the late
seventeenth century . . . if it had not been for the interference of
the King of England, the State of Delaware, through the unscrupulous
efforts of one man, might have become annexed to Maryland and
never become a separate state at all.

MUSIC: THEME UP AND OUT.

ANNOUNCER: COMMERCIAL
And now, back to today's “Delaware Story,” “The Man Who Almost
Stole A State.”

MUSIC: THEME IN, UP AND OUT.

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

The narrator introduces the live dramatic action. Following the dramatic se-
quences, the narrator again resumes, completing the story.

NARRATOR: . . . but Talbot did not succeed in stealing a state, and he remains,
fortunately, a not too 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.

For the bridging of divisions in the non-dramatic program, or for a
change of time or place in the dramatic program. 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 between segments of the non-dramatic presentation. For example, in the
variety show the writer would indicate a music bridge following the comple-
tion of an act, before the master of ceremonies introduced the next act. Some-
times the bridge may also serve as a short musical introduction or finale. The
musical bridge also may be used to demark 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 narra-
tion in the following condensed excerpt, again from one of “The Delaware
Story” series.

LORD Go to Philadelphia and speak with William Penn. Ask him to with-
BALTIMORE: draw. 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. Ineed 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: SNEAK IN SHORT BRIDGE.

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



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

TALBOT: We must fight for the right. I’ve called you together because we shall
and must fight like vigilantes. Our first line of defense will be Bea-
con Hill. The firing of three shots means danger . . . the blowing of
horns will mean we assemble to ride. Are you with me?

ALL: (SHOUTING) Aye! Ayel

MUSIC: SNEAK IN SHORT BRIDGE.

NARRATOR:  And ride they did. Talbot now assumed dictatorial powers . . .

As a 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?

For 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 film making, and is used effectively in non-musical
stage 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 dis-
tracted 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 excessively in the manner of the piano
player accompanying a silent film. Well known 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. Tech-
nically, it is used in the dramatic program as well as in the musical show, but
in the dramatic program the overlapping of sounds makes the technique a
cross-fade, rather than a segue.

An example in the musical program:

ANNOUNCER: Our program continues with excerpts from famous musical composi-
tions dealing with the Romeo and Juliet theme. First we hear from
Tchaikowsky’s “Romeo and Juliet” overture, followed by Prokofieff’s
“Romeo and Juliet” ballet, and finally Gounod’s opera, “Romeo et
Juliette.”

MUSIC: TCHAIKOWSKY’S “ROMEO AND JULIET,”
SEGUE TO PROKOFIEFF’S “ROMEO AND JULIET.”
SEGUE TO GOUNOD’S “ROMEO ET JULIETTE”

ANNOUNCER: You have heard . . .
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An example in the dramatic program:

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

MUSIC: THEME IN AND UP, HOLD FOR FIVE SECONDS AND OUT,
SEGUE INTO
SOUND: TINKLING OF GLASSES, VOICES IN BACKGROUND IN ANGRY

CONVERSATION, JUKEBOX PLAYING.

Cross-faJe. 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,
while the scgue 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: 1 don’t know where Harry is, but if he’s with some blonde in some
bar ...
MUSIC: STAB IN BRIDGE, HOLD FOR THREE SECONDS, CROSS-FADE

INTO SOUND OF PIANO IN A BAR PLAYING A BLUES NUMBER.

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 background, and the playing of a jukebox is illustrative of blending
dialogue, sound effects and music. The blending of sounds may be used effec-
tively to create unrealistic 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 a gentleman over
here . . .

Fade In and Fade Out. Bringing up the volume or turning it down. This
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.”
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The following excerpt from the Five Star Matinee dramatic production, “A Girl
of His Own,” illustrates the above uses of theme and introductory music. Note
the qualifying descriptions of how the music should be used, such as “fast and
full.”

ANNCR: NBC Radio brings you two full hours of drama in the afternoon. Next . . .
“FIVE STAR MATINEE"

(MUSIC: THEME: “SEQUOIA” IN FAST AND FULL . . . ON CUE, FADE UNDER)

MERRITT: But Orville’s supposed to be writing a book! He can’t fall in love at a time
like this!

MARK: It’s happened before, Mr. Merritt.

MERRITT: Now, see here, Hampton. You know Orville -- he can only write when he’s
feeling miserable -- if he starts feeling happy, it’l1 ruin him as a novelist.
No, this girl has got to go!

ANNCR: “FIVE STAR MATINEE” . . . A complete story, brought to you live each week-
day afternoon. This is your host, Fred Collins, and in just a moment, you’'ll
hear Russell Beggs’ romantic comedy titled - “A GIRL OF HIS OWN.”

MUSIC: _ THEME OUT HERE) e
ANNCR: But first, hear this:
( FIRST COMMERCIAL POSITION)
ANNCR: Now, Five Star Matinee . . . and our story - “GIRL OF HIS OWN"!
(MUSIC: _UP AND DOWN)

MARK: When I walked into Mr. Merritt’s office . . . .

Courtesy of Galahad Productions, Inc.

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

MusIC: THEME, “Sunny Side of the Street,” IN, UP, AND UNDER.

ANNCR: Good evening, ladies and gentlemen, boys and girls, guys and gals. Welcome
to the Rollicking Rollo Rock and Roll Repertory.

MUSIC: THEM UP, HOLD FOR FIVE SECONDS, THEN UNDER AND OUT.

ANNCR: This is Rollicking Rollo Rollins bringing you another half hour of popular
melodies from the top forty. Our first selection, in response to a request
from all the cool chicks and shook-up gents at P.S. 943, is a number that's
been sweeping the nation.

MUSIC: SNEAK IN AND HOLD UNDER, “Jail House Juke Box.’

ANNCR: If you listen real close you can hear it playing in the background. That’s
right, you guessed it. It's the “Jail House Juke Box.”

MUsIC: UP FAST, HOLD TO FINISH, AND OUT.
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TELEVISION

Although the writer for television does not have to know the various co-
ordinate elements of theatrical production as does the writer of the stage play,
it would add to his competence to know how to use and integrate settings,
lights, costumes, make-up and the visual movement of actors into his script,
dramatic or non-dramatic. The television writer, like the radio writer, has at
his disposal all of the elements of sound. In addition, the television writer must
achieve an understanding of the special mechanical and electronic devices of
the television medium. There are five major areas pertaining to television pro-
duction that the writer should be aware of : the studio, the cameras, the control
room, special video effects, and sound.

The TV Studio

Studio sizes vary considerably, from an ideal 50 x 80 feet for dramatic
productions to a smaller 25 x 35 feet for non-dramatic productions which do
not require large orchestras or broad physical action such as dance. If the
writer is preparing material for a particular station or program, it is wise to
learn the potentials and limitations of the studio to be used. Generally speak-
ing, the writer must avoid too many sets or large sets in any one production.
In many older TV studios it is difficult, if not impossible, to have an exterior
setting of substantial breadth or depth. The writer should avoid difficult nature
effects, such as earthquakes or floods — though these limitations do not apply,
of course, to the filmed production. The story or script editors of many indi-
vidual programs will orient prospective writers for those programs, not only as
to content preferences but to the physical and special effects practices of the
program.

The Camera

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 move-
ment, 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 five 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 which permits
smooth forward or backward movement. This movement to or away from the
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subject permits a change of orientation to the subject while keeping the
camera on the air and retaining a continuity of action.

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
subject area. The tilt also is called panning up and panning down.

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 so frequently as
are the previous ones.

Boom shot. The camera boom is a familiar part of Hollywood film
making. Equipment, usually attached to the moving dolly, enables the camera
to “boom” from its basic position in or out, up or down, at various angles to
the subject. The boom is becoming more and more part of standard television
production practices.

Note the use of the basic camera movements in the following hypothetical
script situation. Ordinarily, the writer would not include so many camera direc-
tions as indicated here, but would leave their determination to the director.
The writer should study the following to become aware of the various camera
and shot possibilities. The left hand column, as shown here, would almost en-
tirely be written in on the mimeographed script by the director.

VIDEO AUDIO
DETECTIVE BYRON

ESTABLISHING SHOT. (AT DESK, IN FRONT OF HIM, ON CHAIRS
IN A ROW, ARE SEVERAL YOUNG MEN
IN DUNGAREES, LEATHER JACKETS
AND MOTORCYCLE CAPS.) All right.
So a store was robbed. So all of you were
seen in the store at the time of the robbery.
So there was no one else in the store ex-
cept the clerk. So none of you know any-
thing about the robbery.

DOLLY IN FOR CLOSE-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, I’11 see that you get the stiffest
sentence possible.

DOLLY OUT FOR LONG SHOT OF EN- Now, I’m going to ask you again, each one
TIRE GROUP. of you. And this is your last chance. If
CUT TO CU. you talk, only the guilty one will be charged
PAN RIGHT ACROSS BOYS’ FACES, with larceny. The others will have only a
FROM ONE TO THE OTHER, AS petty theft charge on them, and I'll see they
BYRON TALKS. get a suspended sentence. Otherwise, I'1l

send you all up for five to ten.



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

(OFF CAMERA) Joey?
JOEY

(STARES STRAIGHT AHEAD, NOT
ANSWERING.)

BYRON

(OFF CAMERA) Al?
AL

I got nothin’ to say.

BYRON
(OFF CAMERA) Bill?

BILL

Me, too. I don’t know nothin’.

BYRON

(OFF CAMERA) O.K., Johnny. It’s up to
you.

JOHNNY

TILT DOWN TO JOHNNY’S BOOT AS HE
REACHES FOR HANDLE OF KNIFE.

TILT UP WITH HAND AS IT MOVES AWAY
FROM THE BOOT, INTO AN INSIDE
POCKET OF HIS JACKET. CUT TO ME-

(THERE IS NO ANSWER: THEN JOHNNY
SLOWLY SHAKES HIS HEAD. UNPER-
CEPTIBLY, BYRON NOT NOTICING, HE
REACHES DOWN TO HIS MOTORCYCLE
BOOT FOR THE HANDLE OF A KNIFE.

DIUM SHOT ON BOOM CAMERA OF
JOHNNY WITHDRAWING HAND FROM
POCKET. BOOM INTO CLOSE-UP OF
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.)

SUDDENLY THE HAND STOPS AND MOVES
UP TO THE INSIDE POCKET OF HIS
JACKET. JOHNNY TAKES AN OBJECT
FROM HIS POCKET, SLOWLY OPENS

HIS HAND.)

Lens Openings

The image orthicon camera and the less expensive vidicon camera, which
is used primarily for closed-circuit educational purposes, usually are equipped
with four lenses, each of which creates a different distance between the viewer
and the subject. Lenses are divided into two categories of use: studio work and
field work. Studio lenses have a shorter focal length than do field lenses, offer
a greater depth of field and require comparatively little adjustment for close-
up scenes. Lenses most often used for studio work with the image orthicon
camera are the 2-inch 50-millimeter lens, the 4-inch 90-millimeter lens, the 6-
inch 135-millimeter lens, and either the 8'2-inch lens or the zoom lens. There
are several types of zoom lenses; the most commonly used has a range of
from 60-millimeters to 240-millimeters. In recent years the use of the 3-inch
75-millimeter lens has been growing, and the wide angle 1%2-inch 35-milli-
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meter lens especially has found favor in large studios where distance or height
shots are possible. Field lenses have special long focal lengths and sometimes
are called telephoto lenses. Although the 8V2-inch lens is used sometimes for
field work, it is essentially a studio lens. Standard field lenses include those of
13-inch, 15-inch, 17-inch and 25-inch dimensions. These lenses, picking up
objects at a longer distance in direct proportion to their lengths, are excellent
for sports events and for taking close-ups where the action is 50 feet or more
away.

Although the writer does not need to indicate the lens used for any of the
shots in his show — this remains the prerogative of the director — he should
be aware of the lens potentials. For example, if the writer expects that a cer-
tain scene in his script would call most effectively for a two-shot, it might help
him plan his action if he knows that he can get the same two-shot at 6 feet
distance with the 50-millimeter lens and at 29 feet distance with the 8%-inch
lens. The 135-millimeter lens is usually used for the close-up, the 90-millimeter
for the medium shot, the 50-millimeter for the long, wide angle shot, and the
8%2-inch lens for a close-up at a relatively long distance. The zoom lens is
effective for quick continuous movement from a long to a close shot and vice
versa.

Types of Shots

The writer should be familiar with the types of shots used in television
and their designations. Ordinarily, the writer does not indicate the kinds of
shots, but leaves their determination up to the director. In many instances,
however, he will find that he needs to capture a specific subject for the logical
continuity of his script and for the proper psychological effect upon his audi-
ence. When the shot might not be obvious to the director the writer has the
prerogative of inserting it into the script. There are various shot designations,
ranging from the close-up to the medium shot to the long shot. The writer may
indicate the kind of shot and specific subject to be encompassed by that shot.
Let us examine some of 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 his 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 indi-
cates an area encompassing the shoulders to the top of the head. Other desig-
nations 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.
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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 over-all view to the impact of the essence or
selective aspect of the situation. Conversely, the camera may move from the
intriguing suspense of a close-up to the clarifying broadness of the long shot.

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.

There are, of course, various gradations within each shot. Just as the
tight two-shot (T2-S, close-up of two people) is a variation of the close-up,
there are medium close-ups, medium long shots, and similar minor changes of
distance and amount of subject seen.

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 cam-
eras used in the show, the writer should leave enough time between shots for
the cameraman to properly perform these functions.

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 be-
cause 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. Examine the script beginning on page 299 for an
example of how few video directions the author has to provide.

Control Room Techniques

The technicians in the control room have various electronic techniques
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 its means of bypassing the unities of time and place effectively.
The writer should be familiar with the terminology and function of all of the
control room techniques so that he can know what the potentials of his
medium are and so that he can indicate, if necessary, special picture modifica-
tion or change of time and/or place.

The Fade. The fade-in consists of bringing in the picture from a black
screen. 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. De-
pending 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 se-
quence, 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.



VIDEO

FADE IN ON LONG SHOT OF OUTSIDE
OF BAR. ESTABLISH STREET FRONT
AND OUTSIDE 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 OUT SLOWLY TO MEDIUM SHOT

OF HARRY, SERVING THE BEER, AND
MAC, SITTING AT BAR.

CONTINUE DOLLYING OUT TO LONG
SHOT, ESTABLISHING ENTIRE INSIDE
OF BAR, SEVERAL PEOPLE ON
STOOLS, AND SMALL TABLE AT
RIGHT OF BAR WITH THREE MEN
SEATED, PLAYING CARDS.

TIGHT 2-S HARRY AND JOE

CUT TO CU JOE

CUT TO FS TABLE

PAN WITH HARRY TO BAR. DOLLY IN
TO BAR, MS HARRY AND MAC AS
HARRY POURS HIM ANOTHER DRINK.
MCU HARRY AS HE WRITES. CUT TO
CU OF WORDS ON PIECE OF PAPER.

AUDIO

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 DECK OF CARDS, GOES TO THE
TABLE.)

JOE
(TAKING THE CARDS, WHISPERS TO
HARRY.) Who’s the guy at the bar? He
looks familiar.

HARRY

Name of Mac. From Jersey someplace.

JOE
Keep him there. Looks like somebody we
got business with. (LOOKS AROUND
TABLE) Right, boys? (THE MEN AT THE
TABLE NOD KNOWINGLY TO HARRY.)

HARRY

Okay if I go back to the bar?

JOE
Go ahead.

HARRY
(WALKS BACK TO BAR, POURS DRINK
FOR MAC. SCRIBBLES SOMETHING ON

PIECE OF PAPER, PUTS IT ON BAR IN
FRONT OF MAC.)

37
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The Dissolve. The dissolve is similar to the cross-fade of radio. While
one picture is being reduced to black level, the other picture is being brought
in from black level, one picture smoothly dissolving into the next. The dissolve
is used primarily to indicate a change of place, but is used sometimes to indi-
cate a change of time. There are various modifications of the dissolve. An im-.
portant one is the matched dissolve, in which two similar or identical subjects
are placed one over the other and 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 — al-
most a split-second movement — or as a slow dissolve — anywhere up to five
seconds. 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, but leaves it up to the director.

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. The superimposition
may be used for non-dramatic effects very effectively, such as the superimposi-
tion of titles over a picture or the superimposition of commercial names or
products over the picture. To obtain necessary contrast in the superimposition,
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 Wipe. This is accomplished by one picture literally 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 diag-
onal. 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 vir-
tually any size may be split off from the rest, as often is done in sports broad-
casts; for example, one corner of the screen 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. The use of the film clip (a short length of 16-millimeter
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moving picture film) and slides is important in television production. The film
clip often is used to provide background shots necessary to the production,
which cannot be achieved in the limited settings of the studio. The film clip
can provide exterior scenes and nature effects for the live show. The slide fre-
quently is used in documentary, news and sports programs. The split-second
electronic adjustments make it possible to integrate the film or slides with
live action.

“Cover” material. The film clip sometimes is used as cover material
which continues the sequence of action while permitting the character or
characters involved to change costume, alter make-up or get to another set in
the live show. Voice-over pre-recorded material is another electronic “cover”
device. The writer must be certain to allow the actor sufficient time between
sequences for any necessary costume or make-up changes or movement to a
new set. When such time cannot possibly be permitted in the script, the writer
may “cover” the performer by various means, including concentration on some
action or on a close-up of another performer, giving the impression that a
particular character is present but is involved in the action off-screen. The
writer may cut to other characters in another set or substitute a similarly
dressed p2rformer, showing only the back of the head or an incomplete image
of that performer, creating the impression that the original character is still
there.

Note the use of different control room techniques of modifying the pic-
ture and moving from one picture to another in the following hypothetical
script example:

COMMENTARY

1. The fade-in is used for

the beginning of the sequence.

VIDEO

FADE IN ON SHERIFF’S
OFFICE. SHERIFF FEAR-
LESS AND DEPUTY FEAR-
FUL ARE SEATED AT
THE DESK IN THE CEN-
TER OF THE ROOM.

AUDIO
FEARLESS

I wonder what Black Bart
is up to. He’s been in town
since yesterday. I've got
to figure out his plan if I'm
to prevent bloodshed.

FEARFUL

I've got faith in you, Fear-
less. I 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. I wonder how she is

making out. That Black
Bart is a mean one.



COMMENTARY

2. The dissolve is used here
for a change of place with-
out passage of time. This
scene takes place simul-
taneously, or immediately
following the one in the
sheriff's office.

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

4. The cut would be used
without indication from the
writer throughout this script.
Here, the cut specifically
indicates a different view of
the character in the same
continuous 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 indicates the putting
of two different places be-
fore the audience at the
same time.

VIDEO

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
ROOM.

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

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 TELEPHONE
IN OTHER HALF.
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AupIO

BART

1 ain’t really a killer, Miss
Susie. It’s only my repu-
tation that’s hurting me.
Only because of one youth-
ful indiscretion.

SUSIE
What was that, Mr. Bart?
BART

I can remember as well as
yesterday. I was only a
kid then. I thought he
drew a gun on me. Maybe
he did and maybe he didn’t.
But I shot him. And I'll
remember his face as sure
as I'll live--always.

SUSIE

I guess you aren’t really
all bad, Mr. Bart.

BART

You've convinced me,
Susie. I’ve never had a
fine woman speak to me so
nice before. I'm going to
turn over a new leaf.
(WALKS INTO THE HALL.
AN EARLY MODEL TELE-
PHONE IS ON THE WALL.)
I'm going to call the Sheriff.
Operator, get me the Sher-
iff’s office.

FEARLESS

Sheriff's office.
BART

Sheriff. This is Black
Bart. I'm going to give
myself up and confess all
my crimes. I've turned
over a new leaf.

FEARLESS

You expect me to believe
that, Bart?



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

7, The sustained opening on
Susie is necessary, for live
television, to provide time
for Bart to get off the set
and for Fearless to get on.
The 15 or 20 seconds at the
opening of this scene, in
which we do not yet see
Fearless, though Susie's
dialogue indicates he is
there, should be sufficient
“cover” time.

WIPE OFF SHERIFF OF-
FICE SCENE. CU BART’S
FACE AS HE MAKES HIS
DECISION.

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

4]

BART

No, I don’t. But allI'm
asking is a chance to prove
it.

FEARLESS

How do you propose to
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 it,
Fearless. The more I
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
Sarsaparilla. 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?
FEARLESS
That Bart turned out to be
good, deep down inside,
and gave himself up.
SUSIE

Why ?



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 live show,
the film clip is necessary for
the exterior scene, not re-
produceable in a studio.

Such film clip inserts could
be used at any time during
the play itself. For ex-
ample, there might have
been a short chase on horses
between Fearless and Bart,
the stationary scenes played
live, with the pre-filmed
chase sequences integrated
in the live action.

10, “Super” refers to super-
imposition. “Telop” refers
to the opaque projection
transmission into a camera

VIDEO AUDIO

FEARLESS

Well, there's this new gun
I received this morning
from the East that I
haven’t yet had a chance
to use!

THEME MUSIC IN AND UP

STRONG. SLOW FADE OUT.

FADE IN FILM CLIP
FEARLESS AND SUSIE

ON THEIR HORSES ON THE
TRAIL WAVING GOODBYE
TO BART, WHC RIDES
OFF INTO THE DISTANCE.

SUPER TELOP WITH
CREDITS OVER THE

SCENE AS FEARLESS AND
SUSIE CONTINUE TO WAVE.

and to a monitor, titles, cred-
its and other written, drawn,
printed and similar material.
The superimposition is used
here for credits.

Special Video Effects

Titles. Although the writer is not responsible for the kind of titling
done, he should be aware of the various types of titling devices at his disposal
— such as title cards, title drum, book titles, slides, superimpositions and others.

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.

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 the safe on the regular set, another camera may
cut to a detail set of the safe and capture another actor’s fingers in every

precise action.
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Puppets, Marionettes, and Animation. These devices may be integrated
with live action and are particularly effective in commercial presentations.

Rear and Front Projection. Scenes or effects not obtainable live in the
studio may be electronically projected from the front or the rear onto the
background.

Remotes. One or more cameras may be set up at a place remote from
the studio and send back material for incorporation into the program. An en-
tire program may be done “remote.”

Although the writer should be aware of the possible uses of special effects,
he need not be concerned with their implementation.

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 modifica-
tions. Sound in television does not convey movement and does not physically
orient the audience as it does in radio. The microphone in television usually is
not stationary, but is on a boom and a dolly to follow the moving performers.
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 tak-
ing place on-camera. Television may use narration, as radio does. In television
the voice-over may be a narrator, an announcer or the pre-recorded 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 in-
strument. Other uses of sound and music in radio may be adapted to televi-
sion, so long as the writer remembers that in television the sound or music
does not replace visual action, but complements or heightens it.

NOTES TO CHAPTER 2

1 Norman Corwin, Thirteen by Corwin (New York: Henry Holt and Company,
1942), p. 90.

REFERENCE BOOKS ON RADIO AND TELEVISION PRODUCTION

This chapter is necessarily only a brief summary of the basic production elements in
radio and television. The writer is advised to consult books such as the following for
detailed, illustrated explanations of production techniques.

RADIO
Robert Oringel, Audio Control Handbook: For Radio and TV Broadcasting (New
York: Hastings House, 1956). Microphones, sound effects and music techniques.
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TELEVISION

Gerald Millerson, The Technique of Television Production (New York: Hastings
House, 1961). Detailed analyses of every aspect of production with illustrations
throughout to provide “visual explanations.” The treatment of the aesthetics of
camera movements and shots will be of particular interest to writers.

Harry Wayne-McMahan, Television Production: The Creative Techniques and
Language of TV Today (New York: Hastings House, 1957). More than 2,000
terms are accurately defined in this step-by-step dictionary on the working proce-
dures of the 16 basic operations in television.

Charles W. Curran, Screen Writing and Production Techniques (New York: Hast-
ings House, 1958). A non-technical handbook on the techniques of both television
and motion picture production. Includes a chapter on script writing that offers an
analysis of character and plot problems.

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 atten-
tion by emphasis on a particular sound; establish time; estab-
lish mood; signify entrances or exits; create transitions between
program segments; create unrealistic effects. More than one of
the above uses may be indicated in a single sequence.

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

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

TELEVISION

1. Write a short sequence in which you use the following camera
movements: the dolly in and dolly out; the tilt; the pan; the
follow shot.

2. Write a short sequence in which you, the writer, must indicate
the following shots: CU, M2S§, LS, FS.

3. Write one or more short sequences in which you, the writer,
must designate the following effects: fade in and fade out; dis-
solve; superimposition; wipe; split-screen; film insert.

4. Watch several television programs and analyze the use of the
dolly, the tilt, the pan, the close-up, the long shot, the fade, the
dissolve, the superimposition, the wipe and the split-screen. Can
you determine the writer’s contributions in relation to the use
of these techniques as opposed to the director’s work?




ANNOUNCEMENTS
AND COMMERCIALS

MANY COPYWRITERS use a word count scale to determine the
number of words that will go into a given time segment of a radio announce-
ment or commercial, but, at best, such word counts are approximate. The
length of individual words, the complexity of the ideas, the need for emphasis
through pause and variation in rate, and the personality of the performer de-
livering the announcement are some of the factors which may affect the num-
ber of words that may be spoken effectively in a given length of time. Some
generalizations may be made, however. The 10-second ID will contain about
25 words; the 20-second announcement, about 45 words; the 30-second an-
nouncement, about 65 words; the 45-second announcement, about 100 words;
the one-minute announcement, about 125 words; the minute and one-half an-
nouncement, about 190 words; and the two-minute announcement, about
250 words. These word counts cannot be applied to television, except in the
instance of a continuous spoken announcement, because the visual action in
television may be expected to take up a portion of the time without dialogue
or verbal narration.

ANNOUNCEMENTS

Spot announcements may be commercial or non-commercial materials.
Programs do not end at the “minute” mark. Actual time lengths taken by net-
works and stations vary for, as it is called, the station break. Recently such
times have been as much as 72 seconds for one-hour programs and 42 seconds
for half-hour programs on television; and 70 seconds for every break, no
matter how long or short the program, on radio. Spot announcements may be,
therefore, of varying lengths. The station break announcement may be a sta-
tion identification; a public service announcement concerning almost any civic
matter, such as keeping the streets clean; a news flash; a service announcement,
such as a weather report attached to a commercial message; a station “cross-
plug” for one of its upcoming programs; or, of great importance to a profit-
minded industry, a straight commercial message. Spot announcements of the
same type, excepting the station identification, sometimes are inserted into a
break in a given program, no matter at what time that break occurs. Let us
look first at the non-commercial spot announcement.
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The ID

The purpose of the station break is for the station identification, or ID.
The ID is usually 10 seconds long. If accompanied by a commercial announce-
ment, it may be a brief 2 seconds long, followed by an 8-second commercial.
The ID consists of the call letters of the station, the city in which the station is
located and, sometimes, the operating frequency of the station. Occasionally,
the station will attempt to find an identifying phrase to go with the ID.

A simple, direct ID would be: “You are listening to NBC, six-sixty,
WNBC, New York.”

A special identification for radio would be: “You are tuned to the call
letters of the stars, WMGM, ten-fifty on your dial, New York.”

CBS-TV has used the following audio-video slogan as a special identifi-
cation:

VIDEO AUDIO
SLIDE: Channel 2’s “Eye” Keep your eye on Channel 2.
CBS, New York

Some radio stations use singing commercials for ID’s as promotion mate-
rial. A frequently used break is the video picture of the identifying seal of
the NAB, with the voice-over announcing that “This seal of good practice
identifies this station as a subscriber to the code of the National Association of
Broadcasters,” followed by the name of the station, its channel and city.

In writing an ID, the writer must remember that he is creating a public
relations trademark for the station, and must find something that is identify-
ing and distinctive at the same time.

Public Service Announcements

Announcements in the “public service” ordinarily are given as part of
the 1D, and may be of any length. The local station usually receives such an-
nouncements in a form already prepared by the writer for the distributing
organization. The American Foundation for the Blind, for example, has issued
a radio and television kit containing various forms of announcements. One of
their 10-second public service announcements reads:

There is a book without pages. For the latest information about
the Talking Book for the blind contact the Library of Congress or
the American Foundation for the Blind, 15 West 16 St., New York
City.

The American Heritage Foundation’s non-partisan “Register, Inform
Yourself, and Vote” program issued public service announcements of 10 sec-
onds, 20 seconds, 30 seconds and 60 seconds in length. The following exam-
ples illustrate the form the public service announcement should take.
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® Analyze each of the following announcements. Determine the kind
of writing approach in each and the kind of material added with each
subsequent time extension.

10-SECOND ANNOUNCEMENT

ANNOUNCER

You can’t vote if you're not registered. Protect your right to vote. Register now at

(place) o T (dates) ' (hours)

20-SECOND ANNOUNCEMENT

ANNOUNCER

The right to vote is a great right. It helps you run your government. But you can’t vote
unless you're registered. Register now so you can vote on Election Day. Register now at

(place) (dates) ’ (hours)

Register now.

30-SECOND ANNOUNCEMENT

ANNOUNCER

It’s not much bigger than a phone booth. But it’s the place where your town gets its
schools built and its streets paved. What is it? It’s your precinct voting booth. And
you’ll be locked out of this year’s important elections on -~ if your
(date)

name’s not in the book . . . the voter’s registration book. So get your name in the book.
Go to , »

(place) (dates) (hours)
Register before the deadline - Register now.

{date)

60-SECOND ANNOUNCEMENT

ANNOUNCER

It’s not much bigger than a telephone booth. And it's open only a couple of days a year.
But it's the place where your schools are built, roads are paved, streets are lighted. What
is it? It's the voting booth in your precinct. And you’ll want to be there on Election Day,
along with your friends and neighbors, helping to make the decisions that make your town
a better place to live in. But--is your name in the book? Because if it isn’t--if you
haven’t registered--you'll never see the inside of that voting booth. So be sure you aren‘t
left out. Registration closes . Go now to p
(date) (place)
and get your name in the book. And then, on Election Day, we’ll see you
(hours}

at the polls.

Courtesy of American Heritage Foundation

The Public Service Announcement may include the station identification.
Note the following incorporation of the ID into the message:

This is , your election station. If you’ve been listening
to the important campaign issues on you’ll want to vote
on Election Day. Register today so you can.




48 Writing for TV and Radio

Public Service Announcements — Special Groups

Service groups and organizations devoted to activity related to public
welfare, such as Public Health Departments, educational associations, socie-
ties aiding the handicapped and fund raising institutions, among others, have
devoted mor¢ and more time in recent years to special television and radio
workshops for their regular personnel and volunteer assistants. The foregoing
public service announcements on voting, presented by such an organization,
are general spots and illustrate form only. In view of the increasing interest in
and use of the mass media by these groups, it is important to mention type.
Special service announcements are written also for special program types and
in terms of special occasions. Such spot announcements are written for disc
jockey, news, women’s, sports and other programs. They may be prepared for
delivery with a weather bulletin or with a time signal. They can relate to a
given national or local holiday. The following examples will illustrate how the
“organization” writer goes beyond the general spot announcement.

WASHINGTON'S BIRTHDAY SPOT (20 SECONDS, RADIO)

This is station reminding you that a holiday like Washington's Birthday brings a sort
of break into the routine of daily living. This applies also to America’s estimated

355,000 blind people--or had you thought of them as a group apart? They certainly aren’t.
For information about blindness contact your nearest agency for the blind or the American
Foundation for the Blind, 15 West 16th Street, New York City.

TIME SIGNAL (20 SECONDS, RADIO)

ANNOUNCER

It's . . . and right now an emotionally disturbed child in

{time) {town or area)
needs your help and understanding. This is National Child Guidance Week. Observe it . . .
and attend the special program on emotionally disturbed children in

(town or area)
presented by the . PTA,on _at
— “{date)
- Tplace) )

DISC JOCKEY PROGRAM (30 SECONDS, RADIO)

(AFTER MILLION-RECORD SELLER)
DISC JOCKEY

o - __...arecord that sold a million copies.
(title and artist)
Easy listening, too. But here's a figure that’s not easy to listen to: Over 1,000,000

American children are seriously emotionally iil. During National Child Guidance Week,

the R PTA, in cooperation with the American Child Guidance
Foundation, is holding a special meeting to acquaint you with the problems faced by chil-
dren in . It’s to your benefit to attend. Be there . . .

~(town or area)
- - .. .learn what you can do to help.
(date and address)



WOMEN’S PROGRAM (30 SECONDS, RADIO)

WOMAN

Women are traditionally the moving spirits behind community efforts concerning children.
And now comes a problem so close to us, as women, that I can’t stress its importance
enough. I'm speaking about the many emotionally disturbed children in

(town or area)
Your help is needed . . . and you can start by attending the . PTA
meetings during Child Guidance Week on at ) - I

“(date) (place)
Attend this meeting . . . learn about the nature and extent of emotional illness affecting
our children. And learn how you can help.
LOCAL WEATHER FORECAST (20 SECONDS, RADIO)
ANNOUNCER
That’s the weather forecast for B - _ , but the outlook for chil-
{town or area)

dren with emotional illness is always gloomy. This is National Child Guidance Week, and
you can help by learning the facts about the problem in .

{town or area)
Attend the PTA meeting on K
(date)

(place)

® The preceding announcements on child guidance specify the time,
date, place and sponsor of a meeting. What if there is no meeting sched-
uled? Reread the previous announcement written for the disc jockey
show and then read the following announcement, written for the same
show, but without the information on a specific meeting. Note how the

specifics are transferred smoothly into generalities — and vice versa.

DISC JOCKEY PROGRAM (30 seconds, rodio)

(AFTER_ MILLION-RECORD SELLER)

DISC JOCKEY

. . . a record that sold a million copies.

(Title and Artist)
Easy listening, too. But here’s a figure that’s not easy to: Over 1,000,000 American chil -
dren are seriously emotionally ill. During National Child Guidance Week, many PTA groups,
in cooperation with the American Child Guidance Foundation, are holding special meetings
concerning these problems faced by children. Find out when your meeting will be . . . and
attend . . . Learn what you can do to help.

Prepared for American Child Guidance Foundation, Inc. by its agents, Batten, Barton,
Durstine & Osborn, Inc.

COMMERCIALS

In early radio and television there were few commercials, and what there
were were usually gratis. In television, for example, the stations, needing mate-
rial, were happy to present films dealing with “electronics for progress,” or
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showing “how rubber is made” — films which, incidentally, carried the clearly
indicated brand name of the rubber company or of the electrical appliance
manufacturer. The television viewer and radio listener today, frequently ac-
customed to seeing and hearing what seems to be more commercial than pro-
gram content on some stations, would not be surprised to learn that the total
estimated expenditures by advertisers on television in 1960 amounted to
$1,595,000,000, and on radio for the same period to $672,000,000.! Of these
totals, advertisers on television spent $805,000,000 on network commercials,
$510,000,000 on spot announcements, and $280,000,000 on local stations
commercials. Advertising on radio amounted to $47,000,000 spent on net-
work commercials, $210,000,000 on spot announcements, and $415,000,000
for commercials on local stations. The importance of the local radio station
for the advertiser — and for the commercial writer — is evident.

Almost all of the writing of commercials is done in advertising agencies.
However, local commercials most often are prepared locally, frequently by
someone connected with the station.

Techniques of Writing Commercials

Emotional Appeals. The appeal of the commercial is an emotional one.
By emotional we do not mean the evoking of laughter or tears. Emotional ap-
peal means, here, the appeal to the non-intellectual, non-logical aspects of the
prospective customer’s personality. It is an appeal to the audience’s basic needs
or wants. For example, one of the basic wants in our society is prestige. Look
at the next commercial you see for an automobile. Does it appeal to logical,
intellectual needs? Does it recommend that you buy the car because it is
shorter than the other makes, thus enabling the driver to find a parking space
more easily? Does it emphasize lower horsepower as one of the car’s major
advantages, enabling the owner to save on gasoline consumption and at the
same time still achieve the maximum miles-per-hour permissible on our high-
ways without risking a speeding ticket? Sometimes, in a buyer’s market, yes.
But most of the time the appeal is to prestige, to our emotional needs, not to
logic. The commercial stresses the longer length of the car, longer than that of
the competing make. The commercial emphasizes greater horsepower for
umpteen miles-per-hour speeds, faster than the other make. Have the longest,
fastest car in the neighborhood!

The development of commercials for the compact car is a good case in
point. “Big car room” became an important ingredient in selling small cars.
The compact must be bigger than the competing compact. One couldn’t own
a small car; one had to own a king-sized small car! And how many automo-
bile commercials show the driver climbing into the car to be seated next to a
pretty girl looking as much as possible like Marilyn Monroe. The emotional
implication is, of course, that men who drive this make of automobile have
sitting with them women who look like movie stars. This is the prestige factor
again. Or, so goes the implication, if the prospective customer does not have
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such women immediately available, the very presence of the automobile in
his driveway will draw them. This would be an appeal to power, in this in-
stance the power to draw women — a strong emotional appeal.

There are a number of basic emotional appeals that have been particu-
larly successful and upon which the writer of commercials may draw as the
motivating factor within any individual commercial. The appeal to self-preser-
vation is perhaps the strongest of all. Drug commercials, among others, make
good use of this appeal. Another strong appeal is love of family. Note the
next commercial presented by an insurance company. Other widely used emo-
tional appeals include patriotism, good taste, reputation, religion, loyalty to a
group and conformity to public opinion.

The following commercial illustrates, primarily, the effective use of the
appeal to prestige. The implications are that if one does not serve Libby’s
foods, one does not have good taste, is not a smart shopper and, by further
implication, would not have the prestige of sophistication and intelligence of
those who do serve Libby’s. The use of well-written emotional appeals in this
commercial in no way suggests that these implications may not be valid.

® As you read the commercial see if you can find an additional emo-
tional appeal and a sample of what we shall call logical appeal.

VIDEO AUDIO

1. MCU ANNOUNCER BESIDE LIBBY’S ANNOUNCER:
DISPLAY.

LIBBY’S presents a word quiz. What is the
meaning of the word “epicure?”® Well, ac-
cording to our dictionary the word means a
person who shows good taste in selection
of food. And that’s a perfect description of
the homemaker who makes a habit of serv-
ing ...

2. INDICATES DISPLAY. LIBBY’S famous foods. Yes, everyone in
every family goes for

3. INDICATES EACH PRODUCT IN SYNC LIBBY’S Peaches . . . Fruit Cocktail . . .
(IF POSSIBLE CUT TO CU LIBBY’S LIBBY’S Pineapple —chunks, Crushed or
PEACHES . . . THEN PAN IN SYNC.) Sliced . . . Pineapple Juice . . . LIBBY’s

Peas . . . Beets . . . Corn—Whole Kernel
or Cream Styled . . . LIBBY’S Tomato
Juice . . . Corned Beef Hash . .. and
LIBBY’S Beef Stew. AND right now, smart
shoppers are stocking up on LIBBY’S
famous

4. HOLDS UP LIBBY’S COUPONS (IF foods . . . because there’s still time to
POSSIBLE CUT TO CU LIBBY’S cash in those LIBBY’S dollar-saving cou-
COUPONS) pons you received. You can save a whole

5. MOVE IN FOR CU LIBBY’S DISPLAY dollar on this week’s food bill. So stock
up now on LIBBY’S famous foods . . . and
cash in your LIBBY’S coupons and save!
Always make LIBBY’S a “regular” on your
shopping list!

Courtesy of Libby’s Famous Foods
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You may have noted the appeal to love of family in the statement that
“everyone in every family goes for. . . .” The logical appeal was the emphasis,
at the end of the commercial, on the saving of money through the use of Libby
coupons. Logical appeals are those which strike the intellect, the logical,
analytical thinking processes. An example of a logical appeal would be that
which, with accurate information, emphasized that the electronic structure of
the television set being advertised has certain elements that make it longer
lasting or which provide a clearer picture than other makes. This kind of
logical appeal may be contrasted with the emotional appeal which ignores the
organic functioning of the television set but emphasizes the shape, color or
styling of the cabinet, items which have nothing to do with the logical purpose
for using a television set.

Commercials frequently use logical appeals in combination with emo-
tional appeals. Commercials often only seem to use logical appeals; closer
examination reveals that the appeals are really emotional in content. Emo-
tional appeals are far more effective in commercial advertising than are logical
appeals.

Audience Analysis. Before choosing and applying the specific emotional
or logical appeal, the writer must know, as fully as possible, the nature of the
audience to which he’s directing his message. In the mass media of television and
radio it often is impossible to determine many specifics about the audience. The
audience is a disunified mass of many attitudes and interests, economic, social,
political and religious levels, spread out over a broad geographical area. In
some instances, however, the writer may be able to do some analysis. For ex-
ample, examine the following commercial, presented on “Omnibus.”

® Determine the kinds of audiences to which this commercial would
appeal. Can you discover any emotional appeals? Any logical appeals?
After you have studied the commercial and answered the above ques-
tions, read the brief analysis following it, then study the commercial
again. Can you find any further elements of audience analysis? Can
you find any further emotional or logical appeals?

VIDEO AUDIO

1. OPEN ON HIGH ANGLE SHOT LOOKING MUSIC: WE HEAR A SOFT MELODY ON A
ACROSS SAN FERNANDO VALLEY. IN GUITAR. IF IT CAN BE CLEARED,
THE DISTANCE ARE TOWERING MOUN- USE “SAN FERNANDO VALLEY,”
TAINS. THE TIME IS LATE AFTER - AND BRING UP VOCAL AT THE
NOON OR EARLY EVENING. PAN PHRASE: “ And make the San
SLOWLY ACROSS THE MOUNTAIN Fernando Valley My Home.”
PEAKS. THEN...

2. ... TILT DOWN SLOWLY TO SHOW ANNOUNCER: (VOICE OVER, OVER
SEVERAL HOMES ON VALLEY MEA- MUSIC) In the San Fernando Valley, in
DOW ROAD. Southern California, it’s often said . . .

3. CUT TO CLOSER SHOT OF THE . . . that no one ever willingly moves away.
DOUGHTY HOME, SHOWING HOUSE, Such a tradition is easy to understand . ..

YARD AND SWIMMING POOL.



10.

11,

12.

13.

14,

15.

. CUT TO SHOT OF THE DOUGHTY

HOME, SEEN ACROSS THEIR SWIM-
MING POOL. PAN DOWN TO CLOSE
SHOT OF THE NEAR EDGE OF THE
POOL.

. THE TWO BOYS PUSH THEIR HEADS

QUICKLY UP OVER THE EDGE OF THE
POOL, AS THO’ THEY HAD BEEN HID-
ING TO SURPRISE A VISITOR. THEY
ARE DRIPPING WET.

- CUT TO THE DRIVEWAY, AS STAN

DRIVES IN HIS JAGUAR. THE TWO
BOYS ENTER TO GREET HIM AS HE
GETS OUT. THEY ARE STILL DRIP-
PING WET AND HE TRIES SIMULTAN-
EOUSLY TO GREET THEM AND TO
KEEP THEM FROM GETTING WET.

. DISSOLVE TO LAURA DOUGHTY AR-

RANGING SCOTKINS ON DINNER
TABLE ON THE LANAL. PAN AWAY
FROM HER AND AROUND THE LANAI,
PICKING UP PHONOGRAPH, TEA
WAGON, CHAISE LOUNGES, ETC. IN
TURN.

- DISSOLVE TO THE KITCHEN AS LAURA

ENTERS. READY TO PREPARE
DINNER.

- SERIES OF QUICK CUTS SHOWING CU

WOMAN’S HANDS TEARING OFF
STRIP OF CUT RITE, CUTTING VEGE-
TABLES ON SCOTTOWELS, DRYING
HANDS ON SCOTTOWELS, GRATING
CHEESE ON CUT RITE, TAKING
SCOTTIE FROM BOX.

DISSOLVE TO STAN AT BARBEC UE,
COOKING SOMETHING FOR DINNER.
HE LOOKS UP, CALLS OFF CAMERA.

CUT TO SWIMMING POOL AS THE TWO
BOYS HEAR HIS CALL AND SPLASH
WETLY OUT, RUN TOWARD CAMERA.

CUT BACK TO THE LANAI, WHERE
LAURA HOLDS TWO LARGE TOWELS,
WAITING FOR THE BOYS. JOHN EN-
TERS, SNEEZES, AND GRABS FOR A
SCOTTIE.

CUT TO CU SCOTTIES BOX AS HIS
HAND TAKES OUT ANOTHER.

CUT TO LAURA HELPING BOBBY WHO
WEARS BIG TOWEL. SHE WIPES HIS
FACE WITH A SCOTTIE. 'PAN WITH
HER HAND AS IT RETURNS TO BOX
FOR ANOTHER SCOTTIE.

DISSOLVE TO ANOTHER SCOTTIES
BOX AND PULL BACK TO REVEAL IT
IS ON VIEWER’S RIGHT OF AN UN-
MARKED TISSUE BOX.

. . . when you visit the home of Stan and
Laura Doughty, and their two sons . . .

. . John and Bobby. The Doughtys live
on Valley Meadow Road, Encino . . .

- « - just 30 minutes, in Stan Doughty’s sports

car, from his business in downtown Los
Angeles. Here they find Valley living is
outdoor living . . .

-+ . and much of their time is spent on
their terrace —known in Southern Califor-
nia by its Hawaiian name: Lanai.

Valley living is easy living, too—a life . . .

. . . made even easier with those wonder-
ful paper products by Scott . . . products
that make work more pleasant . . . and
leave more time for family fun.

Stan’s a master of the barbecue and that’s
one of the few things that can . . .

- - - tempt John and Bobby away from their
favorite playground.

Evenings in the valley are cool, and some -
times there’s an irresistible urge to . . .
SNEEZE! . ..

« - . But new Scotties stand up to a man-
sized blow . . .

-+« even though they’re soft and gentle

as a mother’s touch. New Scotties are
sturdy, even when wet . . .

-« . because Scotties have wet strength.



VIDEO AUDIO
16. CUT BACK AS WOMAN’S HANDS HOLD When you hold an ordinary tissue under
FIRST A TISSUE FROM UNMARKED running water, you can see how quickly
BOX, THEN A SCOTTIE, UNDER A WA- it tears and shreds. But a wet-strength
TER TAP. FIRST TISSUE SHREDS, Scottie holds . . . and holds . . . and holds.
SCOTTIE HOLDS. No wonder . . .
17. DISSOLVE TO BOX OF SCOTTIES ON . . new Scotties are right at home in the

A SIDE-TABLE. TILT UP TO
DOUGHTYS AT DINNER.

modern lives of families like Stan and
Laura, John and Bobby Doughty. Here ...

18. DISSOLVE TO KITCHEN CUPBOARD
OR SHELF ON WHICH SCOTTIES,
SCOTKINS, SCOTTOWELS AND CUT
RITE ARE SEEN.

. . .and in homes all over the United States,
paper products by Scott are part of the
American scene.

Courtesy of Scott Paper Company

“Omnibus,” a prestige and cultural program, probably appealed to an
intelligence and educational level above that of the average television viewer.
There is a direct correlation between income and educational level. It would
seem that a fair portion of the audience might very well own their own homes,
or live in a community of the relatively high economic level of the family pic-
tured in the commercial. Direct empathy, or identification, then, may be made.
But the emotional appeal of all viewers is not overlooked. The family pictured
is on a comparatively high economic and social prestige level. If this family
uses the product involved, certainly any family can feel a measure of prestige
and pride in using the same product. The logical appeal, indicated in the refer-
ence to the tested strength of the product, is not overlooked either.

There are several elements of analysis the commercial writer should ap-
ply to the potential audience to the greatest degree possible. These are: age,
sex, size, economic level, political orientation, primary interests, occupation,
fixed attitudes or beliefs, educational level, knowledge of the product and
geographical concentration.

The writer should try to include appeals to all the major groups he ex-
pects to reach. However, he must be careful not to spread his message too thin.

Familiarization with Product. Before the writer can apply his audience
analysis or choose the emotional appeals to be used, he must become familiar
with the product being advertised. This does not imply that the male writer
needs to use a girdle before preparing an ad for it, or that a female writer must
test the efficiency of a certain shaving cream. The writer should, however, ob-
tain as much information as he can about the product from those closely con-
nected with it. A good source of information is the sales department of the
company. From the information obtained about the product, the writer can
then, by coordinating his audience analysis and emotional and logical appeals,
develop a unique or novel way of presenting the product most effectively to
the audience.
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Organization of the Commercial. Inasmuch as the commercial’s primary
purpose is to persuade, the writer should be aware of the five basic steps in
persuasive technique. First, the commercial should get the attention of the
audience. This may be accomplished by many means, including humor, a
startling statement or picture, a rhetorical question, vivid description, a novel
situation or suspenseful conflict. Sound, specifically the use of pings, chords
and other effects, effectively attracts attention, too.

Second, after attention is obtained, the audience’s interest must be held.
Following up the -initial element with effective examples, testimonials, anec-
dotes, statistics and other devices, visual or aural, should retain the audience’s
interest.

Third, the commercial should create an impression that a problem of
some sort exists, related vaguely to the function of the product advertised.
After such an impression has been made, then, fourth, the commercial should
plant the idea in the audience’s mind that the problem can be solved by use of
the particular product. It is at this point that the product itself may first be in-
troduced. Finally, the commercial must finish with a strong emotional and/or
logical appeal, one which achieves the fifth step in persuasion — getting action.
This final step prompts the audience to go out and buy the product.

The following commercial illustrates the five steps in persuasion. For
purposes of explanation, the Roman numerals I through V, designating these
steps, have been placed next to appropriate sections of the video and audio
columns. (This is not done, of course, by the writer or director; the Arabic
numbers 1 through 6 on the original commercial script refer to the video se-
quences for production purposes.)

Attention is achieved through a combination of humor, a novel situation
and a startling statement — when Bud Collyer indicates that he is going to
play the part of a housewife and has an apron tied onto him. The visual pic-
ture continues the interest of the audience, as does the statement which de-
scribes the meal. The impression that a problem exists (the picture and state-
ment also contribute to the holding of the audience’s interest) is made clear
by the appearance of the dirty, sprouting potatoes and Collyer’s discovery that
the entire bag is sprouting, making preparation of the dinner impossible. The
question “So, now what do we do?” leads into the step in which it is disclosed
that the problem can be solved by the use of the sponsor’s product. The film
clip demonstrating the use of the product, with Collyer’s voice-over explana-
tion, confirms the value of the product. The final step in persuasion is made
with the display of the package and the appeals in Collyer’s concluding state-
ment.
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® Could any of these steps in commercial writing have been made
more effective within the same one-minute time limit?

VIDEO

COLLYER STILL WITH CONTESTANTS.
AS HE CROSSES OVER TO TABLE SET
UP FOR FIP COMMERCIAL.

AUDIO
COLLYER (ON CAMERA)
And now-let’s have a little real -life

Sunday dinner drama. I’'m playing the
part of the housewife.

I

I 1. COLLYER AT TABLE. MADELINE COLLYER: We’re having roast beef I
I OR BETTY TIES PRACTICAL, and brown gravy for dinner. And at
COVER-UP APRON ON HIM. our house . . . that means mashed
potatoes! So ...
I  TABLE HAS TWO SACKS ON IT.
ONE CONTAINS SPROUTING POTA-
TOES (DIRTY). THE OTHER (WITH
BOTTOM CUT OUT) CONTAINS BOX
OF FIP.

2, REACHES IN BAG AND PULLS OUT What’s this??? A potato tree! Oh, m
SPROUTING POTATO. POTATO IS no! The whole bag’s sprouting! So,
DIRTY SO THAT DUST OR DIRT CAN  now what do we do?

BE BRUSHED OFF WHEN COLLYER
HANDLES SPUD. THEN ANOTHER.
IV3. TAKES OFF APRON. BETTY OR We change aprons and be a smart v
MADELINE PUTS CUTE, HALF- housewife who . . .
APRON ON HIM.

4. YANKS OFF SACK TO REVEAL uses New French’s Instant Mashed

BOX OF FIP. Potato! Because French’s are made
from perfect, selected Idaho potatoes.
No waste! No storage problem !
Just delicious mashed potatoes
every time. Watch!

5. FILM CLIP - 20-SEC. #20070- COLLYER (VOICE OVER): All you
“DEMO-FINISHED FIP.” DEMON- do is add milk to boiling water—
STRATION SHOWING MILK BEING stir in French’s Instant Mashed
POURED INTO BOILING WATER. Potato . . . and whip ’em up! Like
FIP POURED FROM FOIL ENVEL- that—you have fluffy, Sunday-dinner
OPE INTO LIQUID WHILE FORK mashed potatoes. In seconds, they’re
STIRS. MASHED POTATOES FORM creamy-smooth and ready to serve.
BEFORE YOUR EYES. DISH OF Enough for 8 hungry people.

MASHED POTATOES. HAND
COMES IN AND PLACES PAT OF
BUTTER.
V 6. COLLYER WITH BOX. POINTS TO Let your family just taste New \%

POTATO ON BOX.

French’s Instant Mashed Potato
and you'll never peel another
potato for Sunday dinner!

Courtesy of the R. T. French Company

® See if you can find the steps of persuasion in the following commer-
cial. How do the approaches, within each of the steps, differ from those
of the previous commercial? Note the different script form.



MAYEHOFF TIGHT CLOSEUP.
MAYEHOFF

I want to have a word with you cars out there. Do you feel sluggish, overheated,
steamed up?

MAYEHOFF, TIGHT ECU, LOOKING LIKE DOCTOR GIVING DIAGNOSIS.

Ah ha! Your trouble is rust . .. rust in your cooling system!

- CUT TO HOOD OF CAR POPPING OPEN AS MAYEHOFF SAYS “OPEN WIDE.”

Now then . . . open wide! Ah! That’s fine.

. MAYEHOFF PUTS ON WHITE GLOVE AND THRUSTS FINGER INTO RADIATOR.

This won’t hurt a bit! Look at this! Um hm!
CLOSEUP OF MAYEHOFF LOOKING AT FINGER OF DIRTY GLOVE.

Rust in your cooling system. You could overheat . . . stall . . . embarrass your
owner this summer!

MAYEHOFF HOLDING UP CAN OF NO. “7” ANTI-RUST, TALKING TO CAMERA.

Now car-owners (PATRONIZING) don’t let this happen to you. Keep rust out of your
cooling system this summer with Du Pont liquid anti-rust.

MAYEHOFF PULLS DOWN CHART WHICH SHOWS SIMPLE DIAGRAM OF CAR
ENGINE.

Without Du Pont anti-rust, your engine can get rusty . . .

TA. CUT IN CLOSE ON DIAGRAM WHICH ANIMATES TO SHOW RUST BUILDING UP

8.

AND WATER UNABLE TO CIRCULATE.
. .. like this . . . the water can’t circulate properly.

MCU MAYEHOFF, AS HE PULLS DOWN ANOTHER CHART, SHOWING CLEAN
ENGINE.

It’s so easy to prevent rust from forming.

8A. CLOSE ON DIAGRAM WHICH ANIMATES TO SHOW ANTI-RUST BEING POURED IN.

10.

11,

12.

Just pour in a can of Du Pont Anti-Rust. It keeps your cooling system clean . . .
keeps the water circulating. Your engine stays healthy . . . you avoid costly repairs.

CUT TO MCU MAYEHOFF IN FRONT OF CHART. PAN WITH HIM AS HE CROSSES
TO DISPLAY RACK.

Remember, it’s not enough to start with a clean cooling system . . . you gotta keep
it clean.

CUT TO MAYEHOFF CLOSE, HOLDING NO. “7* ANTI-RUST, IN DISPLAY RACK
AREA.

Don’t let your car overheat this summer. Keep cool . . . keep goin’ with Du Pont
Anti-Rust — one of the Du Pont No. “7” line of automotive products that take good
care of your car.

ECU MAYEHOFF WITH CAN OF DU PONT ANTI-RUST.

Hm ... mm...mm...don’t take chances. Get Du Pont Anti-Rust now.

ZOOM IN FOR ECU NO. “7” ANTI-RUST.

Wherever auto supplies are sold.

1961 TV commercial script reprinted with permission of E.I. du Pont de Nemours Co.,
Wilmington, Delaware.
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Writing styles. The writer constantly must be aware of the necessity for
keeping the commercial in good taste. Although there have been commercials
from time to time which have been repugnant to individuals or groups, the
sponsor tries not to alienate a single potential customer. The style should be
direct and simple. If the commercial is to seem sincere, the performer present-
ing it must have material of a conversational, informal nature that permits him
to present it so that the audience really believes what it hears or sees. This does
not mean that the writer uses ultra-colloquial or slang words. The vocabulary
should be dignified, though not obtuse; it must be attention-getting, but not
trite. Usually, the writer will avoid slang and colloquialisms entirely unless
these forms have specific purposes in specific places in the commercial.

The writer should be certain that the writing is grammatically correct. Ac-
tion verbs are extremely effective, as are concrete, specific words and ideas. 1f
an important point is to be emphasized, the writer must be certain to repeat
that point in the commercial, although in different words or in different forms.
One exception would be the presentation of a slogan or trade mark which the
sponsor wishes the audience to remember; in this case word for word repetition
is important.

The writer should avoid, if possible, the use of superlatives, false claims,
phony testimonials and other elements of obvious exaggeration which might
antagonize a large part of the audience, even if particularly effective in deceiv-
ing another part. Network commercials are sometimes more honest than those
on independent stations. Frequently, the commercial on the small station is not
only presented, but written by the disc jockey or announcer who may have sold
the show or the air time in the first place. Extravagant claims sometimes are
made in order to keep the account. In the late 1950°s and early 1960’s two
commercial types came into vogue. One was the realistic, human interest ap-
proach, emphasizing people and families. The other was the so-called sophisti-
cated commercial in which wit, humor and gentle satire replaced some of the
more obvious and direct techniques. The following is an example of the
“family” type:

1. CAMERA OPENS ON LOW ANGLE REAR VIEW OF SMALL BOY (5 OR UNDER) IN
COWBOY SUIT. HE DROPS HIS GUNS AND RAISES HIS HANDS TO THE SKY.

STOCK (MUSIC: ESTABLISH WESTERN THEME) DOWN AND UNDER.
CUT TO:
2. REVERSE ANGLE, MCU, REVEALING WORRIED YOUNG COWBOY.
HUGH (v.0.)
Meet Fearless Dan . . . the unlucky cowboy.

3. PULL BACK TO REVEAL COWGIRL (3 OR UNDER) ON ROCKING HORSE BESIDE
DAN. SHE’S RAISING HER HANDS, BUT SHE HAS FORGOTTEN TO DROP GUNS.

And here’s his sidekick . . . Bad New Sal . . . These critters have just been caught
by the law . . .



10.

11,

BOTH KIDS MAKE WRY, CRIMINAL FACES.
. . . for playing in the basement.

CUT TO:

. MCU YOUNG MOTHER, WITH MARSHAL’S STAR PINNED ON HER APRON. SHE

LEANS ON HER BROOM, LOOKING DOWN AT COWHANDS WHO ARE O.S.

The law says she aims to run em out of that basement everytime, because that
dusty cement floor down there ain’t fit to play on.

CUT TO:
(MUSIC OUT)

. REACTION SHOT: HIGH ANGLE: DEJECTED BOY AND GIRL LOOKING UP IN

MOTHER'S DIRECTION.

Well, if you were a grownup, would you want . . . cowhands trackin’ up dust from the
basement all over your clean house? (BEAT) Rough, but that’s how matters stood . . .
until . . .

DS TO:

. MS, DAD ON HIS KNEES, FACING CAMERA. DAN AND SAL STAND BESIDE HIM.

WE SEE SEVERAL CARTONS OF EXCELON ON FLOOR, ALONG WITH A PAIR OF
SCISSORS AND A BRUSH. DAD HOLDS AN OPEN CARTON TO CAMERA. KIDS
APPROVE.

Dad came to the rescue! One night he brought home a new vinyl tile floor for their
pesky old basement.

CUT TO:

. ECU, DAD’S HANDS POINT TO LETTERING ON CARTON: “ARMSTRONG EXCELON.”

HE HOLDS UP SCISSORS AND BRUSH IN SYNC.

It was Excelon Tile, by Armstrong. The kind you install yourself with a pair of
household scissors and a brush.

CUT TO:

ECU REACTION SHOT, BOY AND GIRL STARING AT EACH OTHER IN DISBELIEF.
HUGH (SOTTO, VOICE OVER)
What? Dad — install it himself? But he can’t even fix a screen door.
SLOW DS TO:
MS DAD LAYING TILES.
HUGH (v.0.)

But were those kids ever surprised when the loveable old varmint really did install
it himself.

DS TO:

MEDIUM TWO-SHOT: SMILING BOY WATCHING DAD FINISH CUTTING AN ODD-
SHAPED TILE WITH A PAIR OF SCISSORS.

Dad used those scissors to cut the tile . . . wherever he needed an odd shape to fit
an odd place.
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DS TO:
12. MEDIUM TWO-SHOT: SMILING GIRL WATCHING DAD BRUSH ON CEMENT.
He used that brush to brush on the Armstrong Cement that holds the tiles in place.
DS TO:
13, WIDE SHOT: DAD PUTTING FINISHING TOUCHES ON LARGE DESIGN AREA.
HUGH (v.0.)
And the easy way Dad put that custom design down amazed the whole family.
DS TO:
14. WIDE SHOT OF COMPLETED BASEMENT PLAYROOM: WHITE PAINT WALLS,
POSTERS ON WALLS, TWO SLING CHAIRS, AND A TRESTLE PICNIC TABLE AND
;}ng?y?gf:ﬂi:s; TWO KIDS IN SAME OUTFITS AS SCENE 1 & 3 SEATED ON FLOOR

Here’s how their basement looked when Dad had finished up a couple of nights later.
(ENTER PARENTS) They had a brand-new basement playroom.

14A. CU KIDS ON FLOOR. GIRL REACTS TO MOTHER.
— a place for the whole family to play and relax. And look, Mom = no dust.
14B. WIDE SHOT MOTHER AND FATHER WITH CHILDREN.

All it took was a coat of paint for the walls, some inexpensive curtains, and Armstrong
Excelon Tile for the floor.

CUT TO:

15. MCU HUGH AT DEALER COUNTER. HE HOLDS TILE. ON CUE, HE FLIPS TILE,
REVEALING $60.

HUGH (ON CAMERA)
Why not turn your basement into a family playroom this very weekend? You can

install 200 square feet of Excelon vinyl tile in your basement playroom for under
$60 if you do it yourself.

16. HUGH PUTS DOWN TILE. HE PICKS UP SCISSORS AND BRUSH, IN SYNC. AS HE
BRUSHES ACROSS SCREEN, LETTERING IS REVEALED: “EXCELON TILE, BY
ARMSTRONG.”

Remember — all you need to install new vinyl tile floors is a pair of scissors . ..
a brush . . . and Excelon Tile, by Armstrong.

Courtesy of Armstrong Cork Company.
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Among the most effective commercials of the sophisticated humor type
have been those of Piel’s Beer on television and radio and Hoffman Beverages
on radio.

Performed by Bob Elliot and Ray Goulding, the Piel’s Beer commercials
satirized the antics of Harry and Bert, represented as the owners of the Piel
Brothers Brewery. The satire, always done gently and with good humor, di-
rectly concerned their attempts to publicize or sell their product. Although ad-
vertising and publicity techniques and the foibles of the meek and pompous
executives were satirized, the product itself was not. The quality of honesty in
these commercials, in which the hard-sell technique rarely was used and the
soft-sell technique was never too obvious, won large audiences who enjoyed the
commercials as entertainment and also won over a number of customers.

® Examine the following Piel’s commercials with respect to their use of
the five steps of persuasive technique. Can you discover any emotional
appeals? Compare the effectiveness of these commercials with the ap-
proaches of the Elgin commercials beginning on page 69.

RADIO, 1:00, BERT AND HARRY, "SOUND EFFECTS"

SOUND: DOOR OPENING

HARRY: Hello, Bert - they said I’d find you here in the sound effects studio . . .
BERT: Justa minute, Harry —

SOUND: CROWD CHEERING

HARRY: What are you doing, Bert?

BERT: Looking for a new sound, Harry — a sound that says Piel’s Beer.
SOUND: COW

BERT: No, that’s not it.

HARRY: Well, I don’t understand what you mean. The only sound that says “Piel’s Beer”
is — Piel’s Beer.

BERT: What!I want is a clear sound — something that says the product of Piel Brothers,
Brooklyn and Staten Island.

SOUND: CROWD LAUGHTER
BERT: Turn that thing off, Harry!
HARRY: Sorry.

BERT: What I'm looking for is a sound that our listeners will associate with the cool,
delicious taste of our product. Here — what’s this .. .

SOUND: SCREAM
BERT: No ... that’s not it.

HARRY: Well, why don’t you just tell them Piels is cool -brewed, Bert? That's what
makes it taste so delicious.




BERT: No, no, Harry — that isn’t enough.

SOUND: MAMA DOLL CRYING

HARRY: Well, it seems to me the only way for people to find out just how good a glass of
Piel’s tastes is for them to try it and see.

BEAT
BERT:

SOUND: ROOSTER CROW

You know, Harry — we always seem to come right back to that every time.

TELEVISION, 1:00, BERT AND HARRY, “REFRESHEROMETER TOAST"

VIDEO

CROWD OF EMPLOYEES AROUND RE-
FRESHEROMETER, HARRY WITH THEM.

PIECE OF TOAST FLIES UP. HARRY
CATCHES IT.

BERT STORMS IN, EMPLOYEES FADE
AWAY

CU AS BERT POINTS TO MACHINE.

BERT FIDDLES WITH MACHINE.

PUTS ON BRAND X CAN. WEIGHT
WOBBLES UP.

PUTS PIELS CAN ON. WEIGHT GOES UP
TO RING BELL.

BERT LEANS ON TABLE. HOLDS UP
CAN.

CUT TO LIVE ACTION.
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AUDIO

SOUND: LAUGHING AND JOKING OF
GROUP

SOUND: BELL RINGS. THEY REACT
WITH A WHOOP.

BERT: Harry! What the devil are you
doing! Where did that toast come from ?

HARRY: (EMBARRASSED) From your Re-
fresherometer, Bert.

BERT: What?! Why, this machine mea-
sures the refreshment qualities of beer!

HARRY: Well, it seems that it makes
pretty good toast, too.

BERT: Harry, if you’ve ruined this deli-
cate mechanism with your tom -foolery,
ri...

HARRY: Gee, Bert, we just —

BERT: Well, that’s about as well as
Brand X ever does.

BERT: Here, here’s the Piels.
SOUND: BELL RINGING

HARRY: Seems to be all right, Bert. All
we did was . . .

BERT: Fortunately for you, Harry, we
can still prove that Piels is the most re-
freshing beer of all time!

HARRY: Well, I don’t see why you need the
machine for that, Bert.

BERT: Don’t see why — why, Harry,
don’t you want folks to know how delicious
our beer is? It’s the beer with the barrel
of flavor! Why, this machine proves be-
yond a doubt how much more refreshing
Piels is!




HARRY: I still don’t think people will be-
lieve it till they taste it for themselves.

CUT BACK TO ANIMATION. TOAST FLIES BERT: I know, but — (THE BELL RINGS
UP AND LANDS ON BERT’S HEAD. AGAIN) What the ~

HARRY: I guess that’s one piece we for-
got about, Bert.

BERT LOOKS UP DISGUSTEDLY. FADE BERT: Heh — where’s the marmalade,
AND SUPER LOGO. Harry?

Reprinted with permission of Piel Bros., Brooklyn, N. Y.

The presentation of the commercial announcement as a news flash has
not only been overdone, but has irritated many listeners who object to the
suggested equating of a product with a news event. However, the technique
can be very successful if approached with humor. In the following Hoffman
60-second spot radio commercial, delivered by the announcer in the tones of
a straight-faced serious news commentator, the satire, treating an obviously
unserious situation with exaggerated seriousness, works in favor of a friendly
attitude toward the product.

ANNCR: The Hoffman Beverage Company has asked me to issue this statement: Every
Hoffman Beverage has Happy Taste — except Sarsaparilla.

How does this affect you — and everyone else within the sound of my voice?

First of all, you should know that Hoffman Sarsaparilla has many loyal supporters.
They find “It is kindly . . . warm-hearted . . . proud” — but the word you never
hear is — “Happy.”

Now . . . take Hoffman Orange. It is definitely rollicking. Hoffman Lemon is
unquestionably giggly. And our Black Cherry — well, it’s said that on a quiet
night you can actually hear its fizzles of laughter. All have natural flavor — and
Steady Sparkle.

But Sarsaparilla just isn’t happy. And although the reason for this is still merely
a rumor . . . sources close to the Hoffman situation have been asking: “Could you
be happy if your name were Sarsaparilla?”® My name is Mike Baker.

Courtesy of Hoffman Beverage Company

In short commercials, it is wise not to use more than one main idea.
Don’t confuse the audience or load them up with so many points that they
won’t remember any.

The Television Story Board

The basic commercial continuity is the same for both radio and tele-
vision. However, it must be remembered that while the radio commercial must
convey everything through sound, the television commercial is essentially
visual. The television announcement should be able to hold the viewer with
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the picture. It seems that many writers, directors and producers lack confi-
dence in the visual effectiveness of their own creations. Listen to the sound on
your television set the next time there is a commercial break in the program.
Chances are you will be able to hear the sound all the way to your refrigerator,
or even, depending on your acuity and tastes, all the way to your wine cellar.
The visual continuity in the commercial should be such that the technician in
the control room does not have to turn up the sound for every advertising
message. Well-written commercials don’t need to rely solely on a high volume
of sound. Remember how many people stayed glued to the television set every
time the UPA-drawn, Bob-and-Ray-performed commercial as Harry and Bert
for Piel’s beer came on. The video, in other words, should not be treated
merely as an adjunct to the audio. In fact, commercial producers (and spon-
sors) like to see as fully as possible the visual contents for a prospective com-
mercial in its early stages. For this purpose a “story board” is used. The story
board is a series of rough drawings showing the sequence of picture action,
optical effects, settings and camera angles, and it contains captions indicating
the dialogue, sound and music to be heard. A good example of the story board
is that on pages 64 and 65, for the one-minute script of the Piel commercial
which appears on pages 62 and 63.

.

Types of Commercials

The Codes of the National Association of Broadcasters suggest time lim-
its for commercials, which vary according to prime time and non-prime time.
Some stations are fairly conscientious in following the NAB code recommen-
dations. Some are not. There are almost as many commercial lengths as there
are time periods in the day. During the station break there may be commer-
cials of from 2 to 70 seconds in duration. Within sponsored programs the com-
mercial time may be divided in many ways. Let us examine some of the major
time lengths.

ID's and Service Announcements. As indicated earlier, the station iden-
tification is a 10-second announcement. Attached to the station identification
there may be a commercial announcement. The following is an example of the
10-second radio ID.

The following are the television counterparts of the radio ID, an 8-second
commercial with slides and a 10-second commercial on tape or film.

There’s a new kind of personal car at your Ford Dealer’s. It’s the Falcon Futura .. .
compact cousin of the Thunderbird. See the Futura today at your Ford Dealer’s.

Courtesy of J. Walter Thompson Company for Ford Division, Ford Motor Company.



VIDEO

1, SLIDE: CARTOON OF SICK CAR
(SLIDE #751)

2, SLIDE: BEE AND LEGEND: “FORD
DEALER’S SWAPPING BEE.”
(SLIDE #1242)

AUDIO

ANNOUNCER: (OVER)
Stop wasting your money trying to keep
your old car alivel

Visit your Ford Dealer’s Swapping Bee,
and swap it for the car that outsaves ’em
all . . . the 61 Ford!

Courtesy of J. Walter Thompson Company for Ford Division, Ford Motor Company.

VIDEO

1. OPEN ON STODGY COUPLE IN THEIR
ORNATE BEACON STREET PARLOR.
THEY HARDLY MOVE AS THEY SIT
STIFFLY AND SIP TEA.

2. BUTLER’S HANDS APPEAR, CARRY-
ING TRAY WITH BOSTON CREAM PIE
ONIT. THEY START TO SMILE.

3. THEY GET UP, EACH WITH DISH IN
HIS HAND, AND BREAK INTO FAST
CHA CHA.

4. CUT TO PIE AND PKG. SUPER “NEW”
IN SYNC.

AUDIO

MUSIC: HARPSICHORD UP BRIEFLY,
THEN CONTINUE UNDER.

ANNOUNCER (OVER)
Proper Bostonians . . .

. ..drop all formality . . .

MUSIC: SEGUE INTO CHA CHA
RHYTHM, UP

When it comes to new and improved Betty
Crocker Boston Cream Piel

Courtesy of General Mills, Inc.

The foregoing IDs were agency-produced. Note how the following com-
mercial, written for the local station, includes the actual identification.

VIDEO

SLIDE: C-2010

AUDIO

TV TROUBLE? CALL A SPECIALIST!
CALL CORN’S TV! WRAL-TELEVISION,
CHANNEL FIVE, RALEIGH-DURHAM |

The service announcement ordinarily accompanies or follows the 1D, and
usually is 5 to 10 seconds long, consisting of a commercial message accom-
panying public service information, such as a time signal or a weather report.
The following is an example of the service announcement on radio.

It’s PM, B-U-L-O-V-A , Bulova Watch Time. See the Bulova Miss America —

17 jewels — expansion band. Only $35.75.

]

Courtesy of Bulova Watch Company.
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Chain Breaks. The chain is another name for the network. The time
available between the network station identification and the local station iden-
tification is sold to advertisers either on a network or local basis. This is an
especially good source of revenue for local stations. Television advertisers on
the chain break usually fill the time with 20-second commercial films. Radio
advertisers use an announcement of about 50 to 60 words in length.

30- and 60-Second Announcements.  As noted at the beginning of this
chapter, programs do not end at the 30-minute or 60-minute mark. Time is
allowed for the 1D and one or more commercials. In some instances, a spon-
sored program following another sponsored program will start late to permit
more time for the 1D and announcements. Sometimes the network affiliate will
fade out a program early or fade in a program late to permit more time for
commercials in the time break. 20-second, 30-second and full-minute com-
mercials, recorded, live, or on film, are most often the lengths used for both
television and radio.

Participating Announcements. When a show is unable or unwilling to
get just a single sponsor, it may get a number of participating advertisers. The
various advertisers jointly share the cost of the entire program, and the length
and frequency of their commercials vary in proportion to the share of the
program cost they have contributed. Disc jockey shows on radio, with their
frequent and constant commercial announcements, and films on television,
with their interminable interruptions for commercials, are examples of the
participating announcement program. Large budget shows and television
“spectaculars” frequently have participating advertisers.

Program Announcements. When a single sponsor has purchased the
entire show, either as a one-shot arrangement or a series, all the commercials
on that program will come from that sponsor. The commercials are called pro-
gram announcements. The sponsor may space his commercials into short an-
nouncements, or may lump the commercial time for one long commercial.

The program announcements for the longer programs, those which are half-
hour, hour, or 90-minute shows, will follow a fairly standard transitional form,
each one building upon the previous one, but nevertheless containing enough
variety so that the audience does not become bored through repetition. The
average show usually has three program announcements: at the beginning, in
the middle and at the end. Occasionally there are four commercials, divided
into short opening and closing “billboards,” and two insertions within the pro-
gram itself.

® On the following pages are commercials from a Perry Como show,
illustrating the use of the opening and closing billboard and two pro-
gram insertions. 1) Analyze the emotional and logical appeals, 2) ana-
lyze the five steps in the persuasive process, 3) determine the audience
analysis used.



ELGIN BILLBOARD FOR CHRISTMAS - OPENING BILLBOARD

VIDEO

. LARGE “ELGIN” LOGO IN STARRY
SKY. BELOW IT, THE WORLD
HORIZON.

. SAME SCENE. BUT REPLACE THE

WORD “ELGIN” WITH CU OF LORD
ELGIN VISTA #7512.

. SAME SCENE. BUT REPLACE CU OF

LORD ELGIN VISTA WITH CU OF AN
OPEN LORD ELGIN BOX. INIT,
ONLY THE WORD “ELGIN” IS SEEN,

AND THE LORD ELGIN VISTA WATCH.

1_MIN

AUDIO
ANNCR (VOICE OVER):

Elgin . . . the most beautiful watches since
time began . . .

. . with exclusive new “Horizon styling.”
Remember, whatever they’re like there’s
an...

. . . Elgin they’ll like for Christmas!

FILM

ELGIN #1 (HORIZONTAL STYLING)

VIDEO

. LS OF HORIZON OF A WINTRY

WORLD GLOBE, WITH A DARK
STARRY SKY ABOVE. IN THIS SKY,
DISSOLVE IN THE LARGE LOGO
WORD “ELGIN.”

. SAME SCENE. BUT DISSOLVE OUT

WORD “ELGIN” AND DISSOLVE IN A
CU OF THE LORD ELGIN VISTA
(#7512)

. SAME SCENE. BUT DISSOLVE OUT

THE WATCH, AND DISSOLVE IN THE
VISTA’S HORIZON CRYSTAL. IT IS
IN THE SKY, AND LIES PARALLEL
TO THE HORIZON OF THE GLOBE
BELOW.

. SAME SCENE. BUT FROM BEHIND

THE WORLD HORIZON, THE WATCH
CASE MOVES UP IN A HORIZONTAL
PLANE TO MEET THE CRYSTAL.
THEY JOIN, BECOMING ONE WATCH.

. SAME SCENE. BUT DISSOLVE OUT

THE HORIZONTAL WATCH, AND
DISSOLVE IN THE LORD ELGIN VISTA
WITH ITS EDGE PRESENTED TO US
VERTICALLY.

. SAME SCENE. BUT WATCH TURNS

FULL-FACE TO US.

. DISSOLVE OUT THE LORD ELGIN

VISTA. TILT UP TO SKY TO LOSE
THE HORIZON LINE OF THE GLOBE.
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AUDIO

MUSIC: APPROPRIATE SCORING
THROUGHOUT WITH A BRIGHT, SIMPLE
MELODY AND SOUND EFFECTS AS
NEEDED;
ANNCR: (WITH WARMTH AND QUIET
ASSURANCE):

This Christmas give the most . . .

beautiful watch since time began ... a
twenty -three jewel Lord or Lady Elgin —
the only watch with “horizon styling.”

Elgin’s horizon styling features a large
picture-window crystal . . .

. . . that not only extends to the edge of the
watch, but actually wraps around it to form
a trimmer, thinner profile ---

=== reveals up to thirty-three percent . . .

more of the dial. No other watch but Elgin
offers “horizon styling.”

For her .. ..

MUSIC:
KY.

GLISSANDO AS WE TILT UP TO

o)



9a.
9b.

9c.

9d.

of.

10.

11,

12.

13.

14,

VIDEO

SAME SKY SCENE. DISSOLVE IN THE
LADY ELGIN VALERA (#7231). TITLE
“LADY ELGIN.”

STAR-SHAPED IRIS TO FAST SERIES
OF FULL-SCREEN CUs, ALTERNAT-
ING BETWEEN PEOPLE AND THE
WATCHES:

{LORD ELGIN MARLIN #9902. PLUS
THE WORDS “LORD ELGIN. SELF-
WINDING. WATERPROOF.”

NOTE: AT BOTTOM OF FRAME WE
MUST CARRY THE LEGEND “WHEN
CROWN, CRYSTAL AND CASE ARE
INTACT.” THIS LETTERING CAN BE
VERY SMALL.)

ACTIVE MAN.

LADY ELGIN DEVOTION #7158. PLUS
THE WORDS “LADY ELGIN. DIA-
MOND SET.”

SENTIMENTAL GIRL.
LORD ELGIN DUNBAR #7614. PLUS

WORDS “LORD ELGIN. SHOCK RE-
SISTANT.”

.CASUAL MAN.

LADY ELGIN CONSTANCE #7328.
PLUS WORDS “LADY ELGIN. 23
JEWELS.”

STAR-IRIS BACK TO STARRY SKY TO
SEE AN OPEN ELGIN GIFT BOX. IN
IT THE WORD “ELGIN.” BELOW IT
THE WORDS, “FROM $33.75.”

SAME SCENE. BUT DISSOLVE OUT
THE GIFT BOX AND TITLE, AS WE
TILT BACK DOWN TO THE WORLD
HORIZON.

SAME SCENE. REPEAT SCENE #5
AS WE DISSOLVE IN THE LORD ELGIN
VISTA STANDING WITH ITS EDGE IN
A VERTICAL PLANE TO US.

SAME SCENE. BUT THE WATCH
TURNS FULL-FACE TO US.

SAME SCENE. BUT DISSOLVE OUT
THE WATCH, AND DISSOLVE IN THE
LOGO “ELGIN” IN THE STARRY SKY,
AS IN SCENE #1.
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AUDIO

. . . Elgin’s high styling gives the ultimate

in beauty.

Ideally, the gift should . . .

fit the person.

And each Elgin watch has been . . .

personality -styled . . .

to fit a particular type.

Whatever they’re like . . .
. . . there’s an Elgin they’ll like for

Christmas.

From thirty -three seventy-five . . . at
Elgin jewelers everywhere.

This Christmas, give the . . .

most beautiful watch . . .

since time began . . .

. . a horizon-styled Elgin!!



10.

11,

12,

ONE_MINUTE FILM
ELGIN f2 - ARCHIE GARDNER A$ SANTA

NOTE: IN WATCH SHOTS, HAVE WATCHES
MOVING SLIGHTLY.

VIDEO

. CU ARCHIE, WEARING SANTA CLAUS

HAT, WHISKERS PULLED DOWN. HE
IS TALKING ON THE PHONE.

ARCHIE HANGS UP PHONE.

. CUT TO MLS TO SHOW ARCHIE ON

THRONE ON DAIS ATOP STAIRS;

HE ADJUSTS WHISKERS, PAYS AT-
TENTION TO GORGEOUS GALS LINED
UP ON STAIRS, TRYING TO GET HIS
ATTENTION. LARGE LOGO “ELGIN”
IN B.G.

. CUT TO MCU AS FIRST GAL CUD-

DLES UP TO ARCHIE.

. GAL CUDDLES EVEN CLOSER, PLAYS

WITH ARCHIE’S WHISKERS. HE EN-
JOYS IT, BUT STILL TRIES TO RE-
MEMBER HE’S SANTA.

(HE REACHES INTO BAG, PULLS
OUT LADY ELGIN.)

CUT TO CU OF LADY ELGIN (7158)
BEING SLIPPED THRU A WEDDING
RING, SUPER: “23 JEWEL” “LADY
ELGIN” AND “DIAMOND SET.”

. CUT TO ARCHIE AND GALS. SEC-

OND GAL SLINKS UP TO ARCHIE.

GAL WRAPS HER ARMS AROUND
ARCHIE, HE BEAMS.

ARCHIE BEATS HER OFF.

(ARCHIE REACHES INTO PACK,
HOLDS UP ELGIN.)

CUT TO CU LORD ELGIN VISTA.
SUPER: “LORD ELGIN” AND “EX-
CLUSIVE HORIZON STYLING.”

CUT TO ARCHIE AND GALS. GAL
IN BATHING SUIT CUDDLING UP TO
ARCHIE.

ARCHIE REACHES INTO SACK,
PULLS UP A LORD ELGIN.

7

AUDIO

ARCHIE: Duffy, you call later.

Thanks, Duffy.

GAL #1: Santa, I want a new Elgin Watch
Personality -Styled just for me.

ARCHIE: Yeah, yeah.. .. well,

for you. ..

ARCHIE (VOICE OVER): ... this here
diamond-set Lady Elgin. So petite, it
passes the wedding ring test.

GAL #2: My boyfriend wants Elgin’s ex-
clusive new “Horizon styling.”

He just 1-o-v-e~-s that wrap-around
crystal.

ARCHIE: For him . ..

ARCHIE (VOICE OVER): ... Okay, for
him here’s an extreme-ingly handsome
Lord Elgin. Big, picture-window crystal.

GAL #3: My boyfriend wants a water -proof
Elgin.

ARCHIE: Waterproof --- Okay here we
are ...




13.

14,

15.

16.

17.

18,

19.

VIDEO

CUT TO CU LORD ELGIN MARLIN
(9902) SUPERS:

“SELF-WINDING WATERPROOF

“WHEN CROWN, CRYSTAL AND CASE
ARE INTACT.”

GAL TAKES WATCH, POISES ON BACK
OF PLATFORM, DIVES OFF. SUPER
THE WORD: “SPLASH”

ARCHIE OBSERVES THIS, SHRUGS
HIS SHOULDERS PHILOSOPHICALLY

ARCHIE INDICATES ALL THE GALS,
SPEAKING DIRECTLY TO CAMERA.
HE HOLDS UP OPEN ELGIN GIFT
BOX WITH WORD “ELGIN” IN IT,
AND THE LADY ELGIN VALERA.

CUT TO CU OPEN GIFT BOX AND
LADY ELGIN VALERA SUPER ON
WORDS: “FROM $33.75.”

GALS REACT WITH DELIGHT,
SWARM ALL OVER ARCHIE, KISSING
AND HUGGING HIM. PHONE RINGS.
HE PICKS IT UP.

CUT TO ARCHIE’S FACE AS HE
COVERS PHONE. WHISKERS AWRY,
LIPSTICK ALL OVER HIM, CAP
KNOCKED TO ONE SIDE, AS MORE
GALS ARE TRYING TO GRAB AT HIM.
HE WINKS AT CAMERA.

AUDIO

ARCHIE (VOICE OVER): . .. this here
Lord Elgin . . . waterproof, shock-resis-
tant and self-winding.

GAL #3: I'll take it!
SPLASH

ARCHIE: Well ...

. . whatever they’re like . . .

. . . there’s an Elgin they’ll like for
Christmas.

PHONE RINGS:

Hello. Duffy? Okay. With 23 jewels.

ARCHIE (TO US): Folks, see ’em at
Elgin jewelers everywhere.

ELGIN BILLBOARD FOR CHRISTMAS - CLOSING BILLBOARD

VIDEO

. LARGE “ELGIN” LOGO IN STARRY

SKY. BELOW IT, THE WORLD HORI-
ZON.

SAME SCENE. BUT REPLACE THE
WORD “ELGIN” WITH CU OF LORD
ELGIN VISTA #7512.

SAME SCENE. BUT REPLACE CU OF
LORD ELGIN VISTA WITH CU OF AN
OPEN LORD ELGIN BOX. INIT,
ONLY THE WORD “ELGIN” IS SEEN,
AND THE LORD ELGIN VISTA WATCH.
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AUDIO

ANNCR (VOICE OVER):

Elgin . . . the most beautiful watches since
time began . . .

. . with exclusive new “Horizon styling.”
Remember, whatever they’re like there’s
an...

. . . Elgin they’ll like for Christmas!

Courtesy Elgin National Watch Company
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Cowcatcher and Hitchhiker. Prior to the actual start of a scheduled pro-
gram, but after the station break and in the time segment of the program, a
commercial announcement may be inserted. This is the “cowcatcher.” When
such an announcement is inserted following a program, but prior to the station
break, it is called a “hitchhiker.” These usually are short announcements, but
they may vary from 5 seconds to more than a minute. The cowcatcher and
hitchhiker usually advertise other products of the sponsor of the program.

Co-op announcements. These are the commercials of several sponsors
who have purchased a particular network show. They differ from participat-
ing announcements in that the co-op sponsors are in different cities, and in-
stead of their announcements being consecutively on the same show, they are
given simultaneously. The network leaves fixed commercial time in the pro-
gram for the local station to fill in with the message from the co-op sponsor in
that locality.

Commercial Formats

There are six major format types for commercials: straight sell, educa-
tional, testimonial, humorous, musical, and dramatization. Any single com-
mercial may consist of a combination of two or more of these techniques.

Straight Sell. This should be a clear, simple statement about the prod-
uct. Be careful about involving the announcer or station too closely with the
product. Do not say “our product” or “my store.” Only if a personality is pre-
senting the commercial, the combination of testimonial and straight sell tech-
niques may permit such personal involvement.

The following 20-second and one-minute films illustrate two different
straight sell forms for the same product.

VIDEO AUDIO

1. CLOSEUP OF TUBE OF STRIPE ANNOUNCER: (OFF SCREEN)
BEING SQUEEZED OUT ON BRUSH.
New! Stripe toothpaste! The pink stripe
tells you it's Stripe, the only toothpaste.

2. SUPER TITLE: “HEXACHLORO- with Hexachlorophene !
PHENE” AND ZOOM IT UP FROM
THE TOOTHPASTE TO UPPER
FRAME.

3. DISSOLVE TO GERMS TITLED “BAD That’s why Stripe kills bad breath and
BREATH” AND “DECAY GERMS IN decay germs . . .
YOUR MOUTH” AND X OUT WITH
STRIPE TOOTH PASTE TUBE STILL
SHOWING.

4. STRIPE SQUEEZED OUT IN “X” OVER  Better than any leading toothpaste . . .
TUBE LABELED ORDINARY “TOOTH-
PASTE.” “X” OUT TUBE AND LET-
TERING.



VIDEO

5. STRIPE SQUEEZED OUT IN “X”
OVER BOTTLE LABELED “MOUTH-
WASH.”

6. STRIPE SQUEEZED OUT IN ¢X*
OVER ORDINARY TOOTHPASTE AND
MOUTHWASH.

7. DISSOLVE TO BOY & GIRL KISSING.

8. DOLLY IN WITH HEART OF STRIPE
TOOTHPASTE AROUND MOUTH (AS
IN PRINT AD)

9. POP ON CARTON UNDERNEATH
HEART. TITLE: LEVER BROTHERS
COMPANY.

ANNCR WALKING FROM OFF LEFT TO
CENTER SCREEN. MCU STANDING BE-
HIND DESK CHAIR.

HE PICKS UP PACKAGE

ANNCR MOVES AROUND DESK, PACKAGE
IN HAND. SITS DOWN ON DESK.

CUT TO CU OF STRIPE BEING SQUEEZED
ON BRUSH. c

CUT BACK TO ANNCR, WHO GETS UP
FROM DESK AND MOVES INTO ECU,
HOLDING PACKAGE UNDER FACE.

AUDIO

or mouthwash . . .

or both!

For a breath that’s

close-up clean, get

Stripe with Hexachlorophene.

SHIPLEY (TO CAMERA)

I want to talk to you about toothpaste and
your family’s teeth. Now to start with tooth
decay is caused by germs - just as an in-
fection is caused by germs.

So the thing to do is to kill those germs be-
fore they can attack the teeth . . . and
Stripe contains the most effective killer

of decay germs ever put in a toothpaste.
Let me repeat that - it’s important:

Stripe contains the most effective killer of
decay germs ever put in a toothpaste.
What’s more Stripe’s germ -fighting action
stays in the mouth for hours. That makes
it especially helpful to children, what with
all the candy and soft drinks they go thru.
Decay germs, of course, thrive on sweets.
But here’s another thing . . . Children brush
longer and more often, as dentists recom-
mend, because Stripe looks good and tastes
good too.

So, mother, here’s the easy way to get
your family to fight tooth decay germs by
brushing more often every day - give
them Stripe toothpaste.

Courtesy of Lever Brothers Company

The straight sell may hit hard, but not over the head and not so hard
that it may antagonize the potential customer. The straight sell is straightfor-
ward, and although the statement about the product is basically simple and
clear, the writing technique usually stresses a “gimmick,” usually emphasizes
something special about the product, real or implied, that makes it different
or extra or better than the competing product. A slogan frequently character-
izes this special attribute. The following is a good example of the straight sell
with a gimmick.
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ANNOUNCER:

When you go to pick out a filter cigarette, you naturally look for a pure, white modern fil-
ter — like Winston’s. But is that all you want? Of course not! You want flavor, too — and
for that, it’s what’s up [ront that counts — up there in the tobacco end of your cigarette.

If it hasn’t got it up there — it hasn’t got it! But Winston has got it — because a fine filter
is just the beginning of a Winston. Winston has Filter-Blend up front. Filter-Blend is an
exclusive idea, and it means bright, clear tobaccos specially processed for filter smoking.
So you see it’s what’s up front that makes Winston taste good — like a cigarette should!
And after all, if your cigarette doesn’t taste good, you’re missing the whole idea of smok-
ing! Give Winston a try, and you’ll find out why i’s America’s best-selling filter cigar-
ette. It’s what’s up front that counts.

Courtesy of R. J. Reynolds Tobacco Company.

Educational. The educational commercial usually uses logical appeals
and gives rational reasons, not emotional ones, why the product should be
purchased. The educational commercial may sometimes reflect institutional
rather than product advertising. Institutional advertising attempts to gain good
will for the individual organization or industry rather than sell anything spe-
cific. There are various kinds of educational commercials, from those which
may simply present a single logical appeal in a 10- or 20-second spot to the
following three-minute example. This commercial uses a semi-documentary
approach to combine institutional and product advertising.

"PURE FOOD AND DRUG ACT"

1. FADE IN - CLOSE UP ANIMATED TITLE
Stars moving in dark sky behind words -

Du Pont
Cavalcade
Theater
ANNOUNCER O.S8.

We will return to Cavalcade Theater right after
after tonight’s story of Du Pont Chemistry.

... FADE OUT

2. FADE IN - CLOSE UP GIRL
Wearing light colored coat -

GIRL
And I'd like a loaf of bread, please.
. .. VERTICAL WIPE TO

CLOSE UP MAN
Wearing hat - speaks

MAN
A box of aspirin, please.
. .. VERTICAL WIPE TO

CLOSE UP WOMAN IN CHECKERED DRESS
Holds lipstick in hand - extends it forward -
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G

2. (CONTINUED)

WOMAN
I'1l take this lipstick.
. . . DISSOLVES INTO
MED CLOSE SHOT INT. OFFICE
Commentator, John Kennedy, stands by
display of drugs & foods -

KENNEDY

These little scenes illustrate a very important

point. Today you buy foods, drugs or cosmetics -

and you never worry as to whether they’re safe
to use. You trust the manufacturers. You buy

with confidence.
. . . DISSOLVES INTO

MED CLOSE SHOT EXT. OLD GATE
Sign over gate reads

E. I. DU PONT DE NEMOURS & COMPANY
1802 EXPERIMENTAL STATION 1903

KENNEDY O.S.

But about fifty years ago the story was a lot

different.
. . . DISSOLVES INTO
MED SHOT CORNER IN DU PONT LABORATORY
AROUND 1906
Chemists working - man moves forward & picks
up bottle of liquid - looks intently at it -

KENNEDY O.S.

Science had really started to advance.

were made —
. . . DISSOLVES INTO
MED CLOSE SHOT INT. OFFICE
Kennedy standing by display of drugs & foods -
camera dollies as he moves to desk - points
to plaque on desk -

KENNEDY

Big steps

but with them came potential dangers. You see,
no effective controls existed to enforce safety
standards to protect the public health. So -

in Nineteen Six, the Food and Drug Act was

passed. This year marks its —

. LARGE CLOSE UP PLAQUE ON DESK

Kennedy’s hand at side points to plaque -
Lettering on plaque reads

FOOD, DRUG & COSMETIC LAWS
50th Anniversary
1906 - 1956
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A HALF CENTURY OF

PROGRESS
INDUSTRY
CONSUMERS A HEALTHY
GOVERNMENT NATION IS A
IN CO-OPERATION STRONG NATION
KENNEDY O.S.

Fiftieth Anniversary which is being celebrated
under the — sponsorship of the Association of
Food and Drug Officials of the United States.

CLOSE SHOT OF DESK
Kennedy sits on desk - holds up a book
of regulations - puts it down on desk -

KENNEDY

Today all reputable manufacturers abide by the
codes and regulations of federal and state
governments.

. . . DISSOLVES INTO

MED SHOT INT. DU PONT’S HASKELL LABORATORY
Camera pulls back to longer shot - chemists working
around long lab table b.g. - woman busy at a micro-
scope in f.g.

KENNEDY O.S.

- Companies like Du Pont have established re-
search and testing programs to make sure you
get top quality products that are safe to use.
This is Du Pont’s Haskell Laboratory, expecially
set up —

CLOSE HIGH SHOT OVER LAB TABLE
Chemist working with equipment -

KENNEDY O.S.

— to do work of this sort. Here are some ex-
amples:

. .. DISSOLVES INTO
CLOSE UP ON SLICED LOAF OF BREAD
Bill Hudson’s hands turn slices of bread
to show moldy spots.
KENNEDY O.S.
- Until about twenty years ago, it was a common
problem for bread to get moldy, become unfit
to eat in a short time.
CLOSE SHOT AT LAB TABLE
Bill Hudson scoops “Mycoban” from bag into

beaker - Word comes on superimposed over
scene -

“Mycoban®

77



6. (CONTINUED)

KENNEDY O.S8.

Du Pont was making a product that could success-
fully retard mold — “Mycoban® - calcium pro-
pionate. - But before producing it for human use,
Du Pont made many tests. One of them consisted —

. . . DISSOLVES INTO

CLOSE SHOT AT LAB TABLE
Chemist Bill Hudson Taste bread

KENNEDY O.S.
— of actual sampling by the researchers them-

selves — and in larger quantities than would
ever be used in a loaf of bread.

. CLOSE SHOT BY DESK

Kennedy sitting on edge of desk holding
loaf of bread, wrapped in cellophane -

KENNEDY

“Mycoban” proved so safe and effective that each —

. CLOSE UP LOAF OF BREAD

As Kennedy, partly in scene, lifts it -
KENNEDY O.S.

— year it’s used in over five billion loaves of
bread.

. .. DISSOLVES INTO

CLOSE UP WOMAN TECHNICIAN
Applies nylon patches to girls’ legs - girls
in line to b.g., exit past camera -

KENNEDY O.S.

- And when nylon was new, Du Pont’s Haskell
Laboratory supervised many tests. Eight thou-
sand volunteers wore test stockings or patches
of nylon to determine the possibility of any
irritation.

. . . DISSOLVES INTO

CLOSE SHOT INT. LABORATORY
Analytical chemist (woman) working with equip-
ment - camera pulls back as she moves forward -

KENNEDY O.S.

- In the laboratory insecticides and other agricul-
tural chemicals are studied to make certain that
harmful residues do not remain on food crops. This
special testing equipment was designed and built

by Du Pont to measure the presence of the residue —
in parts per million.
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8. (CONTINUED)
. . . DISSOLVES INTO

MED CLOSE SHOT IN OFFICE

Kennedy standing back of desk by window - holds
can of food - puts it on desk - Word come on
over scene -

“CYLAN"
KENNEDY

- Today, in special dietary foods, there’s another
product of chemical research - a non-caloric
sweetener called “Cylan” calcium cyclamate,
and you can be sure it’s safe to use because
scientists of industry worked closely with scien-
tists of the Food & Drug Administration in ex-
tensive research and testing programs.

9. CLOSE UP KENNEDY
Turns to side - camera pans away from him &
moves up close to Du Pont Oval on wall -
Slogan under oval -

Better things for better living
. . . through Chemistry

KENNEDY

- In many other ways, Du Pont takes every possi-
ble step to fulfill its obligation to the public.

That is why you can have complete con- (0.S.)
fidence in products that bear the Du Pont oval
trademark - your assurance of safe, high-quality
products - of - Better Things for Better Living —
through Chemistry.

ANNOUNCER 0.8.
- And now, back to Cavalcade Theater.
. . FADE OUT

1956 TV commercial script, reprinted with permission of E. I. du Pont de Nemours & Co.,
Wilmington, Delaware.

The Testimonial. The testimonial commercial is very effective when
properly used. When the testimonial is given by a celebrity — whose social
and economic status is likely to be quite a bit higher than that of the average
viewer — the emotional appeals of prestige, power and good taste are primary.
What simpler way to reach the status of the celebrity, if only in one respect,
than by using the same product he or she uses? The writer must make certain
that the script fits the personality of the person giving the endorsement.

The traditional celebrity testimonial has been replaced, in part, by the
testimonial from the ordinary housewife, worker and other man- or woman-
in-the-street with whom the viewer at home can more easily identify. By virtue
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of such identification, the viewer may more easily accept the existence of a
common problem set in a physical area of common experience, and may more
readily accept the solution adopted by the subject of the commercial — using
the sponsor’s product. The following is an example of this approach.

VIDEO

BOB BARKER ON SET.

FILM

1. (OPEN ON)
MEDIUM SHOT OF MRS. SCHAEFER
IN LAUNDRY AREA OF HOME. CLEAN
WHITE LAUNDRY AND WRAPPED
PACKAGE ON TABLE BESIDE HER.
SHE HAS HAND ON PACKAGE.

2. (CUT TO)
CLOSE SHOT OF MRS. SCHAEFER.
SUPER THROUGHOUT SCENE: “MRS.
EUGENIA SCHAEFER.”

3. (CUT TO)
MEDIUM SHOT OF MRS. SCHAEFER

4. (CUT TO)
CLOSE SHOT OF WHITE LAUNDRY
ON TABLE. MRS. SCHAEFER’S
HAND PARTLY RAISES ARTICLES
ON TOP.

5. (CUT TO)
MEDIUM SHOT OF MRS. SCHAEFER.

6. (CUT TO)
CLOSE SHOT OF WRAPPED PACKAGE

AS MRS. SCHAEFER TEARS SIDE OFF.

7. (CUT TO)
MEDIUM SHOT OF MRS. SCHAEFER

WITH UNWRAPPED CHEER PACKAGE.

AUDIO

BARKER: Is there anybody here who could
stand some help on washday? Well, listen
to Mrs. Eugenia Schaefer, of Milwaukee,
Wisconsin . . .

ANNOUNCER #1 (VO): See that package un-
der Mrs. Schaefer’s hand? It contains a
washday product she’s been testing for

three weeks, following regular directions,
but she does not know the product’s name . . .

MRS. SCHAEFER (0OC): It was just won-
derful. Everything was so much whiter
and brighter than it had been before.

Mostly, I would think, in the white clothes.
For instance, in a slip I can get comparisons.
I have left some of the things out and have
compared what has been washed with this
product, and they are many, many

(VO):
ANNOUNCER #2 (VO): Are you a little bit

shades whiter and brighter.

curious about what is in that box?
MRS. SCHAEFER (OC): Yes,Iam.

ANNOUNCER #2 (VO): Why don’t you open
it and find out?

MRS. SCHAEFER (OC): Now?
ANNOUNCER #2 (VO): Please.

MRS. SCHAEFER (VO): All right. Thank
you. Oh, it’s Cheer!

(OC): The new Blue Cheer! Well, this is
wonderful. It really is wonderful.

ANNOUNCER #1 (VO): You’ll say the same
when you see the deeper, fresher white you
get with Cheer.




VIDEO AUDIO

8. (CUT TO)
CLOSE SHOT OF UNWRAPPED CHEER Cheer, with exclusive Blue -Magic Whitener.
PACKAGE. Try it soon!

Courtesy of The Proctor & Gamble Company.

Another widely used form of the testimonial has the star or stars of a
dramatic program step out of character following a given episode and, as them-
selves, present a commercial for the product. Sometimes the statement may be
given by the star alone, in the manner of the traditional testimonial approach.
At other times dramatization is incorporated, as in the following “star com-
mercial” sequence between Jackie Cooper and Roscoe Karns of the “Hennesey”
program.

KARNS IS LINING UP KENT PACKS ON COOPER: What're you doing, Rocky ?
DESK. JACK WALKS IN,
Planning a naval engagement?

KARNS: (Intent on what he’s doing) Don’t
bother me, Jack. I’'m lining up my strategy
to get a friend to change to Kent.

COOPER: And what’s the problem ?

KARNS: Well — I'm afraid that right now
his taste buds are numb and dull. Now —
how many Kents should he smoke, before
his taste will clear up — g0 he’ll really
enjoy all the goodness of Kent’s quality
tobaccosg?

REACHES INTO DRAWER GETS CARTON. COOPER: Bring up the battleship, Rocky.
A carton of Kents will do it.

Courtesy of P. Lorillard Company.

Humor. Humor is extremely effective and may be presented in a num-
ber of ways, including live action, songs such as the well known Lucky Strike
commercials, and cartoons. The animated cartoon-type “Harry and Bert”
commercials on pages 62 and 63 and the part-live, realistic Jack Paar com-
mercial on pages 82 and 83 both illustrate the use of sophisticated humor.

Musical.  The singing commercial has been one of the favorite and most
effective advertising devices, particularly on radio. It might vary from the
jingle, such as the one made famous by Pepsi-Cola — and which made Pepsi-
Cola famous — to an entire song presented by a popular singer or singing group.
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ONE MINUTE JINGLE - TUNE: KERRY DANCERS

ANNOUNCER: Here are the 4 Lads and Mitch Miller!

Super Shell gives you extra power
Cause it’s loaded with toluene.
Super Shell gives you extra mileage
Try this great new gasoline!

Drive up to the Shell white pump and
Get the gas that’s making news

Fill your tank with Super Shell

Most powerful gas any car can use
Get more power with new Super Shell,
It’s the gasoline to choose.

Get more power with Super Shell

Get more mileage, come see what we mean
Drive to your dealer and fill the tank

Try this great new gasoline.

ANNOUNCER: Super Shell with TCP is the most powerful gasoline any car can use. See
your Shell Dealer.

Courtesy of Shell Oil Company.

Dramatizations. The dramatized commercial may be a 20-, 30-, or 60-
second announcement such as that of the “doctor” advising the patient to use
a certain patent medicine. If the commercial is a program announcement it
may be longer and may be able to utilize more than stereotyped characters.
The dramatized program announcement is especially effective when it can be
incorporated into the action of the show itself. In a play, particularly if it is a
situation comedy, the characters of the story can be put into a dramatic se-
quence which seems to be an extention of the plot line and in which they can
extol the virtues of the sponsor’s product. In the variety program the same
approach may be employed, except that actual personalities rather than fic-
tional characters are used. The dramatized commercial offers good oppor-
tunity for the presentation of a problem which can be solved by the utilization
of the product. Note how this is done in the following illustration.

ONE-MINUTE COMM'L_- 20-SEC. FILM: 40-SEC. LIVE

VIDEO AUDIO

1. MCU JACK PAAR JACK: Right now, you’re probably asking
yourself: “What do people drink?”

FILM (20-SECONDS)

2. ROLL FILM #138 - 20-seconds SOUND ON FILM
“PICKLE PACKER”
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LIVE (35 SECONDS)

3. DISSOLVE TO MCU OF DODY JACK (VOICE OVER): Here’s an alert
GOODMAN. looking woman. What is your occupation

and your favorite drink?
4. PULL BACK TO MS OF DODY BEHIND  DODY: I pack clams. All day Pm packing

A COUNTER OR TABLE. IN FRONT clams. I get exhausted after packing clams
OF HER ARE A STACK OF CLAMS all day, and I’'m ready for a quick, refresh-
AND SOME SMALL BOXES. SHE ing lift. That’s when I wrap my clammy
PACKS CLAMS INTO THE BOXES. hands around a chilled bottle of Seven-Up.
HIDDEN BELOW TABLE TOP IS AN (DRINKS)

OPENED BOTTLE OF SEVEN-UP
WHICH SHE WILL REVEAL ON CUE.

5. CUT TO MCU JACK WITH OPENED JACK: (POLITELY) Ladies and gentlemen.
BOTTLE OF SEVEN-UP. May I suggest that you wrap your pickle

packing, clammy hands around a chilled
bottle of Seven-Up. For a quick, refresh-
ing lift — Nothing does it like Seven-Up.
(DRINKS)

Courtesy of Seven-Up Bottling Company.

® Write a TV commercial for a soft drink, using the dramatization ap-
proach. Present a problem and show how the product solves that prob-
lem. Orient the commercial around a human, readlistic, sympathetic
family with whom the audience can or would wish to identify.

Physical Types of Commercials

In radio the commercial may be live or recorded. In television, however,
there are a number of approaches combining various potentials of the live and
filmed presentation. You may have already noted differences in type in the
examples presented earlier.

® As you examine the following commercials in relation to physical
type, format and length, try to analyze them in terms of the previously
discussed elements of good commercial writing.

Live, with realistic action, the talent in view and being heard.

60 SECONDS
VIDEO AUDIO

1. OPEN ON CU CULLEN CULLEN: One of the troublesome symptoms
of the Asian flu is the sore, aching muscles
that accompany it.

2. CUT TO ECU PILE OF TUBES OF Well, here’s a suggestion to help you through
DEEP HEAT RUB. (NOT IN VIEW: the aches of the flu — new Metholatum Deep
HE PICKS UP TUBE OF DEEP HEAT Heat Rub.

RUB, TAKES OFF CAP AND SQUEEZES
ABOUT AN INCH OUT ONTO HIS
WRIST)
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3. CUT BACK TO MS CULLEN MASSAG-
ING THE RUB INTO HIS WRIST.

4, DOLLY IN TO CU HIS WRIST.

5. DOLLY BACK TO MS CULLEN.

6. CUT TO SIDE VIEW CULLEN. HE
TURNS AND LOOKS INTO CAMERA.
(DOES NOT DEMONSTRATE AUDIO)

7. HE SMELLS TUBE, SMILES.

8. CUT TO ECU GLAMOR SHOT OF
PRODUCT.

Live, with voice-over narration.
photos, cards or other artwork.

Massage it into those agonized muscles
whenever and wherever you ache.

You'll notice that Mentholatum Deep Heat
Rub soaks right into your sgkin. Its major
active ingredients stimulate the blood into
soothing action.

Soon . . . a warm, pleasing glow is felt
right where you hurt. Deep Heat Rub makes
your sore muscles feel good again.

— Something else: because new Menthola-
tum Deep Heat Rub is greaseless and
stainless, you can massage with it in the
morning and still wear your finest clothing.

It's got a pleasing smell, too.

Buy a large economy size tube of new Men-
tholatum Deep Heat Rub today. Deep Heat
Rub’s available in both the United States
and Canada!

Courtesy of Mentholatum Company.

This may include pantomime, slides,

20 SECONDS

VIDEO

1. OPEN ON SLIDE #922
(EVERYBODY TALKING)

2. CUT TO SLIDE #923
(ABOUT SUPER SHELL)

3. CUT TO SLIDE #925
(FULL OCTANE EVERY)

4. CUT TO SLIDE #246
(SHELL BANJO SIGN)

AUDIO
ANNOUNCER:

Good news travels fast!

Super Shell is the most powerful gasoline
any car can use

It has the full octane you need for any
driving situation . . . And TCP additive in
Super Shell neutralizes harmful engine de -

posits . . . insures high octane.

See your Shell Dealer for Super Shell with
TCP.

Courtesy of Shell Oil Company.




1.

10.

11,

LIVE: ONE MINUTE

VIDEO

OPEN ON CU OF RECORD ALBUM
(SKETCHES BY SKITCH) IN WOMAN’S
HANDS. AS SHE LEANS BACK INTO
HUSBAND’S ARMS WE REVEAL IN
STYLIZED SECTION OF ULTRA-
MODERN LIVING ROOM. EVERY-
THING FREE FORM. YOUNG COUPLE
SITTING ON FLOOR LISTENING TO
MUSIC ON SYLVANIA HI FI (MODEL
#4801).

SUPER CU SKITCH HENDERSON OVER
ENTIRE SCENE LEADING ORCHES-
TRA.

. DOLLY INTO CU CONSOLE (MODEL

#4801). TAKE OUT SUPER OF
SKITCH.

CUT TO ECU RECORD CHANGER
AND DIAMOND STYLUS IN CONSOLE.
HAND IN POINTS THEM OUT.

PAN TO ECU RADIO ON CONSOLE.
HAND POINTS IT OUT.

PAN TO ECU TAPE RECORDER.
HAND LIFTS UP MIKE.

DISSOLVE TO CU HI-FI CONSOLE
(MODEL 4702) . . . THE ROOM DIVI-
DER SET. DOLLY AROUND TO -
SHOW ITS FASHION FINISH ON ALL
SIDES.

. DISSOLVE TO CU HI-FI PORTABLE

(MODEL 4501) HAND LIFTS IT UP TO
SHOW PORTABILITY. PORTABLE
RESTS ON STAND.

PAN TO MATCHING PORTABLE
TAPE RECORDER.

PULL BACK TO REVEAL COMPLETE
HIGH-FIDELITY AND TAPE RE-
CORDER LINE

“SYLVANIA® LOGO ZOOMS UP FULL
SCREEN.

AUDIO

MUSIC IN SOFTLY . . . FROM ALBUM
“SKETCHES BY SKITCH.”

SAME MUSIC SWEEPS UP DRAMATICALLY,
THEN HOLD UNDER.

ANNOUNCER:

It’s like hearing favorite recording stars
like Skitch Henderson in person — with
music from his new album — “Sketches by
Skitch.” You hear music as you’ve never
heard it before on . . . Sylvania High-

Fidelity!
MUSIC: UP... THEN UNDER

The newest, the finest in high-fidelity!
Magnificent custom consoles . . . a com-
plete home music center such as this
with . . .

MUSICAL PUNCTUATION

. . . 4-speed automatic record changer . . .
and diamond stylus!

MUSICAL PUNCTUATION

« « . rich toned AM-FM radio!

MUSICAL PUNCTUATION

. - . and special built-in two-speed tape
recorder!

MUSIC: UP. .. THEN UNDER

For something fresh in high-fidelity styl-
ing . . . this smart Sylvania phonograph
radio console! Fashioned finished on all
sides . . . it makes an attractive room
divider.

MUSIC: UP. .. THEN UNDER

Sylvania goes portable, too . . . with light-
weight high-fidelity radio-phonographs . . .

. . . and portable tape recorders!

MUSIC: SWEEPS UP ... DRAMATICALLY

Hear your favorite symphonies, popular
songs and recording artists . . .

. . . on Sylvania High-Fidelity . . . the
finest in high-fidelity sound!

MUSIC: UP STRONG AND OUT

Courtesy of Sylvania Electric Products, Inc.




10.
11.

86

Film, with realistic action.

Writing for TV and Radio

FILM: _ONE MINUTE

VIDEOC

. OPEN ON MS SUZANNE STORRS

WALKING TO SMALL TABLE IN SEC-
TION OF MODERN LIVING ROOM.

ON TABLE ARE ONE CARTON EACH
OF COOL-LIGHT AND BUG-LITE.
SUZANNE IS DRESSED IN A PRETTY
SUMMER COTTON. ESTABLISH
THEN DOLLY IN.

SUZANNE PICKS UP CARTONS, ONE
IN EACH HAND.

. CUT TO ECU COOL-LIGHT CARTON

IN SUZANNE’S HAND.

. PAN TO BUG-LITE CARTON IN

SUZANNE’S OTHER HAND.

. CUT BACK TO MS SUZANNE. SHE

REPLACES CARTONS ON TABLE.
PAN WITH HER TO LAMP TABLE BY
CHAIR. SHE GESTURES AS SHE
WALKS.

. SUZANNE SWITCHES ON TABLE

LAMP, GESTURES TO ROOM

. DISSOLVE TO MS. SUZANNE ENTERS

THROUGH DOOR TO MODERN, AT-
TRACTIVE PATIO, WHICH IS LIGHTED
BY MOONLIGHT AND HOUSE LIGHTS.
SUZANNE SWITCHES ON PATIO
LIGHTS.

. DISSOLVE TO MCU SYLVANIA DIS-

PLAY: COOL-LITE AND BUG-LITE
BINS.

DOLLY IN FOR ECU COOL-LITE
BIN.
PAN TO BUG-LITE BIN.

DISSOLVE TO ECU OF TWO 4-PACKS
(COOL LIGHT & BUG LIGHT)

AUDIO
SUZANNE: (SMILING)

We’re all ready for summer at our home . . .

with these wonderful new Sylvania light-
bulbs . . .

beautiful aqua-tinted Cool -Light for
indoors . . .

and soft yellow-tinted Bug-lite for outdoors.

Indoors, this marvelous new Cool-Light
makes everything seem fresher . ..
cooler!

Look what it does for my living room. The
soft aqua tint brings out all the cool

colors . . . makes the whole room look
fresh ... airy ... so much cooler!

Gut here . . . Sylvania’s new Bug-lite keeps
our patio practically bug-free! The

yellow -tinted light of Bug-lite doesn’t at-
tract insects like ordinary light. We can
enjoy all the light we need out here -
without attracting all the bugs in the
neighborhood!

Look for these Sylvania serve-yourself
displays in your favorite store . . . along
with all the wonderful other Sylvania
household lightbulbs . . .

Cool-lite for indoors . . .

Bug-lite for outdoors . . .

They’ll make your whole summer seem
cooler . . . and happier!

Courtesy of Sylvania Electric Products, Inc.
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Silent film, voice-over.

® As you examine the following commercial, study its use of emotional

appeals.
VIDEO AUDIO

1. Open on MLS of couple getting out of 1. SALEM THEME UP, THEN UNDER
row boat onto island. As couple walk ANNOUNCER: If you had your choice ...
over rocks on island, camera dollies where would you spend today? On an
back to ELS of couple and island. island in a wind-freshened bay? Well,
Camera then pans slowly to bay of let me tell you about a cigarette whose
water, screen left. taste is as refreshing as that breeze

2. Salem pack zooms up from b.g. to 2. across the bay . .. Salem
screen left. Titles; MENTHOL Menthol fresh
FRESH, RICH TOBACCO TASTE, and Rich tobacco taste
MODERN FILTER, TOO come on Modern filter, too
screen next to pack in sync with audio.

3. Dissolve to MCU two-shot of couple. 3. That’s Salem, the cigarette that brought
Girl in f.g. taking puff from cigarette. something new to smoking . . . the
Man in b.g. lights cigarette, then cigarette that refreshes your taste.
takes puff. When you smoke a Salem, you enjoy

good rich
4, Cut to MCU of girl. Bay in b. g. 4. tobacco taste, but with a surprise
softness . . . a refreshing

5. Cut to MLS of couple seated on rocks. 5. quality that brings new ease and com-
Man takes girl’s hand to help her up fort to smoking.
from rock. As couple walk across
screen, and out of frame, Salem pack Through Salem’s pure-white filter flows
zooms up from sky b.g. Title: NEW the freshest taste in cigarettes. Smoke
IDEA IN SMOKING comes on below refreshed. Try Salem ... a new idea
pack in sync with audio. in smoking.

Courtesy of R. J. Reynolds Tobacco Company.

Other Formats. In addition, there is film with non-realistic action, such
as animation; puppets, live or on film; electronic and mechanical effects as the
major components of the commercial; and combinations of two or more tech-
niques, as you may have noted in the use of live action plus film in some of
the commercials presented earlier. The following commercial is a good exam-
ple of the frequently used insertion of film with live action.

LIVE AND FILM CLIP, 2 MINUTES

VIDEO AUDIO

1. OPENON ED AND JULIA IN COMMER- SULLIVAN:
CIAL AREA. BESIDE THEM ON
STAND IS STAR-FLEX OUTFIT. With Christmas so close, I'll bet you feel
the way Julia and I do: time is really
racing along. Isn’t that right, Julia?

MEADE:

Sure is, Ed.



10.

11,

VIDEO

DOLLY IN TOWARD OUTFIT.

CUT TO CU OUTFIT AS HER HAND
PUTS “OPEN ME FIRST” TAG ON
TOP OF IT.

DISSOLVE TO FILM CLIP #14.
CAMERA IN WOMAN’S HANDS, SEE
FROM REAR. IT IS AIMED AT
CHILD OPENING PRESENT IN LIGHT
FROM CHRISTMAS TREE.

FILM: WOMAN’S HAND PUSHES
BUTTON AND TAKES PICTURE OF
CHILD WITH TEDDY BEAR

FILM: FAST DISSOLVE TO ECU
SNAPSHOT SHE TOOK.

FILM: DISSOLVE TO MCU. BOY
HUGS TEDDY BEAR.

FILM: DISSOLVE TO SNAPSHOT SHE
TOOK.

. WIPE TO JULIA BESIDE OUTFIT.

. CUT TO CU AS JULIA’S HAND

POINTS TO ITEMS IN SYNC.

CUT BACK TO JULIA BESIDE OUT-
FIT AS SHE LIFTS OUT CAMERA AND
LOOKS IN VIEW-FINDER. SHE
POINTS TO VIEW-FINDER ON CUE,
“RIGHT IN THERE”

CUT TO CU AS SHE REPLACES
CAMERA IN OR NEAR OUTFIT.
SUPER $16.50.

DISSOLVE TO DISPLAY. JULIA
WALKS IN.

SHE TURNS AND FACES CAMERA

CUT TO AUDIENCE & SUPER
SYMBOL.

AUDIO
SULLIVAN:

But tonight, Julia Meade is going to show
you how to slow it down — in fact, how to
stop time completely.

MEADE:

It's easy Ed. Just give someone a Kodak
camera outfit . . .

. . . with this tag that says: “Open Me
First.” And then watch what will happen
on Christmas morning.

MEADE: (LVO)

Some lucky family will really stop old
father time because their pictures will
save all the happiness of Christmas for
keeps . . .

. . . save those “look what I got® smiles . . .

. . . that light up the house like a hundred
Christmas candies . . .

. . . save those hugs that could almost
break a teddy bear in two . . .

There! Look at that!

Yes, a Kodak camera outfit saves-it all even
while the other presents are being unwrapped.
You can take pictures indoors or out, first
thing Christmas morning.

. . . because it’s complete with camera . . .
flashholder . . . bulbs . . . batteries . . . and
film. Now this outfit . . .

. . is ideal for Mother, because this Star-
flex camera lets her see her picture big
and clear before she shoots . . . right in
there. What’s more, she can take three
kinds of pictures: black-and-white snap-
shots, color snapshots, and even color
slides.

The Starflex outfit costs only 16.50 . . . and
there are many other camera outfits . . .

. ranging in price from 9.95 up. So you
go see your Kodak dealer. You don’t have
to wander around looking for gift ideas
because . . .

. . . almost everyone will want a modern
Kodak camera . . . the gift that says: “Open
Me First.”

APPLAUSE.

Courtesy of Television Department, Eastman Kodak Company.
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FOR APPLICATION AND REVIEW

1. Review this chapter to clarify the several steps a writer should
take in preparing the commercial announcement. Choose a
product, a program and a station. Then develop the commer-
cial, step by step, according to the following points: audience
analysis; determination of emotional and logical appeals; famil-
iarization with the product and outlining of the commercial ac-
cording to the five steps of persuasion: attention, interest,
impression of a problem, solving of the problem, getting action.
If you have understood the analyses as you went through the
chapter and carefully studied the sample scripts, writing the
basic commercial announcement should be that much easier.

2. Write a television and a radio 1D for your local station. Write
a 30-second public service announcement for your local station.

3. Analyze the specific emotional appeals used in several television
commercials. Write television and radio commercials in terms
of the analysis of the audience of your locality, using the fol-
lowing emotional appeals (one or more of which may be used
in each commercial) : prestige, power, good taste, self-preserva-
tion.

4. Study television and radio commercials until you are certain
you can identify each of the following approaches: straight sell;
educational; testimonial; humorous; musical; dramatization.
Write short television and radio commercials which illustrate
each of the above.

5. Write a commercial for each of the following television physical
types: live, realistic action, talent in view; live, voice-over nar-
ration; film, realistic action; silent film, voice-over; a combina-
tion of live action and film.

NOTES TO CHAPTER 3
! Television Factbook, Number 32 (Spring-Summer, 1961) p. 26.

REFERENCE BOOKS ON TELEVISION COMMERCIALS (see next page)
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REFERENCE BOOKS ON TELEVISION COMMERCIALS

The writing of effective commercials (which must sell a product, service or idea) is
a technique requiring considerable “know-how” and much practice. This chapter
has covered the fundamentals, but the writer is advised to consult books such as the
following for more information on this subject.

A. William ]§luem, John F. Cox and Gene McPherson, Television in the Public
Interest: Planning, Production, Performance (New York: Hastings House, 1961).
Includes an extensive section on public service scriptwriting techniques with
numerous sample scripts of announcements, together with production methods for
local stations.

Harry Wayne McMahan, The Television Commercial: How to Create and Produce
Effective TV Advertising (New York: Hastings House, Revised Edition, 1957). A
standard work on the subject. Includes cartoon, stop motion, photo animation and
other techniques as well as the singing jingle, station break spots, sound effects and
how to evaluate the finished TV commercial script.



NEWS AND SPORTS

NEWS

ANY HAPPENING that is real that may have an interest for people
is news. The television and radio reporter has a limitless field. Anything from
a cat up a tree to the outbreak of a war may be worthy of transmission to the
mass media audience. The gathering of news, however, is not our primary
concern here. The writing of news broadcasts is.

Sources of News

Two major agencies, the Associated Press and United Press International,
which serve as news sources for the newspapers, also service television and
radio stations. The same information given to newspapers is made available for
broadcasting. For broadcast purposes, however, the style of writing of the
news should be changed so that the stories become shorter and more pointed,
oriented toward the needs of television and radio transmission. In television,
in addition, the news stories are not used alone, but are coordinated with
visual elements such as films, slides, photographs and wirephotos. A number
of organizations provide special news material, particularly pictorial matter,
for television. Special newsreel and photo companies operate in almost every
city containing a major television station. The larger networks have their own
news gathering and reporting organizations. The Columbia Broadcasting Sys-
tem, for example, operates a most effective newsfilm division which supplies
material to various stations throughout the country.

All television and radio stations of any consequence, even small local
stations, subscribe to at least one wire service. The independent station also
may use more immediate sources for local news, such as telephoned reports
from city agencies or even private citizens, special information from the local
newspapers, word of mouth communications, and sometimes special reporters
of their own. The local news story must be written from scratch and, for tele-
vision, written to fit in with the available visual material.

In the large network station, the news usually is prepared by writers in a
special news department. Most small stations do not have separate news de-
partments, so news broadcasts are prepared by available personnel. The con-

N
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tinuity department, if there is one, will prepare the special local reports.
Generally, the job will fall to the program director or to the individual an-
nouncer. The news received through teletype, as well as from other sources, is
edited in the large station by the producer or director of the news program or
by the individual commentator. The commentator on the small station does
this job. The announcer has to make certain that the news reports he reads
fit his personality, vocabulary and, often, station policy. More important, he
must make certain that the amount of news he has prepared fits the time limit
of his show and that the organization of the material adheres to the format
of his program. A writer preparing news for a particular program and for a
particular announcer will edit it so that it conforms to the above requirements
as the specific case demands.

In some instances the writer may do little more than prepare the transi-
tional continuity for a particular program, leaving out the news content it-
self. It is then up to the individual commentator to edit the news to fit his own
announcing abilities, his personality, and his program approach. In many cases
the writer prepares only the opening and closing for a program, the broad-
caster or his special writer filling in the news portions with wire service reports
and material of his own design. An example of this kind of approach was the
Edward R. Murrow news show. Here is the prepared format for one of his 15-
minute news broadcasts.

EDWARD R. MURROW - FORMAT

BRYAN: The FORD ROAD SHOW presents EDWARD R. MURROW with the news . . . This
is George Bryan speaking for Ford, whose new Interceptor V-8 engine brings
you gas-saving Precision Fuel Induction.

(One minute commercial) — Now, Edward R. Murrow.

MURROW: (11 minutes of news) . . . .. I'll be back in a moment with the word for today.
Now, a word from George Bryan.

BRYAN: (1-minute 30-second commercial) Now here is Mr. Murrow with his word for
the day.

MURROW: Word for the day.

BRYAN: The FORD ROAD SHOW has presented Edward R. Murrow with the news. This
is George Bryan speaking for Ford, whose new Interceptor V-8 engine brings
you gas-saving Precision Fuel Induction. Listen through the week for the
other FORD ROAD SHOWS with Bing Crosby, Rosemary Clooney, Arthur God-
frey, and the morning World News Rouudup.

CBS Radio Broadcast.

Styles of Writing

The writer of the news broadcast should remember that, first of all, he is
a reporter and has as his primary duty the conveying of the news. The tradi-
tional “5 W’s” of news reporting must apply. In the condensed space of a few
sentences, comparable to the lead paragraph of the newspaper story, the tele-
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vision or radio report must contain information as to What, Where, When,
Who, and, if possible, Why. In addition, the television and radio news writer
must include as many of the details as possible within the limited time devoted
to the story. The key word is condensation.

The writer must be aware of the organization of the broadcast so that he
can provide the proper transitions, which should be clear and smooth between
each story. The writer should indicate to the audience the different divisions of
the broadcast. For example, note the introduction: “Now here is Mr. Murrow
with his word for the day,” in the format on page 92. Similar divisions might
be: “And now the local news,” or “Now, the feature story for the day,” or
“Now, the editor’s notebook.”

The writer must be aware of the content approach, whether it is straight
news, analysis or personal opinion, so that he will not confuse editorializing
with news. It is wise not to try to fool the audience, at least not too often,
although some of our most popular commentators have been doing so for
years. Distortion of stories or the presentation of only one side of the picture
can change a news story into an opinion comment. Incomplete statements and
the excessive use of color words can do the same thing. It is wise to avoid un-
necessary sensationalism, unless the purpose of the particular broadcast or the
policy of the station leaves the writer no choice. Remember that the newscaster
is coming into the home as a guest, and is generally accepted as a personal
visitor. His approach should be informal, friendly and — hopefully — honest.
The NAB Codes provide some criteria for the treatment of news.

Inasmuch as the announcer tries to establish an informal and friendly
relationship with the audience, it is wise not to use antagonizing or shocking
stories, at least not in the very beginning of the broadcast. Consider the time
of the day the broadcast is being presented — whether the audience is at the
dinner table, seated comfortably in the living room, or rushing madly to get to
work on time. The writer should think of the news as dramatic action. The
story with an obvious conflict (the cold war, the gang fight, the divorce case,
the baseball pennant race) is a good one. Because action is important, write
the stories with verbs. The immediacy of television and radio, as opposed to
the relatively greater time lapse between the occurrence and reporting of the
incident in journalism, permits the use of the present tense in stories about
events which happened within a few hours preceding the newscast. The tele-
vision and radio writer should be cautioned about the use of questions as
opposed to direct statements as the opening element of a story. Although the
rhetorical question is an excellent attention-getting device in speech making,
the nature of objective broadcasting makes its use in radio and television
dubious. Rather than beginning with a question such as: “What will happen
to the Mars space capsule . . .?,” it is more dramatic to say: “The question in
all the capitals of the world tonight is: What will happen to the Mars space
capsule?” Negative approaches to the news should be avoided. It is better to
give whatever details are available without comment than to say: “This is an
incomplete story, but . . .”
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The writer should begin the news story with precise, clear information.
The opening sentence should be, if possible, a summary of the story as a
whole. Be wary of including too many details. Remember that the audience
hears the news only once and, unlike the newspaper reader, cannot go back
to clarify any points in the story. The audience must grasp the entire story the
first time it hears it. The writing, therefore, must be simple and understandable
and, without talking down to the audience, colloquial in form. This does not
imply the use of slang or illiterate expressions, but suggests informality and
understandability. Repetition must be avoided, and abstract expressions and
words with double meanings should not be used. The information should be
accurate and there should be no possibility of a misunderstanding of any news
item. Make certain that the terminology used is accurate. For example, don’t
refer to a figure in a story as a “car thief” if the person has not been convicted
and is, in actuality, an “alleged car thief.”

The writer must help the announcer to convey numbers accurately and to
pronounce words correctly. The writer should not put long numbers in figures,
but should write them out in words. It is sometimes helpful to place the numer-
ical figures in parentheses. The writer should avoid using long, difficult words
or tongue-twisters. After foreign words and difficult names the writer should
place in parentheses a simplified sound spelling of the word. Note the follow-
ing newswire excerpts.

TONIGHT—AT 7 P-M (E-D-T)—PRESIDENT KENNEDY WILL REPORT TO THE NA-
TION BY RADIO AND TV ON HIS CONFERENCES WITH PRESIDENT DE GAULLE (DUG-
OHL’) OF FRANCE, PREMIER KHRUSHCHEV OF RUSSIA AND PRIME MINISTER MAC -
MILLAN OF BRITAIN.

CONGRESSIONAL REACTION TO THE PRESIDENT’S TALKS ABROAD IS DIVIDED
BETWEEN HOPE AND SKEPTICISM. SENATE DEMOCRATIC LEADER MIKE MANSFIELD
VOICES HIS BELIEF THAT THE CONFERENCES WERE “WELL WORTH WHILE.”

DEMOCRAT JOHN SPARKMAN OF ALABAMA: “I THINK THE PRESIDENT AND
KHRUSHCHEV HAD A PROFITABLE EXCHANGE . . . I HOPE THE PRESIDENT IS ABLE
TO TELL US SOMETHING ABOUT LAOS (LAH-OHS’) AND BERLIN.”

SOVIET PREMIER KHRUSHCHEV DANCED THE CHA-CHA IN MOSCOW LAST
NIGHT WITH INDONESIA’S PRESIDENT SUKARNO (SOO -KAHR’-NOH). THE OCCASION
WAS A PARTY ON SUKARNO’S 60TH BIRTHDAY. THE 2 LEFT MOSCOW THIS MORNING
FOR LENINGRAD ON A SIGHTSEEING TRIP.

(PARIS) —PRIME MINISTER DAVID BEN-GURION (BEN-GOO’ -REE -UN) OF ISRAEL
AND HIS FOREIGN MINISTER, MRS. GOLDA MEIR, LUNCHED TODAY WITH PRESIDENT
DE GAULLE (DUG-OHL’) AT ELYSEE (ELL-EE-SAY’) PALACE. BEN-GURION ARRIVED
IN PARIS YESTERDAY FROM LONDON FOR A 3-DAY OFFICIAL VISIT.

PRIME MINISTER JOHN DIEFENBAKER (DEEF-EN-BAYK’-ER) OF CANADA IS
EXPECTED TO TAKE ISSUE WITH THE U-S TODAY FOR BLOCKING SHIPMENT OF
TANKER OF SOME CANADIAN GRAIN SOLD TO RED CHINA. DIEFENBAKER IS SAID
TO BE READY TO TELL PARLIAMENT ABOUT CHARGES THE U-S TREASURY HAS RE -
FUSED TO LET AN ILLINOIS COMPANY SUPPLY PORTABLE EQUIPMENT NEEDED TO
UNLOAD TANKERS IN COMMUNIST CHINESE PORTS. THE EQUIPMENT REPORTEDLY
IS MADE ONLY IN THE U-S.



AMBASSADOR ADLAI STEVENSON IS IN BUENOS AIRES FOR A 2-DAY VISIT AS
PART OF HIS CURRENT LATIN-AMERICAN TOUR AS SPECIAL ENVOY FOR PRESIDENT
KENNEDY. STEVENSON FLEW TO THE ARGENTINE CAPITAL LAST NIGHT FROM
CARACAS (KAH-RAH’ -KAHS), VENEZUELA. HE IS SCHEDULED TO MEET WITH PRESI-
DENT FRONDIZI (FROHN-DEE’ -SEE) THIS AFTERNOON AFTER A MORNING CALL ON
THE ARGENTINE FOREIGN MINISTER.

(DOMINICAN)

DOMINICAN REPUBLIC AUTHORITIES ARE CONTINUING A SEARCH FOR THE 3
REMAINING MEMBERS OF THE BAND ACCUSED IN THE ASSASSINATION OF DICTATOR
TRUJILLO (TROO-HEE’-YOH). AND THEY SAY CAPTURE IS IMMINENT.

A JEWISH WRITER WHO SPENT 2 YEARS IN THE INFAMOUS AUSCHWITZ
(OW’-SCHVITZ) CONCENTRATION CAMP FAINTED IN THE WITNESS CHAIR TODAY
WHILE TESTIFYING AGAINST ADOLF EICHMANN AT EICHMANN’'S TRIAL FOR THE
MASS MURDER OF JEWS DURING WORLD WAR 2. THE WITNESS—YECHIEL DI-NOOR—
IS THE AUTHOR OF “ THE HOUSE OF DOLLS,” AN ACCOUNT OF LIFE IN THE AUSCH-
WITZ DEATH FACTORY.

AT AYER, MASSACHUSETTS, A FIRE DESTROYED 2 INDUSTRIAL PLANTS AND 10
DWELLINGS AT AN ESTIMATED LOSS OF 6 (M) MILLION DOLLARS.

Associated Press Broadcast Wire.

Types of Broadcasts

There are several types of television and radio news broadcasts. The
most common is the straight news presentation, which may be seen or heard
usually in 5- or 15-minute segments, presenting the news without editorial
comment. There are also commentator-personalities who present news analyses
and/or personal opinions on the news. In recent years news analysis in depth,
stressing feature stories and dramatic aspects of the news, has become more
common. Networks and stations frequently have “specials” which probe the
news. Many of these programs utilize serious research and present their find-
ings in documentary or semi-documentary form. Edward R. Murrow and Fred
W. Friendly were among the pioneers in this field with the “Hear It Now” and
“See It Now” series. Other news program types include the press conference,
the panel and the interview. We will not discuss these types here, but will
examine them in the chapter dealing with “talks” programs.

In addition to the general news program types, there may be programs
devoted to specific topics, such as the international scene, the financial reports,
garden news, women’s news, educational or campus news and so forth. The
approaches within these categories may vary, of course, such as stressing the
public service aspect or the human interest elements.

Most news programs originate in the studio, live. Some, particularly the
feature story and documentary types, are often recorded or filmed. There are
also multiple news pickups from various studios, involving reporters closer to
the scenes of the events. The networks frequently present news roundups,
either from various parts of the country or, in radio, from various parts of the
world. There are also frequent — though, perhaps, not frequent enough —
on-the-spot news broadcasts which show or narrate the event actually taking
place. This latter news program type suggests one of the most important con-
tributions television can make; it deserves fuller exploitation.
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Organization of the News Program

There are specific kinds of news programs, as indicated above, including
those emphasizing a special topic or a special approach. In the straight news
program the writer should look for a clear and logical organization, no matter
what the topic.or approach. One such organization is for the placement of
stories to follow a topical order; that is, the grouping of similar stories into
sections, although the order of the sections themselves may be an arbitrary one.
A geographical grouping and order is another organizational form. For exam-
ple, the news coverage may move from North America to Europe to Asia to
South America to Africa to the rest of the world. Another frequently used
grouping organizes the material into international, national and local news
categories. The order of presentation often moves, within these categories,
from the largest (international) to the smallest (local). Probably the most
common approach is to place the most important story first in order to get and
hold the audience’s attention, much as does the lead story in the newspaper.

The organization is determined, in part, by the audience being reached.
In the mid-morning newscast, for example, stories should be chosen and
placed so as to appeal primarily to women, the bulk of the listening group at
that time. In the evening the organization should be one that will reach most
effectively the male listener or viewer who has just returned from work. The
time of day is also important in relation to what the audience already knows of
the news. In the early morning newscast it is desirable to review the previous
day’s important late stories. In the late evening broadcasts the current day’s
news should be reviewed and the audience should be prepared for the next
day’s possible happenings.

The physical format of the news show may vary. It may begin with an
announcer giving the headlines, then a commercial, and then the commentator
coming in with the details. It may start with the commentator himself begin-
ning directly with the news. It may be a roundup of different reporters in dif-
ferent geographical areas. A simple, direct, and frequently used format is that
of the Murrow show on page 92.

® In the following pages, purposely presented in haphazard order,
are the contents of a 6 p.m. news broadcast by Kenneth Banghart over
radio station WRCA, New York.

1) How would you rearrange this material to develop a news broadcast
oriented around a clear, effective organization? Organize the newscast
along geogrophical lines; organize it according to international, na-
tional and local news; organize it along topical lines, grouping similar
types of stories; organize it according to the importance of the stories.
2) After you have practiced organizing the material, analyze the writ-
ing itself to determine whether: the five W’s are clearly included; the
principle of conflict is utilized; clarity, simplicity and the direct statement
are evident; informality is present.

3) What kind of news broadcast is this? Straight news? Commentary?
Documentary? Rewrite this news broadcast into at least one form other
than its present orientation.



British Prime Minister Harold Macmillan flies home tomorrow to some very disturb-
ing political news. Results of a special election in Rochdale, England, yesterday came as
a shock to leaders of the conservative party.

And not a mild shock. A real jolt . . . one that hit so hard that the London Evening
News . . . a strongly conservative paper . . . started its election story like this:

The government’s hopes of winning the next general election died at Rochdale in the
early hours today.

The conservatives had expected a victory for the labor party in the special election
for a house of commons seat in Rochdale. They had held the seat . . . but by a small mar-
gin, and labor was expected to win it back. The jolt came not in the labor candidate’s vote
of over 22 thousand to less than 10 thousand for the conservative candidate . . . but in the
strong showing of the liberal party man. He polled almost 18 thousand votes . . . almost
twice that of the conservative total. The liberals . . . reduced to 2 mere splinter group in
the last few years . . . holding only five seats in commons . . . have shown greater appeal
in recent voting. And the party’s leaders were talking today of a trend toward a great re-
vival. The conservatives are afraid the party’s rising tide could sweep them out of office
in the next general election. Evidence is that a big middle section of the British public is
disillusioned with both the conservatives and the laborites. This is the salaried class that
feels exploited by the two big parties in terms of high taxes, rising living costs, and a new
law that increases rents of middle class apartments and allows landlords to evict tenants.

The conservative defeat in yesterday’s voting . . . in which its candidates ran a poor
third, has aroused speculation of how much longer the conservatives can remain in office
without a new mandate from the voters in a general election . . . ahead of scheduled elec-
tions in 1960. The laborites are renewing demands that the conservative government re-
sign and that new elections be held.

But both laborites and conservatives have been made acutely conscious of a new
threat . . . from the once great liberal party.

Agreement on contract terms may be near in a 12 day strike that has played hob with
building projects in the New York area. One of four groups in a striking teamsters local
is expected to ratify the terms at a membership meeting tomorrow. These are 13 hundred
men who drive sand, gravel and ready-mix concrete trucks. Their leaders call the agree-
ment they negotiated one of the best contracts they’ve ever had. For one thing, drivers
will be relieved of washing and greasing the trucks. At the end of a work day, they will
be returned to a point of origin at the employer’s expense. Pension and welfare programs
are improved. The other teamsters groups are expected to fall in line if the terms are
accepted by the strikers voting tomorrow.

The case of the female giraffe. The owner of a zoo in Boca Raton, Florida, has finally
won the case against the agriculture department. The U-S court of appeals in Washington
today ruled the agriculture department was arbitrary in not letting Jack Pederson, the zoo
owner, move the giraffe to Florida. She was detained at the government’s quarantine sta-
tion at Clifton, in New Jersey, two years ago. The giraffe was brought here from Kenya,
Africa . . . was found in good health . . . but unlike three other giraffes that came with
her, she was not destined for a public zoo. The agriculture department took the position
the animals could be released only to an approved zoological park under acceptable govern-
mental control. The court of appeals today . . . ina 12 page discussion of the pros and
cons of zoos and who may import ruminants such as giraffes . . . said the Florida man has
a right to claim his giraffe. There is no evidence, the decision said, that the owners of a
private zoo or circus are any less anxious to preserve their investment than some politi-
cal body. Congress has nowhere said, the ruling went on . . . that a wild ruminant may be
imported for exibition purposes, only by a public zoo. The Florida man gets his female
giraffe.
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A judge speaks of loose justice. For the story, here’s Gabe Pressman.

(REMOTE)

Helen Twelvetrees, onetime movie star, has died in Harrisburg, Pennsylvania///
A Western airlines plane . . . 18 aboard . . . has crash-landed near Palm Springs,
California . . . then burned. One person is reported injured.

The story of the hour might be: several bright spots in the economy. They are there
every day, of course, in this time of general business downturn that we’ve been having.
But they often are likely to be overlooked. It was a welcome thing this afternoon to see
these inree items spelled on the news tickers in the space of one hour:

ONE: Starts on new housing rose in January ata rate that would put 1958 ahead of
last year. New housing starts last month better than this time last year. TWO: Chrysler
Corporation reported sales and earnings in 1957 greatly increased over ’56. Fourth
quarter earnings for Chrysler .. .a dollar 88 a share . . . compared with a dollar 57 in
the previous similar period. THREE: the Treasury reports the sale of savings bonds in
January . . . over half a billion dollars worth . . . was the best one month record in two
years. Also in January, fewer savings bonds were cashed in than January of last year.
President Eisenhower predicted yesterday that the business slump should begin to reverse
itself next month. Democratic congressional leaders may be waiting to see if he’s right. At
least they are not rushing into legislation. House Speaker Rayburn says the Democrats will
be getting together before long to see where a tax cut . . .if there is one . . . would do the
most good. Senate Democratic Leader Lyndon Johnson said we do not need to be alarmist
about business . . . just realistic and watchful. Both Republican and Democratic leaders
seem to be in that mood . . . seeing no need right now for drastic action . . . in view of
hopeful bright spots in the economic picture.

///President Bourguiba of Tunisia has threatened to lead a military campaign against
French forces unless they agree to leave the country ///A former president of Cuba . ..
Carlos Prio Socarras, and eight others have been indicted by a federal grand jury in New
York for violating our neutrality laws by plotting a military expedition here against the
present Cuban regime///Cuban rebel forces began new attacks aimed at transport and
communications/// The Eisenhowers flew to Georgia for about 10 days. The weather:

cold///

wall Street. Stock prices tried for a recovery today, but failed to make it . .. closing
almost unchanged on the average. Trading was rather slow. And that was the market
today.

If you were to drop in on a wedding scheduled for day after tomorrow up in Rochester,
New York . . . you'd wonder what the folks got mixed up in.

Suzanne Archibald, who will be married to Edward Stanton . . . has one foot in splints.
She broke a toe in an automobile accident. Stanton was knocked unconscious in an auto
crash, but he’s expected to be in shape for the wedding.

The three ushers are intact . . . but here’s the report on the maid of honor and two
bridesmaids:
The maid of honor was hurt in the same accident as the bride . . . and has a sprained

ankle and a black eye.

The two bridesmaids took tumbles while skating. One has a broken arm in a sling.
The other dislocated a shoulder. It's ina sling.

It’1] be a bandaged bridal party . . . but the wedding will go on.



The Eisenhowers flew to Thomasville, Georgia. The president hoping to get in some
golfing and hunting in a warmer climate than Washington. But that was not for today.
Temperatures were in the thirties . . . and although two inches of snow had fallen overnight,
most of it had melted. Mister Eisenhower remained indoors this afternoon on the planta-
tion of former treasury secretary George Humphrey. Maybe tomorrow . . .

Speaking of weather, Victor Yost crawled out of bed in Berrien Springs, Michigan,
after a heavy overnight snow, and hustled out to shovel his driveway. Back to the house
to thaw out with a cup of hot coffee. When he went back out, what did Yost find? A snow-
plow had come along and sealed off his driveway again.

A suspicious death in the basement of an apartment house at 663 West 187th Street
in Manhattan. 16 year old Lillian Mojica — a high school student, was found dead this
afternoon in the basement at that address . . . where her family lives . . . She was fully
clothed . . . and the clothing was burned, although there was no further sign of fire in
the basement. There was blood on the girl’s head, indicating someone might have killed
her elsewhere and tried to burn the body.

Testimony today that a Federal Communications Commissioner accepted money from
a lawyer for a Miami television station. Let’'s go to Art Barriault in Washington.

(REMOTE)

Wall Street.

The Dow Jones averages. Industrials down point 97, Rails up point 67, Utilities up
point 10, Stock averages up point 03. Trading fell off to one million 880 thousand shares.

Here’s the weather.

Continued cold and breezy tonight and tomorrow. Skies mostly fair. A low tonight
generally around 10 degrees. A high tomorrow 25 or 30. Here at Radio City right now,
the reading is degrees. The humidity percent. The wind is at
miles an hour.

At the state department, they can only wonder: what's up?

There goes the new soviet ambassador . . . Mikhail Menshikov . . . on his rounds of
courtesy calls . . . exuding good will . . . expressing a desire to visit all the United
States . . . as he did today when asked if he’d like to attend the Mardi Gras. And Washing -
ton and Moscow are busy arranging a greatly expanded exchange of delegations of all kinds.
Announced just today that American basketball and hockey teams will play Russian squads
in Moscow this spring.

Yet. .. Pravda ... official newspaper of the communist party . . . accuses the United
States of masterminding last Saturday’s air attack by French planes on a Tunisian town.
A state department spokesman was blunt indeed today in labelling that as lies . . . out-
rageous lies on the part of the Russians . . . whom he charged with talking out of both sides
of the mouth.

What's up? A good question.
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The scientist who designed the space cabin in which Airman Donald Farrell of the
Bronx is taking a make -believe trip to the moon at Randolph Field, Texas, said man could
go up in an earth satellite next month if the proper vehicle were ready. On this fifth day
of the experiment, Farrell was still in excellent shape. Doctor Hubertus Strughold said
some modification of the air generating equipment in the sealed chamber is necessary . . .
but this could be done in a month, he said . . . and if the vehicle were ready . . . man
could be off into space.

Lieutenant Colonel George Steinkamp . . . space medicine expert at the Texas base . . .
said the test is proving that a stable and predictable man like Farrell will make a better
space traveller than the type that makes a good jet fighter pilot.

Script written by James Boozer, Staff Writer, N.B.C. News, February 13, 1958.

Another organizational approach frequently used is the concentration on
one major news story, with the orientation of all other news around that story.
This kind of news-in-depth approach sometimes requires the incorporation of
film (for television) or tape recordings (for radio). For example, Edward R.
Murrow began one news broadcast with:*

“This is the news:

The Federal Reserve Board today cut the margin require-
ment on stock purchases from 70 to 50 percent.”

(Mr. Murrow went on to give the details of the story, indicating the stand
of the federal government. Then he stated:)

“President Eisenhower told his first news conference in two
and a half months that he has no intention of asking Congress
for any direct economic controls.

“The first question put to President Eisenhower . . . was . . .
Here is Mr. Eisenhower’s reply.”

(The taped reply, plus questions from a reporter and further answers
were inserted at this point in the news broadcast. Murrow introduced similar
taped excerpts of the President’s news conference. For example, Murrow
stated:)

“Later, in the news conference, a reporter asked Mr. Eisen-
hower to expand on what he said in his State of the Union mes-
sage about unification of the armed forces.”

(The taped reply of the President followed.)

The news broadcast developed into an exploration, in terms of the Presi-
dent’s taped replies to reporter’s questions, of other important news of the day,
including foreign affairs, national defense, and Eisenhower’s physical health.
Following the presentation of the taped excerpts of the news conference,
Murrow narrated the other news.

Content Approaches

Some news broadcasts deal exclusively with the straight news, giving it
without comment or coloration. Other broadcasts interpret the news, through
objective analysis, or color it through purely subjective personal opinion.

* CBS Radio Broadcast
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Some broadcasts combine two or more elements, unifying the actual news story
with an interpretation or prognostication of its implications.

The following selected paragraphs from an Eric Sevareid broadcast indi-
cate the personal analysis approach.

Good evening . . . The Governor of New Jersey has wavy hair, a movie star’'s teeth,
a good record and a cautious way of not only taking one step at a time, but examining the
terrain before he takes the step. Governor Meyner made a speech, and answered ques -~
tions before the National Press Club today. He began by saying, “You obviously invited
me here today because I am a politician.” To be completely accurate, he should have
extended the sentence to read, “with further ambitions.” That is why he was invited and
that is, in all probability, why he accepted. Public figures normally do not enter this
particular bear pit unless A. they have a program in trouble, or B. they want a higher
office. And they enter the pit with their eyes open; knowing that if they put on a bad
show they’re badly hurt; that if they put on a good show, they’re immensely helped.

How young Governor Meyner has made out won’t be certain for a while; but of one
thing there can hardly be much doubt; he is a candidate for the Democratic Presidential
nomination two years hence. Or, at the least, he is testing out his prospects for becoming
a candidate. It amounts to the same thing; few ambitious politicians come up with adverse
findings about themselves . . .

* & ¥

Meyner warned against government by public opinion poll — the national mania for
feeling the other man’s pulse. The duty of a leader, he said, is to lead. And he warned,

as did Senator Fulbright last week, against loading policy making offices with short term
amateurs.

After all, some countries, Russia most particularly, are run by men who dedicate
their lives, from youth to the grave, to the art and practice of government. Americans,
outside of civil servants and professional politicians, still tend to dabble in the great art

as a temporary charitable exercise, like serving on the local Red Cross committee for the
season. :

This is Eric Sevareid in Washington.
CBS Radio Network Broadcast.

The following excerpts from broadcasts by Edward P. Morgan illustrate
the combination of news and opinion analysis. The first part of the broadcast
is oriented around a dramatic lead item, not obvious news, but information
which serves the commentator as a focal point for the rest of the news. The
last part of the broadcast is devoted to Mr. Morgan’s personal analysis of a
news situation, with no attempt made to disguise the analysis as news, some-
thing occasionally done by broadcasters.

Good evening. Here is the shape of the news:

Another erstwhile secret report, this one from Johns Hopkins University, estimates that
Russia can mount an aerial attack on the United States which would probably kill 20 to 30
million persons. In Senate testimony released tonight, Deputy Defense Secretary Quarles
concedes a new area in which the United States may be behind. Russia, says Quarles, has
superiority, too, in equipment for conventional ground forces.

-0--
The Eisenhower Administration today broached two tentative exchanges of American people

and ideas - an exchange of secrets on nuclear weapons with our allies - and an exchange
of cultural, industrial and technical delegations with the Soviet Union.



Atomic Energy Chairman Lewis Strauss calls for legislation giving the President discretion
to exchange atomic weapons information with any country which, in the opinion of the
President, makes “substantial and material contributions to the national defense and se-
curity” of this country. This was the Administration’s recommendation to carry out an
agreement arrived at “in principle” at the NATO Conference in Paris last month. The
proposed legislation would apparently be limited in effect to Britain, Canada and France.

It is expected to meet sharp opposition in Congress.

--0--

After more than two and a half years of negotiation, the United States and Russia agreed
today to a major and continuing exchange of persons, possibly later of movies, and
television and radio broadcasts.

Nine separate farm delegations and eight medical delegations will be exchanged in the

next two years. There will be exchanges, too, of athletes and theater people, specialists

in mining, steel, and plastics. A proposal to exchange delegations from Congress and

from the Supreme Soviet is still under discussion. Although both sides agreed “in principle”

to exchange broadcast political commentaries, subject to a veto of “objectionable” programs,

this aspect of East-West exchange appeared to be still a long way off. The State Department
made no headway in attempts to get Russia to stop jamming the Voice of America. A

month ago, the Soviet Union invited the so-called Cairo People’s Conference of African and
Asian countries to “tell us what you need” in the way of loans for economic development
and/or weapons.

Today, Secretary Dulles parried this by declaring that “we believe there is merit in con-
centrating® for the time being “on completing the U. S. foreign aid projects already under
way.” Dulles delivered in effect the keynote address at the opening of the Ministerial
Council of the Baghdad Pact in Ankara, Turkey. British Foreign Secretary Selwyn Lloyd
took roughly the same position.

Instead of more economic aid, Dulles emphasized a pledge of Western military support.
-0 --

Today, Mr. Eisenhower sent a special message to Congress in support of his proposal

for Federal scholarships, largely in science and mathematics. Despite space shortage,
he said nothing about building classrooms. Democratic Senator Kennedy of Massachusetts
says he will introduce this week a bill to provide in addition 300 million dollars a year for
five years to build classrooms.

-0--

The Chairman of the Senate Finance Committee, Democratic Senator Byrd of Virginia,
said today he is not convinced that the Administration needs a $ billion dollar rise in the
national debt limit. (Byrd insists such a rise is not justified unless the Administration
is deliberately planning a substantial deficit next year.)

--Q--

Russia’s Khrushchev proposes still another formula for a Summit Conference. It should
be “like a Russian meal... start with the hors d’oeuvres, proceed with soup and fish and
end up with the main course,” he says. The reaction in Washington is still pessimistic.

That's the shape of the news. In just a moment I'll have a comment. Now here is Frank
Harden.

MORGAN: i

Maybe it’s a legacy from the time when few dared to question — out loud — the behavior
of the “ruling classes,” so-called, but the unpretty fact is that we Americans still use a
double standard in measuring the morality of management and labor. One of the most
eloquent examples of this duality ever recorded emerged last month in the government’s
victory in the largest antitrust case ever tried.
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It’s a safe bet that the public at large is quite unaware that in early December, nineteen
big manufacturers of heavy electrical equipment pleaded guilty in federal cour: to criminal
charges of price fixing. Among the principal defendants were firms whose brand names —
General Electric, Westinghouse, Allis Chalmers — are household words. But the word of
their criminality simply didn’t get around as widely as it would have if a similar rap had
descended on a trade union. The story was not suppressed. But by the nature of our
American sense of values as measured by the information media, it just didn’t get the play
given, say, exposes of labor racketeering in the heyday of the McClellan committee.

The extent of the conspiracy boggles the imagination and makes the arrogant, power-
corrupting sins of a Beck of a Hoffa, or the sad scandals involving the leadership of the
Carpenters union look almost like the pranks of juvenile delinquents by comparison.

What happened, briefly, was this: in the decade of the 1950’s by a simple but secret system
of faking competitive bids these companies carved up markets and rigged prices on sales
amounting to a total of seven billion dollars to industry —private utilities and other cor-
porations —and a billion dollars in federal, state and local government contracts.

With factual reporting and a series of biting editorials, the Washington Post, to its ever-
lasting credit, has endeavored to put this whole mess into a little sharper perspective.
The Post today provides a fascinating peek into the workings of some corporate minds by
excerpting from a General Electric task force report some recommendations on public
relations:

“Business,” the excerpt begins, “might subsidize a ‘brain trust’ of competent writers
(novelists, playwrights, etc.) to begin an active campaign of turning public attention away
from the left through the source of popular attitude formation (television, movies, stage,
radio, novels, magazine articles, etc.).

“It is important to pick out opinion molders in each community and ‘work on them.’ However
as a rule a specific story should not be given to them directly by just anyone at random.

For example, if the opinion molder to be influenced is a newspaper publisher, it might

be best to have him approached by one of his biggest advertisers.”

In an interestingly refined concept of executive responsibility, the board chairman and ex-
president of General Electric, Ralph J. Cordiner, says he knew nothing of the conspiracy
in which GE was so deeply involved. But it is as if this whole pattern, from the sly public
relations approach outlined above to the conniving actually to cheat other businesses and
the government — and thus the public — out of millions, had become an accepted way of
life.

What a hollow, hypocritical sound there is now to the arguments of “patriotism”® and
“national security” which the industry has tried to use — sometimes successfully — to
defeat foreign competition. In 1959, TVA bought a British turbine generator for a low bid
of $12,100,000. Though GE and Westinghouse bids were each more than five million dollars
higher, appeals were made — unsuccessfully — to the White House to revoke the British
bid. One GE vice president complained foreign bidders had the advantage of lower wage.
But economists for the International Union of Electrical Workers figure the 45 per cent
difference in bid prices more than exceeds the difference in labor costs between the
American and British electrical manufacturing industries; that in other words GE and/or
Westinghouse could have met the British bid and still made a profit despite higher
American wages.

The behavior of business, as revealed in this vast and shocking price fixing conspiracy,
should not only impel sober self-appraisal by the captains of industry but stir deep public
concern. The same concern and soul -searching, I hasten to add, should apply to unions
wherever wrong-doing is involved. Of course, the racketeering or misuse of power by
certain labor leaders is not mere juvenile delinquency. It is despicable and unacceptable
in any size. But let’s begin now to apply the same standard of morality to both union and
management. We should have realized long ago that insofar as human weakness and
strength are concrened, we do indeed have a classless society.

This is Edward Morgan saying good night from Washington.

Edward P. Morgan, ABC Washington Correspondent.
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Special TV Techniques

The types, styles, organization and approaches are essentially the same
for the television and for the radio news broadcast.

The radio program can incorporate live interviews, taped interviews and
reports, live remotes consisting of interviews or reports, and live or taped
sounds of the event.

In television the physical setting as well as the news content is important.
The reporter should have an interesting visual personality. The content must
be presented so that there is physical action. For example, the nightly weather
report of Tex Antoine on WNBC-TV, New York, employs Mr. Antoine’s
artistic abilities to create movement through drawings and to indicate the next
day’s weather by putting the appropriate outer clothing on a “dummy” used
as part of the program format.

Television news should stress the visual and may use photographs, video-
tape, film, slides, inanimate objects or live guests. Television commentary fre-
quently is used to caption silent film of the news event. When insufficient time
or great distance has made it impossible to show film of the event, a blown-up
photo of the scene or of the persons involved may be used as background.

The following rundown sheet and script of a television news broadcast
illustrate the use of the live personality, film, video-tape, slide and remote.
Note the organizational approach as a straight news broadcast and the special
incorporation of a remote broadcast.

The symbols on the rundown sheet and on the script are mostly self-
explanatory: the numbers designate film clips; VTR means video-tape recorder;
rundown items 5 and 6 refer to remotes from WTOP; and the final items
signify the use of titles. Note, within the script itself, the inclusion of a slide,
and the juxtaposition of all of the video elements.

The rundown sheet is important for the director and for the technicians,
and lists not only the materials to be used, but the exact timing of each seg-
ment. In some television news scripts — especially on local stations — the
visual effects may not be designated so specifically, but may simply be noted
by terms such as “Algeria slide” or “auto accident film” or “Governor tape.”

® 1) Analyze the following script according to the principles of good
newswriting, including the use of the five W’s, and the principles of con-
flict, clarity and informality.

2) What is the organizational approach of this news broadcast? Is it
the most effective one that could have been used with the news stories
presented?

3) After studying the use of television techniques in this script, reorganize
and rewrite the radio script on pages 97-100 for television presenta-
tion, including the necessary video materials and directions.



Douglas Edwards with the News
October 17, 1961

1. Edwards live :40 :40
2. Goodyear 35/1 :15 :55
3. Kalb Congress scene setter 16/4, 16/2 1:35 2:30
4. Edwards live :15 2:45
5. Pierpoint and Lapp RR/WTOP 2:30 5:15
6. Mudd and asst. civ. def. chief RR/WTOP 1:30 6:45
7. Edwards live :10 6:55
8. Goodyear 35/1 1:30 8:25
9. Edwards live 1:40 10:05
10. Ike politicking in Jersey 16/4 :40 10:45
11, Edwards live :10 10:55
12, Barker and Camel driver VTR 1:15 12:10
13. Stox live :25 12:35
14. Goodyear 35/1 1:00 13:35
15. Edwards live :20 13:55
16. Goodyear 35/17 :15 14:10
17. credits T/3 :05 14:15
18, system T/3 :10 14:25

DOUGLAS EDWARDS WITH THE NEWS, telecast October 17, 1961 f
© Columbia Broadcasting System, Inc. 1962
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VIDEO

1. EDWARDS

2. GOODYEAR 35/7

3. KALB 16/4, 16/2

4. EDWARDS

5. PIERPOINT RR/WTOP
6. MUDD RR/WTOP

7. EDWARDS

AUDIO

Good evening everybody coast to coast, Douglas Edwards
reporting.

Two weeks remain till the largest explosion ever set by the
hand of man.

The hand will be that of a Russian.
And the decision is that of Nikita Khrushchev.

He announced today —the Russians will end their current
series of nuclear tests by exploding a 50 megaton bomb on
October 30th or 31st.

Fifty megatons—a power almost indescribable —equal to a
force of 50 million tons of T-N-T.

Imagine —if you will—the first atomic bomb dropped on
Hiroshima—a bomb that killed more than 78 thousand per-
sons. Then imagine two and a half thousand Hiroshima
bombs combined into one. There you would have the power
of 50 megatons.

Khrushchev boasted the Russians can double that power. He
declared: “We have a 100 million ton bomb, but we do not
intend to explode it.” Because—he said—“we might break
our own windows.”

The Soviet premier spoke at the opening of the 22nd Commu-
nist party congress.

Tonight—a look at Moscow —as that Communist meeting
begins—and a study of the meaning of the big bomb.

Details of those stories in a moment.
COMMERCIAL

CBS NEWS CORRESPONDENT MARVIN KALB FILM REPORT
ON MOSCOW CONGRESS

In some respects, Khrushchev’s opening speech to those
delegates was milder than many westerners had expected.
Khrushchev did back down on his deadiine for signing a
German peace treaty. He said the deadline could be extended
past the end of the year, providing the west is willing to
negotiate.

The most spectacular news, though, was the announcement of
that 50 megaton bomb.

Some reaction today in this country. Atomic scientist Dr.
Ralph Lapp told CBS news correspondent Robert Pierpoint
that Russians within a one million square mile area would
have to be warned not to look at the explosion—or they
might suffer eye damage. Lapp answered other questions in
Washington.

PIERPOINT IN WASHINGTON INTERVIEWS LAPP.

DIRECT TO CORRESPONDENT ROGER MUDD INTERVIEW-
ING CIVIL DEFENSE OFFICIAL.

The X-15 rocket plane streaked its way to a new speed
record today. That story in a moment—after this message
from Goodyear.
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8.
9.

10.

11.

12,

13.

14,

15.

GOODYEAR 35/7

EDWARDS

SILENT FILM: VOICE
OVER (IKE IN
CAMPAIGN MOTOR-
CADE)

EDWARDS

BARKER VTR
EDWARDS: STOX:
DOW JONES
SLIDE

EDWARDS

GOODYEAR 35/1

EDWARDS

COMMERCIAL

Civilian test pilot Joe Walker regained his world speed
record today. He flew the X-15 rocket plane at 3,920 miles
an hour. Walker said later he could have flown even faster—
but he followed instructions and lowered the tail flaps to

act as a brake on the plane.

Former President Eisenhower stepped into a new controversy—
while invoking an old image —in New Jersey.

The controversy—very much in evidence today—is over the
sale of jet fighter planes to communist Yugoslavia.
General Eisenhower today denied recommending the

sale to President Kennedy—but said the policy did date
back to his own administration.

The White House had this comment tonight —saying more
than 500 military aircraft had been sold or given to
Yugoslavia while Eisenhower was president—and repeating
its contention that the Kennedy administration is merely
continuing that policy.

The familiar figure of Mr. Eisenhower —the political cam-
paigner —was also very much in evidence today.

The former president came to Newark, New Jersey to take
up the cause of an old political ally—former Labor
Secretary James Mitchell —the Republican candidate for
governor.

The party faithful responded with an enthusiastic welcome —
and followed him through the streets to a hotel —where

Mr. Eisenhower delivered a hard-hitting partisan speech.
The New Jersey campaign—Mr. Eisenhower said—is a test
of his own political beliefs—and the popularity of the
Kennedy administration.

There was no question of Mr. Eisenhower’s own popularity
today in New Jersey.

Bashir Ahmad—the camel driver from Pakistan—roamed the
wilds of Texas today. That story now from a CBS News
man at the scene . ..

VIDEO-TAPED SPOT FROM DALLAS—ED BARKER
REPORTS ON CAMEL DRIVER’S DAY.

The stock market was mixed today —the Dow Jones Industrials
off one -point-one -seven.

And the Standard and Poor’s 500 stock index closed up
two cents —as trading totaled three-million 110-thousand
shares on the New York Stock Exchange.

Back with a closing item in just a moment—after this
message from Goodyear.

COMMERCIAL

Nikita Khrushchev made it plain today that some old
comrades are no longer considered comrades. He
denounced former Soviet president Voroshilov as a member
of an anti-Communist group—and attacked Communist
Albania for continuing the Stalinist cult of the individual.
Albania is not represented at the current Moscow meetings.

Douglas Edwards reporting coast to coast saying goodnight
everybody.
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SPORTS

Sports usually fall into the area of news and special events. The writing
of sports material is similar to the writing of news material. If anything, the
style for sports broadcasts must be even more precise, clearer and more direct
than for news broadcasts. The language is more colloquial, and though tech-
nical terms are to be avoided, the writer of sports may use many more ex-
pressions relating to a specialized arca than can the writer of news.

Types of Sports Programs

The straight sportscast concentrates on recapitulation of the results of
sports events and on news relating to sports in general. Some sportscasts are
oriented solely to summaries of results. These summaries may come from press
service reports or private sources of the station. Material which is rewritten from
newspaper accounts or which is taken from press service reports should be
adapted to fit the purpose of the program and the personality of the broadcaster.

The sports feature program may include live or recorded (taped or
filmed) interviews with sports personalities, anecdotes or dramatizations of
events in sports, human interest or background stories on personalities or events,
or remotes relating to sports but not in themselves an actual sporting event.

The sports program may amalgamate several individual types or, as in the
case of the after-event critique or summary, may concentrate on one type alone.

The most popular sports broadcast is, of course, the on-the-spot broad-
cast of an event while it is taking place. In some instances economic, travel
or legal factors prevent the direct broadcast of the event and it is reconstructed
via telegraphed reports or, in the case of television, is shown on film or video
tape some time after the event has taken place.

Organization

The formats for the sports broadcast parallel those of the news broadcast.
The most common approach is to take the top sport of the season, give all the
results and news of that sport, and work toward the least important sport. In
such an organization the most important story of the most important sport is
given first unless a special item from another area of sports overrides it. Within
each sport the general pattern in this organization includes the results first, the
general news (such as trades, injuries and so forth) next and future events
last. The local sports scene is usually coordinated with the national sports
news. There are, of course, variations of this format, with all the results of all
sports sometimes presented first, and the general news following.
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® Note the breakdown of stories in the excerpts and topic statements
of the 15-minute sports broadcast below. Compare the style of writing
with that of the regular news broadcast, particularly the simplicity and
informality, and the use of specialized language.

(Opening: Monday, May 29)

Good evening, everyone. This is Stan Lomax with the day’s doings in the world of
sport. The holiday eve found a general lull as far as sports scheduling was concerned.
In baseball, there are three major league contests on the day’s program: one this after-
noon and two this evening. And by playing night games the Boston Red Sox and Los
Angeles clubs are not permitted to play double headers tomorrow. In fact, the holiday —
which in years past was automatically given over to double headers—will have six
tomorrow, with two single daylight games and one night contest.

New York will be without baseball tomorrow—with the Yankees out of town in Boston.
Jersey City has an afternoon double header with Charleston at Roosevelt stadium, 1:30,
which gives over the city to soccer and horse racing.

We’ll pick up the day’s happenings in a minute —after this message from your
GENERAL TIRE DEALER.

COMMERCIAL - LIVE

[Results of the Day’s Baseball Game.]

(Follo Game)

And that was the complete picture as far as daylight competition in the major
leagues was concerned. There are two games listed for this evening—one in each league.
In Boston, the Yankees—who are having their troubles with pitching—are to play the Red
Sox~a club beset by an inability to hit.

By splitting yesterday’s long double header with the last place Chicago White Sox,
the New Yorkers retained a half game lead over the Baltimore Orioles in their duel for
third place. The Yanks are still one full game in back of second place Cleveland—and
four and a half away from the pace setting Detroit Tigers.

Manager Ralph Houk—who has been more than patient with his starters—who seldom
get past the fifth inning—admitted today that he was pondering a change in his pitching
assignments. Apparently there will be no change in personnel —since no club will part
with a reliable starter. And the farm system has no one ready to step in as anything
more than a reliever. Which may mean that one —or two—of the men designated as
starters will go to the bull pen. And a couple of the younger men will be promoted to
starting berths.

Unlike July Fourth—which has the unreliable tradition that the leaders after the day’s
shooting will meet in the world series~Memorial Day carries no particular significance.
As of yet no one in either league has shown overpowering class—and the races are still
wide open. Even the White Sox—in last place —believe that they’ll find the answer any
day now and become a factor in the American League race.

Getting back to the Yankees—the delicate pitching situation has forced manager
Houk to nominate left hander Whitey Ford to work in Fenway Park this evening—something
that usually has been avoided in the past. That towering left field wall —so close to
home plate —makes it rough for a left hander facing right handed pull hitters. But it’s a
matter of necessity, and Whitey will make one of his rare starts in Back Bay tonight.



[About 30 seconds on Ford and his opposing pitcher of the evening, including their
records against the opposing clubs. |

The other clubs in the American League are not scheduled tonight. The program
tomorrow has the Yanks and Red Sox playing a single game in Boston. Los Angeles
and Washington play one in Washington. And the double headers will pair the Minnesota
Twins and Cleveland Indians in Cleveland; Kansas City Athletics and Detroit Tigers in
Detroit; Baltimore Orioles and Chicago White Sox in Chicago.

In the National League, the St. Louis Cardinals open a Pacific Coast trip in Los
Angeles this evening. The Red Birds are still in sixth place —but only six and a half from
the top. And a good trip against Los Angeles and San Francisco would give Solly Hemus’
team a springboard to a move upward.

Larry Jackson—whose [ractured jaw acquired in spring training caused him to get off
to a woeful start, losing his first three decisions—is to work for the Red Birds tonight.
Last week Larry won his first game of the season—and it was against Los Angeles in St.
Louis. His over-all mark against the West Coasters is 15 and 6. Sandy Koufax—who is
5 and 1 this season—works for the home side and Sandy has one decision over the
Cardinals this season. But his lifetime mark is 5 and 5.

The clubs will play their holiday engagement tomorrow night. Other schedules for
tomorrow —all double headers—Milwaukee Braves and Philadelphia Phillies at Connie
Mack Stadium, Philadelphia; Chicago Cubs and Pittsburgh Pirates in Pittsburgh;
Cincinnati Redlegs and San Francisco Giants in San Francisco.

We’ll have the boxing and other items of the day in a moment—after this word from
BALLANTINE.

COMMERCIAL - TRANSCRIPTION

(College Baseball)

There was a story of interest to college baseball followers in this area—the announce -
ment of the District 2 NCAA All-Star team. The group was named by a committee of five
coaches representing the district, which takes in New York, New Jersey, Pennsylvania,
Maryland and Delaware.

[About one minute containing the names of the players, their positions, schools, and
some of their outstanding achievements. |

(Boxing.)

Picking up the boxing: there will be a world’s welterweight tussle on the program
which opens tonight—a meeting in Los Angeles on Saturday in which Emile Griffith of
the Virgin Islands defends his 147 pound title against Gaspar Ortega of Mexico. That's
the highlight of an undistinguished week—which also has a world’s championship event
of sorts in London tomorrow. That would be the European version of the world’s bantam-
weight championship in which Alphonse Halimi of Algiers meets John Caldwell of Northern
Ireland. In this country the National Boxing Association claims Eder Jofre of Brazil is
the bantamweight champion. Plans are afoot to have the winner of the bout in London meet
Jofre to consolidate the title.

Tonight the St. Nicholas Arena offers a substitute junior welterweight bout in which
Jose Stable of Havana opposes Sweet Pea Adams of Philadelphia. Originally, Stephan Red!
of Passaic was signed to meet Stable, but Stephan bowed out last week and Adams was
secured as his stand-in.

Sweet Pea was known as Sweet Side until a couple of months ago. Under his old
knickname he won 16, lost two and had one draw. As Sweet Side he was knocked out by
Kenny Lane last fall. Hence the change in names. Stable has won 15, lost one and had
one draw, and is currently working on a six straight winning streak.

Wednesday night Flash Elorde of the Phillippines, holder of the Junior Lightweight
title, meets Giordano Campari of Italy in Manila in a non-title bout. And the word is this
match will draw 30,000 spectators.
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Saturday night’s bout in Los Angeles between Griffith and Ortega was originally
scheduled for this past Saturday—but was put over one week when Griffith was forced to
stop training by a virus infection. This will be his first title defense —he lifted the crown
by knocking out Benny Kid Paret in Miami this past winter.

COMMERCIAL - LIVE

[The following story was taken [rom the Wire Service. Some of the wording was edited
to [it the Broadcaster’s style. |

In basketball, the Amateur National Basketball League, the backbone of Amateur
Athletic Union (AAU) basketball, has folded.

League President George J. Kolowich of the Denver-Chicago entry announced that
the League would suspend operations for one year. He blamed the current point-shaving
scandal in college basketball for his league’s suspension. But Kolowich said it was
hoped the league would be able to resume operations by the 1962-63 season.

The National Basketball League has been on the brink of halting for several years,
and the withdrawal of the Cleveland Pipers and the Seattle Bakers after last season didn’t
help matters.

The League has provided the strongest teams for the National AAU Tournament held
in Denver each March. It was formerly known as the National Industrial Basketball
League.

“The recent scandals have created a recruiting hazard for corporations in our
League,” Kolowich said in his announcement.

[About 30 seconds devoted to the scandals and their relationship to the suspension of
League operations. |

(Soccer)

In soccer there will be a double header in the International League at the Polo Grounds
tomorrow. In the first game the New York Americans are to play Bes-ik-tas of Turkey.
And in the afterpiece it will be Kilmarnock of Scotland against Karlsruhe of Germany.

The Americans have won two out of two so far—and a success tomorrow would put them
in the league lead. Bes-ik-tas was swamped by Bangu of Brazil, the defending champions,
yesterday.

In the second game Kilmarnock—winners of its division title last year and loser to
Bangu inthe playoffs —is favored over the German side —which blows hot and cold.

(Windup)

Now—before we turn back to the baseball for the customary last look at the day’s
schedule —here’s the message from SALEM.

COMMERCIAL - TRANSCRIPTION

In baseball, one daylight game, NATIONAL LEAGUE. In San Francisco: SAN
FRANCISCO GIANTS: 1, CINCINNATI REDLEGS: 5. Tonight—ST. LOUIS CARDINALS
and LOS ANGELES in Los Angeles. Other clubs not scheduled.

In the AMERICAN LEAGUE—one game scheduled tonight: NEW YORK YANKEES—
BOSTON RED SOX in Boston.

Other clubs not scheduled.
IN THE INTERNATIONAL LEAGUE:
JERSEY CITY at ROCHESTER

I’ll be back tomorrow night with the day’s doings in the world of sports. And until
then this is Stan Lomax saying Good Night.

Courtesy of Stan Lomax, Sports Director, WOR.
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Live Broadcasts

On-the-spot descriptions of events can be extremely exciting. On-the-
spot broadcasts technically are special events, which are described in the next
chapter. For the purposes of organization, however, an arbitrary differentia-
tion is made here between the sports contest and the sports special event that
is not a contest between two known principals. The former is included here,
under live sports broadcasts, while the latter will be examined under special
events.

Although the jobs of television and radio broadcasters differ, those of
the continuity writers are essentially the same. In television the broadcasters
are announcers and not narrators, as they are in radio. Even if they wanted to,
the television broadcasters would find it difficult to keep up with the action as
seen by the audience, except in slow games such as baseball. Since sports are
visual to begin with, the less description by the television broadcaster the
better. The television announcer is primarily an encyclopedia of background
information. The radio announcer needs background information, too, but
sometimes is too busy with narration to use very much of it.

The sports broadcaster must have filler material, that is, information re-
lating to pre-event action and color, statistics, form charts, information on the
site of the event, on the history of the event, about the participants, human
interest stories and similar material which either heighten the audience’s in-
terest or help clarify the action to the audience. This material must be written
up and must be available to the broadcaster to be used when needed, specifi-
cally during lulls in the action, and in pre-game and post-game opening and
closing segments. At one time staff writers prepared this material. More re-
cently, sports broadcasters have been hired as experts in their fields and often
they are expected to know and provide their own filler material. The primary
job of the continuity writer is to outline the format of the live sports event. The
following standard outline is one that was used for professional hockey games
televised by CBS. Note that the material includes not only the opening and
closing format, but contains the commercial format so that the announcer
knows when to break, and the lead-in script material for the commercial. In-
cluded for the broadcaster’s reference is the sponsor schedule for the hockey
telecasts. All other material usually is compiled by the broadcaster or broad-
casting team. Each page of the opening and closing formats are set up so that
after the first page the announcements of network sponsors or local co-op
sponsors may be inserted without disrupting the continuity.



PROFESSIONAL HOCKEY -- OPENING BILLBOARD

VIDEO
Up from black
FILM
PROFESSIONAL HOCKEY
(Super)

SUPER (NAME OF TEAMS)

CBS SPORTS
(Super)

BEST IN SPORTS
(Super)

NATIONAL LEAGUE HOCKEY
(Super)

NAME OF STADIUM

(Super)

NAME OF TEAM

BUD PALMER and FRED CUSICK
(Super)

AUDIO

Sneak theme

ANNCR: Coming your way now is
PROFESSIONAL HOCKEY, the
fastest game in the world . . . .

and BIG match it is ~----
the against
the .

(Theme up and under)

ANNCR: This is the in a series
of exciting matches that will be
brought to you every Saturday
afternoon during the season . . .

As part of the continuing effort
of CBS SPORTS to present the

BEST IN SPORTS all the year

around.

(Theme up and under)

ANNCR: This is an important regular
season contest in the National
Hockey League . . . hockey’s
MAJOR league . . .

being brought to you direct
from famed

(Theme up and under)

ANNCR: So now get ready to watch the
match between the
and the

with description by Bud Palmer
and Fred Cusick.

Now let’s go to (Name of Stadium)

(Theme up and hold)

By permission of CBS Television Sports.
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VIDEO

PROFESSIONAL HOCKEY

NATIONAL LEAGUE HOCKEY

NAME OF TEAMS

NAME OF STADIUM

NEXT SATURDAY

NAME OF TEAMS

BUD PALMER AND FRED CUSICK

PROFESSIONAL HOCKEY
is a
CBS TELEVISION NETWORK
Presentation
PRODUCED BY CBS SPORTS

SYSTEM

CLOSING BILLBOARD

AUDIO

You have just seen a presentation
of fast-moving PROFESSIONAL
HOCKEY . . .

one of the big regular season
matches of the NATIONAL HOCKEY
LEAGUE . . . the MAJOR league

of hockey.

(Theme up and under)

Today’s exciting contest was
between the
and the

Played on the
ice, the famed
in o

home

(Theme up and under)

We invite you to join us again
NEXT Saturday afternoon for
another big Professional Hockey
Match ...

Next week’s televised contest will
bring together the (Name of Team)
and the

{Name of team)

at the (Name of Stadium)

(Theme up and under)

The description of today’s match
has been provided by BUD
PALMER AND FRED CUSICK . . .

This presentation of PROFESSIONAL
HOCKEY has been produced by CBS

SPORTS.

(Theme up and hold)
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HOCKEY COMMERCIAL FORMAT

Before Opening Face-Off - “Very shortly play will be starting here at (name or arena) and
we will have action for you.”
(1 minute commercial)

First Period - During 1st period of play three 20 second commercials are to be inserted
at the discretion of each co-op station. Audio Cue: “There’s a whistle on the ice and the
score is & »

1st pause during play-by-play. .20 seconds
2nd pause during play-by-play. .20 seconds
3rd pause during play-by-play. .20 seconds
End of First Period - “That is the end of the first period and the score is &

(1 minute commercial)

Middle First Intermission - “In just a moment, we are going to have more entertainment
for you during this intermission.”

Before Second Period Face-Off - “Very shortly, play will be starting in the second period
at (name of arena) and we will have more action for you.”
(1 minute commercial)

Second Period - During 2nd period of play three 20 second commercials are to be inserted
at the discretion of each co-op station. Audio Cue: “There’s a whistle on the ice and the
score is & 0

1st pause during play-by-play. .20 seconds
2nd pause during play-by-play. .20 seconds
3rd pause during play-by-play. .20 seconds
End of Second Period - “ That’s the end of the second period and the score is &

(1 minute commercial)

Middie Second Intermission - “In just a moment we are going to have more entertainment
for you during this intermission.”

Before Third Period Face-Off - “Very shortly play will be starting in the third period
here at (name of arena) and we will have more action for you.”
(1 minute commercial)

Third Period - During 3rd period of play three 20 second commercials are to be inserted
at the discretion of each co-op station. Audio Cue: “There’s a whistle on the ice and the
score is o’

1st pause during play-by-play. .20 seconds
2nd pause during play-by -play. .20 seconds
3rd pause during play -by -play. .20 seconds
End of Third Period - “ That is the end of the game and the score is & ot

{1 minute commercial)

Statistical Wrap-up

Before Closing Billboard - Thls wraps up another National Hockey League telecast.
Final score &
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SPONSOR ROTATION SCHEDULE

PERIOD
DATE GAME FIRST SECOND THIRD
JAN. 4 - Boston at Rangers R C M
11 - Chicago at Detroit M R G
18 - Rangers at Chicago C M R
25 - Detroit at Boston R C M
FEB. 1 - Chicago at Rangers M R C
8 - Rangers at Detroit C M R
15 - Canadians at Boston R C M
22 - Boston at Detroit M R G
MAR. 1 - Boston at Chicago C M R
8 - Detroit at Chicago R C M
15 - Rangers at Boston M R C
22 - Chicago at Detroit C M R
R - Carling
C - Co-op
M - Marlboro

Stroh Brewing Company sponsor rotation will be the same as “C*. Where two periods
have been made available for co-op sale, Stroh, since their commercials are inserted
locally, may arrange with stations for either period.

The following sports format technically belongs under special events, too.
Inasmuch as it is a live presentation of a series of contests, it is presented here
for the purpose of comparing the local on-the-spot sports broadcast with that
of the network.

® Whot significont differences, if ony, are there in the preporation of
the rundown sheet for a network sports event and for a local sports
eveni?
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VIDEO

OPENING: LONG SHOT OF SPORTLAND:

CUE THE MUSIC—SUPER L-317-s
PAN SLOW RIGHT
CUT TO CU OF BOWLER

ZOOM BACK SLOWLY

DROP SUPER AND ZOOM IN ON JIM
HEAVNER, FADING OUT THE MUSIC

CUT TO STUDIO FOR BREAK ONE:

BACK LIVE:

CUT TO STUDIO FOR BREAK TWO:

BACK LIVE:

CUT TO STUDIO FOR BREAK THREE:

BACK LIVE:

PAN LEFT

CUT TO LONG SHOT OF SPORTLAND
WITH MUSIC

SUPER SLIDE: L-317-s AND CUE
MUSIC

AUDIO

(BOOTH ANN.) NOW LIVE FROM BEAUTI-
FUL SPORTLAND ON U.S. 1 NORTH OF
RALEIGH --- WRAL-TV PRESENTS. . .
BOWLING FROM SPORTLAND . .. THE
EXCITING NEW BOWLING SHOW WHERE
EACH WEEK YOU’LL SEE THE TOP
BOWLERS IN THIS AREA COMPETE FOR
PRIZES AND THE TITLE OF KING OF THE
HILL—PLUS A CHANCE TO WIN $10,000
SHOULD THEY BOWL A PERFECT 300
GAME. NOW HERE’S YOUR BOWLING
HOST, JIM HEAVNER.

(JIM) HELLO, LADIES AND GENTLEMEN,
I'M JIM HEAVNER AND 'LL BE YOUR
HOST . . (DOES WARM-UP) (INTRODUCES
BOWLERS) (DOES THE INTERVIEW) (THEN
RIGHT BEFORE THE START OF THE
FIRST GAME) WE'LL START OUR FIRST
GAME RIGHT AFTER THIS IMPORTANT
MESSAGE.

(SIXTY SECONDS)

(STARTS FIRST GAME) (AFTER FIRST
GAME, WE WILL HAVE INTERVIEWS
ONLY IF WE ARE INSIDE OF 0:15) (CUT
TO SECOND BREAK WITH CUE—WE'LL
START OUR SECOND GAME RIGHT AFTER
THIS IMPORTANT MESSAGE.)

(SIXTY SECONDS)

(START SECOND GAME) (WE SHOULD
HAVE FINISHED SECOND GAME PRIOR

TO 0:38) (IF WE’RE RUNNING NEAR OR
OVER THIS KILL BREAK THREE) (TIME
PERMITTING CUT TO THIRD BREAK WITH
CUE-WE’LL START OUR THIRD GAME
RIGHT AFTER THIS IMPORTANT MES-
SAGE.)

(SIXTY SECONDS)

(STARTS THIRD GAME) (AFTER GAME,
TIME PERMITTING, HE INTERVIEWS
WINNER AND LOSER HANDING THEM
THEIR ENVELOPES) (IF WE NEED A

PAD, HEAVNER BRINGS OUT CHARLIE
BOSWELL FOR THE BOWLING TIP OF
THE WEEK) (IF FURTHER PAD IS
NEEDED USE FOURTH PROMO CUTAWAY)
(CLOSE IS REVERSE OF THE OPENING—
HEAVNER BOWS OUT)

(BOOTH ANN.) LIVE FROM BEAUTIFUL
SPORTLAND ON U.S. 1 NOKTHOF
RALEIGH WRAL-TV HAS PRESENTED
BOWLING FROM SPORTLAND . . . BE
WITH US AGAIN NEXT WEEK WHEN TOP
BOWLERS IN THIS AREA AGAIN COMPETE
FOR PRIZES AND THE TITLE OF KING

OF THE HILL—PLUS A CHANCE TO WIN
$10,000 ON BOWLING FROM SPORTLAND —
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SUPER SLIDE: L-207-s BOWLING FROM SPORTLAND WAS
DIRECTED BY ROSS SHAHEEN
SUPER SLIDE: L-307-s

SUPER SLIDE: L-317-s: MUSIC UP
AND OUT:

BLACK:
By permission of Sportland, Inc.

FOR APPLICATION AND REVIEW

1. Clip out the front page stories from your daily newspaper and
organize them for a radio news broadcast according to each of
the following approaches: topical; geographical; international,
national, local; from most to least important, regardless of
category. Write the script for a 15-minute straight news broad-
cast for radio, using one of the organizations developed above.

2. Rewrite the radio broadcast you have developed in the exercise
above for a television news program, utilizing photos, film,
slides and other visuals.

3. Prepare the opening and closing continuity and the filler mate-
rial for a live local broadcast — for television and radio both —
of the next athletic event in your community. Rewrite your
material as though the same event were to be broadcast over a
national network.
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SPECIAL EVENTS,
FEATURES AND
DOCUMENTARIES

SPECIAL EVENTS, special features and documentaries usually are
under the direction of the news department of the television or radio station.
These three types of programs all deal with news or information, some of it
taking place at the moment of broadcast, some of it of a historical nature and
some of it of an academic or cultural nature without necessarily being pertinent
to an immediate or major issue of the day.

SPECIAL EVENTS

Special events are usually on-the-spot, remote broadcasts of a news-
worthy nature. The announcer treats these special events, whether headline
news, sports or the arts, as he does the live sports broadcast, narrating them
on radio and announcing them on television. As with live sports broadcasts,
the opening and closing material is provided by the writer, and the transition
and filler material, when possible, is provided by the broadcaster assigned to
the event. As much continuity as possible is prepared concerning the event,
the personalities, and background, and even concerning probable or possible
happenings. Most special events are more effective on television than on radio.
They frequently are filmed or taped for subsequent presentation. The picture
captures the action, and the commentary provides background and clarifying
information. Films or tapes of special events usually are edited and sometimes
carefully prepared beforehand in terms of format, transitions, introductions,
and specific material to be recorded. In actuality, these special event films and
tapes or, in the case of radio, tape recordings, sometimes become prepared
special features rather than extemporaneous on-the-spot broadcasts. There is
often only a fine line between the special feature and the special event, and any
given program may be either one or a combination of both. The special fea-
ture —and its ultimate refinement, the documentary — will be discussed
separately. Suffice to note now, in terms of difference between the two forms,
that the special event is a broadcast which covers an actual happening that is
part of the stream of life, while a special feature is a broadcast which is devised,
developed and executed by the broadcaster or other producing organization.
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120 Weriting for TV and Radio

Types

The special event is that which originates and is conducted outside of sta-
tion supervision. Parades, political conventions, dedications, banquets, awards,
the arrival of dignitaries, the opening of new buildings, fashion shows, and
even publicity stunts come under the heading of special events. Broadcasts of
election returis may be considered special events, although they are, in es-
sence, special features prepared by the individual station.

Styles of Writing

The writer should collect as much information as possible on the event,
including news stories, maps, press releases, photographs and other material.
As indicated earlier, copy is prepared for all emergencies as well as for open-
ing, closing, transition and filler material. Statements or outlines of statements,
and questions for interviews with personalities involved with the event may be
prepared. There may be a combination of remote and studio broadcasting,
switching back to the studio for news or commentary or music on radio, or for
special visual material, such as photographs or films, on television, all of which
must be prepared in advance. The split screen, combining the studio and the
remote site, is an effective device. Inasmuch as the form of the special event
is extemporaneous, the prepared material must be simple, straightforward and
informal. Actual dialogue should sound as if it were ad lib. Academic, abstract,
technical and pretentious material should be avoided.

Frequently, only a detailed outline or “rundown” of the sequence of
events may be prepared by the writer. The following was adapted from an
actual network presentation.

RUNDOWN SHEET ON STADIUM REMOTE, FOOTBALL COACH TRIBUTE

Approx. 2:15 P.M.: Panoramic view of Stadium. Super card: “ Football Coach’s
Last Game.” Announcer voice over.

Approx. 2:55 P.M.: Panoramic view of half-time ceremonies at Stadium. Super
card: “Football Coach’s Last Game.” Announcer voice
over,

Approx. 4:50 P.M.: Announcer introduction to closing minutes of football game.

Feature scoreboard clock running out. Super card over
action on field as gun sounds ending game. Interviewer
describe closing moments of game.

1. Interviewer stations Football Coach on the field facing the field camera. Bands of the
competing universities line up behind Football Coach and Interviewer.

2. Band music concludes and Interviewer thanks the bands on behalf of Football Coach.
(Interviewer’s mike should be fed into stadium public address system for any narra-
tion while on field.)

3. Football Coach and Interviewer walk up ramp to field house followed by special
guests. At entrance to field house they are picked up by camera on dolly and led
down the hall of the University dressing room. The University squad and the oppos-
ing team’s captain follow closely.



4. Interviewer introduces some friends and former players of Football Coach, with
brief comments from the guests and from Football Coach. It is hoped that the
Presidents of both Universities can be present, and that the President of Football
Coach’s University can quote from letters written to Football Coach by prominent
persons in government and in other fields. At some point during the proceedings an
outstanding national football coach will talk to Football Coach from station studio
via split screen.

5. At conclusion of program Interviewer presents Football Coach with award from
Network.

6. Brief comment from Football Coach to his University alumni throughout the country.

In the foregoing illustration the network station participated in the plan-
ning and execution of the events that took place, although the characters and
the event itself were real, behaving and taking place, respectively, as they
would in the normal action of life and not contrived by the broadcaster. When
the station does not participate at all in the actual action of the event — a con-
cert or recital, for example — the writer’s job is somewhat different. He may
need to prepare only the opening and closing as in the following example. Note
the detailed video directions. (SC refers to “studio card,” or card bearing the
indicated information.)

OPENING:

VIDEO

Cover shot of Choral group

Super Slide: L-~20

Super SC:

Super SC:
Super SC:
Super SC:

CLOSING

Dr. Knud Anderson

Willa Fay Batts
Beatrice Donley

Mary Ida Hodge

Super Slide: L-20

Super SC:

Dr. Knud Anderson

AUDIO

Channel five presents . . .

the INTERCOLLEGIATE CHORAL
FESTIVAL . ..

The festival, which was held last evening

at William Neal Reynolds Coliseum, in-
cluded choral groups from ten colleges
throughout North Carolina . . . and a massed
chorus of over 450 voices.

The director is Dr. Knud Anderson of the
New Orleans Opera House.

Piano Soloist is Willa Fay Batts;
Alto Soloist, Beatrice Donley; and
Accompanist, Mary Ida Hodge. And now . . .

the Premier INTERCOLLEGIATE CHORAL
FESTIVAL OF NORTH CAROLINA:

Channel Five has presented The Premier
of THE INTERCOLLEGIATE CHORAL
FESTIVAL OF North Carolina, directed by
Dr. Knud Anderson.

Courtesy of WRAL-TV, Raleigh, N. C.
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122 Writing for TV and Radio

SPECIAL FEATURES

Only a thin line separates many special events from special features —
and vice versa. In most stations the two are not separated, but are put into the
same category for organizational and production purposes. Some differences
may be found, although not at all times or in all cases. The special feature is
planned more definitively and fully than is the special event. The broadcaster
usually has more control over the sequence of events in the special feature
than in the special event. The special event usually is live, while the special
feature frequently is filmed, taped, recorded, or produced live from a com-
plete script. Special events usually are public presentations of some kind
which have been presented live before an audience. Special features usually
have been prepared solely for television or radio presentation and usually have
not been presented before an in-person audience. And, as noted earlier, the
special event is part of the stream of life while the special feature is designed
by a producing organization.

Types

The special feature usually is a 2-minute or 15-minute — and sometimes
longer — broadcast of a public service nature. Subjects for the special feature
might include a human interest broadcast such as a presentation of the work
of a social service group, an examination of the local school system or the local
firehouse operation, a trip to some point of interest, a how-to-do-it broadcast,
a behind-the-scenes broadcast, or even a review of a political, social or scien-
tific question. In the latter category the special feature takes on some of the
attributes of the documentary.

Writing Approach

The special feature is closer to the documentary form and is analyzed,
researched and written in more depth and in more detail than is the special
event. The writer of the special feature has greater opportunity for writing an
actual script or rundown sheet to which the producer and director will adhere.
Do not be afraid — dependent upon the subject matter, program time and de-
sires of the station and/or agency — to aim for the high art of the documen-
tary form.

The special feature rundown sheets that follow illustrate two program
types: a how-to-do-it presentation and a behind-the-scenes broadcast. In the
first one the writer shows a problem and then presents a method of solving it.
The approach is informational and educational. In the second the writer con-
centrates on the human interest aspect. The approach primarily is to stimulate
the audience’s attitudes, with some informational and educational elements.



STILL SIMPLE

VIDEO

PROGRAM TITLE CARD

OPEN: CAMERA ON ROBERTS AT TABLE

CLOSEUP (CU) LIVE CRICKETS IN JARS

PAN TO CLOSEUP OF FIELD SPECIMEN
OF CRICKET DAMAGE

CLOSEUP (CU) WEATHER STRIPPING
ON BOARD

CLOSEUP (CU) PIECE OF PIPE THROUGH
LARGE HOLE IN BOARD

MEDIUM SHOT (MS) TO CLOSEUP (CU)
DEMONSTRATION OF HOW TO SEAL
PIPE

CLOSEUP (CU) ZIPPER BAG

MEDIUM SHOT (MS) OF THREE TYPES
OF INSEC TICIDES

CLOSEUP (CU) OF 1 - CAN OF DUSTING
POWDER
2 - LIQUID PREPARA-
TION
3 - BAG OF WETT-
ABLE POWDER

CLOSEUP (CU) BULLETIN —THEN
SHOW CARD

WRITE TO COUNTY AGENT,
COURTHOUSE, ETC.

AUDIO
THEME MUSIC

ANNOUNCER: Introduction . .. “and here is
your County Extension Agent,
John Roberts.”

“Good afternoon, friends. Today our topic
is about cricket control.”

Makes brief comment on crickets