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The aim of this book is to give a comprehensive survey of
radio and television. Emphasis is placed on the actual pro-
cedures of broadcasting and telecasting; yet ample background
material is furnished so that the reader can appreciate the
technical aspects and can understand the current trends and
problems in these two important media.

To show all the intricacies of broadcasting, the operations
of the typical large station are taken vp in considerable detail.
Network and station organization and management are care-
fully outlined. Job inventories and descriptions point up the
many opportunities that exist in the industry and show the
countless skills and responsibilities that must be combined to
produce a radio or television program. Programming, the basis
of all successful broadcasting, is thoroughly explained. The
reader is taken step by step through the production of a
television and a radio program, and the similarities and differ~
ences between the two are made clear.

From their wide experience, the authors provide a wealth of
practical, tested information on a wide range of topics: announc-
ing, developing a speech personality; acting, auditioning, and
directing; writing scripts and continuity for radio and television;
newswriting and newscasting. Other chupters deal with the use
of radio and television for education, the role of films specially
made for television, avdience measurement and research, the
regulation of the industry. Throughout the volume illustrative
material is liberally used. The book provides the necessary
groundwork for those who plan a radio or television career, and
a practical guide to further specialized study for those already
in the field.
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PREFACE

Tae impact of television and the continued im-
portance of radio point up the need for basic understanding of
these two media on the part of the public. Urgently needed,
too, are station personnel well trained in the many skills the
industry requires. As an introductory survey, this book is writ-
ten for those who want a general understanding of radio and
television, as well as for those who plan careers in the two media
and will pursue further specialized courses. The book combines
practical information on the production of broadcasts with back-
ground material on the development of the industry, its organ-
ization, operations, and special problems.

Both radio and television, with their similarities and differ-
ences, receive equal space and attention. The book concentrates
on current procedures and problems in the industry: how sta-
tions are organized and equipped, what constitutes successful
programming, the production factors that must be coordinated
to present effective broadcasts. Job inventories and descriptions
for the typical large station are given so that the range and nature
of the duties in day-by-day broadcasting can be properly under-
stood. Programming is, of course, emphasized since it is the
basis of successful broadcasting, and a chapter is devoted to films
for television. From all indications, such films will constitute
well over half the programming in coming years. To indicate
the innumerable factors and responsibilities that must dovetail
smoothly in broadcasting, the reader is taken step by step
through the production of a television show and a radio program.
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Because of the book’s emphasis upon the actual and practical,
illustrative material is used extensively. A liberal selection of
scripts is included to demonstrate techniques of writing, direc-
tion, and production. On these and similar matters, such as
auditioning and acting, programming, and radio speaking, first-
hand experience and observation are relied upon as much as pos-
sible. Other subijects also discussed are audience research and
the regulation of broadcasting by the government, the industry
itself, and the unions. To show the form of union control—an
aspect often overlooked—a copy of the AFTRA Code of Fair
Practice is reproduced; it furnishes comprehensive and authentic
information on the conditions of work in the industry.

Throughout the book, discussion centers upon network and
large-station operations; for by surveying the full-scale setup, the
reader will gain a better idea of the problems and the complex-
ities of broadcasting. Likewise, it is to the advantage of the pro-
spective professional to understand the more intricate procedures
of the major stations even though his concern may be with the
simpler operations of the small, independent outlet.

D. C. PuiLLps

J. M. Grocan

E. H. Ryan
February, 1954
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RADIO AND TELEVISION YESTERDAY
AND TODAY

When it is realized that in the year 1954 the
gross revenue of all the radio and television stations in the United
States is estimated at $1,020,000,000, the economic impact of
these media on this country becomes obvious. However, the
impact on our social institutions and on the average home and
its way of life is even more dramatic and important. With few
exceptions, the people of the world are not fully aware of the
influence that radio and television have had; fewer still are aware
of the immeasurable effects that these mass media will have on
the future of the world.

In the field of politics, one necessary qualification for presi-
dential candidates of the future will be the ability to make full
use of radio and television. The influence of these media on the
political scene was clearly demonstrated during the summer of
1952. Millions of dollars were spent by the radio and television
networks and local stations in the preparation and presentation
of the broadcasts and telecasts of the conventions that nominated
candidates for President of the United States. Microphones and
television cameras were strategically placed in committee rooms,
on the convention floor, outside the building, and in other areas
so that a story as immediate and complete as possible could be
presented to the public. The fact that the convention was to be
televised influenced the choice of facilities, the time of day that
major speeches were presented, the decorations of the hall, the
types and procedure of parades, and many other aspects, includ-
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4 INTRODUCTION TO RADIO AND TELEVISION

ing the dress of some of the leading figures. The delegates to
the convention were warned that, through the lens of the tele-
vision camera, they were constantly in the eye of the public, and
it was suggested that they act accordingly. The influence of these
media is also being felt on state and local politics as well as on
the national scene.

Still within the realm of government, another type of influ-
ence demonstrated by these two mass communication media was
the investigation of vice and crime as conducted by the Congres-
sional committee headed by Senator Estes Kefauver. At first the
proceedings of the committee were conducted without television
coverage, and for several wecks public awareness of the situation
was lacking. Within a few days after the proceedings went on
television, however, millions of Americans were acutely aware
that the investigation was under way, and the extent of vice and
crime in our country became a topic for much discussion. The
spotlight had been placed on the criminal with some good re-
sults. If the television camera had not been focused on the
hearing, no comparable public indignation would have been
aroused, and the work of the committee would have been less
effective.

In many other areas, the effects of radio and television are
just as clearly seen. The entertainment industry, including the
movies, has undergone drastic changes because of the advent of
television; many parents are keenly aware of the problems pre-
sented by the viewing habits of their children; Civilian Defense
authorities have made detailed preparations for the use of radio
during times of crisis; the success of many campaigns, such as
blood, bond, or charity drives, has been aided by the media; these
and countless other examples demonstrate the power of these
methods of mass communication.

The broadcasting industry, whether a state-licensed monopoly,
a private enterprise licensed by the government, a system owned
and operated by the government in power, or some combination
of the three, is in a very special sense a social instrument, and
the programs broadcast reflect the social leanings and intent of
the country in which they originate. The fact that the social in-
fluence is present is ordinarily not debated; the degree and extent
of such influence are often discussed.
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“The Battle Against Print”

There is an ever-growing battle between radio, television,
films, and the printed means of communication for the leisure
time of the public. As Professor Flora Rheta Schreiber* has
pointed out, the steady growth of radio, television, and films
seems to be the core of a cultural revolution. It is reasonable to
assume that if more and more people are devoting more and more
of their time to these new media, they must take that time away
from some other interest or pursuit. Television has been a par-
ticular influence, since it is difficult or impossible to perform
other tasks if close attention is being paid to the television sereen.

Some newspapers have become adapted to this challenge by
placing increased emphasis upon such special features as columns
written by well-known writers and articles composed by fa-
mous individuals. While only a slight decline in newspaper cir-
culation figures has taken place in the last five years, time alone
can tell the extent and type of influence that the new medium
will have on the newspapers. Magazines that are written for the
critically minded person have likewise been affected by television.
Persons who do not insist on having complete and detailed maga-
zine information as a part of their mental diet have increasingly
fallen into the habit of failing to resubscribe to these publica-
tions. 'This has forced magazine circulation figures down in some
instances, while in others the format or number of issues per
year has been altered. Those who read books for pleasure have
also turned to television in increasing numbers. Thus, in many
instances, for the individuals who do not wish to spend the money
or take the time to read newspapers, magazines, or books, televi-
sion and radio furnish an almost unlimited supply of what is usu-
ally less detailed information. In addition, these media supply
entertainment that is not possible through printed media. This
move away from print and toward the action of sight and sound
may have important sociological effects that will be watched
carefully by those who recognize the tremendous power that can
be wielded by any mass-communication medium.

1Flora Rheta Schreiber, “The Battle Against Print,” The Freeman, 4:16,
April 20, 1953,
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Propaganda and International Broadcasting

Broadcasting is one of the chief means available to any coun-
try for international communication. While radio can be used
for cultural interchange between nations, as in many of the pro-
grams broadcast by short-wave from the United States to South
America, the greatest use that has been made of foreign broad-
casts has been for propaganda purposes. The power of radio to
cover long distances and to reach behind the borders of foreign
countries without fear of the censorship that has often strangled
the international exchange of the printed word has long been
recognized.

Radio transmission was used as early as World War I for espi-
onage and intelligence by secret agents and others. After the
war some spasmodic attempts at international broadcasts were
attempted, but it was not until the invasion of Manchuria by the
Japanese in 1931 that radio was used as a direct part of a war
effort. During and after this war the Japanese directed many
broadcasts to the people of Manchuria to make the conquest
easier and to see that the loyalties of the people did not remain
with China. Later, Japan began to expand its foreign broadcasts
to other areas so as to enlarge and consolidate a new empire.

Hitler recognized the power of propaganda broadcasts to the
enemy, and he made radio an important part of his “fifth column”
effort to soften a country and make it an easier prey for military
conquest. By giving away hundreds of thousands of receiving
sets (100,000 in Austria alone), and by bombarding the country
with propaganda to show the value and strength of his doctrines
as opposed to the weaknesses of other governments, many Euro-
pean countries were made ready for conquest. In 1939, western
European democracies became aware of the effectiveness of these
broadcasts, and they began to counter the German propaganda
with programs of their own. Hitler soon took counter measures
to insure that these broadcasts did not reach the people. He
jammed as many broadcasts as possible, forbade the people to
listen to foreign broadcasts under penalty of extreme punish-
ment, and fixed many receivers so that only certain frequencies
could be received. Until the entry of the United States into
World War 11, this country did little in the way of international
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propaganda broadcasts. What little was done was conducted
mainly by private concerns, not by the federal government.

From 1941 until the end of the war, both sides in the conflict
made extensive use of international broadcasting. Germany
stepped up its effort and was using over a hundred transmitters
in the homeland and the conquered countries. Great Britain,
through the Overseas Service of the British Broadcasting Corpo-
ration, broadcast in over fifty different languages. The United
States established the Office of War Information, which set up
fifty transmitters in the United Statcs and on foreign soil. The
“Voice of America.” which was the overseas branch of the OWI,
sent out thousands of broadcasts per week in various langnages
attempting to counteract the enemy propaganda by telling the
“truth.” Russia and Japan also entered the “battle of the air
waves” with their own programs geared for foreign consumption.
The success of this type of broadcasting was great enough to
make short-wave radio an integral part of psychological warfare,
which seems to be an essential in modern conflict.

After the conflict was over, international broadcasting was
reduced by some countries but certainly not eliminated. A few
countries, particularly the democracies, attempted to use this
means of communication to build up greater understanding.
The “Voice of America” was continued, and it operates un-
der the State Department. The effectiveness of its broadcasts
has been questioned many times, and its budget has been re-
duced on several occasions. The Overseas Service of the BBC
continues to operate and beams many programs to various areas
of the world. While the Russians are expert at jamming the
broadcasts from countries it considers its enemies, some programs
are received behind the Iron Curtain. No accurate estimate of
this reception can be made. It has been possible, however, to
cause panic buying in certain countries by announcing that a
shortage of a particular commodity exists. Also, because Russian
citizens have learned of certain events before any announcement
is made by Russian agencies, it is known that some of the broad-
casts do get through.

The United Nations entered the international broadcast scene
in October, 1946, when a Radio Division of that body was estab-
lished. The lack of facilities at first hampered the operation of
this agency, but short-wave transmitters have now been estab-
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lished on the North American continent, Europe, and northern
Africa. Its recorded programs are broadcast by many stations
throughout the world.

Broadcast Systems in the World

There are three basic methods of operation of broadcast facil-
ities in the world today, with a fourth added when a combination
of methods is used. One method—private ownership and op-
eration of the facilitics under government license—is familiar,
since that is the system employed in the United States. A second
system is public or private ownership and operation under a
government-granted monopoly. The British Broadcasting Cor-
poration, which will be discussed below, is an example of this
type. A third system is government ownership and operation
of the facilities by the government then in power. Totalitarian
governments use this type. In some countries, Canada and Mex-
ico for instance, a combination of the first two of these systems
is employed, in which some stations are owned and operated by
a government agency, while others are privately sponsored, as in
the United States.

The British Broadcasting Corporation. Since the BBC is the
most fully developed of the state-granted monopoly systems, it
will be used as an example of this type of operation. In 1927, a
royal charter, renewable every ten years, was granted to the Brit-
ish Broadcasting Corporation as a public nonprofit organization.
The appointed Board of Governors is given the right to control
the corporation so as to make broadcasting relatively free from
control by whatever government is in power. Income for the
programming of the various stations comes from a yearly tax of
one pound levied on all radio sets and two pounds on television
receivers.

The BBC has established three main programs by which it
hopes to satisfy the desires of the listeners and also to raise the
level of their taste. The Light Programme, which is on the air
from 9 A.m. to midnight, is organized to “suit those who require
relaxation in their listening.” It contains many of the program
types heard in America, such as light music, variety and comedy
shows, audience participation programs, serial dramas, news, and
the like. However, interspersed between this type of program
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are broadcasts of popular symphonies, adaptations of successful
stage plays, talks, and a daily review of the events in Parliament.
The Home Service, which broadcasts from London and six re-
gional stations, is partly programmed by the lighter type of broad-
cast, as on the Light Programme, but it also contains many
political talks, school programs, and good music and drama.
Each of the six regional stations originates some of its own pro-
grams, thus allowing for experimentation and local talent. The
Third Programme, broadcast only at night, presents the more
serious and heavy type of program. The best in music, dtama,
and poetry, with some talks and discussions, is broadcast. Great
flexibility in time limits, programs that appeal to a minority audi-
ence, and repeat performance of many of the presentations are
features of this service.

The BBC has presented some fine television programs, but
the extreme cost of telecasts has limited program expansion to
some degree. In the fall of 1953, BBC was given permission to
allow a very limited amount of sponsored tclecasts. However,
opposition is still strong and any movement in this direction will
be unhurried.

The Canadian System of Broadcast. Broadcasting in Canada
is an excellent example of the state-granted monopoly operating
in conjunction with private commercial broadcasting. Because
of the extreme size of the country, many sparsely settled regions,
and two distinct language groups, the broadcasting problems
there are complex. To make certain that most or all of the sec-
tions of the country are served, even those that cannot support
commercial stations, the CBC owns fourteen stations and broad-
casts over three networks. This Corporation is similar to the
BBC and receives its income from a tax on sets plus some income
from sponsored broadcasts. In addition to these stations, the
Minister of Transport licenses private stations for commercial
operation. These stations are not as free of control, however,
as the commercial stations in the United States. The Canadian
private operations are supervised by the CBC, and no more than
10 per cent of their time can be devoted to commercials.

The three networks of the CBC are as follows: (1) Trans-
Canada Network, which combines some CBC-owned stations
with many privately operated ones to cover most of Canada. Its
programming contains many broadcasts that originate on net-
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works in the United States as well as presentations of its own.
(2) The Dominion Network, which operates primarily in the
evening; the key station of the network is the CBC station in
Toronto, but the remaining outlets are privately owned. This
network broadcasts some of the best network shows from the
United States, but it does a great deal of its own programming.
(3) The French Network, which operates mainly in the French-
speaking province of Quebec, the key station being CBC’s outlet
in Montreal.

The Russian radio system is an example of ownership and
operation by the government in power. While various types of
programs are broadcast over the Russian stations, the micro-
phones are at the command of the leaders of the government.
News and informational programs are strictly censored by the
ruling individuals, and radio is used primarily as a propaganda
agency.

The History of Radio

While the history of radio and television as we know it goes
back only some thirty years, discoveries necessary for the develop-
ment of these modern industries were made nearly a century ago.
Radio and television are the result of an orderly development to
which many scientists in Europe and America contributed. In
all three aspects of the industry—amplitude modulation broad-
casting, frequency modulation broadcasting, and telcvision—the
first scientists working on the problem were often university pro-
fessors who developed the necessary background theories and
made the basic experimentation. Scientists emploved by com-
mercial companies then entered the picture and invented or per-
fected many of the items needed to develop radio and television
in their present form.

Events Leading to Commercial Radio. While many scientists
in the nineteenth century were developing theories and doing
rescarch that were of value to the future devclopment of radio,
three young scientists made basic discoverics neccssary for the
development of the industry. The title “scientific father of wire-
less” is generally accorded to James C. Maxwell, an English theo-
retical physicist who worked out the formulas that predicted the
existence of electromagnetic waves, the waves used in radio and
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television broadcasting. Maxwell, who was twenty-nine years old
when appointed professor of natural philosophy at King’s College
in London in 1860, had worked out these formulas by 1865. He
pointed out that electromagnetic action must travel through
space in waves at a definite rate, and predicted that the speed of
these waves would be the speed of light, 186,000 miles pes sec-
ond. This was later proved correct.

Maxwell was a theoretical genius, but did little with experi-
mental research. It was not until a score of years later that a
second young scientist, Heinrich Hertz, proved the existence of
electromagnetic waves by experimentation. Hertz, who was
twenty-six in 1884 when he first started work on producing these
waves, spent the next decade in experiments at three German
universities. In addition to demonstrating that Maxwell’s for-
mulas were correct, Hertz also proved that with the proper metal
surfaces these electromagnetic waves could be reflected into a
beam. Several other scientists, including Oliver Lodge at the
University of Liverpool and S. A. Popoff at the University of
Kronstadt, advanced the use of the electromagnetic waves.

Nearly all of the men who had been studying electromagnetic
waves thus far were European scientists who had little or nothing
to do with developing uses for the discoveries they had made.
However, soon after Hertz made public his work, Guglielmo
Marconi, the inventor of wireless telegraphy, began to put some
of this knowledge to a practical purpose. Marconi was twenty
years old when in 1894 he read of Hertz’s experiments in an
Italian electrical journal. Since he was the son of a wellto-do
family, it was possible for him to set up a laboratory in his home.
Just a year later he was receiving signals by wireless one mile
from the source, and by 1896 was getting reception over an eight-
mile span. He gradually increased the effective distance. and
on December 12, 1901, Marconi got a faint reception, in his sta-
tion high on a bluff in Newfoundland, of the letter “S,” the
signal that was being sent by wireless from England. Marconi
continued to improve his reception and set up a business organi-
zation to further the work and gain control of many of the patents
dealing with the new communications medium. This company
plaved the major role in the development of wireless. While
wireless had been placed on some ships at sea, the sinking of thc
Republic in 1910 and the Titanic in 1912 gave an impetus fo the
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new medium. In the latter disaster, many hundreds of lives were
saved because of wireless, but if all the ships in the vicinity had
been adequately equipped and manned, even more lives could
have been spared. In 1910 and 1912 the United States passed
laws concerning wireless on ships at sea which gave an added
motivation to the growth of this new method of communication.

About the turn of the century several American inventors,
principally Reginald Fessenden and Lee de Forest, began to ex-
periment with wireless in an attempt to transmit speech instead
of the dot-dash code of telegraphy. Fessenden, while in the em-
ploy of the United States Weather Bureau, as early as 1900 had
transmitted speech for one mile using a spark apparatus similar
to that employed in telegraphy. Realizing, however, that this
noncontinuous wave transmission was not adequate for sending
voice, he turned to the development of a high-speed alternator in
an attempt to achieve continuous wave transmission. In 1903,
General Electric built an alternator according to Fessenden’s
specifications, but it was not powerful enough over long dis-
tances. A second alternator built in 1906 by the same company
at Fessenden’s direction was able to achieve some success. An
article in Science News Letter, reviewing radio on its twenty-fifth
anniversary, said:

The first radio broadcast in history, it is claimed, was on Christmas Eve,
1906, from Fessenden station at Brant Rock, Massachusetts. Morse Code
operators on vessels at sea were among those who picked up the human
voice from the air, very much to their surprise, instead of the familiar dots
and dashes.2

Fessenden experimented with better methods not only of
broadcasting but also of receiving signals and achieved noted re-
sults in each field. Yet he was constantly beset by financial diffi-
culties that encumbered his work.

Lee de Forest, meanwhile, had also been experimenting with
the sending and receiving of speech. His research led to the dis-
covery in 1906 of the three-element vacuum tube called the tri-
ode. Scientists classify this discovery as a major one in the field
of electronics, and much of the later research in radio, television,
radar, and other similar equipment would have been difficult

2 “Radio’s Twenty-fifth Anniversary,” Science News Letter, 48:264, October
27, 1945,
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without it. De Forest demonstrated the ability of his equipment
to send speech by radio only a few days after Fessenden had suc-
ceeded. In 1908, de Forest went to France and broadcast from
the Eiffel Tower, and two years later, with Enrico Caruso, staged
the first opera broadcast. The reception was very poor. While
de Forest continued to experiment with and demonstrate his
work, he, like Fessenden, was beset by financial difficulties.

It was not long until the Bell Telephone System recognized
the possibility of using radio as a means of transoceanic tele-
phone communication. In 1915, this concern made successful
demonstrations of radio-telephone communication from Wash-
ington to Paris and other foreign capitals. Also at this time
amateur radio sprang up as a hobby and some experimental
licenses were granted by our federal government. One of these
was for station 9XM, granted to the University of Wisconsin,
which was broadcasting weather reports as early as 1915, Because
of these early broadcasts, the present radio station at that uni-
versity, WHA, claims to be “The oldest station in the Nation.”

Two of the best known experimental stations were those op-
erated by young William Howard Scripps of the Detroit News,
and Dr. Frank Conrad, Westinghouse research engincer in Pitts-
burgh. The latter station has become the more famous, since it
led to the first commercially licensed radio station, KDKA, in
Pittsburgh. Dr. Conrad had opened his station, 8XK, in 1916,
and later his broadcasts were being picked up by so many ama-
teurs that a Pittsburgh department store started to sell crystal
receiving sets to the general public. The response was so great
that H. P. Davis, a vice-president of the Westinghouse Company,
saw a future in radio, and two things resulted: (1) Westinghouse
began to develop and sell receiving sets as a commercial venture;
and (2) Westinghouse made Dr. Conrad’s station a regular divi-
sion of the company. Thus station KDKA came into existence.
The first broadcast of the new station was the Harding-Cox elec-
tion retuins on November 2, 1920. It has becn variously esti-
mated that between five hundred and two thousand persons
heard the first broadcast.

Early Growth of Commercial Radio. After the election broad-
cast of KDKA, radio caught the public fancy and for the next
few years the expansion in both sending and receiving apparatus
was almost fantastic. The only parallel case in history has been
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the boom in television, and owing to the “freeze” put on con-
struction of new television stations by the Federal Communica-
tions Commission, radio’s early expansion was in certain aspects
even more phenomenal than that in television. The few licensed
radio stations in 1920 mushroomed into nearly six hundred dur-
ing the next three years, and the number of receiving sets multi-
plied accordingly. During 1924 alone over $350,000,000 was
spent on receivers.  Some of the manufacturers and retailers of
radio set up broadcasting stations as a means of stimulating even
greater sales.

This sudden expansion without adequate controls resulted in
chaos. In 1912 an international agreement controlling wireless
telegraphy had been reached, and to supplement this law the
United States Congress passed in the same vear the Radio Act,
which required any person operating a radio station to secure a
license from the Secretary of Commerce. Owing to the limited
number of stations existing prior to 1920, Herbert Hoover, then
Secretary of Commerce, had allocated only two frequencies to
privately operated stations, and at first assigned all applicants to
one of these channels. The increased number of licenses granted
resulted in the overlapping of signals in many areas, and Mr.
Hoover, with the advice of the National Radio Conference, be-
gan assigning specific frequencies to all stations. Applications
still poured in, and even after all allotted space had been assigned,
the secretary had no legal right to refuse any new stations. The
frequencies became jammed. When an Illinois court ruling de-
nied Mr. Hoover the right to assign frequencies, the situation
became even more chaotic, as some stations would shift frequen-
cies, increase their power, or do almost anything to overcome
opposition. Many listeners were not yet bothered by these con-
ditions because radio was still considered a toy. The audience
was more interested in getting a larger number of stations, par-
ticularly distant ones, than in the quality of the programs.

These desperate conditions caused many requests for govern-
mental action, which came in the form of the Radio Act of 1927.
This Act stated that the air waves belonged to the people. A
temporary Federal Radio Commission was created with the
power to grant short-term licenses when the “public interest,
convenience and necessity” would be served. All radio licenses
were automatically revoked, and the stations were given sixty
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days to make new applications. After a thorough investigation
" the FRC granted licenses to all but 150 stations for which ihere
| was no room in the particular area in which they were operating.
| This brought some order out of the previous chaos.
| The number of broadcast stations continued to grow. The
| possible air channels became so thoroughly saturated that for
| many years it has been very difficult to get an amplitude modu-
| lation broadcast license in nearly any section of the country. In
| 1952 there were 2360 of these stations on the air, with 132 under
| construction and 265 applications pending. The sale of receiv-
| ing sets also continued, and in 1949 a survey by the Broadcast
| Measurement Bureau reported that 94 per cent of the families
} in the United States had at least one radio.
\

Growth of Radio as a Commercial Agent. The first commer-
cial radio advertising was probably broadcast by Dr. Conrad’s
experimental station 8XK, for on some of his musical programs
he played records loaned to him by the corner music store in re-
turn for mentioning the name of the store during the broadcast.
However, commercial broadcasting as we now know it did not
start until several years later.

From almost the very first, radio was recognized as an impor-
tant medium for general public good, and it was thought that
broadcasts would be financed either by philanthropic groups or
by companies who made a profit selling radio equipment. Some
early stations were operated by colleges and universities that had
received gifts of radio broadcasting stations. Alabama Polytech-
nic, Georgia Tech, Michigan State, the University of New
Mexico, Oglethorpe, and others were in this category. Other
stations were owned and operated by companies who manufac-
tured or sold radio equipment, and since programming at this
time was quite inexpensive, such a system was feasible.

Soon, however, as radio broadcasting became more costly,
these companies felt they could not continue in this manner and
looked for some means of income. On August 28, 1922, WEAF
(now WNBC), in New York, broadcast a program sponsored
by the Queensboro Corporation, a real estate firm with a develop-
ment in Jackson Heights, Long Island. When, as a result, two
apartment buildings were sold, and there were many other pros-
pective buyers, commercial radio was under way. This station,
WEAF, was operated by the American Telephone and Tele-

I
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graph Company, and since the company owned many patents
on radio equipment and also controlled the transmission lines,
they could enforce the policy that no other station could broad-
cast direct advertising messages. The rest of the stations could
have courtesy announcements identifying the sponsor, but not
until April 1, 1925, when AT&T changed their policy, could a
station sell advertising commercials.

It was hoped by many people that direct advertising would
never be allowed on the air. 'When Herbert Hoover was Secre-
tary of Commerce he spoke out boldly against it, claiming, “the
quickest way to kill broadcasting would be to use it for direct
advertising. . . .” The First Annual Radio Conference in 1922
recommended that only the sponsors name be allowed, and many
other individuals and groups echoed this opinion. As late as
1929 the National Association of Broadcasters took a stand
against commercial announcements during the evening hours.
However, two other and stronger forces were present. First, the
cost of programming was increasing as the novelty of radio wore
off and the public was demanding better programs. Second, the
power of the radio commercial to bring in large revenue had al-
ready been proved, and many stations succumbed to this force.
Programs were more and more geared to audience appeal so ad-
vertisers could reach larger and larger audiences, and the selling
ability of the commercial became the standard for testing com-
mercial continuity.

Today it is not uncommon to hear twelve “spot” commercials
during an hour of broadcasting, and in some cases the number
is even higher. The hundred leading advertisers in this country
tripled their advertising budgets from 1936 to 1946 and spent
over $150 million for radio advertising in the latter year.

The figures for amounts spent for advertising on radio and
television networks alone in 1953, as compiled by Publisher’s
Information Bureau, show the extent to which this tvpe of ad-
vertising has grown:

Radio: Television:
CBS $62,381,207 CBS $97,466,809
NBC 45,151,077 NBC 96,658,551
ABC 29,826,123 ABC 21,110,680

MBS 23,158,000 Du Mont 12,374,360
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Network Growth. In the beginning each radio station broad-
cast only its own programs, but about two years after KDKA's
first broadcast, linking stations together for special broadcasts
was initiated. The first broadcast of the same program by two
stations simultaneously was organized as a special event for the
Massachusetts State Bankers Association meeting in Boston in
January 4, 1923. The two stations involved were WEAF in New
York and WNAC in Boston. After an American Telephone and
Telegraph executive spoke to the convention, a three-hour pro-
gram was produced in the studios of WEAF and broadcast to
the assembled bankers. A great deal of care (and some $25,000)
went into the experiment, and it was judged most successful.
Five months later, on June 7, 1923, four stations, WEAF, WGY
in Schenectady, KDKA in Pittsburgh, and KYW in Chicago
joined together for over two hours in the first real test of “chain”
broadcasting. By 1925, AT&T had twenty-six stations, extend-
ing as far west as Kansas City, regularly joining together for spe-
cial broadcasts, and on other occasions used additional stations
for a coast-to-coast hook-up.

Tue NatioNaL Broapcasting Conmpany. Since AT&T re-
fused to allow anyone else to use their long lines for radio pur-
poses, its big radio competitor, Radio Corporation of America,
had to use telegraph lines. Because these lines were not con-
structed to carrv voice or music, the broadcasts were of poor
quality and RCA’s network did not have much success. How-
ever, the situation suddenly changed in 1926 when AT&T de-
cided to withdraw from radio broadcasting and sold station
WEAF to RCA and its other properties to what was known as
the Radio Group. The latter was an organization composed of
RCA, Westinghouse, and General Electric. This event was im-
portant in radio history in many ways, one being that the path
was now open for further network expansion.

RCA found itself in the enviable position of owning the only
two radio networks in existence, and since many of the important
stations in each network were in the same city, two National
Broadcasting Company networks were formed. Nineteen sta-
tions formed the nucleus of the Red Network, and the remain-
ing stations owned by NBC joined together as the Blue Net-
work. By adding additional stations from year to year, these two
chains gave the National Broadcasting Company a dominant
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position in network broadcasting until 1943, when the govern-
ment forced the sale of the Blue Network, which then became
the American Broadcasting Company. The Red Network, or the
National Broadcasting Company as we know it today, grew from
the original 19 stations in 1926 to 48 the following year and
nearly 200 today. The company owns several powerful radio
stations from New York to San Francisco, and, owing to its early
entry in the radio field, has many of the best and most powerful
affiliated stations.

THE CoLumBIa Broabcasting System. The National Broad-
casting Company was the sole network only briefly. On Janu-
ary 27, 1927, the Columbia Broadcasting System (CBS) was
organized. The first name of the organization was the United
Independent Broadcasters, Inc., but the Columbia Phonograph
Company soon assumed sales control of the organization. Be-
cause of NBC’s dominance in the field it was difficult for the
new chain to make an effective start, and it was not until 1928,
when William S. Paley and his family entered the picture, that
CBS began to expand. From the 16 stations originally affiliated
with the group in 1927, the network expanded to 28 the next
year, 113 in 1939, and over 200 today. CBS has ownership of six
powerful and strategically located stations from New York to
Los Angeles. Mr. Paley has been an important factor in many
aspects of the radio industry, and this network has been noted
for its fine news and documentary programs.

TuE MuTuaL BroapcasTing System. In 1931 a new type of
network entered the radio scene when three powerful stations,
WOR, Newark; WLW, Cincinnati; and WXYZ, Detroit, joined
together to produce and sell radio programs under the name of
the Mutual Broadcasting System. Because the three chains al-
ready in existence had most of the better outlets, and since this
network was not as centrally organized as the others, Mutual has
never been as prominent as the other networks. It has a very
large number of stations, mostly low-powered outlets covering
small areas. Mutual is an important network in the sports field
and broadcasts the World Series each fall, in addition to many
other athletic events.

THE AMERICAN Broapcastine Company. Since NBC had
given most of the better programs and outlets to the Red Net-
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work, the American Broadcasting Company (ABC) was not too
powerful a network when it came into existence in 1943. It has
expanded, however, and since merging with United Paramount
Theaters in 1953 has greatly enlarged its operations. This net-
work started many of the famous daytime audience participation
shows, and the important discussion program, “Town Meeting
of the Air,” has enjoyed a long period of success. ABC now has
approximately 350 affiliates.

RecionaL NeTworks. In an effort to capture a regional
market where it would not be advisable to use a national network,
certain regional stations have joined together for broadcast pur-
poses. There are too many regional chains to discuss them in
detail, but they form an integral and important part of the broad-
casting picture.

ADVANTAGES OF NETWORK AFFILIATION. Since networks have
the prestige and money to produce programs with great audience
appeal, much of the listening in the United States is to network
programs. This network affiliation is advantageous to a local sta-
tion not only for the revenue directly gained, but, because of the
quality of programs presented, large audiences are attracted to
the station, which assists in selling locally produced presentations.
Also, if a network-affiliated station has no local show it wishes to
produce, it may draw on the sustaining programs of the network
to fill out its day. About half of the stations in the United States
are affiliates of a major network.

History of Frequency Modulation

One of the great drawbacks to radio listening was recognized
from the first, the static that often spoils a radio program. While
some progress was made in getting better reception, it was real-
ized that it would be almost impossible to filter out all of this
interference since natural static is practically identical with radio
waves used in amplitude modulation. Professor E. H. Armstrong
of Columbia University had developed by 1933 a system of fre-
quency modulation that not only eliminated static but gave a
higher degree of fidelity to listening, since his method would re-
ceive up to 15,000 cycles, while the limit for amplitude modula-
tion broadcasting was about 6000 cycles.
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A good explanation of the difference between the two methods
of broadcasting is given by Maclaurin:

Frequency modulation differs from amplitude modulation in the fol-
lowing respects. In standard broadcasting, an electrical pump at the base
of the antenna pumps electricity into the antenna and sucks it back again
a great many times per second. The current is modulated by superimpos-
ing a voice current which changes the signal strength in accordance with
the voice. Throughout this process the electrical pump continues to op-
erate at a constant speed. In frequency modulation, on the other hand,
the strength of the antenna current does not vary, but the speed of the
electrical pump is changed in response to fluctuations in the voice.3

In 1934, at the request of RCA, Professor Armstrong erected
an FM station on top of the Empire State Building in New York,
and from June of that year until October, 1935, Armstrong tested
the station in conjunction with RCA and NBC. Soon after-
ward, however, RCA became indifferent to the whole idea, claim-
ing that the space was needed for television experimentation.
Armstrong, who was independently wealthy from other inven-
tions, took it upon himself to sell FM to the country. He made
frequent lectures and demonstrations showing the worth of his
new system, and in the summer of 1938 set up his own FM broad-
casting station in Alpine, New Jersey. Only a few other stations
followed his lead, but in 1940, when NBC put a station into op-
eration, it appeared that FM would expand. However, the war
interrupted both the construction of stations and the manufac-
turing of receiving sets, so it was not until 1945 that real growth
took place. In that year the FCC moved the FM band, which
was from 44-to-50 megacycles, up to 88-to-108 megacycles, which
further encouraged FM broadcasting, as it allowed room for
more stations. By 1948, the new system had reached its peak,
and there were over a thousand licensed FM stations.

From that year forward, however, the FM boom began to
fade, and while in a few areas FM still has a sizeable listening
audience, especially for classical music programs, it is not an im-
portant factor today. Many theories have been advanced to ac-
count for this slump. One school of thought says that with tele-
vision beginning its phenomenal growth, the manufacturers and
station owners were not interested in spending millions of dol-

3 W. Rupert Maclaurin, Invention and Innovation in the Radio Industry (New
York: The Macmillan Co., 1949), p. 187.
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lars to promote FM.  Another possible factor was that most FM
stations were owned by AM broadcasters and they did not want
to destroy their original investments by promoting the new sys-
tem. The listeners were also a factor in that they did not de-
mand FM. Since few could hear any noticeable difference in
reception between the two systems, they did not desire to pur-
chase new equipment. Because FM waves cannot bend to follow
the earth’s surface, maximum listening distances were usually
only fifty to sixty miles, and in some areas even less. This meant
that if the powerful AM stations with large audiences turned to
FM they would either have to set up costly relay stations to cover
the same area or reach smaller audiences. All these factors, plus
other probable reasons, put a severe damper on the rise of FM
broadcasting, and it now seems doomed to play only a minor
role in the United States.

The History of Television

As was true in the case of radio, early experimentation that
led to the development of television was conducted by European
university scientists. The first research was done on phototeleg-
raphy, and while this was not the same as television, it was simi-
lar enough to make the work valuable for television purposes.
Television, like the movies, presents a series of successive images
rapidly enough so that the human eye sees it as continuous action.
While the movies show the images as entire pictures in each
frame, in television only a very small fragment of the scenes is
scanned at any one instant.

The first scanning disk that was the forerunner of modern tele-
vision was invented by a German engineer, Paul Nipkow, in 1884.
The Nipkow disk had a single spiral of holes, each a little closer
to the center. When light was thrown on the disk and the latter
was rotated once, the whole object to be pictured had been illu-
minated by narrow shafts of light. The reflected beams then
came in contact with a selenium cell which converted the light
into electrical energy. Nipkow attempted to reconstruct the pic-
ture by means of a synchronized disk, but he never was able to
achieve success. In 1885, Lazare Weiller tried to obtain the
same results with a revolving drum with small mirrors mounted
on it. He was more successful than Nipkow, but the reproduc-
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tion was still very poor. Both of these methods used what is
called a mechanical scanning procedure.

Both Nipkow and Weiller used selenium in their experiments,
and since this substance reacts slowly to variations in light, it
proved a handicap. Several scientists proceeded to work further
with mechanical scanning means for the next three decades, con-
centrating on the improvement of reception of light variations.
In the early 1920’s, Herbert E. Ives of the Bell Laboratories was
given adequate money and staff to do further work on picture
transmission. This work led to the development a few years
later of the still picture transmission by wire that the press asso-
ciations use today. In 1927, Ives and his associates made a suc-
cessful screening of President Herbert Hoover by telephone-tele-
vision from Washington to New York. C.F. Jenkins and Ernst
Alexanderson were other Americans who were experimenting
with mechanical scanning as a means of producing a television
picture.

It was not until electronic means of scanning were discovered
that television made major advances toward general public use.
Dr. V. K. Zworykin, Russian scientist who was employed by
Westinghouse in 1920, patented the iconoscope, an electronic
“gun” which scans the object to be televised line by line so quickly
that it seems to the viewer to be a continuous picture. After this
invention it was hoped that public television would be a reality
very soon, but RCA, for whom Zworykin was now doing research,
felt that the television performance was still too poor for com-
mercial use. During this time Philo Farnsworth was working on
the problems of television, and he made many improvements in
more effective synchronization between the transmitter and the
receiver.

Television was given its first real public demonstration dur-
ing the World’s Fair in New York in 1939, and several stations
were soon on the air doing a few hours of experimental broad-
casting a day. The original date set by the FCC for commercial
television was September 1, 1940. Before television had a real
chance in commercial broadcasting, World War 11 put both con-
struction of new broadcasting stations and the manufacturing of
sets in mothballs, where they stayed until 1945. An FCC con-
ference in 1941 resulted in establishing certain bases for television
broadcasting: commercial broadcasting had to be in black and
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white even though experimentation with color broadcasting had
been carried on; the picture was to be 525 lines instead of the
441 lines used previously. This meant that the electronic gun
scanning the picture would make 525 trips across the scene for
one complete picture and thirty such pictures would be com-
pleted each second.

Post-War Television. Soon after the conclusion of World
War II the expected expansion of television took place. Manu-
facturers began to produce large numbers of television receiving
sets, and applications for television broadcasting stations started
to flow into FCC. This commission had set aside twelve chan-
nels between 54 and 216 megacycles for commercial telecasting,
and it soon became evident that this number would not suffice.
Because of the possibility of opening up new channels in the
ultra-high frequency range (UHF), and since the problem of
color television had arisen again, in 1949 the FCC ordered a
“freeze” on new construction permits. At the time 107 televi-
sion stations were operating within the United States on the
very-high frequency (VHF) channels.

While waiting for more experimentation on the UHF bands
to take place, to assure commercial quality telecasting, the FCC
held several hearings on various systems of color transmission.
In 1950, the Commission decided that the Columbia Broadcast-
ing System method of transmission was more successful and de-
creed that this was the type to be used. RCA, and others, took
legal steps to stay this action, but some months later the courts
decided in favor of the FCC and the CBS system. The CBS net-
work soon went on the air with color television programs, since
this system allowed black and white viewing on sets already in
homes even though the program was broadcast in color. How-
ever, color transmission was stopped a few weeks later with the
explanation that the national defense program made scarce cer-
tain materials needed for the manufacture of color television sets.

On April 13, 1952, the FCC removed the freeze on new sta-
tion construction and began to issue permits in both VHF and
UHF bands. Wahile the freeze was on the Commission had
made a thorough study of the entire situation, determining such
factors as where stations of each type should be located, how
many stations should be allotted to each community, the power
of these stations, how far apart stations using the same or com-
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panion channels should be located to eliminate interference,
and the like. The Commission is issuing several construction
permits each month, and the tétal number -of stations may be
approximately 2000 if all possible channels are assigned.

Television Networks. Network broadcasting of television
programs came into being as soon as television went on a com-
mercial basis. Three radio networks, ABC, CBS, and NBC
added television chains, and a newcomer, Du Mont, joined the
ficld early. At first the lack of coaxial cable and micro-wave re-
lays, either of which arc necessary to carry the television signal,
made network coverage difficult. Most of the early major pro-
ductions were recorded on film (kinescoped) and then were sent
to the various network affiliates for later telecasting. By mid-
1951 most of the East and Midwest and some parts of the South
were connected by coaxial cable or micro-relays, but it was not
until the fall of that year that the Far West joined the networks
for simultaneous telecasts. This was achieved by establishment
of a micro-wave relay between Omaha and San Francisco. Since
the television signal follows the line of sight and does not bend
with the surface of the earth, it was necessary to establish many
relay posts between these two cities to make the connection
possible. At the present time most of the major areas in the
United States are connected either by coaxial cable or relay, so
that simultaneous tclecasting to nearly all the large population
centers is possible.

While most of the network affiliates of the major radio chains
broadcast programs from only one network, many TV stations
find it expedient to send out programs from more than one net-
work. Because of the limited number of TV stations in some -
areas, many outlets not actually owned by one of the networks
broadcast programs from as many as three chains. It is expected,
however, that when enough television stations are operating to
insure adequate coverage for all the networks, television affiliates
will follow the practice existing in radio and will telecast pro-
grams from one network only.

Technical Advances in Television

Television is still an infant industry, and technical advances
in it are occurring almost monthly. One progressive step that
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has already been mentioned in this chapter is the advent of color
television. The idea of televising in color came almost as soon
as means of electronic scanning were developed. The Federal
Communications Commission was studying color television in
the late 1930’s, but, believing that color television was still years
away, in 1941 the Commission ordered telecasting to be in black
and white only. As has been mentioned previously, the CBS
system of color transmission was accepted by the FCC in 1950,
but because this system of color broadcasting had its limitations,
few color broadcasts took place. On August 8, 1953, the FCC
announced its intcntion to authorize the compatible color sys-
tem sponsored by the National Television System Committee.
Some networks began to experiment with programs telecast in
color immediately, since these programs could be received on
existing sets in black and white. The National Television System
Committee is made up of technical groups that represent nearly
all the segments of the television industry, and they are continu-
ing their work in perfecting color transmission and reception.
Authorization of this system was granted by the FCC on Decem-
ber 17, 1953. While the color receiving sets now being manu-
factured are quite expensive, new inventions and improvements
in production methods may bring the price down more nearly
to the cost of the present black and white receivers. General
Sarnoff, Chairman of the Board of the National Broadcasting
Company, speaking before the National Association of Radio
and Television Broadcasters in April, 1953, stated that within
two or three years after the production of color receiving scts
begins, there would probably be a half million in usc.

Another invention that will undoubtedly affect the technical
side of television in the years to come is the transistor. Its tiny
size, practical indestructibility, longevity, and multiple uses in
various parts of the television transmission and receiving com-
ponents will have a profound effect upon the industry. As a re-
sult of the development of the transistor, portable television sets
are now a definite possibility, and the size and complexity of
cameras, receivers, and other equipment may be reduced.

Several manufacturing companies are working simultaneously
to produce equipment that records on tape both the picture and
the sound for television programs. This will eliminate the high
costs of film making and processing and thus will cut the cost
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of operation of a TV station. This will be a particular advantage
to the small, low-budget stations that find present methods of
extensive film use too expensive.

The Present Place of Radio

Some individuals predicted that as television expanded both
in the number of broadcasting stations and in receivers, radio
would become a “dead” industry. While the situation is still in
a state of flux, it now seems that this prediction is definitely un-
true. From 1946 to 1952, a period of great television expansion,
when about 25 million TV sets were sold, over 90 million radio
sets were manufactured in the United States. During 1952
alone, over 10 million radio sets were purchased in this country.
At the end of 1953, there were approximately 146 million radio
sets in some 46 million homes; for TV, there were sets in some-
what less than 25 million homes. While radio has suffered some
decrease in advertising revenues, it is still a very profitable indus-
try for nearly all the radio stations in the country.

Even in areas where TV can be clearly received, radio listen-
ing is still an important factor, particularly in the morning hours.
Radio stations are making some adaptation to the new compe-
tition by broadcasting more music and other programs in which
sight does not greatly enhance the value of the presentation.
Exactly what will happen to radio programming as television
continues to expand is still unknown, but the signs point to its
continued importance. This will probably be particularly true
for the smaller local stations, where the difference in the cost of
advertising between TV and radio is great.

Conclusion

"Though radio and television have been with us for only a third
of a century, their impact on the informational, cultural, politi-
cal, and entertainment life of the world has been profound. This
rapid growth has been accompanied by varied and complex prob-
lems, some of which are still with the industry. The social force
of these media has been used for various purposes in different
countries of the world. In certain areas the primary function of
radio and television is political; in other areas information, cul-
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ture, and entertainment are the goal; while in still different por-
tions a commercial intent is added to these purposes. Because
of the great impact of radio and television on modemn living,
there is much need for an understanding of the functions and
techniques of these modern communications media.

DISCUSSION QUESTIONS AND PROJECTS

1. What influence have radio and television had on American tastes
in music?

2. What impact has television had on our national elections?

3. Have radio and television invaded the private rights of American
citizens?

4. What are the future potentialities of international television
program exchange?

5. Compare radio programming of today in your area with that of

five years ago.

. What effect has TV had on sports events?

Are radio and television “serving the public interest and neces-

sities”?

8. Evaluate the role of network programming in the radio and
television industry.
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STATION ORGANIZATION AND
EQUIPMENT

Mosr people are fascinated by the experience
of going into a radio broadcasting studio for the first time. In
an atmosphere of hushed tenseness, they view an announcer
reading the news, look over the large number of knobs on the
control panel, and hear the steady, rhythmic beat of the news
ticker. For the first television studio visit, the atmosphere may
be even mystifying. The cameras with their long cables, the
control-room monitors lined high upon the wall, men running
to and fro in the studio, all these and other sights often baffie the
visitor. This chapter will answer some of the questions that arise
concerning the station organization and equipment. For de-
scriptive purposes, a successful medium-sized station will be used
as a model.

The Studio

Careful planning is used to keep vibrations of the building
and extraneous noises from being picked up by the sensitive radio
equipment. Studios are suspended by springs or are carefully
insulated against vibrations by shock absorbent material which
is placed on all walls as well as on the ceiling and floor of the
studio. In addition, the walls are specially treated so that sounds
created in the studio will be carried to the microphone without
distortion and with the best possible broadcast quality. Side
walls and ceilings may be curved or shaped in such ways as to
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reflect sound with just the proper amount of reverberation. In
addition, the walls are treated with materials that are designed
to absorb sound or deaden reverberations, the reflections of sound.
Acoustical engineers have measured the room for reverberations
and have increased or decreased the amount of sound-absorbing
maternial to achieve the best results. While not in general use,
some studios have movable panels which enable the program
producer to obtain different amounts of reverberation or liveness
as required by particular programs. The number of people, the
kind and amount of furniture, and other factors may affect the
“liveness,” so that some adjustment for various presentations is
desirable to achieve the best acoustical effects.

Entrances to a studio arc made through doorways which are
unusual. Many studios have what is known as a “sound lock.”
"The door opening from the corridor permits entrance into a small
vestibule. From the vestibule, a second door opens into the
studio proper. In other studios the double doors are placed back
to back. In either case the doors fit snugly, and they may be
equipped with silencing devices that aid in closing the door with
a minimum of sound. In some studios the entrance to the con-
trol room is just off the vestibule or sound lock.

The studio is usually completely closed off from the outside,
and thus there are no windows. Ventilation has to be artificial,
and noiseless forced air circulation and air conditioning units are
employed to assure the comfort of the personnel working in the
studio.

Microphones

In choosing microphones, broadcasters consider several fac-
tors: (1) their ability to transmit sound with high fidelity; (2)
their ruggedness or ability to give good service after hard usage;
(3) the uses to which the microphone will be put, such as for a
single announcer, a discussion program, dramatic presentation,
and the like.

One method of classifying microphones is according to their
directional ability to pick up sound. The nondirectional micro-
phone will pick up sound at a 360-degree angle and thus it may
be spoken into from any direction. The unidirectional micro-
phone will receive sound from one side only, and if a person is
standing in any place other than directly in front of the micro-




STATION ORGANIZATION AND EQUIPMENT 31

phone, the sound will be distorted in its reception. The bidirec-
tional microphone will pick up sound from two sides directly
opposite each other. The polydirectional microphone may be
adjusted to pick up sounds in a variety of directions ranging from
the unidirectional to the nondirectional.

Another method of classifying microphones depends upon
their inner structure. A pressure, or dynamic, microphone re-
ceives the sound vibrations on a diaphragm and transforms them
into electrical impulses in a moving coil. The movement of the
coil in the magnetic field produces an electrical current which
fluctuates in proportion to the sound intensities and frequencies
acting on the diaphragm. These microphones are generally use-
ful because of their rugged construction, small size, and relatively
good frequency response. Pressure microphones are frequently
used in outside remote work, as wind and moisture have a mini-
mum of effect on them. These “mikes” may be either nondirec-
tional, and serve for discussion programs and the like, or uaidi-
rectional, and thus are often used by announcers.

The ribbon, or velocity, type microphone (see Figure 10)
is commonly used by announcers and on dramatic programs
because it enhances the vocal quality of the performer. This
microphone consists of a ribbon made of duraluminum which is
suspended between two magnetic poles. The ribbon is set into
motion by sound vibrations, and its movement is in proportion
to the strength and pitch of the sound received. The vibrations
of the ribbon generate small electrical currents. This micro-
phone is equally sensitive on two opposite sides, but has little
sensitivity on the others. The sensitivity of this microphone is
greatest at dead center, and movement to either side will result
in a shading of voice quality. The fidelity of the ribbon micro-
phone is very high, with a range from 50 to 15,000 cycles.

The combination, or variable pattern, microphone has both a
ribbon and a dynamic element. By the use of switches, this
microphone may use the elements separately or in combination,
a procedure that provides great flexibility in operation.

Control Rooms

On one side of the studio is a large glass window visually con-
necting the studio with the control room. Through this window




32 INTRODUCTION TO RADIO AND TELEVISION

the sound engineer can sce the studio and its occupants at all
times. To make certain that no noise from the control room is
heard in the studio, the window is constructed of three separate
panes of glass. Each pane is separated from the others, and their
edges are held by resilient material which absorbs vibrations.
Communication between the studio and control room is con-
ducted through a two-way intercom system.

When the announcer or performers speak into the micro-
phone in the studio, the sound is carried through wires into the
control room. The sound engincer is seated before a control
board facing the glass panel. On the control board (often called
a console) are many knobs and dials. These dials are variously
called “faders,” “mixers,” or “pots,” and they are used to regulate
the volume of the sound. The dials work very similarly to the
volume knobs on radio receivers. When the dials are turned
from the “off” position, about the spot where seven o’clock
would be on a clock face, in a clockwise direction, the amount of
volume is increased. As they are turned counter-clockwise, back
toward the seven o’clock position, the amount of volume is de-
creased. There is usually a dial on the console for each micro-
phone and turntable in use. If there are six faders on the control
board, four microphones and two turntables or six microphones
may be used. Any combination that adds up to six may be
employed.

When the microphones are being used, it is the job of the
studio engineer to blend or mix the sound so that the proper
balance for best listening is assured. If, for instance, a radio
drama with numerous characters is being presented, the set-up
might be as follows: microphone number one would be used by
the three people playing the leading roles in the play; microphone
number two would be used by the actors playing the smaller roles;
microphone number three is for the announcer and the narrator;
microphone number four would be employed by the sound effects
man for manually produced effects; faders number five and six
are for the two turntables for incidental music and recorded
sound effects. Many productions are done with fewer micro-
phones than this.

In addition to the individual microphone faders on the con-
sole there is a “master fader” with which the engineer can control
the strength of the signal being sent from the studio to the master
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Ficure 2. Transmission Antcnna

Ficure 3. One-Man Control Unit (General Electric). Single techmical aperator
can prepare and telecast filin, network and studio programs.  Panel controls camera
switches, film chain, picture density, and audio



Ficur: 4. WCAU (Philadelphia), Mutual Broadcasting System, Control Room Looking Toward Studio
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control room or the transmitter. To guide the engineer in moni-
toring the strength of this signal, a meter or meters are installed
on the console to indicate the signal strength. If the volume is
too great, the sound coming from the studio will be distorted.
The sound engincer must assist in the placing of the microphones
in the studio so that the most balanced results can be obtained.
In smaller studios, the sound engincer may also operate the turn-
tables and occasionally produce sound effects.

The turntables previously mentioned that are used for music
and recorded sound cffects may be either in the studio or in the
control room. When in the latter, they are often placed on
cither side of the console so that by turning in his chair, the
sound engineer can easily play records on cither turntable and
can also control the faders on the board. These turntables re-
semble in operation the record player in a living room. They
ordinarily do not, however, have a loud speaker attached to them,
but are directly connected with faders on the console. These
turntables arc capable of playing records at any of the standard
speeds. For a picture of a typical studio turntable sec Figure 12.

Master Control Room. Broadcasting stations having more
than one studio usually have a master control room. The work
of the master control room is to take programs from any siudio,
remote pickup, telephone line, or any combination of these and,
after monitoring sound levels, send the program to the trans-
mitter. Master control rooms arc cquipped to handle many
operations simultancously. Remote programs may come into
the control room for recording, studio programs may be scnt out
to affiliates but not aired locally, transcription programs may be
aired, and news flashes may be sent out, all at the same time.

From the master control room the impulses are sent to the
transmitter, from which they arc broadcast. In some instances
the transmitting equipment is located in the same building as
the studios, but more often it is locatcd on a separate site chosen
for most effective signal transmission.

Rooms for Special Services

Most of the news used in radio stations today comes in on
leased wire services, as explained in Chapter 8. Many moderate
sized outlets subscribe to more than one of these services, and

-
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each service requires a separate news ticker. Because the news
tickers are noisy in their operation, and because the news editor
or newscaster needs some space in which to prepare his material,
a separate room is provided for the news department, if possible.
In some modern studios the news room is located close to the
announcer’s booth so that special news bulletins can be handled
quickly. The news tickers have bells or other signals that are
sounded when a special bulletin is being received.

A special room or a certain space in a multipurpose room
may be set aside for a reference library. Books on pronuncia-
tion, dictionaries, reference books, and trade journals are impor-
tant parts of a reference library. Current news, information
about the broadcast industry, and materials concerning classical
and popular music will be of assistance from time to time to an-
nouncers, script writers, business managerf, and others.

Record Library

Because the modern radio station requires so many records
and transcriptions for the various programs produced by the sta-
tion, the record library is one of the most vital and interesting
parts of a station. The bulk of the recordings used by a station
come from two sources: (1) transcriptions from various transcrip-
tion library services, and (2) commercial recordings ordinarily
secured from the manufacturer’s distributor. These may be sup-
plemented by purchase of certain records, private collections,
and other sources.

A transcription is a sixteen-inch disk used by radio stations
but not generally distributed for home use. It is usually recorded
at 3374 revolutions per minute, and several musical numbers by
the same musical organization are recorded on one side of it.
Many concerns market transcription libraries. Some companies
present music of all types, while others concentrate on popular
music, western tunes, sacred music, and the like. Associated,
Capital, RCA Recorded Program Service, SESAC, Standard,
and World are some of the most frequently used. Still other
transcription library services, such as Ziv and Morton Radio Pro-
ductions, feature disks that present a full half-hour musical pro-
gram. At certain spots in the presentation either dead grooves
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or soft music is presented so that commercial announcements
can be given. Guy Lombardo’s transcribed program is one of
the most popular of this type. If a station subscribes to the serv-
ice of one of the first-mentioned type of transcription libraries,
it will receive a basic library in the beginning and new disks will
arrive at certain stated intervals. The library comes equipped
with catalog, index cards, data for continuity, and so forth.

When the second type of disk, commercial recordings, arrive
at a station they too must be catalogued so they can be “pulled”
quickly and easily. There are many different catalog systems.
For example, station WNEW, in New York City, with its ex-
traordinary record library of over 100,000 disks, has perfected
this system: when a record is received, it is first checked for copy-
right clearance, then for acceptability of lvrics. The record li-
brarian proceeds to time the selection and stamps the playing
time on its face. Three index cards are then prepared, one each
for the title of the tune, the composer, and the performing artists.
The records are then placed ready for use in the proper spot in
the library.

Duties of the Various Departments

Thus far this chapter has been concerned with the equipment
and physical divisions of the station. In addition to the ones
mentioned, there may be the necessary supply rooms, duplicating
room, rest rooms, lounges, and perhaps even a conference room.
Actual administration of the station will be carried on in offices
located in other sections of the building. While the duties of the
actual personnel are fully discussed in Chapter 3, some mention
of the over-all duties of the various departments should be made
here. All of the departments mentioned below exist in most sta-
tions, but the smaller stations, of course, often combine the duties
under one man.

The Board of Directors. Responsibility for the station policy
and its over-all efficient operation rests in the hands of the Board
of Directors. This Board is often at least partially composed of
men whose major interest is in other businesses or the professions.
In noncommercial stations this group will be made up of chosen
representatives such as college professors and administrators,
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union members, or religious groups, depending upon who owns
and operates the station.

Station Manager. This official is responsible for the effective
working of the station both as a public-service medium and as a
business enterprise that must show a profit. The station man-
ager carries out the policies established by the Board, of which
he is often a member. He is responsible for the selection of the
trained personnel and for the operational policy that will obtain
both listeners and sponsors. In addition to being an administra-
tor, the station manager must also be a good “idea” man, since
it is through his efforts that the station may achieve a “station
personality” that will assure successful operation.

Program Department. It is the responsibility of the program
manager and his staff to prepare and present programs that will
be acceptable to the listening audience, the advertisers, and the
management. This department, usually the largest in the sta-
tion, supervises the work of the various divisions of announcing,
news, continuity, sports, production, music, and public service.
Various chapters or sections of chapters in this book are devoted
to the activities of the individuals involved in all these divisions
and can be referred to for further information.

While some stations do not take their public-service responsi-
bilities too seriously, fortunately other outlets do a fine job. Re-
ligious and educational programs, fund drives, “get-out-the-vote”
campaigns, safety messages, and listings of cultural opportunities
in the area are examples of public-service presentations. If the
amount of publicservice programming warrants it, some stations
employ a man to coordinate the work of the other station per-
sonnel for this purpose. Rarely does a campaign or a drive take
place in a community having a radio station but that the station
gives some free time and often free services to the sponsoring
group.

While public-service promotion takes many forms, here is an
example of one approach. These announcements were part of
a series called the “Lively Arts Jingles,” which combined tran-
scribed jingles with live, topical material. The topical material
was changed daily and highlighted various cultural opportuni-
ties available to the listeners. The series was conceived by sta-
tion WNEW and produced and written by Bill Kaland. The
music was written by Roy Ross.
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For classical music:

ANNCR: Say, maybe you don't like classical music.
Well, just listen to this and you might
change your mind.

JINGLE
TRANSCRIPTION: Maybe Mr. Bach
Wrote tunes that didn't rock
But he wrote some tunes (Bach) so sweet
| (Bach) so neat
Don't judge them hasty, cause they are tasty-
Jjust listen to
Beethoven, Mozart, and Bach.
| (MUSIC OF BACH)

ANNCR: For an earful of tuneful music from Norway
| and Denmark, attend the Brooklyn Museum's in-
| ternational series, starting this Sunday at
2:00 P.M. This Danish-Norwegian program gets
| under way in the Sculptured Court at 2:00
| P.M. Admission free.

JINGLE
TRANSCRIPTION: So listen to swing-listen to bop

Take your music sweet or take it hot

But here's a tip for you-listen to—

Mr. Besthoven (Interpolation) and Mr. Brahms
| (Interpolation) and Mi-is-ter Bach.

For modern painting:

|

} ANNCR: When you look at modern paintings, do you get
the urge to laugh? Well, just hold it a
minute and listen to this.

JINGLE
TRANSCRIPTION: Hee hee hee, haw haw haw, ho ho ho ho ho
That's the way that people laughed at Rem-
brandt, years ago.
His art was new . . . his style was too
Oh my that's sad, but oh so true
People just laughed, hee hee, ho ho, cause
they didn't know what else to do.

ANNCR: Have you heard about lumia, the sensational
new art? . . . now on exhibition at the Mu-
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seum of Modern Art, 11 West 53rd Street. Mov-
ing forms and color projected on a screen by
a special light-generating instrument. See
this unusual new art, now exclusively at the
Museum of Modern Art, daily at 1:30 P.M. The
new art is lumia.
JINGLE
TRANSCRIPTION: When you look at modern art, don't laugh with
consternation
Just look awhile and maybe you'll smile a
smile filled with admiration.

For architecture:

JINGLE
TRANSCRIPTION: People rush around like mad to get themselves
a visa
They want to see the beauty of the leaning
tower of Pisa
The Sphinx and Colosseum they are sights of
great renown
But remember this and don't you miss
The beauty in your home town.

ANNCR: Animal, vegetable, mineral? . . . Well, it's
a toss up what material was used in the fiber
glass building,l16 East 56th Street. Glass,
lime, stone and aluminum, form the front for
this remodeled, four story brownstone house.
It's something different in architecture and
it's right here in mid-Manhattan.

JINGLE

TRANSCRIPTION: There's architectural beauty that is really

hard to beat
If you'll simply use your eyes while walking
down your street.

Two other special types of programs are presented on many
stations, and their activities are controlled by the program de-
partment. These are the farm programs and the women’s shows.
If there is a considerable farm population in the service area of
the station, special programs of interest to this group are often
broadcast. Weather reports, market prices, special information
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about the planting or treatment of crops in the various seasons,
and other similar information are presented. Professors from
the state agricultural college, county or home demonstration
agents, or members of the U.S. Department of Agriculture lo-
cated in that area may have regular appearances on these
programs.

Because of the predominance of women listeners in the day-
time, many stations beam specially prepared, locally produced
programs for them. Food demonstrations, clothing discussions,
home management talks, and interviews with important persons
often comprise a major portion of these presentations.

Engineering. Great technical skill is required in modern radio
and television to maintain the equipment in good broadcast order
and to perform the daily tasks necessary for operation. The
federal government recognizes this, and requires each engineer
to pass a qualifying test before he is allowed to work for a sta-
tion. Stations recognize the need for this skill, and the engineers
are usually among the better paid men on the staff. Engineers
are “unsung heroes” to the listening public, however, since they
are usually unknown.

Engineers are in charge of two separate operations: the studio
broadcast equipment and the transmission equipment. Since
the transmission equipment may be located miles away from the
studio, often two separate staffs are needed. The studio engi-
neers are responsible for monitoring all programs, seeing that
programs originating in the studios are properly reproduced and
either sent to the transmitter or recorded. Frequently these engi-
neers assist in the production of a program by operating the
turntables. How specific the duties of the studio engineer will
be depends upon the size and operation of the station. The
transmission engineer monitors the program as it is received at
his post to make sure it is of the best broadcast quality. He must
also maintain the complex engineering equipment at the trans-
mitter. Many engineers also assist in the keeping of the slation
log, required by the FCC.

Business Department. The process of selling the advertising,
so important in the function of a commercial station, is carried
on in the business or commercial department. Time on a station
is ordinarily sold by one or more salesmen who contact the vari-
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ous possible sponsors in the area. The good salesman, who is
usually a highly paid individual, is equipped with much informa-
tion before he makes his call. e will have reports on the sta-
tion listening in the area; he will have ideas as to types of pro-
grams or announcements that will fit the prospect’s needs; he
will know what air time is available and the cost of that time;
he may even have a recording of a sample program or announce-
ment. He works very closely with the program and production
departments so that he can secure new sponsors and keep the
present oncs satisfied.

The trafhic division, which operates under the business depart-
ment, is responsible for preparing the log for the broadcast day
so that everyone will know cxactly what is to go on the air and
at what time. Copies of the log are distributed cach day to key
personnel in cvery department. The program manager has al-
ready indicated what programs will be broadcast and their point
of origin. The commercial manager makes sure that all com-
mercial commitments are met. After the program is over, the
announcer will usually initial the log at the appropriate spot to
show that everything has gone off as scheduled.

This department is also responsible for carrying on the usual
business functions of sending out statements, bookkecping, pay-
roll, and so forth.

Classification of AM Radio Stations

In gencral, there arc three classifications of radio stations: (1)
clear channcls, (2) regional channels, and (3) local channels.
By international agreement, so that interference between stations
on this continent would be minimized, forty-six clear channels
were assigned to the United States. The FCC has decreed that
twenty-four of these channels will be occupied by only one sta-
tion at nighttime. The other twenty-two channels are occupied
by two or more stations. The international agreement states
that at lcast onc 50,000-watt station would operate on each of
the clear channels, and our government decided that this power
would be the maximum in the United States. The signals from
the stations that have the 50,000-watt licenses cover large
areas of our country and are often heard hundreds of miles
away.
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Ficure 15. Camera Chain—camera, power, supply, master monitor, control
unit, vidco switcher, and synchronizing pulse generator {General Precision Labora-
tory)

Ficure 16. Video Switcher Ficure 17. Telecast Film
Projector

{General Precision Laboratory)
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In addition to the clear channels, there are forty-one regional
channels in this country, and the stations operating on them
have a maximum power of 5000 watts. While regional stations
have a clear signal in their primary area, as the signal approaches
sites located near other regional stations with the same frequency,
some interference results.

Local stations operate with no more than 250-watt power,
and they are all assigned one of six channels allocated to this
type station. Although the signals from these stations cover only
a very limited area, when located in a metropolitan zone, such
stations may have a greater potential listening audience than a
5000-watt station in the center of a predominantly rural region.

Because atmospheric conditions at night carry the signal
farther than in the daytime, some stations are allowed to operate
during the day only. At this time they do not interfere with any
other station on the same frequency, but if they were allowed to
stay on the air at night, interference would result.

The Television Station

Since a tclevision station carries on many of its functions in
the same way as does a radio station, certain aspects of the former
arc similar to those just explained. However, because of the
spacc and personnel required for TV, there are major differences.

As to personnel, nearly everyone who has written about tele-
vision station operation has pointed out that the number of peo-
ple necessary to staff a television station is from four to six times
as great as that required for a radio station of similar size. Even
the simplest presentation on TV may take at least three times as
much staff as the same show on radio, and some of the more
lavish productions multiply the manpower needs many times.

The introduction of the camera has meant that each program
must of necessity have a background to give the viewer the proper
sctting. These scts may be more or less elaborate, but the need
of providing them at all means work in design, painting, trans-
portation, and storage. Many of the furnishings are bulky in
character and require huge amounts of space for storing. Some
programs require more than one set, and the task of placing
them for onc program may require hours of work. Rehearsal
time for television is greater than for radio, and the background
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must be in place for a portion of the rehearsal time so that the
actors and technicians may become familiar with it. This in-
creases the space problem. Also, since the studio itself must
provide adequate space for the correct camera angles and enough
room for technicians to move about, large areas should be avail-
able for major TV productions. In the early days of television,
any structure that was reasonably well built and provided some
space was purchased or leased by the broadcasting companies.
Everything from horse stables to Broadway theaters were put to
_ use. While some stations and networks have constructed special
buildings for TV use, adequate space is still a problem in many
cities.

In addition to the matter of space, television brought with it
a transportation problem. Since space in the center of a large
cities commands such high rentals, these areas are used largely
for the studios. This means that construction areas and storage
spaccs are often located in outlying regions. It is frequently
necessary to “strike” a set and move it from the studio immedi-
ately after the production to allow other programs to use the
space. All this presents a transportation problem.

Another factor that complicates the problem for television is
the outside work done by the carpenters, scene designers, paint-
ers, costume people, and other craftsmen. It is often possible
to allow contractors to take certain parts of the work away from
the central work site. However, it is at times imperative to have
all of the craftsmen where they can be reached easily by the pro-
ducer, director, or other members of the production staff. Since
the scenery, props, lighting, special effects, orchestra, actors,
guest artists, dancers, and announcers may not be assembled un-
til the day the program is broadcast, the greatest care in planning
and precision in timing the arrival of material and personnel is
required.

As the industry gains experience it may be possible to find
some answers to these problems, but they are still vexing even
to veteran workers with five or six years of experience. The
planning of new studios and facilities to house television in the
future will take all these factors into consideration.

The Television Studio. The need for space outside the studio
has been pointed out, but little has been said about space require-
ments within the studio itself. For best working conditions,
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four or five times as much space is needed in the studio as the
set itself requires. Many programs need multiple sets; micro-
phones, either on booms or suspended, must be installed and
lighting equipment must be set up. A further problem is the
necessity of moving the cameras, mounted on dollies, and per-
sonnel to man them, through all this equipment.

During the early days of television, a camera known as the
“iconoscope” was used. Great amounts of illumination were
required for its effective employment. The heat generated by
the lights was almost unbearable. Actors and other personnel
in the studio perspired freely under the lights, and often make-up
and costume items were ruined. The invention of a more sensi-
tive camera, the “image orthicon,” during World War II made
extreme amounts of lighting unnecessary. A smaller tube used
in the new camera makes it possible to fit a turret for as many
as four different lenses on the camera. This allows rapid changes
in lens use. A picture of a television camera with four lenses
mounted is found in Figure 13.

Two types of lighting are used in television. One is general,
or ambient, lighting which provides the basic illumination re-
quired. The second is the specific lighting which highlights par-
ticular areas. The devices commonly employed to achieve gen-
eral lighting are scoops (a smaller and modified version of the
floodlight used in stage productions), banks of individual lights,
or overhead banks of fluorescents. The latter is not as extensively
used now as it was in the early TV days. The specific lighting is
ordinarily achieved by various types and sizes of spotlights similar
to those used in stage work.

Most of the microphones used in television are the same as,
or variations of, those used in radio. Because of the difficulty of
keeping the microphone within range of the performer but be-
yond the range of the camera, many experiments have been tried
with hidden microphones, or with the button or lapel type. The
typical TV microphone today is suspended from the end of a
boom, similar to that pictured in Figure 6. One feature of these
booms not present in the usual radio model is their quick and
easy maneuverability. The pedestal holding the microphone
may be moved to any part of the studio; the boom arm may be
quickly extended or retracted, or swung in a wide arc. The micro-
phone suspended from the boom arm may be tumed 270 de-
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grees by the boom man at the base of the pedestal. Other studio
equipment such as rear screen projectors, title racks, and special
effect mechanisms are discussed in Chapter 7.

The studio personnel in a typical telecast include the camera-
men and their assistants, who move the pedestals about as re-
quired, lighting technicians, who set and adjust the lights, the
set and prop crew who move scenery or furnish props as needed,
the microphone men who keep the mikes in range of the per-
formers but out of camera range, and the floor manager who is an
assistant to the director and is his helper inside the studio dur-
ing the production, and the performers. If a rear screen projector
is used, the engineer in charge of this instrument is also inside
the studio. Key personnel inside the studio are connected with
the control room by an intercom system with which they can
communicate.

The TV Control Room. In comparison to radio, the televi-
sion control room contains considerably more personnel and
equipment and thus requires additional space. The cquipment
consists of two or more monitoring screens (depending on the
number of cameras in use), a master monitor screen, the switch-
ing panel, the audio-control console, turntables (if needed), and
the intercom equipment. The picture in Figure 3 presents
most of this equipment. In some stations, the synchronous
generator, which synchronizes the camera’s picture to the speci-
fications required for optimum telecast quality, is also located in
the studio control room. When film inserts are incorporated
into live presentation, the film projcction takes special equip-
ment ordinarily placed in a scparate room. Figure 17 shows
the typical film projection instrument.

The usual control room personnel consists of the producer
or director or both, the assistant director, the technical director,
the video engineer or engineers, and at times a script girl and a
turntable engineer. The duties of the producer and director are
discussed in detail in Chapter 7. In front of the engineer or
engineers who are monitoring the cameras is a screen on which
1s shown the picture being taken by each of the cameras in use.
The monitoring engineer sees that the contrast of black and white
in the picture is adequate and that the picture is clear and not
blurred in any way. He also checks the signal being sent to make
sure it is sufficiently strong for broadcast. The technical director

e
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gives directions to help line up the camera’s action, and, on cue
from the director, effects the actual switching from one camera
to the next. The audio monitoring is done as in radio by the
engineer assigned to that job. He may also be required to handle
the transcription turntable.

As in radio, the program signal is carried from the master con-
trol room to the transmitter tower. In television this must be
done over coaxial cable or, in rare instances, by micro-wave relay.
Since the distance that television signals travel through the air is
equal to the line of sight, it is important that the television an-
tennas be at the maximum elevation so that the signals will travel
as far as possible. In New York City the antennas of all the
major TV companies are placed on top of the Empire State
Building. In those communities where buildings are low and
the terrain is level, high towers have been constructed to achieve
maximum broadcast coverage.

Economics of Broadcasting

With an industry as young as television, and with radio and
TV stations having such a wide range of power, personnel, and
coverage, it is difficult to make any comparisons or draw conclu-
sions. Some general statements can be made, however. Many
radio stations originally came on the air with an investment of
$25,000 or less. For television, however, even the smallest sta-
tions usually invest at least $175,000 for equipment plus leasing or
buying adequate space. Many stations have an investment of
half a million dollars. The figures most often heard in the tele-
vision industry for minimal operation are $300,000 for construc-
tion and equipment, and a similar amount for the first year’s
operational expenses.

Because of the small investment and the low operating costs,
most radio stations were operating at a profit soon after they
went on the air. There were failures, of course, and some who
just broke even, but the vast majority became profitable ven-
tures. For television, however, the reverse was true. High orig-
inal investments and equally high operating costs meant that
income had to be considerable before a station “got in the
black.” Not many television receivers were available at first,
and the purchase price, instead of being $20 to $100, as for a
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radio set, was often $400 and higher. Few viewers meant that
few advertisers felt they could afford the new medium. About
1950, however, when television started its big forward surge, sta-
tions began to obtain satisfactory income, and most stations be-
gan to show a profit soon after. In 1953, ultra-high frequency
channel stations began to come on the air, but few receivers were
equipped to bring in the UHF signal, with the result that these
stations in many instances lost money in the beginning. All
predictions are, however, that the television industry will be a
most profitable one in spite of the tremendous costs involved.

Conclusion

The organization and equipment of a radio or television sta-
tion are as simple or as complex as the power, purpose, and in-
come of the station permit. While the power of the station is
determined by the Federal Communications Commission, the
effectiveness of the unit depends on the efficiency of the per-
sonnel and organization within the station. Close cooperation
between the continuity, programming, sales, and other aspects
of the organization is essential if the station is to have an indi-
vidual identity, an effective listening audience, and survive in
this highly competitive industry. The studio set-up and equip-
ment also varies from station to station, but, for each broadcast,
the standards of technical performance required by the FCC
and the listening audience must be maintained. The industry
is constantly striving for new and better engineering methods of
broadcast.

DISCUSSION QUESTIONS AND PROJECTS

. Draw a floor plan for a campus radio station.

. Compare and contrast television and theater lighting.

3. Outline a plan for equipping a small television studio with mini-
mum lighting requirements.

4. Compare production costs of radio and television.

"~ SELECTED READINGS

Business Week. “How To Make Small Town TV Pay Off,” February 23, 1952,
pp. 116-118.
A short, very general article describing how one small town television sta-
tion achieved financial success in this costly medium.
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MipcLey, NEp. The Advertising and Business Side of Radio. New York: Pren-
tice-Hall, Inc., 1948.
While some of the specific material in this book is outdated, it develops
the basic aspects of the business side of radio.
SETTEL, IrRvING, GLENN, NORMAN, et al. Television Advertising and Production
Handbook. New York: Thomas Y. Crowell Co., 1953,
A large portion of this book concerns the sales aspects of television. Each
chapter is written by an individual who is actively participating in the field
about which he is writing.
Sir, JeroMe. The Radio Station. New York: George W. Stewart, Publisher,
Inc., 1946.
One of the few books ever written devoted to the problems of operating a
successful radio station.
WaLLER, Jupitu C. Radio—The Fifth Estate (Rev. ed.). Boston: Houghton
Mifflin Co,, 1950.
A general description of the organization of a radio station and a network is
presented in Chapters 2 and 3.



STATION PERSONNEL

By tHE END of 1953, more than 2500 AM radio
stations held licenses, and several hundred applications for new
AM facilities were pending before the Federal Communications
Commission. More than 500 FM stations were authorized.
Eventually the comparatively small number of television sta-
tions will probably increase to well over a thousand.

These statistics mean that, in addition to the tens of thou-
sands of jobs now in existence in the broadcasting industry, there
will be many thousands of new jobs to be filled in the future.
Mr. Harold E. Fellows, when president of the National Associa-
tion of Radio and Television Broadcasters, stated that radio and
television stations have come into existence at a faster rate than
skilled workers have been produced—that the resultant manpower
problem is a very real one. The NARTB issued instructions that
the association do everything possible to encourage the schools
and colleges of the nation to afford proper training for young
people in the radio and television industry.

Those who are about to choose a career would do well to
consider then the opportunities open to them in TV and radio.
Aside from the more glamorous jobs—those held by the actors,
announcers, singers, musicians, newscasters, etc.—there are many
openings in a very wide choice of positions “behind the scenes.”
Unfortunately, the average applicant to a personnel director or
station manager is almost totally unaware of either the scope of
positions available or of the background needed to qualify for
them. This chapter will be devoted to the details of station
personnel, the job openings, and their requisite qualifications.

49
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The National Broadcasting Company employs over 5000
people. A 10,000-watt afhiliated station may use about 75 em-
ployees. A 100-watt local, independent station may operate
with as few as a dozen staff members. Obviously, the job de-
lineation and degree of specialization within each category will
be much more definite in the large company than in the small
one. In a “hundred-watter,” the program manager, newscaster,
staff announcer, and sales manager may quite possibly be one
person. In a network, each of these positions is a full-time job
for a specialist. To understand each job better, and to define
its part in an organization, we will chart the personnel of a
typical network company.

Generally, therc are four broad categories of operations:
management, programming, sales, and engineering. Naturally,
those in the more specialized positions and heads of divisions
must be men and women of extensive experience. Many of these
jobs are filled by promotion of employees within a company.
This results in a concentration of hiring in the beginner-level
positions. Descriptions of those jobs will be given later, but we
will reverse the usual procedure and “‘start at the top.”

Management Personnel

The upper echelon of network operations would be set up
in the manner indicated in the chart on page 51.

Duties of Management. Briefly, the duties of the various in-
dividuals and departments named above are as follows:
CHAIRMAN AND Boarp oF Direcrors. Supervise basic network opera-

tions, including financial and legal affairs of the company and all
contracts and personnel policies. Assume the responsibilty of
formulating and containing the character and scope of the program
policies to be carried out by the network.

PreSIDENT AND EXECUTIVE VICE-PRESIDENTS. Supervise and approve
plans of all department heads. Are active in the broader phases of
actual day-to-day operations. May include a vice-president in
charge of networks, a vice-president for administration, and a vice-
president and general manager of networks.

FinanciaL Vice-Presibent.  Directly supervises all major financial
and budgetary affairs. Directs work of general music director,
budget director, controller, integrated services manager, night exec-




OPERATED DIVISION

PLANNING DIVISION

Ficure 19. Management Organization Chart

STATION PERSONNEL 51
BOARD OF DIRECTORS
(Chairman)
PRESIDENT
EXECUTIVE VICE — PRESIDENTS
{Administration)
| 1
FINANCIAL SALES ARy
VICE - PRESIDENT VICE - PRESIDENT PO GRRAINE
DIRECTOR OF ENGINEERING
PUBLIC AFFAIRS DEPARTMENT
|
RELATIONS AND PROMOTON PRESS
DEPARTMENT DEPARTMENTS DEPARTMENT
| 1 | |
PRODUCTION
PRODUCTION FILM
DEPARTMENT DEAICES ¢ DIVISION
1 1 ]
LABOR
STATION PERSONNEL
RELATIONS TR DEPARTMENT
OWNED AND RESEARCH AND




52 INTRODUCTION TO RADIO AND TELEVISION

utive officer, manager of building and general services department,
chief librarian, general attorney, director of personnel, treasurer,
and manager of purchasing.

SALES VICE-PRESIDENT. Supervises activities of administrative sales

manager, managers of Eastern, Central and Western sales divisions
and director of merchandising.

VICE-PRESIDENT IN CHARGE OF NETWORK PrOGRAMS. Supervises the
programs, program policies and program development for the net-
work. Sets budgets, star and talent contracts. Reporting to him
are national program director, network television program manager,
the eastern, central, and western program managers, managers of
the talent office, and the new-program development group.

Direcror oF PusLic AFrairs. Creates major public affairs programs
and supervises all other public affairs programs of network. Man-
agers of these departments report to him: news and special events,
sports, and public service programs.

EnciNeerING DeparTMENT. Includes studio, field, and transmitter
engineers, and maintenance, research, and development groups.
Technical services and color TV systems development are special
departments. Also includes the sound effects department, and
the technical film coordinator.

PusLic ReraTions. Is responsible for creating, promoting, and main-
taining public good will for the network and its affiliated stations.
Supervises and administers program content and network policies
concerning commercial copy content and length. Advises the
president and Board of Directors on local, national, and inter-
national matters, and administers their activities. The continuity
acceptance department works under him and in close liaison on
all policy matters.

ApVERTISING AND PROMOTION. Promotes the network and its services
to the advertisers, sponsors, and trade groups in general, and,
through various advertising campaigns, to the public. Includes
advertising manager, sales promotion manager, merchandising
manager, and art, production, and graphics manager.

Press DEPARTMENT. Through various media (usually printed) keeps
the programs, personalities, and publicity campaigns of network
productions before the reading public. Cooperates closely with
the promotion department. May be subdivided into two groups,
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one of which specializes in business-affairs publicity, the other in
program publicity. Creates publicity “stunts” and makes “trade”
arrangements with newspapers and magazines.

Propbucrion DeparTMENT. Produces programs, coordinating all de-
tails pursuant to the broadcast of each show assigned to it. Main-
tains constant supervision of all production and direction details
of the network’s programs and supervises those programs produced
by outside groups and agencies. Builds auditions for program
and sales departments.

ProbuctioN ServiCEs DEPARTMENT. Devoted mainly to technical
operation details of TV productions. Includes manager of staging
services and special effects, chief of production coordinators, man-
ager of production operations, director of plant operations, and
facilities development.

Fim Division. Creates, buys, leases, and sells ilm programs and
series. Builds and stocks film library to service widely diversified
needs of network television producers and directors. An increas-
ingly important division of network operations which will be dis-
cussed more fully in Chapter 10.

StatioN RELATIONs. Maintains liaison and strives for continuing
good will between the network and its affiliated stations.

Lasor ReraTions DepaRTMENT. Negotiates contracts with various
union groups. Advises department heads and staff on union regu-
lations and interprets rulings. See Chapter 9.

OwNED AND OPERATED STATIONS DrvisioN. Administrative head of
the stations owned and operated by the network. Reporting to
this division are: controller for owned and operated stations,
director of national spot sales, national manager for TV spot sales,
and owned and operated station managers. The station general
manager, as in other nonaffiliated stations, directly supervises all
operations and personnel of the station under his division. Directly
or indirectly controls the following departments: sales, program,
engineering, script, music, traffic, operations, production, sound
effects, directors, studio supervisors, and announcers.

PersoNNEL DEPARTMENT. Interviews new applicants for all except
performer and management jobs. Instructs those joining the net-
work staff in company policies and practices. Services all depart-
ments of the network with needed personnel. Interviews those
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staff members seeking advancement or changes in jobs or depart-
ments.

ResearcH anp PranniNg Division. Compiles details of audience
measurement studies. Evaluates statistics pertinent to development
plans of program, sales and engineering departments. -

Job Inventory

Extensive experience is required to qualify for the more spe-
cialized positions and departments listed above. However, there
is a wide variety and large number of jobs below the top brackets.
In this job inventory the specifications and qualifications are
based on standards set by the National Broadcasting Company,’
but will also apply in almost every instance to the other net-
works. The standards set are high, in that they represent the
ultimate objective of the average professional in the industry.
Less rigid requirements will be demanded in most other stations
in the country.

The three basic operating divisions of networks are the radio
network, the television network, and the owned and operated
stations (see Chapter 2). Typical jobs which may be found in
similar form in more than one operating division are listed in
the section titled “Staff Operations.” The scction titled “Staff
Administration” outlines jobs of an administrative and executive
nature which lie outside the operating divisions and services
them all. In the smaller network offices outside New York, Los
Angeles, and Chicago, the organizational structure is similar, but
the number and variety of jobs are considerably reduced.

The descriptions of jobs follow, with minimum qualifications
for each position stated. Notice that of the more than one hun-
dred positions described, requirements for nearly half include a
college degree, or state that a college degree is preferred.

Television Network Engineering

FieLp EnciNeer. Installs, tests, and operates portable audio and
video remote pickup equipment used on broadcasts originating
from a mobile unit outside the studios. Is responsible for the
technical quality of programs originating outside the studios.

1 Material taken from NBC booklet Job Inventory. Used by permission of the
company.
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Qualifications: High school diploma. Technical school training.
First Class Radiotelephone Operator’s license. Three to five years
experience as broadcast technician.

KinescorE Recorning ENGINEER.  Operates kinescope film recording
equipment and optical sound recorders. May perform adjustments
and repairs.

Quualifications: High school diploma, technical school training
of at least two years. One year or more of film and recording
experience with television station or recording company. Motion
picture, photographic, or laboratory experience helpful.

Licut DirectioN ENGINEER. Plans and supervises control of lighting
during rehearsals and broadcasts. Adjusts overhead lights and
directs men who place floor lights.

Qudlifications: College preferred. Light control experience in
television, the theater, or motion pictures. Thorough technical
knowledge of lighting equipment and allied control units.

MAINTENANCE ENGINEER. Maintains component parts of broad-
casting plant. Services and repairs all technical equipment, such as
batteries, generators, amplifiers, relays, microphones, cameras,
cables, video monitors, and switching consoles. Must construct
and wire small units used in the broadcast plants.

Qualifications: College or technical school training in electronics.
Manual dexterity in the use of small hand and machine tools. One
year maintenance experience with broadcast equipment.

Projectionist. Operates 16 mm and 35 mm projection equipment,
slide projectors, and opaque projectors.

Qualifications: High school diploma. Must hold projectionist’s
license issued by the state or municipal authority. Theatrical
projection experience preferred.

TELEVISION ASSISTANT. Assists in camera work by operating camera
dolly and clearing camera cables, or drives, maintains, and repairs
mobile unit truck, or assists in placement of field equipment and
stringing and removing cables.

Qudlifications: High school diploma. Some technical training
or experience with electrical and electronic equipment.

StupeNT ENGINEER. Receives company training in the various as-
pects of audio and television engineering. He is assigned upon com-
pletion of training to a position in one of the engineering units.

Qualifications: High school diploma. Thorough technical school
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or college training in mathematics, physics, and electronics (at
least two years of full-time attendance).

Stupio anp Stupio ConTroL ENnciNeers. Five specific jobs make up
this general category. These are listed below. Men with requisite
qualifications generally are hired to perform the simpler duties,
such as those of the microphone boom operator, and then are given
the opportunity to move up into the more complicated jobs as
their ability and the openings available warrant. The man who
eventually becomes a technical director must combine qualities
of leadership with thorough technical knowledge and first-hand
acquaintanceship with all the other studio engineering positions.

Quadlifications: High school diploma. Technical school at least
equal to two years training in electronics. A minimum of one
year of continuous experience as a studio or transmitter engineer
in commercial radio or television broadcasting stations.

MicropnoNe Boom OpEraTOR. Operates microphone boom.

Aupio ConTroL ENGINEER. Arranges microphone placement. Blends
the output of the individual microphones by means of mixers.
Maintains correct transmission level. Adjusts acoustical treatment
within the studio. Performs any audio switching necessary.

Camera EncINEER. Operates television camera. Makes emergency
camera repairs and adjustments. Sets up camera and lenses.
Checks mechanical operation.

VibEo ControL ENGINEER. Has direct electronic control of the
pictures being picked up by all the cameras in the studio (or in the
field). Regulates brightness, contrast, and shading controls. Helps
the lighting engineers in their choice of lights for the illumination
of sets.

TecnnicAL Director. Responsible for the over-all technical quality
of the program originating in the studio or the field. In charge of
all technical personnel required for the program. Confers with
the director of the program prior to camera rehearsals to obtain
the information necessary for the preliminary set-up of camera
shots and maintains constant liaison with him. Maintains com-
munications with engineers on the floor of the studio and relays
instructions necessary to the performance of their duties. Performs
all video switching and special effects.

Note: In certain companies, union regulations specify that the
TD (technical director) relay the director’s orders for sound,
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light, and camera “takes” and positions to the floor personnel
involved. In other companies, the program director issues these
orders directly to the floor personnel.

Television Network Programming

Propucer. Exercises over-all production and business management
control of a particular program and directs the activities of the
director, budget supervisor, and so on. Supervises and participates
in the planning and execution of all major production details. May
also act as director on occasion.

Qualifications: Broad cultural background. Eight or more years
of well-rounded experience in all the production phases of radio,
motion pictures, or the legitimate theater.

DirecTor. Makes sure that scripts for his program have been ob-
tained and cleared. Engages cast. Decides upon the sets and
props required, in cooperation with the production coordinator.
Cooperates with the technical director to insure the best and most
efficient use of technical facilities. Rehearses cast, perfects pre-
sentation, and directs on-the-air program.

Quadlifications: Broad cultural background. Professional the-
atrical training. Five or more years experience handling major
production duties in television, motion pictures, or the legitimate
theater. Often filled by promotion.

FLoorR MANAGER. Serves as assistant director and helps the director
in carrying out his duties. Works on the floor of the studio
during rehearsals and performance, delivering sight cues to the
cast.

Qualifications: Broad cultural background. Professional the-
atrical training. Three or more years experience handling produc-
tion duties in television, motion pictures, or the legitimate theater.

Procram AssisTanT.  (In some instances called “Script Gid”):
Assures that the cast and studio personnel know the dates and
times of rehearsals. Arranges for the necessary copies of scripts
to be on hand. Assists the director by carrying out special assign-
ments, taking notes, and giving directions.

Qualifications: College, with drama specialization. Some radio,
television, theatrical, or motion picture experience. Typing and
stenography are often required.
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TALENT PROCUREMENT AssisTANT. Interviews and auditions talent.
Evaluates qualifications. Maintains and develops classified files of
talent. In cooperation with director selects talent for specific pro-
grams. Maintains talent cost records.

Qudlifications: Dramatic or musical training. Three or more
years casting and program cxperience in television, motion pictures,
or the legitimate theater.

TALENT Booking CLErk. Schedules appointments for auditions and
interviews persons who wish to discuss auditions. Attends com-
mittee auditions. Books casts for programs. Informs cast of time
and place of rehearsal.

Qualifications: High school diploma. College preferred. Pro-
duction experience helpful. Typing. Often filled by promotion.

Television Production Services

Maxke-up ArTisT. Makes up television performers. Designs make-
up appropriate to type of program, characterization to be projected,
and costume period. Maintains necessary equipment and materials.
Builds source files of data.

Quadlifications: Art school. Three or more years make-up experi-
ence in television, motion pictures, or the legitimate theater.

Propuction CoorbiNaTOR. Acts as liaison between producer and
staging services with regard to the creation, construction, transfer,
assembly, and placement of props, scenery, and stage materials.
Serves as staging consultant to the producer and the director.

Qualifications: College, with drama specialization preferred. At
least three years experience in stage management and staging me-
chanics.

Scenic DesieNer.  Plans and designs settings and backgrounds for
programs. Draws plans indicating style, properties, and furnish-
ings. Selects furniture, draperies, pictures, and miscellaneous
properties.

Qudlifications: College, with art and architectural specialization.
Three or more years television, theater, or motion picture design
experience.

Stupio Supervisor. Plans and supervises the setting up of studio
and stage equipment for TV broadcasts. Supervises work of stage-
hand crews. Is responsible for all the physical property and equip-
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ment in the studio with the exception of electronic equipment.
. Is responsible for the setting up of all scenery when it reaches the
studio.

Qualifications: High school diploma. Three or more years experi-
ence as stage manager or the equivalent in the theatrical fields.

TrrLe Artist.  Designs, letters, illustrates, and retouches titles for
programs and station breaks. Creates properties for live animation.
Plans and executes charts, graphs, and posters for program ma-
terial.

Qualifications: Art school training. Three or more years com-
mercial art experience in film production or animation.

AssociaTE DIrRecTor. Provides operational supervision in the master
control room and in the film studios. Must see that all film, title
cards and transcriptions and also an announcer are on hand for
scheduled station breaks. Works in cooperation with the technical
director or master control engineer to see that all film is rolled and
switches made at the correct second. Directs film shows and the
integration of film into live shows.

Qualifications: College. Two or more years production experi-
ence in radio or television stations. Some technical knowledge
helpful. Often filled by promotion.

OreratioNs CLErk. Performs duties in the night operations office
of the TV broadcast operations department. Handles reports
on television operational matters after regular office hours. Handles
administrative details for associate directors.

Qualifications: College degree preferred. One year of experi-
ence in radio or television field. Typing. Usually filled by pro-
motion.

Television Film Department

AssistaNt FiLm Director.  Edits film under the supervision of the
film editor. Processes film. Selects film to be used for stock or
atmospheric shots.

Quadlifications: High school diploma. At least three vears film
experience. Thorough knowledge of editing technique.

Assistant FiLm Lisrarian.  Catalogues and maintains, under the
supervision of the film librarian, the file of motion picture footage
owned by the network company. Stores this film systematically
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to expedite obtaining particular scenes as required. Maintains a
complete index of individual subject matter included in the film
library footage.

Qudlifications: High school diploma. Two or more years film
experience.

AssisTaNT FiLm Curter.  Makes up and splices reels of film programs
and station breaks to be delivered to the film studios. Expedites
handling of broadcast film. Inspects film for damage.

Qualifications: High school diploma. Two or more years film
experience.

Radio Network Engineering

FieLp EnciNeer. Installs, tests, and operates portable remote pickup
equipment used on broadcasts originating at locations outside the
studios. Is responsible for the technical quality of programs origi-
nating outside the studios.

Qualifications: High school diploma. Technical school train-
ing. First Class Radiotelephone Operator’s license. Five years
studio or field experience.

MAINTENANCE ENGINEER. Maintains component parts of broadcast-
ing plant. Services and repairs all radio technical equipment, such
as batteries, generators, amplifiers, relays, microphones, recording
equipment, power panels, lines, and speakers. Constructs and wires
small broadcast units.

Qudlifications: College or technical school training in electronics.
Manual dexterity in the use of small machine and hand tools. At
least one year maintenance experience with radio broadcasting
equipment.

RecorpinG ENGINEER.  Operates sound recording equipment in both
studio and remote locations. Performs duties similar to studio
engineer for recorded programs.

Qualifications: High school diploma. Technical school train-
ing. One year technical experience with recording company or
with recording operation in broadcast stations.

Stupio ENGINEER. Arranges microphones in the studio. Blends the
output of the individual microphones by means of mixers. Main-
tains correct transmission level as shown by the volume indicator.
Adjusts the acoustical treatment within the studio. May, on occa-
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sion, be required to perform maintenance and repair and duties of
recording engineer and field engineer.

Qualifications: High school diploma. Technical school training.
One or more years experience as a studio engineer in a broadcast
station.

Radio Programming

StaFF Director. Organizes and directs rehearsals and broadcasts of
musical, dramatic, news, and variety programs. Selects talent,
secures announcers, musicians, sound effects technicians, and en-
gineers for program. Assumes full responsibility for quality of
final production.

Qudlifications: College degree preferred. Broad cultural back-
ground. Five to ten years experience in radio production or closely
allied theatrical activity.

AssociaTE STAFF Director. Assists director during rehearsals and
broadcasts, particularly with respect to the timing of programs.
Serves as NBC liaison with free-lance directors.

Qudlifications: College degree preferred. Broad cultural back-
ground. Three to five years radio production experience. Often
filled by promotion.

Nicur OperaTioNs CLerk. Performs clerical duties in the night
operations office of the program services department. Prepares re-
ports on program operations. Handles telephone calls concerning
radio programming after regular office hours. Handles administra-
tive details for production personnel.

Qualifications: College degree preferred. One year of experi-
ence in radio broadcasting field or equivalent. Typing. Usually
filled by promotion.

Scriprr WRITER. Writes scripts for dramatic, musical, and vanety
programs, for auditions, station breaks, and other announcements.

Quualifications: Some college. Broad cultural background. At
least three years of free-lance, station, or advertising agency experi-
ence in broadcast script writing.

TaLEnT Booking CLErk. Schedule appointments for auditions and
talks with persons who wish to discuss auditions. Books casts for
programs. Attends committee auditions.

Qualifications: High school diploma. Some college prefersed.
Production experience desirable. Typing.
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Network Owned and Operated Stations

Rapbio TransmiTTer ENciNeer. Controls the operation of and ad-

justs all equipment associated with the radio broadcasting trans-
mitter of the station. Performs emergency and routine preventive
maintenance on all components of the transmitter, the stand-by
mechanical power plant, the cooling circulatory system, and so on.
Monitors transmitter during operation and maintains transmitter,
program, and other logs. Assists in the design and execution of
plant modifications.

Qualifications: High school diploma. Thorough technical school

training. First Class Radiotelephone Operator’s license. At least
four years high-power transmitter experience.

TeLEvISION TRANsMITTER ENCINEER.  Controls the operation of and

adjusts all equipment associated with the audio and video trans-
mission units of the station. Performs emergency and routine
preventive maintenance on all components of the transmitters,
power equipment, and so forth. Monitors transmitter during
operation and maintains transmitter, program, and other logs.
Assists in the design and execution of plant modifications.

Qualifications: High school diploma. Thorough technical school
training. First Class Radiotelephone Operator’s license. At least
four years high-power transmitter experience.

Spot SaLesman. Through direct contact with agencies and clients

sells time and programs to national advertisers on behalf of the
radio and television stations in local markets represented by the
NBC Spot Sales Department.

Quadlifications: College preferred. Broad cultural background.
Four or more years successful selling experience in the broadcasting
or advertising fields.

LocaL SaLesmaN. Through direct contact with agencies and clients

sells facilities and air time on one of NBC’s wholly owned local
radio stations or local television stations. Works with local
merchants on coordinated merchandising plans utilizing NBC
facilities.

Qudlifications: College preferred. Broad cultural background.
Two or more years successful selling experience in the broadcasting
or advertising fields.
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Staft Operations

ArTist. Prepares layouts and finished art work for advertising cam-
paigns—page layouts for trade magazines, bulletins, spot designs,
lettering paste ups, mountings, and cartoons.

Qualifications: Art school. College preferred. Three to five
years art experience in advertising, publishing, or the newspaper
field.

Copy WRITER. Writes copy for newspaper and magazine ads, direct
mail pieces, and promotion copy for broadcast purposes. Origi-
nates advertising ideas.

Qudlifications: College. At least two years copy writing experi-
ence in broadcasting or advertising.

Grapaic DraFTSMAN. Drafts bar and line charts designed to show
trends and distributions. Drafts coverage maps as well as engineer-
ing maps. Does lettering for research presentations.

Quadlifications: High school diploma. Draftsman’s course or one
year of art training. Three years drafting or special art experience.

Propucrion Crerk. Checks proofs of engravings. Proofreads copy.
Contacts printers and engravers concerning advertising production.
Maintains records of exact status of each production job.

Qualifications: High school diploma. Some college. One year
advertising experience. Often filled by promotion.

SENIOR Accountant. Handles and supervises the proper recording
and financial analysis of business transactions, i.e., taxes, insurance,
operating costs, payroll, income, etc. Prepares statements and
government reports.

Qualifications: High school diploma. One to four years accoun-
ting experience, or college degree in accounting or economics.

Junior AccounTanT. Handles detail, figure, and administrative work
in connection with business transactions. Assists in preparing state-
ments and reports.

Quulifications: High school diploma. One to four years accoun-
ting experience, or college degree in accounting or economics.

Accounting CLerk. Performs clerical duties, such as the typing of
statements and reports and the keeping of records and files, under
the supervision of company accountants.
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Qualifications: High school diploma. Accounting and book-
keeping training or one year accounting clerical experience.

Junior SaLes Statistician. Figures rates, discounts, and cost data for
station lineups. Handles contacts with agencies relating to sales
costs.

Quadlifications: College. Some experience in detailed figure work
helpful. Usually filled by promotion.

NETwork SaLesman. Through direct contacts with clients and
agencies, sells network facilities and air time. Negotiates sales
contracts. Services accounts. Supplies data on time availabilities,
time and talent costs, market coverage, and audience ratings.

Qudlifications: College preferred. Broad cultural background.
At least five years successful selling experience in the broadcast-
ing or advertising fields.

Cory CLErk. Distributes news copy from press service teletype ma-
chines and routes to news desk. Files scripts and reports.  Assists
news writers and editors.

Qualifications: High school diploma. Some office experience
helpful.

NEws WriTer. Writes, rewrites, and edits news programs. Deter-
mines content and make-up of news broadcasts. Assists in pro-
duction of news programs.

Qudlifications: College degree preferred. Two to ten years ex-
perience in broadcasting or newspaper reporting, writing, and edit-
ing,

PusLic AFFAIrRs DiIrecTOR. Originates, plans, and, in conjunction
with the program departments, produces programs of an edu-
cational, cultural, or religious nature. Acts as NBC public relations
specialist working closely with recognized organizations in these
fields.

Qualifications: Highly specialized and extensive experience in
education and related professional fields, in addition to journalism
or broadcasting experience.

Sports WRITER. Writes network sports programs. Arranges for
broadcasts of sporting events. Makes trips to assist in collecting
factual and statistical details for broadcasts.

Qudlifications: College preferred. Extensive knowledge of sports.
At least two years sportscasting and writing experience.
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Staff Administration

AttorneY. Negotiates, drafts, and approves all types of contracts
and agreements. Interprets laws, rules, and regulations for the
company. Advises operating personnel on legal matters.

Qualifications: Law degree. Several years legal experience in
communications, labor, talent contracts, or copyright matters.

LecaL SECRETARY. Performs secretarial duties for an attorney. Se-
cures legal reference material. Files case histories and general
information pertinent to broadcasting.

Qudlifications: High school diploma. College preferred. Sec-
retarial training. Two years secretarial experience.

CorrespoNDENT. Replies to mail and phone inquiries from organiza-
tions and the public regarding NBC programs, artists, and general
company activity. Does the research necessary to provide satis-
factory answers.

Qualifications: High school diploma. College preferred. Usually
filled by promotion.

MaIL ANALYsT. Reads and sorts mail received in division and ar-
ranges for proper handling. Answers general telephone inquiries.

Qualifications: High school diploma. Usually filled by promo-
tion.

PuotocraPHER. Photographs personalities, broadcasting events, and
company activities for release to newspapers and magazines.

Qualifications: High school diploma. At least three years press
photography experience.

Press WRITER. Writes publicity releases on programs, personalities,
and company activities for use in newspapers and magazines. Ar-
ranges for publication of releases.

Qudlifications: College-degree or the equivalent in training and
experience. At least three years publicity experience.

PusLiciTy FiLe CLErk Maintains publicity information files show-
ing names of all advertising agencies, clients, trade papers, stations,
and others desiring NBC publicity. Files publicity material.

Quudlifications: High school diploma. Typing. Some experi-
ence helpful.

Proto FiLe CLerk. Files and indexes all NBC publicity photographs.

Qualifications: High school diploma.
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STATION REPRESENTATIVE. Acts as liaison between the affiliated sta-
tions and the network. Through personal visits and by mail pro-
vides information and assistance to station management on the
coordination of station and network facilities and programs, Ad-
vises on matters pertaining to the engineering, programming, sales,
and business management phases of broadcasting.

Qualifications: College. Broad cultural background. Five years
experience in broadcasting administration, preferably both network
and local.

TraFFiC SuPERVISOR. Confers with NBC departments and affiliated
stations regarding operating problems, pick-up costs, and line
charges. Confers with communications companies regarding fa-
cilities for program transmission. Plans facility layout for traffic
operations.

Qudlifications: College preferred. Three or more years broad-
casting experience, preferably in traffic and communications.

ComMMmUNICATIONS OPERATOR. Operates teletype machine used for
traffic communications to and from affiliated stations and other
NBC offices.

Quudlifications: High school diploma. High degree of proficiency
in operation of telctype machine, including ability to read multiplex
tape.

Conrinurry Typist.  Types stencils and ditto masters. Copies con-
tinuity, scripts and other written material. Proofreads for typog-
raphical, spelling, and punctuation errors.

Qualifications: High school diploma. Rapid typing.

DupLicaTing OpERATOR.  Operates duplicating machines. Collates
and staples materials.
Qualifications: High school diploma.

Ficure CLErk. Maintains record of proposed and actual operating
expenses. Maintains receipt records. Carries on correspondence
regarding accounts.

Quadlifications: High school diploma. Experience in detailed
figure work.

MEssencer.  Sorts and distributes all incoming and outgoing mail.
Performs both inside and outside errands and delivers interoffice
correspondence.
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Qudlifications: High school diploma.

PurcHasING SECRETARY. Takes dictation from buyers. Receives
telephone calls. Receives visitors to the purchasing department,
such as salesmen and NBC personnel. Receives and analyzes all
mail. Maintains purchase records.

Qudlifications: High school diploma. Some college preferred.
Secretarial training. One year secretarial experience.

PurcHAsING AGENT. Negotiates contracts with vendors and buys
office and studio supplies, materials, and equipment. Stocks supply
room.

Qualifications: High school diploma. College preferred. Three
years purchasing experience.

Gume. Conducts the NBC radio and television studio tour.

Qualifications: High school diploma.

Pace. Meets and greets guests at all broadcasts. Collects tickets
and sees that audience is seated comfortably in the studio before
the broadcast begins. Directs guests to the exits when program
is over. Acts as studio receptionist.

Qualifications: High school diploma.

EMPLOYEE SERVICES AssisTANT. Plans and organizes employee activ-
ities. Edits employee magazine. Provides advice and assislance
to employees concerning company benefits and purchase discounts.

Qualifications: College. One year personnel experience.

INTERVIEWER. Recruits, interviews, and recommends to departments
all staff personnel. Arranges for transfers, promotions, and guid-
ance of employees.

Qualifications: College, major in personnel administration pre-
ferred. Two years personnel experience.

JoB ANALYsT. Analyzes job duties. Evaluates jobs and recommends
salary ranges. Makes salary comparison studies and recommen-
dations.

Qualifications: College degree. Two years personnel experience.

Aupio-Vieo EnciNeer. Plans and makes recommendations con-
cerning the construction of new studio facilities for broadcasting.
Plans studio modifications.

Qualifications: Engineering or science degree in electronics or
a closely related major, or advanced technical school training.




68 INTRODUCTION TO RADIO AND TELEVISION

Three years experience in operation, maintenance, and design of
electronic equipment in broadcasting.

ConstrucTioN MAN.  Supervises the work of outside contractors
who are called in to build and modify NBC technical facilities.
This involves directing electricians, carpenters, plasterers, and
others.

Qudlifications: High school diploma. Technical training. Three
Or more years experience in construction work, preferably in the
broadcasting field.

DEeveLopmENT ENGINEER.  Develops apparatus and systems required
for the company’s technical operations. Works on research prob-
lems concerning operating techniques and plant design in close
cooperation with RCA Laboratories.

Qualifications: Degree in electrical engineering or physics. Grad-
uate study preferred. Five years experience in design, operation,
and maintenance of electronic equipment.

DrarTsmaN. Carries out drafting assignments for company engineers.
Qualifications: High school diploma. Training in electronic
drafting. At least one year of drafting experience.

ENcINEERING STOoCKk CLERK. Maintains stock of engineering parts
and equipment. Issues supplies as required.
Qualifications: High school diploma. Technical aptitude.

LasoraTory TEcHNICIAN. Provides skilled technical assistance on
engineering development projects.
Qualifications: High school diploma. Technical school training.
Highly developed manual skills. Several years experience as broad-
cast technician preferred.

MobEr Snop MEchaNic. Machines pilot models of newly developed
technical equipment under the direction of company engineers.

Qualifications: Highly developed skills in the operation of ma-

chine tools, manual dexterity, and precision machining experience.

Casmier.  Serves as NBC company cashier. Cashes checks and
vouchers, distributes weekly talent checks, receives cash receipts,
pays out cash advances on transportation, and balances company
petty cash fund.

Qualifications: High school diploma. Two or more years book-
keeping or cashiering experience.

PavroLr Crerk. Computes payrolls and payroll deductions. Types
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payroll registers, reports, and correspondence. Investigates points
of inquiry raised by federal and state agencies.

Quadlifications: High school diploma. Typing. Some knowledge
of bookkeeping preferred. One year of detailed figure experience.

Key Puncua OperaTor. Operates IBM key punch machine.
Quadlifications: High school diploma. Proficiency in the opera-
tion of the IBM machine. c

LiBrarIAN. Performs librarian’s duties in the NBC general library.
Reviews all material received. Interviews people who wish spe-
cial research projects undertaken. Compiles special bibliographies
on various subjects related to broadcasting.

Qualifications: College. Special library training. Broad cul-
tural background. Two years experience.

ProcraM ANALYST. Analyzes NBC programs for the purpose of
obtaining an historical record of material and personnel used on
the programs. Compiles special reports from these records.

Qudlifications: College preferred. Typing. Broad cultural back-
ground. One year general business experience.

SALEs PLANNING AssistanT. Collects, analyzes, evaluates the number
of TV sets for the various TV cities on a monthly basis. Develops
forecasts of sets on market basis, for use by sales department, pro-
motion department, NBC rate committee, agencies, and others.
Coordinates coverage material for the building of sales presenta-
tions.

Qudlifications: College training in research and statistics. Minj
mum of one year experience in media research.

StatisticAL CLerk. Constructs coverage maps and assembles cir-
culation data for areas served by network stations. Maintains
records of all broadcast rating services and analyzes this data.

Qualifications: College degree in market research prelerred.
Must operate calculator and typewriter. One year experience in
detailed figure work.

(This department is part of the NBC Administrative Division.
It supplies certain programming services to both radio and tele-
vision, utilizing a central staff to service both the networks.)

ANNOUNCER. Announces news, commercial copy, musical continuity,
station identification, etc. On occasion master of ceremonies.
Qualifications: College degree. Broad cultural background. At
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least five years announcing experience with broadcasting sta-
tions.

Music Lisrary CLERk. At the request of production staff obtains
manuscript, published, and recorded music from music library
files. Delivers to studios and returns material to file after broad-
cast. Indexes all music.

Qualifications: High school diploma. Typing. Some knowledge
of orchestration. One year related music experience. Often filled
by promotion.

Music Copyricar CrLeErk. Determines copyright status of music
scheduled for broadcast. Clears this music through licensing
sources. Maintains master copyright file and restriction lists.

Qualifications: College preferred. One year of experience with
music copyright clearance. Often filled by promotion.

Music SELEcTION AssisTANT. Creates and compiles musical settings
for commercial and sustaining broadcasts and sees that clearance is
obtained on this music.

Qualifications: College, with music specialization. Twé or more
years music program building experience. Often filled by pro-
motion.

FaciLiTiEs AssisTANT.  Assigns studios for rehearsals and broadcasts.
Serves as contact with engineering, sound effects, and set-up con-
cerning facilities for performances.

Quudlifications: High school diploma. Typing. One year office
experience. Often filled by promotion.

PLAYREADER. Reads scripts and considers program ideas submitted
by the general public and free-lance writers. Rejects or recom-
mends them to the head of the script division.

Qualifications: College preferred. Two years literary experience,
such as assistant to writer, literary agency work, playreading for
theatrical or motion picture company.

Sounp EFrrects TEecuNICIAN. Operates sound effects equipment
during broadcasts and rehearsals for the purpose of simulating
natural sounds. Designs, constructs, and maintains such equip-
ment.

Qualifications: High school diploma. At least two years sound
effects experience in broadcasting stations.

Secretarial positions are available in nearly all departments.
Many persons in good radio and television positions today se-
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cured their start in such positions as secretary, clerk, guide, or
page.

As has been said before, this classification lists the specific
duties and qualifications of people employed by a network. In
smaller stations many of these functions must be performed, but
one person may have to assume more than one of them.

Performing Artists

Numerous books have been devoted to the diagnosis of the
requisite skills for a successful career as a professional performer,
and advice on their application. It is the purpose of this section
to outline only a few of the basic problems of the profession
of acting. The most important difference to be considered in
choosing between the jobs listed in the inventory, and those of
a performer, is the economic factor. The advantage of a staff
job is the obvious one of steady employment, with such benefits
as paid vacations and sick leaves, retirement plans, regulated
hours of work, promotions, salary raises, and so forth. Except
for the Hollywood film contract players, and occasional con-
tracts given to TV actors, the performing actor’s jobs are all free
lance. He must continually be on the search for the next job,
with the factors determining his success being highly compli-
cated, highly competitive, and often unpredictable.

But for those who choose an acting carecr, it is happily true
that the employment horizon has expanded considerably with
the advent of television, and the chances of commercial success
in this precarious profession have widened considerably. For
one example, in radio dramatic programs, five actors—within
union regulations—may casily portray as many as fifteen differ-
ent characters through the art of “doubling” parts. But in TV,
where the performances are visual as well as oral, doubling will
be almost eliminated, and larger casts will be required than for
a comparable radio show.

In the past, the job centers for professional actors have been
concentrated almost exclusively in New York City, Los Angeles,
and Chicago. However, as TV spreads across the country, each
city that has a major TV station will have to supply its own stock
company of trained announcers, masters-of-ceremonies, and per-
formers—all of whom must know at least the rudiments of acting.
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‘Thus the demand for a continuing reservoir of good, new acting
talent will be felt in many parts of the country.

ITowever, it should be made very clear at this point that be-
ginning actors should not plan to confine themselves to one
acting medium, such as television. By doing so, they lessen con-
siderably their chances for employment. To make a consistently
good living in acting in the present times, one should be experi-
enced in as many acting media as possible. Besides television,
the actor should know radio, film, and certainly theater tech-
niques. Experience in the legitimate theater is invaluable to a
performer, regardless of the other fields of acting in which he
may specialize. The skill required to sustain a part through
theater drama—involving methods of projection, movement,
body technique, concentration, memory, and timing—as well as
the art of pacing a performance to the responses of live audi-
ences, will develop a polish and professionalism indispensable to
the finished actor’s performances. A young actor will be adding
immeasurably to his progress into professional ranks by taking
parts wherever and whenever the opportunity arises—not only in
commercial theater, but in civic, community, or church groups.

Radio continues to be an excellent medium for training and
employment. The experience gained before a microphone un-
der the pressure conditions existing in this industry will also be
invaluable for television, film, or theater acting. For the person
entering the ranks of professional acting, radio is a particularly
logical approach. Since this is primarily an oral medium, the
requirements in a technical sense are not nearly so demanding
as they would be in the theater, TV, or films, where body, pro-
jection, and movement techniques as well as voice ability are
required. Therefore, whatever experience can be garnered in
the field of radio acting will be to a young performer’s advan-
tage as he branches out. Reputations can be established in this
medium which will be of commercial value in the allied acting
fields.

Certainly another area for the actor’s services has been, and
will continue to be, the industry of film-making. In 1948, be-
fore the movie film industry had turned seriously to TV produc-
tion, the total domestic film output in the United States reached
the impressive total of 500 hours. It has been estimated by lead-
ers in the industry that eventually television will require 5000
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hours of film per year—increasing by ten times the demand for
acting talent in this industry alone. And so the person who is well
equipped and well trained for an acting career finds that his
chances for success are becoming increasingly good through the
expanding demands of television and films, and the continuing
demands of the theater and radio.

The Business of Acting. To be a success, an actor must be
able to do more than just act! He should be an active business-
man of the arts; he should understand the medium as a business.
No salesman without a thorough knowledge of his product can
hope to become outstanding, and without such an understand-
ing of his own profession an actor may not become any more
successful than luck permits him to be. Part of the business of
selling himself is to have that broad background which will assure
him of considcration by those people who can open doors into
the inner circle marked “preferred.”

There are successful actors and actresses who are rugged in-
dividualists and who beat their way to the top by sheer work and
determination. There are those who get ahead and even achieve
stardom through lucky breaks, with no formal training or edu-
cation. But the advantages to an actor’s career to be gained by
broadening his academic and cultural background are many and
obvious. Consider first a knowledge of foreign languages. In
many dramas there are phrases and speeches in French, Gemman,
Italian, and other European and Asiatic languages. A lack of
rudimentary knowledge of languages can prove to be a deter-
mining factor in whether or not one may obtain such a part.
The playing of dialect parts also provides many opportunities
for jobs. Again, a knowledge of languages will help to perfect
dialect work and bring authenticity to a characterization.

The enjoyment and cultural benefits to be gained by exten-
sive traveling in the United States and abroad needs no elabora-
tion. However, consider how such a factor may affect an acting
career. To see different sections of the country and farcign
lands—their people and customs at first hand—will create a fund
of information that will be drawn upon many times. For ex-
ample, if one has seen and studied the speech mannerisms,
habits, and traditions of southerners, midwesterners, or typical
Frenchmen, how much easier it will be to bring authenticity and
depth to a portrayal of such a characterization. In commercial
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TV, theater, and radio, many jobs go to actors with language
fluency at their command. One little-publicized but quite lucra-
tive source of work for actors in several large cities is voice-dub-
bing on the sound tracks of domestic films being sent abroad, or
of foreign movies being prepared for American distribution.
When an actor has learned to speak a foreign language with
proper inflection and pronunciation, he will have added a skill
which will pay dividends.

It may be economically impossible for some to have the priv-
ilege of travel. They can then substitute the experience and
understanding that can be obtained from carefully chosen lec-
tures, radio and TV programs, and movies that specifically deal
with the lives, languages, and customs of the peoples of other
countries. But whether the experience comes first or second
hand, one should try to add to his professional background a
knowledge of several foreign countries and their languages.

Consider next the actual, not theoretical, benefits to be
gained from a study and appreciation of music and dancing.
Aside from the cultural, educational, and social points of view,
music and dance can also be of practical importance. A training
in basic dance techniques can be recommended for the physical
benefits to be derived from it, but add to this the bearing and
poise which it will lend to social and professional appearance.
When an actor is being considered for parts in television, film,
or theater, the director will cast a critical eye on his posture and
body movements. Body grace or the lack of it, an erect stance
or a displeasing slouch can be determining factors even before
an actor is given a chance at proving his acting abilities. On
stage or before camera, awkwardness of gesture and body move-
ment will disqualify one from consideration for many parts, so
as much time as is necessary to bring a natural ease and grace of
body movement should be spent in dance and body training
classes.

Because of the importance music plays in all forms of the
theater, there is no need to stress the fact that an understanding
and appreciation of music will add immeasurably to a performer’s
background. Often the knowledge of even the rudiments of this
art form will qualify an actor for some parts, while a lack of such
training may automatically disqualify him. Development of a
singing voice or proficiency in playing an instrument will add to
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a social and cultural background, but it will also place an actor
in a select group which most directors and agents will have
marked with “special attention” in their casting books.

It is also a little-known but an established fact that a broad
knowledge of the world’s literature will lead to more and better
acting jobs. It will be true in most cases that those performances
remembered most vividly will be the result of a portrayal spring-
ing out of a complete understanding of the character being
enacted, including the life, times, and background of the part.
Without such knowledge, an actor could easily fall into the cate-
gory of a “parrot” performer, who becomes only a voice and
instrument through which the director projects his interpreta-
tion. An actor’s performances spring out of a memory mosaic
of knowledge and ideas which are based on either direct or vi-
carious experiences. For example, if one has experienced a great
personal joy or tragedy, it is a direct experience upon which to
draw for an acting portrayal of such an emotion. The more
personal experiences an actor actually has had, the wider his
understanding of people and situations will become, and the
easier his job of simulating those emotions in similar dramatic
situations.

It is, of course, not to be inferred that one will have to be-
come a madman or murderer just to enlarge his knowledge of
life. A much less drastic and more practical source of inferma-
tion will be found in ancient, medieval, and modern literature.
All of the heroes, heroines, villains, lovers, and comedians of the
world’s literary history are waiting on bookshelves to help broaden
imaginative powers without which an actor becomes dull and
stolid in his portrayals. For inevitably these characters, or athers
similar to or based upon them, will be re-created on stage, screen,
or microphone; and to perform them as a really understanding,
creative actor, a performer needs a thorough knowledge of litera-
ture and the humanities. General reading should be supple-
mented with that devoted to all phases of drama, its historv and
development, the biographies of important theatrical personali-
ties, and a detailed study of costumes, make-up, scenery, and
the like.

It might also be suggested that an actor’s knowledge of do-
mestic and world social, economic, and political problems be as
wide as possible. When one becomes an actor he does not re-
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linquish his obligations as a citizen. On the contrary, should
stardom be achieved, considerable prominence may be given to
the actor’s opinions on these problems. He owes it to his pro-
fession and to himself to be a well-informed member of society.

The Audition

Once an actor has acquired background, determination, and
skill in the techniques of acting, he is ready for his audition.
The percentage of performers who are ill-informed on this all-
important phase of their careers is startlingly high. A great
number of beginners, and even many professionals, completely
destroy their chances for jobs by giving auditions which are badly
prepared, or which show an ignorance of the basic laws and
standards of auditioning requirements. In most instances, ap-
pointments are given by the agencies and networks for auditions
only after a several-month waiting period following the filing of
an application. Even though an actor has decided talent and
ability, if he makes a poor impression in a badly prepared or un-
realistic style of audition, he has wasted a contact and many
months of valuable time. A good (successful) actor will devote
all the study and preparation needed to make his audition the
best of which he is capable.

Also, the actor who has had the foresight, intelligence, and
energy to prepare a set of material which conforms to the re-
quirements of the auditioner, and which shows his talent in its
widest and best range, should at least have a degree of confidence
that will automatically set him above the level of most appli-
cants.

Here are some basic questions and answers, and some “do’s”
and “don’t’s,” to help assure a good audition:

1. What Is a Dramatic Audition? It is a brief meeting be-
tween an actor and the person who selects the talent for the
acting jobs. This person may be a producer, director, agent, or
casting director whose job is to determine if the auditionee quali-
fies for consideration. Usually the candidate is allowed four or
five minutes to run through his gamut of acting abilities and
tricks. He is almost always requested to do this in monologue—
that is, without the aid, comfort, and support of a second actor.

Television auditions differ from radio in that sight is added
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to sound. Owing to the high costs involved, or unless it should
be for an important part in a big production, an actor’s audition
is seldom kinescoped or filmed (as in a screen test). Frequently,
a live TV camera is used to project the audition by a closed cir-
cuit to a screening room, Often, no camera is used, the audi-
tioner translating the live test into camera terms. Except for
the obvious factors such as appearance, movement, posture,
mannerisms, and so on, the same broad requirements listed now
will apply to both radio and TV.

There are two broad classifications for auditions: a “general,”
or get-acquainted, type, and a “specific,” or voice test, for a par-
ticular part in a particular show.

The general audition is one in which the actor customarily
brings his own material (which has been prepared and rehearsed,
of course) to show the director as complete a range of voice and
acting abilities as possible. Occasionally, the radio director’s
interest is stimulated, and he may ask the candidate to read some
especially prepared studio material so that he may further judge
the actor’s scope and test his versatility and balance on a “cold”
reading. But usually, if the actor’s material has been wisely
chosen and well presented, it will suffice.

The specific, or voice test, is usually held when a definite type
voice and personality is wanted for a particular role in a show.
Or it more often will be for casting a variety of dramatic or spe-
cialized parts where a certain quality or range is needed in the
actor.

2. Who Holds Auditions? Directors, producers, and casting
agents in the major networks, the independent broadcasting sta-
tions, the radio and TV departments of advertising agencies, the
offices of independent package producers, the transcription and
reccord companies, and the talent agencies, all are looking for
capable actors.

3. What Sort of Person Is the Auditioner? It would be pleas-
ant to be able to report that all of the men and women an actor
will face in the control rooms, audition booths, and studios will
be kind, sympathetic, and personally interested in furthering the
actor’s career. Unfortunately, this will be true in only a small
percentage of cases. Many times one will find a sincere, helpful
auditioner—even occasionally one who will take time to give ad-
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vice to the tyro. But usually the actor will encounter a purely
impersonal attitude, which often borders on frigidity—a profes-
sional coldness that may be thawed only by the brilliance of the
actor’s presentation.

In the networks and top agencies, the standards against which
an actor will be tested are rigidly high. These are the well-pay-
ing jobs, for which the competition will be keen, not only in
quantity but in quality, as most of the best actors with years of
cxperience in the trade will also be after them. And, if the audi-
tionee does not come up to those standards in both material and
technique, he will have very little chance of getting the job.

The novitiate trying to enter the ranks of the professionals
should also be prepared for the often bewildering variety of per-
sonalities and intellects in some of the auditioners he will in-
cvitably meet. There will be the easy-going, friendly type, the
impassive type, the bored ones, and the cryptic ones. There will
be brilliant directors, good ones, mediocre ones, and bad ones.
The practical reason for-accentuating these facts is to brace the
young actor for the confusing, conflicting opinions he will be
given regarding his work. One director, who may really know,
may compliment him highly on his style, technique, and ma-
terial, while the very next one he meets may react only nega-
tively to his best efforts, and advise him to change his style
completely! Of course, this does not mean that all of those who
do not care for the performer’s acting are incompetent. In some
instanccs, a finc director may favor an “underplaying” type of
acting, and another, cqually talented, will prefer a broad, pro-
jected style. These are elements with which one must continu-
ally cope. However, it should help to know that a majority of
professional auditioners are quite serious about their business—
which is, after all, to discover new talent. It should not surprise
the actor to dlSCOVCl‘ that most often they are actually hoping he
will be good.

4. How Are Auditions Arranged? By the same approach one
would make in applying for a job with any company in almost
any business. Applications are made by telephone, letter, or in
person, depending on the regulations of the company or person
being approached. Should the application be made in writing,
it is quite unnecessary to go into complete details of training and
background. If the applicant has had professional jobs on estab-
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lished air shows, he should briefly mention this fact. A short,
businesslike letter stating a request for a dramatic audition—to
differentiate from a musical or singing audition—listing simply
any commercial or professional jobs the actor has had will prob-
ably do the trick.

5. What Should Be the Approach to an Audition? The pri-
mary advice here is to make each audition a completely indi-
vidual one. What is one man’s meat is another’s poison, and
what will be an effective audition in one instance will be com-
pletely wrong in another. A good actor, like any smart salesman,
will study his buyer’s habits, needs, and desires, and offer him a
product for which there will be the least resistance. In other
words, when onc has been granted an audition for a particular
company, he should find out what its programs are, and try to get
a knowledge of the auditioner’s personality, reputation, and
methods. Do not present classic or light comedy material to
a director who is known to specialize in slam-bang westerns or
crime thrillers, nor use a heavy, broad style of acting for the di-
rector whose shows are distinguished by a light, subtle, under-
playing style. Listen to the director’s programs, and build audi-
tion pieces which will fit into the general category of the types
most often represented on them.

6. How Should Audition Material Be Selected? The actor’s
selection of material can result in his success or failure. Depend-
ing on what he hears in those few, precious minutes the actor is
before him, the director will either be interested—or he will not.
Only one actor in many hundreds is better than his material will
permit.

If weak, unsuitable, or mediocre material has been chosen, the
actor will sound and be judged just that kind of actor. Do not
expect an auditioner to uncover hidden talents. He will have
neither the time nor interest to waste with an actor who pro-
claims, “I could do much better if only I had some better ma-
terial to work with.” No mistake should be made about it—
selecting and preparing the pieces to be included in an audition
is a job which should be approached with all the skill and energy
possible.

It is not enough for the actor to read a few dramas or plays,
lazily choose those excerpts which first attract attention, and
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decide they will suffice. On the contrary, he should enter upon
a never-ending search for scenes that will broaden and heighten
his acting abilities and allow him to be scen at top form. The
good actor will always be alert for some new and better material
which will be an improvement on that in his current folio. When
he sees a new play, a movie, reads a book, or comes upon any
piece of literature which contains a dramatic, comedy, or ro-
mantic characterization that is particularly suited to his needs,
the actor should cut, adapt, and personalize it for inclusion in
his brochure of material.

Many really good professionals with years of experience still
have to go through auditions. The ranks of directors constantly
change, and, except in special cases, most of them will not cast
without the formality of an audition. There is one brilliant
young New York actress with a long list of important perform-
ances to her credit, including leads opposite some of the biggest
stars of TV, radio, and the theater. She recently came to one of
the authors of this book, asking him to hear her newest set of
audition material. She felt it was a vast improvement over what
he had heard years before, and, even though he had cast her
many times in many different parts in many of his shows, she felt
(and rightly, it proved) that she had found and developed some
new characterizations with greater range, and that these should
entitle her to consideration for parts other than those she had
appeared in before.

Also, the good actor will discover that, as the months and
years go by, he will inevitably learn new techniques and will en-
counter new types and characterizations which he will want to
add to his repertoire. And, as a final thought on this point, re-
member that one may quite easily go stale through constant
repetition of the same pieces over a protracted period. In over-
familiarity with them, a performer may be giving pat, surface
performances that will lack spark and depth.

In choosing material, several basically important factors
should be kept in mind. First, it should be remembered that
auditionees will be bound by the time element. Most audition-
ers will request that material be limited to between four and six
minutes. This should be carefully worked out before the audi-
tion. Selections should be carefully timed to meet whatever
limitation is set by the current auditioner. It is much better for
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the ego to stop than to be stopped! On the other hand, an alert
performer will always have an ample supply of auxiliary pieces
with him in case the director’s interest is aroused and he asks for
additional selections beyond stated time limits.

The actual selection of the dramatic skits to be included in
the brochure is a personal problem, depending entirely uvpon
individual skill, voice range, and adeptness at character work.
One general rule can be stated categorically: Do not attempt any
types of characterizations that you cannot do authoritatively and
welll  Certainly an actor should be constantly striving to broaden
his acting scope, experimenting with new types and widening
his range; the time for experimentation, however, is definitely
not during an audition.

But when, by whatever standards or advice the actor may
trust, the widest possible voice and acting range of which he is
capable has been determined, he should use it!

Selection of Material for Audition. In the selection of ma-
terial, the following urgent “do’s” and “don’t’s” should be con-
sidered carefully:

DON'T: select hackneyed material from too-familiar plays.
If the passage is too well known, you run the risk of having the
director know it by heart through constant repetition in the audi-
tion room. While it is true that auditioning is part of the direc-
tor’s job, it cannot possibly be to an actor’s advantage to make
the auditioner’s job any duller than it has to be.

DO: try to capture his ear and interest by imaginative use of
unusual, original, or seldom-read material, but

DON'T: try to write original material, unless you are unusu-
ally talented in this field. Norman Corwin, Arthur Miller, Noel
Coward, and writers of their stature can be depended upon to
produce scenes, situations, and lines that will show acting talent
to its best advantage. If, however, personalized material is
desired,

DO: enlist the aid of a good writer familiar with the per-
former’s talents and with broadcasting requirements.

DON'T: select scenes which are associated with a great star.
If it is a part identified with some outstanding actor or actress,
you invite comparison that probably will not be in your favor.

DO: look for sketches from lesser-known plays or books. Al-
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most every play published, however it compares with the master-
pieces, has some good writing in it. Dig it out and look for that
fascinating, dramatic, or funny scene which seems to have been
written just for your particular need. Ask a librarian for advice,
and a wealth of material by radio, television, theater, and film
dramatists will be uncovered. Some companies publish books
which are aimed at this need. There are several excellent and
inexpensive publications of this type.

DON'T: leave a scene in its original form if it includes miss-
ing bits of conversation with other characters who will not be
heard. Dialogue with answers to unheard questions and reac-
tions to unheard directions is usually baffling to the hearer and
is not in the best interest of a sustained quality for the actor.

DO: re-write such scenes to make them a continuing speech.
There are exceptions to this rule: a telephone conversation, per-
haps, or possibly speaking to someone in another room, but
generally each piece should be arranged as a monologue contain-
ing all the necessary elements of plot suggestion, action, and
some sort of climax.

DON'T: include Shakespeare or other poetry or blank verse
in a general audition. There is comparatively little call for this
type of drama on TV and radio today, and it will serve no prac-

tical purpose for the auditioner to know an auditionee’s abilities
in this field.

DO: use the realistic type of scenes common to TV and radio.
Pattern your material after the sort of characters most often
heard on the air.

DON'T: present just a couple of two-and-a-half minute scenes
for a five-minute audition. Even the best actors seldom trust
themselves to sustain a monologue over too long an uninter-
rupted time. Unless an actor is unusually skillful, he will have
difficulty retaining the auditioner’s interest with long scenes.

DO: be conscious of the fact that contrast is a basic element
of good acting. The more variety one can put into his audition
(within reason) the more likely he will be to hold the attention
of the listener. Within an average five-minute time limit, it is
much better if five different scenes of one minute each are en-
acted, putting into them all of the contrasting emotions and
characterizations at a performer’s command. The different
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scenes should be arranged so that there will be a change of pace
between them. If the actor does character voices, he can follow
a straight with a comedy or dialect part. Or if he does only parts
in his own age range, and with no character work, he can still
show much variety. For instance, he could open with a short,
straight scene that would indicate his own personality and qual-
ity. Then, for a quick change of pace, a heavy, dramatic bit.
Follow this in order with a comedy scene, one in a romantic vein,
a hysterical bit, or show anger, patriotism, fright, or any of the
varying degrees of emotion. If the pieces presented are not too
short (remember, at least one minute for each piecc), they will
keep the auditioner attentive by changes of pace.

DON’T: waste a valuable part of your limited time by giving
unnecessary details describing the scene or character about to be
presented. In most cases the director will be familiar with it,
and if not, it is not important.

DO: arrange the material so that there need be no exphna-
tion for one to follow the action portrayed. After finishing one
piece, a brief pause should be taken, then go right into the next
one. As a time-saving device also, all of the audition material
should be neatly typed on individual cards, or arranged in a small
notebook in the order in which it will be given. Using the book
itself that contains your material is slow and awkward.

DON’T: expect a detailed analysis of an audition after finish-
ing. The policy of each office can be predetermined, but usually
a card or letter will be sent later reporting the degree of success
of the audition.

DO: try to avoid being defeated in advance by nervousness.
Of course, there is a certain amount of tension before and dur-
ing an audition, but if it is accepted as a common hazard of the
acting business, and conscientious work is done to overcome as
much of it as possible, it can be eventually turned into an asset.

DON’T: take an audition before being completely ready for
it! By so doing, you may lose the interest of the director and
even lose confidence in yourself. One of the most necessary
traits an actor must have is confidence—an inner conviction that
he has what it takes. Having confidence in his own abilities and
work will inspire the same in directors, or will be at least a step
in that direction. Lack of conviction as to his own talent will
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manifest itself in a diffident air in the actor’s work and in a nega-
tive attitude in his personality which will be almost as recogniz-
able to a good director as the auditionee’s facial features. And
the unpleasant experience of failing auditions, if it should happen
more than a few times in the beginning of a young actor’s pro-
fessional career, might leave a deep fear in him which would
eventually preclude any possibility of his success.

So, the newcomer to professional acting—if not fairly sure he
is ready for the big moment: if his material is not good enough,
or if he has not had enough experience—should wait! He should
not expose himself to the rigid, impersonal standards of a pro-
fessional audition until he feels he has a better than even chance
of coming out a winner.

Conclusion

The average listener or viewer may think in very limited terms
when considering the staff of a radio or television station. Out-
side of those performers he actually sees or hears, the audience
may have but a slight conception of the men who make the pro-
grams possible. This chapter has pointed out, however, the
myriad jobs that must be performed. While some low-powered
radio outlets may get along with ten to fifteen on the staff, many
local stations have from fifty to one hundred or even more on the
payroll. Because of the increased activities necessary for tele-
vision, station personnel of one hundred or more are not uncom-
mon. A knowledge of the various types of personnel needed in
these fields may develop a further understanding of the media for
some, while for others it may open up new vocational interests
or desires.

As for the actor who wishes to gain employment in the indus-
try, in addition to his own native ability, which should be out-
standing, the performer must develop his background to the
utmost and understand the hiring procedure.

DISCUSSION QUESTIONS AND PROJECTS

1. Trace an idea for a commercial program series as it affects the
station personnel of (1) a radio station, and (2) a television
station.
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2. If you were planning a radio or television career, which job would
you choose? Why?

. Discuss the combination jobs in smaller radio stations.

. Prepare a five minute radio dramatic audition.

. Listen to two radio dramas and two television dramas and evaluate
the performances.

6. If you desired to become an actor, what program of study and

experience would you plan for yourself?
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PROGRAMMING

M ucn criticism has been levelled at American
radio and TV management for its failure to deliver top quality
in each program offered to the public. There can be no denying
that the commercial interests of the broadcasters have created
a situation which brings on much of the criticism. Extenuating
factors should be considered, however, in judging the efforts of
the programmers. For instance, consider the fact that over 2500
radio stations, averaging eightecn hours of programming per day,
seven days per week, and 150 TV operations averaging fifteen
hours per day adds up to over 300,000 hours of programs being
broadcast and televised each week in America!

It follows that the never-ceasing search for fresh, topical, un-
usual, top-level ideas in programs and the skillful execution of
these ideas are major endeavors. They place a tremendous bur-
den of responsibility for the initial and continuing success of any
TV or radio station or network upon the program department.
There is no comparable situation in any other industry which
demands such creativeness on an around-the-clock schedule.

Of course, all departments
in any broadcasting company
are important and necessary,
and the whole could not func-
tion without the parts. But
this illustration will serve to
Programming demonstrate the relative impor-
Ficure 20. Basic Departments  tance of the basic departments.

86
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The base of the triangle is programming! With the most
brilliant technical staff, and the most dynamic sales and promo-
tion departments, the triangle would eventually collapse unless
built upon a firm foundation of good programming. This sec-
tion, then, is devoted to the personnel, operations, problems, and
functions of the all-important program department.

Program Personnel

The division of personnel in a typical network affiliate or large
station would be set up in much the following manner:

PROGRAM MANAGER

osﬂz&gmsm SCRIPT SPORTS MUSIC
DEPARTMENT DIVISION DIVISION
GROUP
SALES TRAFFIC
DEPARTMENT DEPARTMENT OPERATIONS
PRODUCTION
DEPARTMENT
SOUND ' STUDIO
S ANNOUNCERS DIRECTORS SUPLIVISORS,

Ficure 21. Program Department Personnel Chart

Reporting to and collaborating with the program manager
are these departments, with the following basic functions:

1. Program development group: Creates, experiments in, and
develops new program ideas, formats, and personalities.
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. Script department: Writes commercial and sustaining con-

tinuity and copy as requested by sales and program depart-
ments.

. Sports division: Creates and develops new sports programs

and personalities. Develops new ideas for sports staff. Serv-
ices program and sales groups by producing broadcasts and
telecasts of special sports events.

- Music division: Builds live or recorded programs to order.

Maintains sheet music and recorded and transcribed library.
Services requests of all departments for on and off the air
musical talent and programs. Supervises and hires all musical
talent.

. Sales department: Sells and services time and programs to

clients and agencies.

. Traffic department: Schedules and records all spot and pro-

gram sales. Before sale of time is made, salesmen consult
the traffic department for a list of available openings on the
schedule. From their master chart, the availabilities are
readily apparent; as further sales are made, the times are
entered in the chart with starting dates, frequency, and length
of contracts, along with other data pertinent to servicing the
client and scheduling his spots or programs as ordered.

. Operations department: Supervises technical details of sched-

uling personnel, equipment, and studio facilities; maintains
budget control of operations.

. Production department: Produces new programs. Coordinates

all details pursuant to the broadcast of each show assigned
toit. Maintains daily supervision of production and direction
of current programs. Builds auditions for program and sales
departments.

The Program Manager. The hierarchy of any station or net-
work (the chairman of the board, the president, and manage-
ment) will determine the general tenor of its program scheduling
and content. They may have set a broad policy of concentrating

on sports and news, or upon programs with more suburban than
urban appeal, or perhaps they may decide upon a large number
of classical music, art, and educational features, and a more seri-
ous content in general. In any event, the heterogeneous nature
of the American public is such that an audience is sure to be
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found for almost any type of programming. In New York City’s
twenty-odd radio stations, for example, there are several stations
devoted to foreign-language programs for a bulk of their broad-
casts, two specialize in “high-brow” music and features, several
highlight sport events, and many offer popular music and news.
The point to be made here is that a program manager in plan-
ning for his schedules is bound by (among other things) the
policy as set down by the owners and managers of his station.

We will discuss later the problems of a small or independent
station programmer, but since a network services such a vast and
widely diversified audience in many communities of the country,
let us first consider the network program manager’s job.

The man who holds this many-faceted position should ideally
be one who has had wide experience in the professional, cultural,
and social worlds. His interests and knowledge should be varied
so that he will be able to judge the never-ending stream of ideas
which flow into his office from all walks of life, and develop new
programs based on these and his own ideas. He should be gre-
garious and have many and wide contacts in the fields of art,
business, education, and politics, because people and conversa-
tion are stimuli to the creation of new thoughts and ideas. He
should also be indefatigable. as his job of checking his own and
competitive program schedules at all hours is never-ending.
Even his personal social life is usually slanted toward those peo-
ple and events who will add in some measure to his store of ideas
and background. Needless to say, the widest possible education
is invaluable to him.

Program Schedules

In planning his schedules, many factors must be understood
by the program manager, including the make-up of his potential
audiences at all hours of his broadcast day. The age, sex, living
and buying habits of the listeners in his area, the time of day and
year, the general condition and mood of the nation, the program-
ming of the competing stations or networks—these and many
more facts influence the planning of the program department.

For illustrative purposes, here are composite radio and TV
schedules which might make up the programs presented over a
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network-afhliated station in any city in the United States: For
radio the programs might be:

5:30— 5:35A.M.:
5:35~ 6:00:
6:00- 8:30:

8:30- 9:00:
9:00-10:00:
10:00-10:30:
10:30-11:00:
11:00-11:30:
11:30-12:00:
12:00- 1:00 p.M.:

1:00- 1:30:

1:30- 2:00:
2:00- 6:00:

6:00~ 6:15:
6:15~ 6:30:
6:30- 7:00:
7:00- 7:165:
7:15- 7:30:
7:30- 8:00:
8:00- 8:30:
8:30- 9:00:
9:00- 9:30:
9:30-10:00:
10:00-10:30:
10:30-10:45:
10:45-11:00:
11:00-11:15:
11:15-12:00:

12:00-12:15 a.Mm.:

12:15-7?

Sign-on, national anthem, prayer

News, weather, farm reports, music

“Musical Clock”: wake-up music, news, weather, time
signals, and so forth

Tex and Jinx: intcrviews, features, news

The Breakfast Club: variety, songs, music, interviews

“Welcome Travelers”

“My True Story”

“Strike It Rich”

“Queen For a Day”

Faye Emerson: popular recordings, interviews,
women’s features, news

“Luncheon at Sardi’s”: interviews at the famous res-
taurant

Herb Sheldon: records, ncws, features

“Second Mrs. Burton,” “Life Can Be Beautiful,”
“Young Dr. Malone,” “Road of Life,” and so forth,
all quarter-hour soap operas

News

Sports program: scores, interviews, and so on

Dinner concert light music

Taylor Grant: news

“Junior Miss”

“The Lone Ranger”

The Railroad Hour

Talent Scouts

Radio Theater

Band of America

Dinah Shore

Clifton Utley: news commentary

“Words In the Night”: philosophy, poetry, music

News

Skitch Henderson: dance music and popular record-
ings

News

Milkman’s Matinee: popular recordings

Here, the program manager has scheduled the traditional
morning features which are standard in most American stations:
the farm reports, the bright wake-up music, frequent weather
and time checks, and news reports of local and world happenings.
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This serves to get average Mr. and Mrs. America and their chil-
dren up, dressed, breakfasted, and off to the day’s activities.
Throughout the morning and afternoon, the programs are then
slanted to the housewife’s tastes, with accent on features such as
interviews and give-away programs, soap operas, cooking, and
household-hints programs. Shows of a more general nature such
as variety, comedy, and dramatic presentations take over the
evening schedules to serve the diversified tastes of the family
group. Later in the evening, music, news, and interview features
are broadcast for the late night listencrs.

A composite TV schedule might include the following fea-
tures:

7:00- 9:00 a.M.: “Today”: Dave Garroway, morning news, featurettes,
interviews, weather reports, time signals, and so on

9:00- 9:30: Margarct Arlen: women’s fcatures program
9:30-10:00: Morey Amsterdam: comcdy, songs, skits, and so forth
10:00-10:30: Arthur Godfrey
10:30-11:00: Ding Dong School
11:00-11:30: Family serials such as Hawkins Falls, The Bennets,
and others
11:30-12:00: “Strike It Rich’’: audience participation show
12:00-12:30 p.M.: News reports and children’s feature films
12:30- 1:00: Serials: “Search For Tomorrow,” “The Guiding
Light,” and others

1:00- 1:30: Film

1:30- 2:00: Gary Moore: varicty show

2:00- 2:30: “Double or Nothing”: audience participation

2:30- 3:00: “Here’s Looking at You”: beauty expert

3:00- 3:30: “The Big Payoff’’: audience participation

3:30- 4:00: Film

4:00- 5:00: Kate Smith: varicty, skits, news, features

5:00- 5:30: “Atom Squad” juvenilc adventure film

5:30- 6:00: “Howdy Doody”: juvenile puppet show

6:00- 6:30: “Sheriff Bob Dixon”: juvenilc, interviews, and film
6:30- 6:45: “B-Bar-B Riders”: juvenile film

6:45- 7:00: News

7:00- 7:30: “Captain Video”: junior adventure series

7:30- 7:45: “Bob and Ray”: comedy

7:45- 8:00: News

8:00- 8:30: Burns and Allen: variety-comedy

8:30- 9:00: Godfrey Talent Scouts

9:00- 9:30: “Racket Squad”: adventure film
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9:30-10:30: “Robert Montgomery Presents”: live drama
10:30-11:00: “Favorite Story”: adventure film
11:00-11:15: News

11:15-11:20: Sports

11:20-12:45 a.m.: Movie film feature

The Program Choice

These are generalized program schedules. To be specific and
to diagnose the different program types, let us take an everyday
situation in the industry where a program must be created to fill
an open spot on the schedule.

Programs generally run in 13, 26, 39, and 52 week cycles.
There are exceptions, of course. Many programs continue from
year to year, like the Cities Service program, which recently con-
cluded its twenty-sixth year of continuous weekly broadcasts.
The opening on our schedule occurs, perhaps, because a program
cycle has concluded, or a sponsor has cancelled out, or a seasonal
series must be replaced by a topical series. 'We will assume that
the opening is in full network time, and now we are ready to
trace the problems facing the program department in filling the
spot.

Regardless of the format the broadcast will eventually take,
the first consideration of the program manager should be that of
good taste. Unlike the theater, which is mostly written and
staged for an adult level, or literature, which may be written spe-
cifically for mature groups, broadcasting is forced at all times to
be aware of its exposure at almost any given time to a family
group of varying ages. The standards set both from within and
without the industry are high.

Although any serious breach of taste would be taken into con-
sideration by the FCC in deliberations concerning renewal of a
station’s license, most regulatory measures covering the principles
of broadcasting are self-imposed by groups such as the National
Association of Radio and Television Broadcasters (NARTB).
Also, in each of the different networks and stations a set of regu-
lations is formulated and administered, in some instances by the
management of affiliated stations, in others by the public rela-
tions departments and the continuity acceptance division. These
policies apply to all announcements and programs, whether sus-
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taining or commercial, and whether they are “house packages”
or programs accepted by the broadcasters from individuals, agen-
cies, or civic, educational, and religious organizations. Strict at-
tention is given to details which might raise objections from any
listener or groups of listeners, which might offend any person,
regardless of age, sex, race, or religion, or which might tend to
lower moral standards.

Of course, since these matters are always subject to varying
viewpoints, the broadcaster is not able in every instance to avoid
the criticisms of all segments of the public. In general, however,
it is the intent of radio and TV management to present pro-
grams which at all times ““serve the public interest,” and which
may not be deemed discriminatory or offensive to any section of
the public at large.

Assuming that the standards of good taste will be met and
adhered to, the next questions to be answered in planning our
program are:

1. What is the length of the broadcast to be?

2. What time of day and year will it be scheduled?

3. What precedes and follows on the schedule, and what is the
competition on other stations to be?

4. How frequently will it be scheduled?

5. Is it “sustaining” or “commercial,” and what is the budget
to be?

6. What type of program is desired?

Taking the question of program length first, it should be
noted that in American radio and television, time segments on
network programs are generally set up for quarter-hour, half-
hour, or hour shows. Occasionally there will be divisions within
these periods to allow, as an example, for a five-minute and a
twenty-five-minute program. Actually, the exact time of a quar-
ter-hour program is almost always fourteen minutes and twenty-
five seconds, and a half-hour program is twenty-nine minutes and
twenty-five seconds. This is to allow five seconds for network
identification, ten seconds for local station breaks and announce-
ments, and twenty seconds for commercial or other spot an-
nouncements by affiliated stations between network programs.

Splitsecond timing is required of all program producers in
order to maintain the network schedules for the hundreds of
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station cut-ins and to conform with the format of each of the
succeeding programs. Also, since the cost of air time is based
on minutes and even seconds, it is obvious that the length of any
program will be of importance to the potential sponsor. And,
too, program length sometimes will determine the content, as
some formats will be perfect for five- or fifteen-minute segments,
but will not hold up when stretched to a half hour or longer.
Conversely, a format may be best presented in a thirty-minute
framework which would be too condensed or cut up if squeezed
into a quarter hour. We will assume that our broadcast-in-the-
making is to be thirty minutes long.

‘The second question concerns the time of the day and the
season of the year in which the program is to be scheduled. Will
it be directed at a morning, afternoon, evening, or late night audi-
ence? This is an important consideration, since the content of
the broadcast must be slanted toward a particular audience, with
regard to such factors as specific age, whether it is a general-family
group, adult or children only, predominantly male or female, and
so on. The listening habits of the public will to a great cxtent
influence the subject matter and format of the program. These
habits have been fairly well determined by program people
through years of research and study. Also, the cost factor is in-
volved in this decision of a time slot, as certain hours of the
broadcaster’s day are known to have larger audicnces and arc
therefore more valuable.

It is known also that some types of programs which are en-
joyed by listeners in the winter time are not well-received in the
summer months. Certain shows, created especially for vacation
time, which attract listeners in the spring and summer are of less
interest in the fall or winter. It should be pointed out here, how-
ever, that recent surveys have proved that, contrary to what was
previously assumed, summer radio listening does not necessarily
fall off sharply in comparison to winter listening. The “out-of-
home” audience has greatly increased with the increased popu-
larity of portable radios and the large number of radio-equipped
automobiles (over 26 million in 1952). Undoubtedly the future
will bring improvements and lower costs in portable televi-
sion sets, which will increase the summer and “out-of-home”
audience.
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The selection of a time for the program is also based on the
answers to the urgent questions, “What period is available?”
“What programs precede ours?” and finally, “What is the com-
petition?” The acquisition of a choice night-time period by a
sponsor is a complex maneuver which involves several factors.
Many large advertising agencies have media departments de-
voted to the evaluation of time-buying. They have facts and
figures that indicate the relative desirability of any given period
on any network or station, and their recommendations are taken
into consideration by the sponsor. But, as the most desirable
periods of a network’s schedule are usually contracted for on
long-term arrangements, the acquisition of time in the major
areas is a problem which is usually worked out in high-level dis-
cussions by the key people on both sides. Competitive bidding
by many sponsors is common when an opening is to occur in a
highly rated period. Often an advertiser will accept a “second
choice” time, but with the agreement that he have first refusal
for certain other more desirable periods as openings occur.

In determining the value of these periods, elements to be con-
sidered are the day of the week, the time of the day, the com-
petitive network programs, and the popularity ratings of the
programs that precede and follow. For instance, the time im-
mediately preceding or following “I Love Lucy,” when that
program was at the height of its popularity, was extremely valu-
able because of the top ratings enjoyed by this favorite program.
In other words, a certain portion of its audience could be connted
on to tune in early, or leave the dial set at the end of the pro-
gram. By the same reasoning, the half-hour period during which
“I Love Lucy” was broadcast lost value on a competitive station.
To secure the largest possible audience, assuming that such pow-
erful competition is not a factor, the listening habits of the public
on specific hours and nights of the week are studied. By diag-
nosing the audience measurement charts (Chapter 12}, the
sponsor determines the time available to him which has the high-
est listener potential.

The next logical question to be answered is whether our pro-
gram is to be a “strip” (daily, Monday through Friday), or is
to be heard three times, twice, or once per week, or is ta be a
“one-time-only” event. Occasionally an advertiser will buy a
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single program to promote some special event of his company,
or because of the nature and general interest of an event itself,
The Ford fiftieth anniversary program, reputedly costing in ex-
cess of one-half million dollars, is an example. A sudden cancel-
lation or other emergency may require that a program be built
to fill a gap temporarily. This is not common, however, and
most programs and sales contracts are for a series of shows. Let
us assume that our half-hour program-to-be is a once per week,
nighttime show to be launched as a fall and winter series.

A fifth question to be considered should be, is it to be a sus-
taining or a commercial presentation? A commercial program
is one in which an industry or company sponsors the broadcast
to advertise itself or its product. It may be a hard-hitting cam-
paign to promote the sale of the company’s products, or it may
be institutional in nature, seeking only to stimulate good will.
Sustaining programs are those from which no revenue or finan-
cial gain is realized by the broadcaster.

It is possible, in fact it often happens, that a sustaining pro-
gram may acquire a sponsor and automatically change status.
On the other hand, a series which has been commercial may lose
its sponsorship and revert to a sustaining basis. Only a few pro-
grams which are not available to advertisers are carried indefi-
nitely by a station. Certain public service, educational, or re-
ligious programs fall into this category.

But as our program is, happily, to be commercial, our program
manager must set up a budget for it. This, of course, is done in
conjunction with the sponsor and his agency or representatives.
Whether the broadcast is to be a simple one with a modest
budget or a lavish one with top-bracketed talent will obviously
affect the program content and the style in which it is to be pre-
sented. The first item of the budget is the cost of air time. Then
follow such factors as the salaries of the producer, director and
talent, supplemental off-the-air promotion campaigns (if such
are to be used), use of remote pick-ups (which would involve
extra charges for personnel and facilities), and whether record-
ings or kinescopes will be made of the air show. It must also
be decided whether a studio audience will be included, since
this also involves extra personnel and requires a larger, more
costly studio set-up.

There will inevitably be other items to be considered, de-
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pending on the nature of the show, but the main costs will be
based on the answers to the above questions. Once the budget
is set, the production of the program is usually bound by it. It
is therefore important that it be thoroughly detailed and all costs
understood and agreed upon by the company and the sponsor’s
representatives.

In questions one through five, we have considered the length
of the program, its time of broadcast, its competition, its fre-
quency, its status, and its budget. Now we are ready for the final
and most important question: what type of program is desired?

In the millions of hours of programs broadcast and televised
in the past quarter-century, the scope has been truly limitless.
The ingenuity and resourcefulness of the countless people who
have contributed program ideas have accounted for the parade
of features which has run the gamut of human knowledge and
experience.  Many volumes would be required to list even the
program titles and formats which have been presented to the
public since the first radio program back in 1920, but it is safe
to say that the majority would fall into one of these categories:
drama, music, variety, news, special events, audience participa-
tion, quiz, sports, forums, and talks.

In choosing one form over the others, our potential sponsor
must decide many things such as: how much money has he to
spend on the project? What type of audience does he want to
attract? Is his product appealing to a mass audience or to a
select group? How widely is his product distributed? Is it an
inexpensive commodity or an expensive luxury? Then he will
want to examine the various types of programs available to him.

Musical Programs. The number of straight musical programs
on television is not yet large, but in radio, music has had and con-
tinues to have an important part in most programs.

Within this category, there are still many choices to be made.
Do we prefer a classical series, such as the NBC Symphony
broadcasts, or the Metropolitan operas; a semiclassical series,
such as the “Voice of Firestone” with guest soloists; a light-popu-
lar series, such as the musical comedy hours and operettas; a
popular music program with ballads or jazz; a musical quiz show;
a satirical “Chamber Music Society of Lower Basin Street”; or
some other type?

In considering the more serious music presentations, a sponsor
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should bear in mind that the costs are usually higher than those
for a popular music program, and that his announcements should
conform to the general intellectual level of the music. His com-
mercials will be given less frequently: usually at the opening of
the concert, at intermission, and at the close only. The institu-
tional or “good will” type of announcement is usual. In the
earlier days of broadcasting, most symphonic and operatic pro-
grams were carried as sustaining, publicservice offerings of the
stations and networks, but advertisers have come to recognize
that a large and loyal audience can be counted on to support
such programs and their sponsors, and “good music hour” spon-
sorship is an important factor in today’s planning.

An even wider audience can be assured for well-produced,
well-spotted broadcasts of the light popular music type. Fea-
tured personalities such as Kate Smith, Dinah Shore, Perry Como,
and Bing Crosby have proved beyond any doubt that they com-
mand a faithful and often avid following. In many cases entire
family groups will be in agreement in enjoying programs of this
type, and this fact is directly translatable into acceptance and
sales of the sponsor’s product.

In presenting a popular or jazz music program, an advertiser
can also count on large numbers of listeners, although percentage-
wise the indications are that a younger age-level group will be
listening in. The popularity and longevity of such programs as
“The Hit Parade” will attest to the commercial value of such

programs.

/ Also in the category of popular music would fall that phe-
nomenon of the radio world—the disk jockey. Since the early
days of radio, staff announcers have spun record programs on
most of the stations in America, but the cmergence of the disk
jockey into prominence has been meteoric since the mid-1940’s.
Such personalities as Al Jarvis on the West Coast and Martin
Block in the East are firmly ensconced in the higher-salaried
brackets, and their programs are sources of tremendous revenue
and popularity for their stations. Until recently, the networks
would not schedule disk jockey features, but exceptions are now
made. It is the independent radio station, however, which has
fostered and built “d-j’s” into their current lucrative and domi-
nant position. Since the ratings of some of these programs ex-
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ceed the ratings of all competition, and such programs are also
low-cost to the advertiser, they represent good buys in many cases.

It is pertinent at this point to consider the fact that the use of
popular (and classical) music recordings has grown to such an
extent that a considerable number of radio stations in the United
States and abroad are able to subsist and prosper on them. The
comparatively low cost of building record libraries, of creating
programs from them, and of scheduling one-, two-, or even three-
hour daily programs with a single disk jockey as master-of-cere-
monics has enabled many operations to show good profits, and
as TV has grown in popularity, with advertisers pulling many
former radio dollars into its coffers, radio has had to find just
such a low-cost yet popular form of program to replace the more
expensive live talent shows. It is interesting to see, too, how the
broadcasting of recordings has led to new sales and expansion
for the record companies. Today, the perfection of recording
techniques, eliminating the early, objectionable surface noises
and bringing high fidelity sound to the recordings, makes it diffi-
cult for the listener at home to distinguish between a recorded
and a live studio program. In fact, an imaginative producer, by
skillfully using recordings, recorded theme songs, sound effects,
and other production techniques can present a program which
can rival and even exceed in quality some of the costly live net-
work programs.

Similarly, other musical programs are available to advertisers
on especially prepared transcription series. Some of the coun-
try’s outstanding orchestras have recorded so-called “open end”
transcribed musical programs with cued spaces left open for com-
mercial announcements and local sponsor identification. Com-
panies such as Frederic W. Ziv have perfected this technique to
the point where their packages are of top network standaid, yet
they can be bought at amazingly low cost by advertisers on sta-
tions throughout the country.

Other transcription companies supplement the existing record-
ing companies in offering programs of music cut in numbered
bands with continuity furnished for local announcers and disk
jockeys to fit almost any musical programming needed by small
or large stations. Some of the better known of these companies
are Associated, Capitol, Langworth, Sesac, Standard, and World.
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Their services are usually contracted for on an annual basis and
(like the Ziv features) priced according to the size, power, and
location of the stations which use them.

Another important aspect of the enormous popularity of
recorded programs is the manner in which stations have de-
creased their usage of “live” music programs. Few stations em-
ploy more than the basic quota of musicians as required by
contract with the American Federation of Musicians (AFM).
Since only a handful of them can afford large, well-known bands
such as Guy Lombardo or John Scott Trotter and since their
small, local house bands usually suffer by comparison, they pre-
fer the obvious economy and big name value of the famous
orchestras on records.

Nevertheless, some advertisers (happily for the musicians)
still prefer the prestige of “live” broadcasts, and so “The Hit
Parade,” “The Telephone Hour,” and the New York Philhar-
monic broadcasts continue as mainstays of network program-
ming.

In television, there are many extra cost factors which make
live music programs prohibitive to all but a few advertisers with
large budgets. The extra hours of paid rehearsal time required
to stage a musical show alone bring added costs, and the in-
genuity required to make what is primarily a sound program into
an interesting sight one has baffled and defeated many a capable
producer and director. There are outstanding exceptions, of
course—notably the Fred Waring show, the Perry Como pro-
gram, “The Voice of Firestone” (a simulcast), the exceptionally
imaginative Dinah Shore program, produced, written and di-
rected for Chevrolet by Alan Handley, and “The Hit Parade,”
which won the 1953 Peabody Award for its excellence in all
phases of good showmanship. But these are exceptions to the
generally accepted fact that musical programs on TV have not
yet reached the state of popularity and perfection they have en-
joyed on radio.

Dramatic Programs. For many years, until the advent of tele-
vision, the dramatic program was the most popular form of en-
tertainment on radio. Music is radio’s stand-by today, but in
television live and filmed drama rank at or near the top of pub-
lic preference. In considering this type broadcast, the sponsor
must again consider the budget allotment first. If it is to be
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a top-level series, using star names, the best script writers, out-
standing producers and directors, and live orchestras for theme
and transition music, the costs will be correspondingly high.
And in TV dramas, in addition to the cost of talent, there is also
the cost of scenery, costumes, props, lighting, and the many extra
hours of rehearsal time.

In discussing the production and direction of a dramatic show
in Chapter 7, the extra cost factors will be explained fully. In
this section we need only consider the different forms of drama
available for a sponsor to choose from. He may prefer: (1) a
straight classical series, in which adaptations from classic litera-
ture are offered; (2) versions of hits from the theater, such as the
Theater Guild programs; (3) an “experimental” series, like the
radio and TV “Studio One,” where original or adapted plays of
a highly unorthodox form or theme are presented; (4) a good
mystery or adventure series, whether on radio or television, for
which a large audience is almost guaranteed; (5) the family-
situation series, such as “I Remember Mama,” or “One Man’s
Family” (which celebrated its twenty-first consecutive year of
broadcasting in May, 1953); or (6) the often ridiculed yet highly
popular daytime dramatic serials, or “soap operas,” so named
because of their preponderant sponsorship by manufacturers of
soap or detergents. These short, daily dramas have long been a
mainstay of American radio broadcasting, and will no doubt
become so in television in the years to come. It has been re-
liably estimated that nearly 50 per cent of all the women in the
country have been more or less regular daily listeners to one or
more soap operas. Their presentation of romance, drama, and
adventure has filled a need in the often routine lives of typical
housewives, particularly those in remote or suburban areas. This
appeal, plus the relative simplicity and low cost of their formats,
has earned them an almost unbroken line of sponsorships over a
long period. Examples and delineation of techniques of their
presentation will also be given in Chapter 7.

Variety Programs. A variety program is one in which comedy
sketches, dramatic skits, music, and guest stars are bound to-
gether by an outstanding master-of-ceremonies, usually a come-
dian. Examples in radio are the old “Kraft Music Hall” with
Bing Crosby, the Jack Benny show, the Bob Hope program, and
others. In television, among the top-rated presentations have
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been the Milton Berle Show, “Your Show of Shows™ (Sid Caesar
and Imogene Coca), the Ed Sullivan program, the Jackie
Gleason show, and the Colgate Comedy Hour.

Highly popular too, are the straight comedy and situation-
comedy shows. Comedy teams like Burns and Allen, Amos 'n’
Andy, Phil Harris and Alice Faye, and Harriet and Ozzie Nelson
evolved formats in which writer teams developed comic situa-
tions to best display the talents of the stars. Many of these per-
sonalities have become great favorites and even institutions in
the American way of life. Fibber McGee and Molly in 1953
completed their nineteenth year as residents of radio’s best-
known address, “79 Wistful Vista,” and the front-page head-
lines and countless magazine stories and pictures which chron-
icled the birth of the Arnaz baby in February, 1953, mirrored the
genuine interest of the public in the TV and real life affairs of
Lucille Ball and Desi Arnaz. Their TV program, “I Love Lucy,”
attained and held the highest of all program ratings.

So it may be concluded that the variety or comedy program
would be a highly desirable medium for a sponsor. 'We must
remember however, that the talent budget alone (exclusive of
air time costs) of the Jack Benny radio show in its peak days ex-
ceeded $20,000 per program, and that in television today it is
not uncommon for a single weekly telecast of a varictv show to
cost over $100,000 for time and talent.

Audience Participation Programs. The cost factor drops
sharply in this category, since the “talent” here is mainly the
audience. In its simplest form a single master-of-ceremonies can
carry an entire program, using only the interviews, contests, and
games he employs with a studio audience. On the other hand,
an audience participation program such as “Truth Or Conse-
quences” could demand a very big budget. But in general, the
talent is amateur on this type of program, and thercfore will not
be as costly as for professional or star talent shows. There is no
question that programs of this sort have wide popularity, how-
ever. One need only consider such features as “Strike It Rich,”
“Double Or Nothing” (which established a new American
phrase, “The $64 Question”), “People Are Funny,” “Juvenile
Jury,” and others.

Another variation of the audience participation group is the
quiz show such as Groucho Marx’s “You Bet Your Life,” “In-



PROGRAMMING 103

formation Please,” and “The Quiz Kids.” These capitalize on
the listener’s desire to test his own store of knowledge as well as
his pleasure in hearing someone win prizes.

The give-aways and prizes on such programs have reached
fantastic heights, with one network program claiming to have
given away more than $2 million in prizes and cash to studio
audiences! Except where cash prizes are involved, the give-away
items often are obtained without charge by the program in ex-
change for the “plugs” for the merchandise involved. In fact,
there are companies in New York City which specialize in fur-
nishing items to programs where free publicity is exchanged for
their clients” products. So, in point of cost, and considering
their popularity, audience participation programs are and will
continue to be good buys for the prospective sponsor.

Sports Programs. These are another staple of the program
manager’s schedule, and few are the stations in America which
do not carry a percentage of local or network sports programs.
In television, sporting events have soared to a new high in viewer
popularity, with the greatest audiences being garnered for such
events as the World Series, championship boxing bouts, the
Kentucky Derby, championship tennis tournaments, and so on.

There has been wide and hcated discussion as to whether
televising these events is a help or is detrimental to the gate re-
ceipts of any given event. The National Collegiate Athletic
Association (NCAA) banded the colleges into an agreement to
permit only a small number of their games to be televised each
scason. For big boxing events, the promoters usually permit
national telecasts, but sometimes “black out” the area in which
the event is being held. Television proponents hold to the theory
that telecasting sports events brings them into homes that often
had not before had an active interest in them, and that eventually
these telecasts will create thousands of new fans for baseball,
boxing, football, and other sports. That these new fans will in-
evitably find their way into stadiums and arenas and that huge
sums are paid for television rights to major events are arguments
advanced by the TV industry. They can illustrate this theory by
the startling, almost overnight fame which came to wrestling
after television had begun to provide an audience for a sport
which before was patronized by merely a small group of en-
thusiasts.
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But in TV as well as in radio the demand by the public for
more and better sports coverage and programs will unquestion-
ably be met in one way or another by the program and station
managers of the country.

Sponsors also have traditionally had good results from pre-
senting sports news programs on both TV and radio. Their
formats are familiar: a “name” sportscaster gives scores, inter-
views sports personalities, gives human interest sports stories,
and stresses local angles of interest. These programs are usually
scheduled in the evening, or late at night, but game scores are
also important enough to be included in late night and early
morning straight news programs. Since women also are increas-
ingly becoming sports fans, owing to the wide coverage of sports
events by television and radio, advertisers will probably continue
to look upon sports programs as good buys. A Mel Allen who
can make all America exclaim, “How about that!” is about as
good a salesman as an advertiser could want for his product!

News Programs. The broadcasting industry has answered the
tremendous public demand for news programs by making its news
departments of top importance. A complete chapter of this
book (Chapter 8) has therefore been devoted to TV and radio
newswriting and newscasting.

Women’s Programs. It would be a foolhardy or most unusual
sponsor who would deliberately plan and present a program
series, “For Men Only”! Instead, the wise sponsor will make an
exhaustive study of the habits, wishes, problems, likes, and dis-
likes of the American woman before concluding plans for his
television or radio program. Numerically, in purchasing power
as well as in number of buyers, the female of the species out-
weighs the male. No one knows the exact number of hours the
housewife spends daily listening to and watching radio and TV,
but it is definitely known that the 9 a.m. to 5 p.n. audience is
almost exclusively a feminine one. In addition, the woman of
the house is almost always a member of the family group that
watches television or listens to radio in the evening hours. In
other words, women make up the audience that must be con-
sidered first in almost all programming! \

This fact is evidenced by the content of the tvpical daytime
program, and also by the increasingly important part women are
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playing in the planning and executive departments of networks,
radio stations, and advertising agencies. The “woman’s angle”
is a consideration that works itself automatically into the plan-
ning and exccution of most modern day programming. Market-
ing research studies have further revealed that the daytime
women’s audience is composed mostly of average or less-than-
average income groups.

Were we to plan for a daytime program, then, we should first
of all plan for a woman in the middle or lower economic class.
Secondly, allowance should be made for the time of day. Mrs.
America usually has an active schedule in the forenoon, and her
listening or viewing must be done “on the fly” or in quick
snatches. A program allowing for this situation would be most
satisfactory in the early and mid-morning. Her early afternoon
is less hectic, as a rule, with more leisure time. Programs for this
period should therefore generally be in a more relaxed mood, and
can more likely require and receive more concentration on the
part of the listener. Another point to consider is the widely
divergent economic status of the female audience. Bear in mind
that the “upper level,” economically and culturally speaking, is
neither as likely to hear a program, nor as likely to buy the adver-
tised products featured thereon as is the lower and middle class
woman. The woman in the upper brackets is probably a mem-
ber of one or more clubs, can afford frequent theater and movie
matinees and luncheons out, and will therefore be at home and
available for exposure to the program fewer days and hours on
the average. This fact should indicate the level for program
content and advertising technique. In other words, we will no
doubt enjoy larger audiences with a daytime program if we enter-
tain instead of educate.

This does not mean, however, that programs which inform a
woman on topics of average female interest will not be enjoyed.
That the contrary is true is evidenced by the popularity of such
women’s features as cooking demonstrations. fashion news, audi-
ence participation programs, interviews with celebrities, variety
and musical shows, and others aimed at women’s social and
homemaking interests. Also, such personalities as Kate Smith,
Mary Margaret McBride, and Barbara Welles have very large
and constant listener groups, and can be counted on to retain
good daytime ratings and to sell their sponsors’ products.
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Children’s Programs. Radio was still very young when adver-
tisers first began to realize the potential sales value of having a
child insist that his parents buy only his favorite brand of cereal,
ice cream, or toys. Thus was born the era of “box-tops,” radio
clubs, badges, “Uncle Dons,” and the story ladies.

But from those early days down to today, children’s programs
have undergone radical examination and change. The barrage
of criticism and accusations most stations once received were a
result of the vividly produced adventure serials which parents
claimed sent their sons and daughters to bed in ecstasies of
terror and excitement. There were no established precepts or
standards set within the industry to which children’s programs
might conform.

The volume of protests arose to the point where national
groups considered the problem extremely urgent, and the broad-
casters were petitioned to alleviate and correct the situation.
Much honest thought and effort on the part of the industry re-
sulted in changes for the better; and although there are occasional
lurid children’s programs today, the majority are an improvement
over the earlier entries.

The broadcasters have retained experts in child guidance and
have formulated a code by which to measure the content of
projected and existent children’s programs. This plan, estab-
lished in 1948 by the National Association of Broadcasters (now
the National Association of Radio and Television Broadcasters—
NARTB), sets the following standards: “Children’s programs
should be based upon sound social concepts and should reflect
respect for parents, law and order, clean living, high morals, fair
play, and honorable behavior. They should convey the com-
monly accepted moral, social, and ethical ideals characteristic of
American life. They should contribute to the healthy develop-
ment of personality and character. There should be no appeals
urging children to purchase the product in order to keep the pro-
gram on the air, or which for any purpose encourage children to
enter strange places and to converse with strangers.”

The judging of programs for children has been continuously
regulated, and now such broadcasts and telecasts are asked to
conform to these further criteria: “Children’s programs should
build faith in democracy and unfaltering loyalty to the ideals of
democratic living. The role of minority groups of races and of
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nationalities which make up America should be portrayed sympa-
thetically and realistically. They should be authentic in broad
historical or contemporary interpretation, factual detail, and
artistic portrayal. Crime is not suitable as a dominant theme in
a program directed specifically to children. Occupational skills
which are essential to American life should be honestly and sin-
cerely portrayed.”

However, with all of these principles in mind, a formula for
a successful children’s program is still diffiicult to arrive at. Young
America has a definite and complex set of likes and dislikes. Any
attempt to regiment children into, for instance, specific age levcls
or interest groups is an uncertain undertaking. It is difficult for
the adult minds of program planning groups to adjust to the
ever-changing reactions and demands of the voung listeners.
Perhaps the simplest group to program for are the pre-school
children, up to six years of age. There is no doubting the popu-
larity with these groups of such regular radio and TV features
as “Howdy Doody,” “The Lone Ranger,” “Kukla, Fran, and
Ollie,” and others. Many puppet programs have struck respon-
sive chords with the younger set, and Oliver J. Dragon can be
sure of as loval a following as Hopalong Cassidy or other real
lifc heroes. Another highly successful experiment in pre-school-
age programming is “Ding Dong School,” introduced over NBC
in the fall of 1952. Dr. Frances Horwich, a Chicago professor
of education, was an instantaneous success with her extremely
simple format of “things to do” for the children viewers. Within
a very few weeks after it was first telecast “Ding Dong School”
was recognized as a valuable property, and readily attracted a
sponsor. Since “Ding Dong School” is primarily for pre-school
children, it is presented daily in the midmorning hours, although
the late afternoon or early evening hours are more usually thought
of as ideal times for school-age children’s programming. Satur-
day and Sunday forenoons are also recognized as excellent times
to devote to children’s features.

The amount of information and education that can be worked
into an absorbing child’s program is practically limitless. For
this reason, organizations, educators, and authorities in child
work are giving increasing attention and importance to these
possibilities. As television matures and spreads into the majority
of homes in America and abroad, it can be expected that its tre-
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mendous influence will be utilized more fully in all fields of edu-
cational endeavor. Its value in playing a vital part in educating
and broadening the horizons of the young is truly limitless.

Anyone who is interested in creating or sponsoring programs
must be conscious of the opportunities and responsibilities open
to him in the field of children’s programs.

Special Event Programs. A special event is a telecast or broad-
cast, usually originating at a remote point (outside the studios),
of some event of local or national importance or appeal. Ex-
amples are: a description of a coronation, a ship Taunching, a
political or military parade, laying a cornerstone, a presidential
nominating convention or inauguration, an unusual or popular
sports event. Sponsorship is available for almost all special
events, but the remote facilities charges, especially in television,
discourage any but the largest advertisers. More importantly,
since they are usually single events, and there can be no continu-
ity of sales presentation or merchandising in conjunction with
them, the average company is not interested in sponsorship.
There are exceptions, of course, particularly when an event is of
great national interest. The presidential election night returns
in 1952 were sold out on all major networks, as were the Demo-
cratic and Republican conventions in Chicago.

Public Service (Educational) Programs. A public service pro-
gram has been defined as “one which raises the standards of
taste, increases the range of valuable information, or stimulates
audiences to undertake worthwhile activities. In short, a pro-
gram which is presented to improve rather than merely amuse.”
The customary types of such programs are religious, agricultural,
armed-services, medical, political, and so forth. The customary
forms are talks, interviews, forums, dramas, town meetings, and
the like. Although a large majority of such programs are sustain-
ing, there is no general rule against sponsorship.

In granting a license to a television or radio station in the
United States, the law says that such license is permitted “if pub-
lic convenience, interest or necessity will be served thereby.”
The Federal Communications Commission never specifically
defined this statement, but it has come to be generally recognized
that the “public interest” requires that a certain percentage of
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all television and radio programs shall fall into the class which
“improves rather than merely amuses.” Each station is free to
interpret the percentage of such programs to be included in its
schedules, as no law has ever been passed on this point. How-
ever, the conscientious program manager usually devotes 10 to
15 per cent of the station’s program time to educational, religious,
or civic features.

A broad interpretation of the term “educational” or “public
service” would claim that a high percentage of regular or commer-
cial programs actually fall into this class. An extreme example
would be the Groucho Marx quiz show, which is hilariously en-
tertaining, yet which actually does disseminate information of
sorts; “Dragnet,” which authentically pictures the efficiency of
the Los Angeles police force, tautly and dramatically proves to
all television and radio listeners that “crime does not pay”; The
Bell Telephone Hour, a continuously commercial veteran since
1939, has sent good music into the homes of America, inevitably
contributing to the esthetic and cultural tastes of its listeners.
The point to be emphasized here is that a broadcast does not
have to be purely educational in content to serve the public in-
terest. In fact, this point has long been a bone of contention
between educators and audience-conscious program managers.

Program managers have had a long, uphill fight to convince
educators that a public service program which has few or no
listeners is definitely not a public service! There is no doubt that
a very small minority of listeners could be counted on for pro-
grams that deliberately set out to “educate the public.” But in
the earlier days of radio, the educational and culture groups in-
sisted that the programs of their colleges or organizations be
built to appeal to the intellect, rather than to the emotions.
They eschewed the production “gimmicks” and techniques that
rating-wise program directors suggested for them, and their offer-
ings were dignified to the point where little or no room was
allowed for showmanship.

Eventually, however, the broadcasters won their battle. The
radio audience was not the “captive audience” that the professor
was accustomed to in his classroom. A listener could “walk out”
on a lecture or talk by the merest twist of a wrist. And so edu-
cators, faced with the proof of the very low rating marks of their
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programs, began to allow leeway to the program directors and
combined the basic precepts of the showman with their educa-
tional presentations. Today, there is general acceptance by most
groups that all programs must be attractive in format to attract
listeners.

Consider, for example, the annual drive for funds of the Catho-
lic Charities organization. In earlier davs, a series of radio talks
explaining the details of the drive and outlining the necessity for
support were given by various clergymen and lay personalities.
Today, Bing Crosby and Bob Hope transcribe a highly entertain-
ing half-hour variety show each vear in Hollywood, interspersed
with brief yet effective appeals for donations. Farlier series by
the medical associations were, frankly, dull, pedagogic talks by
nonprofessional speakers which commanded few listeners. To-
day, the story of medicine’s progress is told in great dramas fash-
ioned around real-life medical heroes, portrayed by eminent stars
of the theater world. A deeply absorbing telecast of an actual
operation was presented by the American Medical Association
not long ago as a pionecr step toward acquainting the public with
the intricacies, problems, and progress of modern medical sci-
ence. To help dispel the fears and misconceptions of the public
about the serious problem of venereal disease, a folk-ballad singer
was featured in a dramatic series, which was highly lauded by
medical and educational groups for its effectiveness. The major
networks usc documentary and dramatic forms to present topics
of vital interest and concern to the public at large as a matter of
course in modern day scheduling.

The active-minded program manager will constantly be striv-
ing for new techniques of public service programming. One in-
genious educational series was presented over station WNEW in
New York to promote better speech. A search for a “Galatea”
or model of imperfect speech mannerisms was conducted by
means of a classified ad in a New York newspaper. She was
promised a free course of speech improvement under the guid-
ance of the “Pygmalion” of the program—the chairman of a uni-
versity specch department. The subject, chosen over dozens of
applicants, was given a twenty-six-week course on the air in cor-
recting bad speech habits and in developing good ones. Not onlv
was thc program cffective in dramatizing the basic elcments of
good speech, but it paid extra dividends to the enterprising sta-
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tion management by the wide local and national publicity given
to the idea.

In striving for the good will of the community it serves, a sta-
tion also donates considerable time and talent to local (or na-
tional) charitable, civic, or other organizations. This may be
done by giving spot announcements calling attention to the
need for public support of some group or endeavor. It may be a
“Community Bulletin Board,” such as is in effect at WNBC-
WNBT in New York, where announcements of church, P.T.A.,
and other groups are made. Another and familiar television
format for fund-raising is the telethon. Featured and star per-
formers devote their energies and talents to an all-day or all-
night program, with batteries of pretty telephone girls taking
pledges of donations by the audience. A new twist to this idea
was presented in New York when a station conducted an all-day
auction of valuable merchandise on bchalf of a charity organiza-
tion.

It is good business for the manager of any televisicn or
radio station to be aware of and involved in his local government
and various organizations in his city. In offering the facilities
of his station to help in all ways with the community’s activities
and plans, he is achieving a double effcct: he is building his sta-
tion as the community station, assuring it the loyalty of listeners
and business leaders alike, and he is also creating and building
good will for himself and the broadcasting industry, and is truly
fulfilling his obligation to operate his station “in the public
interest.”

Some Programming Problems

Before concluding this section on programming, two further
aspects should be noted: (1) the program problems of the small,
non-network station, and (2) the effect of television on radio
schedules.

Actually, the job of the local radio program manager with no
network service is answered mainly by the use of recordings,
transcriptions, local talent, and news features. Where stars of
national reputation are not available, the local manager develops
his own. A disk jockey, newscaster, singer, or musician with lit-
tle or no national “name” very often commands a very sizeable
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and loyal following in his home town. The community or col-
lege drama clubs can be counted on for a live dramatic series,
just as local amateur or semiprofessional entertainers can be the
nucleus of “Staff Frolic”-type programs. Hill-billy music and
orchestras are highly popular (and comparatively inexpensive)
in many sections of the country. Women commentators can
present the local version of network women’s feature programs.
Sports events of local interest can be broadcast. Certainly the
many civic and religious events can be covered in far greater de-
tail by this station than by a network affiliate which is more
pressed for free time. Independent stations’ schedules are far
more flexible and can more readily be adapted to conform to local
happenings of interest. And, as was mentioned earlier, the avail-
ability of big name transcribed programs at low cost can add
glamour when needed on a local schedule.

Energy and ingenuity by small, independent operators can be
most effective substitutes for the bigger budgets and network
facilities of the larger station. Where network affiliates are re-
ceiving a bulk of their programs aimed at a national or cross-sec-
tional audience, the local manager can build his entire program
schedule to the specific tastes, likes, and dislikes of the audience
in his own locality.

As for television, the needs of an independent local station
are not yet either clearly defined or answered. Since there are
four television networks operating, and rarely more than four TV
stations in most cities of the United States, it is safe to assume
that only a handful will operate as wholly independent stations in
the foreseeable future. Where local programs are scheduled, the
many film features which are increasingly available will no doubt
fill the bulk of program requirements. News, home talent, inter-
views, sports, and other local special events will probably answer
all other requirements.

Television’s inroads into radio’s revenue, and thus into its
programming, is a subject of constant appraisal and reappraisal
by the radio industry. Many paradoxes becloud the picture; for
instance, there is no doubt that many radio dollars were siphoned
off by advertisers and reallocated to television in the first flush of
the TV era; however, many radio stations had their greatest
financial successes in 1952 and 1953; the growth of television was
the most rapid of any major industry in the country’s history,
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yet in the greatest year of television expansion, over 9 million
new radio sets were bought! Gross revenue for all the U.S. radio
stations was nearly 10 per cent higher in 1953 than in the previous
year.

Certainly the excitement and major interest lie with television,
but the sky-high costs to advertisers have been compared to
radio’s very low “‘cost-per-thousand listeners,” and the conclnsion
reached is that it often represents a better buy than television.
What the situation will be five or ten years hence it is impossible
to predict with accuracy, but it is safe to say that radio will be
an important part of our national scene for many decades.

Actually, the only real difference in radio programming to
date has been a curtailment of many of the high-priced features
and a substitution of lcss costly ones. Budgets of programs have
been cut sharply; a “personality package” which might have sold
in 1948 for $10,000 to $15,000 may now be bought for $3000 to
$5000. But the hours of daily broadcasting are the same, and
the number of radio stations in America increased rather than
decreased as was predicted in 1952. You can still twist your
radio dial and get an endless variety of programs, many of them
more pleasing and exciting in their way than television offerings.
The radio program manager is, and will continue to be, on the
job, constantly searching for new, different, or sensational ways
to educate and entertain you.

Conclusion

Programming is the lifeblood of any radio or television station.
Effective programs mean listeners or viewers, and listeners and
viewers mecan greater opportunities for sales and income. Suc-
cessful programming also includes public service presentations
that mcet with wide general acceptance. Most broadcasting sta-
tions are on the air from twelve to twenty-four hours per day.
With over 2500 standard broadcast radio stations and hundreds
of television outlets, and with new ones coming on the air almost
daily, continuous successful programming presents real problems.
An understanding of the general program types and of the vari-
ous sections of the broadcast audience is essential for anvone
who wishes to appreciate the forces that shape radio program-
ming.
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DISCUSSION QUESTIONS AND PROJECTS

1. Compare the programming on the radio and television stations
in your area.

2. Prepare an ideal campus radio program schedule for one day.

. Evaluate the television programming in your area.

4. As a program manager of station WAAA in a metropolitan area,
develop a half-hour program at seven o’clock on Tuesday nights.
Your competition is an outstanding local musical personality
on Station WBBB. What possibilities would you propose to a
prospective sponsor?

5. The annual Red Cross drive is approaching. As station manager,
what campaign would you plan to make your station’s promotion
unusual and outstanding?

6. What public service possibilities in your area have not been de-
veloped by radio or television?

7. How would you determine the effects of radio and television
programming on children?

W
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WRITING FOR RADIO AND TELEVISION

O~k of the most important members of the staff
of a radio or television station, network, or advertising agency is
a person with original ideas. A new idea for a program or scries,
an original and different approach to a tested type of production,
an effective style of presentation of a bit of continuity or drama,
a public service program with a different and successful twist—
the ability to create all these and others is the essential factor in
making a program, and thus a station, successful. While the sta-
tion manager and the program manager are responsible for the
development of new presentations, often this “idea man” in
radio and television is the writer. An important part of the
broadcast day is taken up by words, and most of these words are
written by an individual on assignment. The success of the
writer in developing an original idea or approach and putting it
on paper in an effective style pays dividends for him, the station,
and the sponsor.

Individuals who write for radio and television are found in
various positions. An advertising agency may employ writers for
both commercial continuity and various types of programs. The
stations and the networks hire individuals to do all types of writ-
ing, including straight and commercial continuity, various types
of dramatic programs, and news. Free-lance writers operate
mainly in the dramatic field. Wherever he is found, the suc-
cessful writer is the man with ideas and an effective style of
presentation.

The types of writing necessary for the broadcasting media vary
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greatly, but for purposes of clarity they might be classified into
six general categories: (1) talks, (2) interviews, (3) continuity,
(4) discussions or forums, (5) news, and (6) the dramatic script,
including documentary, adaptations, and originals. Owing to
the importance of news in the industry, newswriting and editing
will be covered in a separate chapter.

Talks

Because of the difficulty of a single voice interesting an audi-
ence for a prolonged period of time, talk programs on radio, ex-
cept for elections, have played a small role in this country for
many years. The advent of television overcame one obvious
handicap of the radio talk in that the audience could see as well
as hear the speaker. It also allowed for the use of visual material.
Even so, the straight talk program still fills only a small portion
of the broadcasting and telecasting day. Some talk programs,
such as Bishop Sheen’s, have, of course, been most successful.
Usually, however, information or other material that can be pre-
sented as a talk is adapted to the interview or dramatic format
in an effort to gain and hold an audience.

The Radio Talk. The possibility of a listener failing to stay
with a talk program, either by paying no attention or actually
turning the dial, forces the speaker to gain the interest of his
listeners immediately and hold it throughout the presentation.
One way of achieving this interest is the building of word pic-
tures. The simple fact may be stated thus: “It was a ground
ball to the third baseman who threw the runner out at first.”
This is the fact, but it does little to paint the picture of what
happened on the play. The word picture is created by words
like this: “It is a twisting roller down the third base line. The
third baseman has to charge the ball. He makes a snap, under-
hand throw that barely beats the runner.” Now the picture has
been created. For another example, the simple fact may be that
the cost of living has increased greatly. This commonplace and
accepted statement may draw little response. The word picture
can be like this: “Ten years ago when you bought the ingredients
for dinner you picked up a pound of steak, a few potatoes, some
lettuce, and a pint of ice cream. At the check-out counter you
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got some change from the dollar bill you gave the cleck. When
you walked into the same store this afternoon for the same
groceries you probably added a few pennies to the two-dollar bill
to satisfy the clerk.” Anyone who has purchased groceries re-
cently can respond easily to this word picture. The person mak-
ing a talk on radio or television would do well to examine his
prospective speech for places where vividness can be gained by
a word picture.

In addition to the colorful and descriptive words that a speaker
may use to gain and hold the attention of his audience, he may
also develop illustrative material through stories. A well-told
story is one of the most effective attention gaining devices in any
speaking situation. If the point of the story illustrates the point
the speaker wishes to make at that moment, he may hold his
listeners and make his idea effective. Alexander Woollcott,
whose “talk” program was so successful on radio for many years,
frequently used the story method of development. Bishop Sheen
is also a fine story teller who enhances his program with frequent
illustrative material.

A third suggestion for making a successful radio talk is to use
simple but effective language. Since most radio talks are written
before presentation on the air, many speakers make the mistake
of employing a written style of language. Even though the script
is written, it is to be read, and thus a spoken style is necessary.
Spoken style includes contractions and simple construction.
Sentence structure must vary to avoid monotony, but the test of
the sentence is effective understandability by any member of the
listening audience. Spoken style is also usually less formal than
written style. Our speaking vocabulary is usually smaller than
our written vocabulary and care must be taken to make sure the
script does not sound too stilted when it is read.

In preparing a radio talk, be sure the talk sounds sincere. If
a talk is written in a style or uses material that the audience classes
as foreign to the speaker, much effectiveness is lost. When
famous people use a ghost writer, for any one of a number of
reasons, ordinarily the former checks the speech to make sure “it
sounds like me.” Sometimes speakers feel the importance of a
radio address so heavily they will attempt ideas, language, or a
style that is not their own. The listeners will feel that some-
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thing is wrong, and although they may not be able to state what
is at variance, they may think that the speaker is insincere. “Be
yourself at your best,” is a slogan that has application here.

The radio speaker must also use repetition to make sure his
points are clear and remembered. This repetition must not be
so obvious as to be irritating, but it must be present. If a reader
of a newspaper or magazine does not understand an idea or needs
to look back to keep all the points in mind, the words are on the
page for him to use as he will. A speaker, however, must do this
for the listener since the latter can do nothing about it himself.

In addition to these ideas about writing a radio speech, one
other type of preparation should be discussed. The speaker
should read his speech aloud many times before going on the air
so that the speech will sound spontaneous. Many inexperienced
radio people when reading a speech on the air will make it sound
like just what it is—reading. The speech should sound as if it
were being spoken, not read; it should seem to come from the
heart and mind of the speaker, not from a piece of paper. Most
radio speeches must be written so that what is said is concise, to
the point, and within the time limit. The second step, that of
oral preparation, must follow this writing so that the speech will
sound spontaneous, sincere, and effective.

The Television Talk. The above ideas for the radio speech
apply also to the television talk. In addition the visual element,
consisting of the physical delivery of the speaker and the use of
visual material, must be considered.

The main concern of the speaker with regard to physical de-
livery is to make certain that he seems interested in what he is
saying. The most expressive part of the body is often the face.
If the countenance looks bored or frightened or too stiff and for-
mal the physical impact of the speech may be lost. An expres-
sive face that seems sincere, interested, and enthusiastic is a
valuable asset. In addition to the face, the arms, hands, and the
rest of the body can help to achieve the same goal. Of course,
physical action can be carried too far, but without it the speech
may seem dull and listless.

Effective use of visual material can aid in securing the atten-
tion and understanding of the audience. The use of visual ma-
terial may be good or bad. A recent program telecast over a
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national network contained examples of both. The program
concerned tuberculosis, and when the speaker was talking about
the effect of the discase on the lung a foam rubber lung appro-
priately mounted was used. By manipulating the lung, to dem-
onstrate the various ideas presented, the speaker made his talk
clearer and more interesting. Later in the program, however,
while the speaker was saying that tuberculosis was world wide,
he was spinning a large mounted globe. It detracted from the
speech and was quite ineffective. Just any visual material may
not help the program, but well thought out aids that have a real
purpose are of value.

The Interview

Closely related to the talk program and often substituted for
it where possible is the interview. While interviews vary a great
deal, in general we may classify them as either informational or
personality interviews. In the former, the program presents the
information and ideas of the person being interviewed; in the
latter we try to transmit some of the personality of the person
out over the air. An interview with a newspaper correspondent
concerning some of the recent political happenings in Wash-
ington would be of the informational variety. A chat with a
popular singer of the day about how he got his start, his recent
activities, and the like would be of the personality type. (Many
times, of course, both informational and personality aspects are
present in the same interview, but ordinarily one aspect pre-
dominates.) Another form of the interview, the man-in-the-street
variety, in which the intervicwer asks the opinions of anyone
who comes along, has dropped from its former popularity and is
not widely used today.

The interview offers the beginning radio and television stu-
dent an excellent opportunity to learn many aspects of writing
and production. Although most interviews are not completely
scripted, as will be discussed later, if the student will write out
complete sample interviews he can learn some of the elements of
good writing. If he then actually produces the interview, if only
on tape for his own use, he can study the methods of making a
script sound spontaneous and interesting. To gain valuable ex-

T p—
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perience, therefore, it is suggested that the student participate
in as many interviews as possible and write them out com-
pletely.

The three common methods of approaching an interview are:
(1) little or no preparation, (2) a pre-session at which some type
of notes or an outline is prepared, and (3) the completely scripted
interview. If at all possible the participants in the interview
should have some time to talk with each other before air time.
Upon occasions, however, this is impossible and the interview
will be completely ad lib. This type of interview is often con-
ducted on radio and television today, and sometimes, when its
use is not really necessary, to the detriment of the program. If
both participants are experienced, this type of interview has a
spontaneity that is good. However, if the person being inter-
viewed is not experienced and becomes frightened, he may give
short and incomplete answers or go off on tangents that will
destroy the effectiveness of the interview. Even if both parties
are poised and fluent, the interview may lack coherence and pur-
pose. This kind of interview should be used only when it is
unavoidable,

The preparation most often followed for an interview is a
session before air time in which the participants talk over the
topic at hand. During this presession the interviewer can jot
down notes or questions that will elicit interesting material when
the actual program gets under way. There are many advantages
to this type of preparation. First, the interview can have some
organization, and the questions can follow one another coher-
ently. Second, it provides questions that the interviewee can
answer readily and interestingly, and thus reduces hesitation,
stumbling, or meaningless statements. Third, the interview can
sound unrehearsed, as the actual broadcast interview need not
follow too closely the pattern of the pre-session conversation,
and, since no prepared answers have been arranged, the answers
are actually unrehearsed. Fourth, it is possible by this method
to “warm up” the person and lessen or eliminate his fear of the
situation. If the pre-session conversation has been a friendly in-
terchange, the interviewee can gain some confidence in his ability
to meet the occasion. Even the best preparation can go astray
if the individual “clams-up” or digresses on uninteresting mate-
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rial, but the chances of this are ordinarily lessened by a warm-up
session.

The third method of interview preparation is the completely
written script in which both questions and answers are prepared.
This method has the advantages of precise language, complete
answers, and correct timing. However, since many people read
poorly over the air, the interview may lack a spontaneity and sin-
cerity that can make the program dull and uninteresting. How-
ever, as previously stated, the beginning student can learn many
important principles of writing and production if he will follow
this method for a time.

In preparing an interview by any of the above methods it is
important to achieve a fine balance of the time allowed the inter-
viewer and the interviewee. While the person being interviewed
will ordinarily speak longer than the interviewer, the procedure
should seldom consist of a few short questions by one person and
long, involved answers by the other. After the proper introduc-
tion the interviewer should ask the first question, taking care
that its scope is not so large that the answer must be long. 1If in
the pre-session a similar question brought out a long but fairly
interesting answer, it may be best to break the question into sev-
eral parts so the answers may be shorter and more understand-
able. After the question has been answered, the interviewer will
usually acknowledge the answer in some way and tie it to the
next question, which should be answered with conciseness. In
this manner, the interview will proceed to its conclusion.

Since interviews are often quite informal, some interjectory
remarks containing humor or interest can be added, particularly
by the interviewer. This means the interview will not be a strict
question-answer, question-answer affair. The informality of the
interview can be aided by frequent usc of the names of the par-
ticipants.

As in the talk program, television interview participants must
be aware of all the foregoing and also realize the importance of
physical delivery. In addition, the participants must remember
the camera as far as position and bodily activity are concerned.
Different camera positions can achieve some visual variety, but
the person involved should assist whenever possible. When
possible, a background suitable for the interview will help the
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visualness. This background might be nothing more than a
simulated living room. Visual material, when and where it can
be effectively used, may also add to the audience interest and
comprehension.

Interviews are often an integral part of news programs,
women’s features, public service presentations, disk jockey shows,
and others. 'When properly presented they can add much to
these programs.

Commercial Continuity

Continuity on radio and television may be divided into two
broad categories: (1) straight continuity, such as the introduc-
tion of a program, a speaker, musical numbers, and the like, and
(2) commercial continuity, for which the goal is listener accep-
tance of an idea or a product. Since commercials, the common
name for the latter type of continuity, are the life blood of the
industry, the cffective writing of them is usually as essential to a
station or a network as it is to the advertiser.

Television Commercial Continuity. Many research studies
have shown that though television commercials are usually more
costly than radio commercials, sales results make the expenditure
worth while. This is particularly true of articles that can be
demonstrated. Because television is an infant industry, much
experimentation is still going on and new methods of televising
commercials appear frequently.

The ways of airing a commercial on television today are nu-
merous. One frequently used method, particularly for local ad-
vertisers using only spots on a local station, is the use of cards.
These cards usually contain some art work or picture related to
the product plus the name and address of the sponsor. When
this is flashed on the television screen, an announcer talks about
the sponsor or the product. The same card can be used as fre-
quently and over as long a period of time as desired, and the
announcer’s words can be changed as often as necessary. This
simple method is comparatively inexpensive.

A second type of television commercial is the completely live
presentation, of which variations are many, depending on the
product, the budget allowed, and the originality of the writer and
producer. One well-known live type is the pitchman. Taking
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his cue from the carnival barker, this salesman, often dressed in
a manner in keeping with his name, will make his “pitch” to the
television audience. The product being sold will be prominently
displayed either by signs or the presence of the product in the
hands of the salesman or both. A demonstration may take place
showing the use and value of the product. When skillfully han-
dled this type of presentation is very effective. Other live com-
mercials may show a famous American in a living room talking
about an interesting topic. The topic soon leads to a discussion
of the product to be advertised, such as a brand of beer or an
automobile. Still other live commercials make use of music,
dancing, or even drama to present the values of the product. The
variations are limitless.

A third kind of television commercial is the filmed announce-
ment. This type may use the same methods of approach as the
previously discussed live commercial. Film may allow for more
freedom in production than a live commercial in that it is not
limited to studio facilities nor need it be produced in the actual
sequence used for presentation. For instance, a filmed com-
mercial may show a famous baseball player in action, followed
by a scene in which the player is in the midst of shaving, and
ended by the player dressed after the completion of the shave.
This could not be done with a live announcement. The filmed
commercial is often more expensive than a live presentation, but
once it has been filmed it may be used again and again at a cost of
little more than air time. Also, a film may be “shot” until it is
considered the best possible presentation, while a live commer-
cial can only be as it appears at the particular time it is on the air.

Another type of filmed announcement is the animated com-
mercial. The animated cartoon of the movies has long been an
American favorite, and the animated commercial capitalizes on
this fact. While the animated objects or persons cavort on the
screen, companion words or music present the material desired.
This type of announcement is also expensive, often even more
so than a non-cartoon film, but the possibilities for repeated use
and the favorable audience response to this type of commercial
has made it valuable for many companies.

Any combination of the above may be employed. A commer-
cial may use part live and part card presentation, or a film may be
part live and part animation. The writer and producer of the
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commercial must study the product, the various methods of pro-
duction possible, and the budget, and then choose the method
that makes the presentation most effective. Budgets may play
a large part in limiting what can be done, as production can
be very expensive (as high as $5000 to $7000 for a one-minute
filmed spot), and most budgets are not unlimited.

Radio Commercial Continuity. As in television, the variety
of commercials on radio is as wide as the writers have the origi-
nality to make them. Most radio announcements, however,
stem from three basic types: (1) the straight commercial that
uses one voice, (2) multi-voiced production, and (3) the singing
commercial.

The straight announcement that uses just one voice, usually
the announcer’s, is the most frequently heard varicty since most
commercials for local sponsors use this method as well as many
network shows. This type of announcement may be of the
“punch” variety in which quick results are sought by the sponsor.
No words are wasted, no subtle approach developed, the copy is
written for the purpose of getting the listener to buy and buy
now! Here is an example:

Men....being at your best ALL THE TIME calls for mighty spe-
cial effort during the summer months. Clothes need extra at-
tention during warm weather....and you've ALSO got to be
realistic about the annoying problems of perspiration. If
you have the notion that deodorants are made for somebody
ELSE....you're just not facing a BIG problem honestly.
Here's the point: the Mennen Folks have developed a man's
deodorant....one that really does the Jjob. You try it and
see. Try MENNEN SPRAY DEODORANT FOR MEN! It checks perspira-
tion FAST, DRIES fast, contains a special ingredient, PER-
MATEC, that actually kills odors. And, Mennen Spray Deodor-
ant For Men has a clean, MASCULINE scent....not a sweet,
feminine perfume. How about it? Are you SURE you don't need a
man's deodorant? Stop off at your favorite counter today and
ask the man for that green, handi-grip spray bottle of
MENNEN SPRAY DEODORANT FOR MEN! Giant Economy size—98
cents; large size—59 cents. It's a smart idea: play safe,
SPRAY safe with MENNEN SPRAY DEODORANT FOR MENI1

1 All commercial copy in this chapter, unless otherwise mentioned, is adapted
and/or written by Continuity Department, Station WTIC, Hartford, Conn.
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Another method of writing the straight commercial is the edu-
cational approach. The copy is written to inform the listener
about a product or a sponsor, and thus the listener is led to make
a purchase. If a new product, such as a new kind of cloth, comes
on the market, the commercial may aim to educate the listener
to its values and thus get him to buy the product. In this type of
commercial an easier and more friendly approach is common.
Further ideas on the approaches that may be used to develop
this type of commercial, as well as others, are found in the next
section of this chapter.

Some announcers using the straight commercial method may
not work from a complete script but from mere notes or an out-
line. If the announcer can readily ad lib he can use such up-to-
the-minute topics as the weather outside, a song just played, a
news event just announced, and the like to help create attention
and interest. It should be stressed, however, that only the most
experienced and proved announcers are usually trusted with this
method.

A second type of radio commercial is the multi-voiced method.
Here again the variety is wide. Sometimes two announcers read
alternate sentences or parts of the script. On other occasions a
short dramatic skit may be enacted which extolls the virtues of
the product. For other announcements a conversation is held
between two or more characters. The “authority” commercial,
in which the testimony of some famous person is used to pro-
mote sales, may fit into the multi-voiced type of announcement.
The announcer may introduce the idea, and another voice, not
necessarily actually that of the authority, makes a direct quote
about the product. The theory behind the multi-voiced com-
mercial is that it gets away from the usual one-voice type and
thus may attract more attention and a better response. Also,
two voices praising the virtues of a product may sound more
convincing than one.

This type of commercial will usually cost more than the
straight commercial as additional voices may mean additional
talent fees. These commercials may be slanted in the same di-
rection as the straight commercial, i.e., “punch” copy, informa-
tional or educational material, etc. This example from the files
of WTIC, Hartford, will demonstrate one type of multi-voiced
commercial:
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TYROL: Here's good news for the calorie counters!

RICHARDS: Beef tea....made with Bovril Beef Extract....con-
tains only twelve calories....yet it gives you
four hours of energy!

TYROL: Think of it! Now you can have delicious, nutri-
tious BOVRIL....that has REAL BEEF in it....with-
out worrying about your weight. Yes, BOVRIL makes
dieting easy!

RICHARDS: But that's not all. No, indeed! BOVRIL makes cook-
ing easier, too!

TYROL: Easier....and more economical, too!

RICHARDS: For instance, do you know how to have beef gravy
without breaking your budget? Well, just buy BOV-
RIL! That's how!

TYROL: " Bovril is the world's largest selling beef extract
....and it has real beef in it! Which means that
when you mix a cube or teaspoon of BOVRIL in a cup
of boiling water....add seasoning, and thickening
to taste....you have REAL, RICH, TASTY BEEF GRAVY!

RICHARDS: It's beef goodness at its best....it's BOVRIL....
B....0....V....R....I....L!

TYROL: Get BOVRIL in extract or cube today! Remember....
RICHARDS: WHATEVER YOU MAKE....BOVRIL MAKES IT BETTER!

The popular singing commercial is the third variety of radio
commercial. The variations are endless: one singing voice,
many voices, humorous angles, parodies on popular songs, etc.
The initial cost of this type can be considerably higher than other
methods, but the recording can be reused as often as desired.
Also, the efficient advertiser is more interested in net results of
sales rather than cost alone. If the sales response is great enough,
the higher cost more than pays for itself.

Purposes of Commercials. Not all commercials are written
with the immediate sale of a product or service in mind. In gen-
eral, there are three possible aims for a commercial announce-
ment: (1) good will, (2) institutional build-up, and (3) the
immediate sale of a product or service.

Good-will advertising, ordinarily carried on by only the large
concerns, is written so as to present the company to the public
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in the best possible light. While individual products or services
may be mentioned, the stress is placed on the value of the com-
pany, of the product, or of service to the country, rather than on
an immediate sale. Excellent examples of this type of commer-
cial may be heard on The Telephone Hour, sponsored by the
American Telephone and Telegraph Company, and the Theater
Guild on the Air, presented by United States Steel. An an-
nouncement on the former program may stress the value of a
local telephone operator in a recent disaster, while United States
Stcel may use its commercial time to talk about the number of
years certain employees have worked for the company. The
Metropolitan Life Insurance Company used this commercial for
the building of good will:

One of the most exciting days in the lives of many children
is the day they are given their first two-wheeled bicycles.
But, unfortunately, too many of these exciting and happy
days result in family tragedies, that, with care, could eas-
ily have been avoided. Recent studies show that bicycle
accidents take about six hundred lives a year in our coun-
try. Nearly one half of these fatal injuries occur during
the summer months. Drivers can help reduce this unnecessary
loss of life by watching out for bicycle riders, especially
when driving on streets and highways which they frequent.
So, here is today's GOOD HINT FOR SAFE SUMMER DRIVING from
the Metropolitan Life Insurance Company: "When motoring
these days, watch for bicycle riders." Many helpful hints
about safety on the highways are found in Metropolitan's
booklet entitled "How's Your Driving?" Your free copy will
reach you promptly by mail if you write to——, Sta-
tionmm—e— ___ 2

A second possible purpose for a commercial, one closely re-
lated to the good-will type, is the institutional build-up. Here
again particular products or services may be discussed and at
times even stressed for immediate sale. The emphasis, however,
is not so much on the quick sale as it is on keeping the name of
the company before the public. By constantly reminding the
listener or viewer of the name of the company and its particular
products or services, it is hoped that the customer will become
interested in using the concern, its products, or its services. The

2 Courtesy of The Metropolitan Life Insurance Company and Young and
Rubicam, Inc.
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institution using this approach ordinarily does not expect im-
mediate results, but continues to advertise over a long period
of time. An institutional build-up commercial might run:

If you think you have to see a Putnam counselor in order to
benefit from his advice and counsel....listen to this story
about one of Putnam's clients who has never been in Putnam's
office. She's a lady who lives in a small town near Provi-
dence! She had heard about the friendly, reliable service
for which Putnam's of Hartford is well known, and so, last
fall she wrote to ask for some counsel about investing part
of her hard-earned savings. She was 64 and her husband, 67.
They had raised six children and her husband's salary had
never exceeded $80 a week. She now had about a thousand dol-
lars to invest, and she asked Putnam's counselor to advise
her regarding the proper stock to buy. Thus began a corres-
pondence that has continued on a regular basis. Now, the
lady's daughter has written to ask about investment securi-
ties. Her son, home from Korea, has also turned to Putnam
and Company for counsel. And not one of them has ever been
inside a Putnam office! All of which serves to illustrate
the point that it is not necessary to come in person to re-
ceive the benefits of Putnam's counseling. A letter will
serve as well! Just write to Putnam and Company, 6 Central
Row, Hartford 4, Connecticut. You'll have a prompt reply
from one of Putnam's friendly counselors.

The third general purpose of a commercial is the immediate
sale of the product. It is the one most frequently used on radio
and television today. There is often no fine distinction between
these three types, and a sponsor may use a mixture of them either

on the same program (not too frequently done) or on different
programs.

Suggestions for Writing Commercial Copy. The first thing
that must be accomplished by a commercial on either radio or
television is to gain the immediate attention of the listener or
viewer. Therefore, commercials are often placed in an interest-
ing part of the program so that the interest of the audience will
be carried over into the presentation of the commercial. On
many programs the commercial that formerly came at the very
end, after the completion of the main portion of the presenta-
tion, was often found to be ineffective. As a result, on many
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shows the ending commercial has been moved forward so that
some interesting portion of the program follows the commercial.
The same is true of the opening commercial on many presenta-
tions. Formerly this commercial was placed at the first of the
program before anything of real interest to the audience had
taken place. Now it is often moved to secure attention before
the commercial is presented. While this procedure helps make
the transition from the program to the commercial, the first part
of the announcement must interest the audience. This is par-
ticularly true on spots that are not part of a program. This at-
tention and interest may be gained by arousing curiosity, making
a startling statement, presenting an interesting illustration, em-
ploying an interesting visual device, and the like. A study of the
product and finding interesting ways of presenting its features
will help the writer originate an effective opening or approach.
The novice commercial writer may try to include all the fea-
tures of the product in one commercial. Ordinarily this is a poor
procedure. While many of the features may be mentioned, the
effective commercial usually concentrates on one or two. The
stressing of the beauty, safety, economy, roominess, speed, and
pickup of a certain modern automobile in one commercial will
allow for little development of each feature, and may leave the
audience confused. A series of commercials in each of which
only one or two of these features are emphasized is usually the
better way. At the end of the series all of the features will have
been emphasized with sufficient time for enough stress on each.
Most commercials, particularly the direct selling type, stress
the active rather than the passive approach. We are all familiar
with the “Go to your corner drug store and pick up a package of
Blank cigarettes now!” It isn’t “If you go to the drug store,”
and usually not even “When you go to the corner drug store.”
Such words as “maybe,” “perhaps,” “might,” and the like seldom
find themselves in a commercial. In the hands of an overzealous
announcer this active approach can be carried to the point of irri-
tation, but when handled with common sense it is more effective
than a more passive method. “Notice the clear, cool color of the
liquid” can be a better approach than, “Isn’t that a nice clear,
cool color?” “The A and B Company has a position that fits your
talents” can be more effective than “If you apply at A and B
Company you might find something that will interest you.”
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The old saying, “A picture is worth ten thousand words,” has
its place in writing commercial continuity. In television this pic-
ture, if effectively done, is an obvious feature. In radio the same
goal is present in the use of word pictures. In most advertising,
the individual is not selling a product but what that product will
do for the potential customer. In the hot summer time you are
not selling shirts, but you are selling the idea that this shirt is so
cool to wear. In winter you are not selling an automatic furnace,
you are selling the ease, comfort, and warmth that the furnace
will give the listener. The ability of the writer to present a word
picture that will make the listener feel the coolness of the shirt
or that comfortable warmth available at the flick of a finger is
what makes a commercial effective. Good word pictures can
help the writer achieve his goal.

Another principle usually followed by the successful commer-
cial writer is the use of simple words and simple sentence struc-
ture. Vividness gained by effective word choice is achieved most
frequently by the use of language that is familiar to the audience.
While much time is often spent in choosing the right word or
phrase for the commercial, the words usually chosen are well
within the vocabulary range of the “average” listener. “Hospital
clean,” “Crisp tasting,” “Gentle to the hands,” and many other
phrases tested by time were not drawn from the deep and unused
portions of the dictionary. They are everyday words that take
on a more vivid meaning in the text of the commercial. The
writer should obviously not use words that have become com-
monplace or tritc in describing a certain idea or object. This does
not mean, however, that to avoid the trite he must employ words
that are formal, stilted, erudite, or seldom used. The use of
commonly known words, placed in new combinations or situa-
tions that fit the description needed, is the goal.

The same simplicity is present in the sentence structure of
most commercials. As has been said before, sentence length and
structure must vary to avoid monotony, but in the main the sen-
tences are not too long or complex. The audience must compre-
hend and remember the meaning without performing any mental
gymnastics, and simple but effective word choice and sentence
structure can help.

Clever repetition and restatement are valuable aids in writing
effective commercials. While some commercials make the repe-
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tition become irritating and depend on this irritation for their
effectiveness, restatement need not be so obvious. An example, a
bit of information, a testimonial, and a summary statement by the
announcer may all stress the same idea. This type of repetition
is not as noticeable or irritating as straight restatement. If the
writer analyzes all the possible ways of promoting a product, by
careful matching and variation, he can repeat the idea effectively.

One question must be constantly in the mind of the writer:
“Who will be listening to this commercial?” Certain appeals,
language, style, or word pictures may be effective with one audi-
ence but not with another. Time of day, time of year, type of
program, locality and power of the station are all factors that in-
fluence the listening public and thus the writer. A thorough
study of the listeners to the program, their likes and dislikes, sex,
age, economic status, and so forth, as well as the-types of ap-
proaches that have been successful in the past, will pay dividends.

Length of Commercials. The length of a commercial an-
nouncement on radio and television depends on many factors.
One very important consideration is the budget allowed. For
spot announcements, increased length means increased cost.
Another factor is the availability of time on a station. It may be
possible to buy certain periods of time but not others. A third
factor is the regulations established by stations, networks, and
the National Association of Radio and Television Broadcasters.
Each of these groups have limitations on the amount of com-
mercial presentation for each time segment. A last factor influ-
encing the length of commercials is the public itself. Some
studies have been conducted to determine the best length of
announcements from an audience acceptance point of view.
Thus while the length of a commercial announcement may vary
widely, the three most commonly used periods are approximately
ten seconds, twenty seconds, and sixty seconds.

It is customary for programs, particularly network programs,
to end thirty-five seconds before the next program begins. Thus
a fifteen-minute program starting at three o’clock will usually
end at twenty-five seconds after 3:14. The thirty-five second in-
terval remaining before the next program at 3:15 makes available
two commonly used segments of commercial time, one of twenty
seconds, and the other of ten seconds. The latter is often
tied to the time check (if one is given) and station identification.
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Watch companies have often made use of this period with the
familiar “It is three o’clock, courtesy of Blank Watch Company.”
Another example might be: “Looking for a job? Try the A and
B Company for the job of your choice. It is two o’clock, Central
Standard Time. This is WZZZ, Chicago.” Ten-second spots
used on station WTIC were: “Given his choice, Peter Piper’d
pick a peck of SILVER LANE Pickles,” and “Look at the shelf,
remember the name . . . the Pickles you like are . . . SILVER
LANE!” Since the commercial and the station call letters must
be given in approximately ten seconds, the advertising copy usu-
ally contains from ten to fifteen words. The copy is usually of
the reminder type, with little or nothing in the way of specific
information.

The twenty-second commercial is often referred to as a “chain
break,” since it frequently comes just after a network program.
The usual number of words allowed for this type of commercial
is thirty to fifty, although more may be included if the copy can
be read rapidly. Any of the previously discussed types of com-
mercials (straight, multi-voiced, or singing) may be used here.
One such commercial is:

ELECTRICAL TRANSCRIPTION: HEAR YE, HEAR YE....

ANNOUNCER: Jam packed with bargaihs, BROWN THOMSON'S tre-
mendous 87th ANNIVERSARY SALE is now on! Call BT's if you
haven't received that big 32-page circular. WHATEVER you do,
during the SALE OF THE YEAR, shop BROWN THOMSON'S and SAVE!

The sixty-second commercial is used in many places on radio
and television. Many announcements on a sponsored program
are of this approximate length. If the program is of the partici-
pating type (more than one sponsor on the same program) often
these announcements are of the sixty-sccond variety. The com-
monly used commerecial on the ever-present disk jockey show are
often of this approximate length. Many sustaining or public
service programs are planned for fourteen minutes, so that a full
sixty seconds is available for an announcement at the end of the
program. The average number of words for this length com-
mercial is about 150, although there may be a great variance de-
pending on the material and the announcer. An example of this
length of commercial is:
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Stop giving your engine the shock treatment! Why run the
risk of cracking the head of the piston....splitting the
head gasket....causing untold damage with gasolines that are
low in anti-knock quality. Change now to TYDOL ETHYL Gaso-
line. Like a strong hand in a velvet glove, it gives your
pistons a smooth, power-full push....makes full use of all
the available energy. There's no waste when you use TYDOL
ETHYL....no wasted power....no wasted fuel. Everything you
put into the tank is returned to you in engine performance.
TYDOL ETHYL controls "knock"....keeps your engine cooler....
delivers gll your horsepower. It's a must for modern high-
compression engines which demand premium quality gasoline.
Helps older cars run better too, by eliminating sluggishness
due to accumulated deposits in the combustion chamber. Next
time you need gas....get a tankful of power-packed TYDOL
ETHYL at the sign of your TYDOL FLYING "A" Dealer. It says
"friendliness lives here."s

Some commercials are thirty seconds in length, and many
announcements on radio and television run over a minute. This
is particularly true of the demonstration-tvpe selling on televi-
sion. Within the limits of NARTB (which are not always ad-
hered to) the commercial may extend as long as those producing
the announcement feel the audience will listen. Too long a
commercial may tend to affect the audience adversely and thus
destroy its effectiveness. For this reason, the tendency is to use
shorter and more frequent announcements.

Straight Continuity

Straight or noncommercial continuity is found in many forms
on all types of programs on radio and television. It may be the
introduction of a speaker, an interview, a discussion, a special
events program, or any type of presentation. It may be the intro-
duction of musical numbers within a program. Two essentials
are ordinarily necessary for the writer to produce good straight
continuity: (1) sufficient knowledge of and background in what
is being introduced, and (2) an original approach to the presen-
tation of the material.

8 Courtesy of the Tide Water Associated Oil Company and Lennon and
Newell, Inc.
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A background knowledge of the person, the topic, or the
music to be introduced is important if the writer is to have some-
thing to say. If he is introducing a Cole Porter number but has
no knowledge of either Mr. Porter or the specific piece of music,
he can do no more than say, “Here is a Cole Porter composition.”
However, if he knows the mood of the number he can discuss it
as being breezy, or blue, or modern in style, or whatever the
proper description is. If the writer knows the music is from a
current Broadway hit, or stands high in popularity according to
any of the numerous polls, that is a starting point. If the writer
is conversant with some of the facts in the life of Mr. Porter,
when or why this number was written, or material of that nature,
the writer has another approach available. The same idea holds
true when the introduction is being prepared for a speaker, a dis-
cussion, or any other type of program. This means that the
writer needs a background in many areas and must make a con-
stant effort to keep abreast of current topics and events in various
fields.

From this background of knowledge the writer may draw one
or more approaches that might be used in the continuity. With
the mood and type of program and the probable announcer in
mind, the writer then works for an original style that avoids the
commonplace and hackneyed. The style may be breezy or for-
mal, serious or humorous, friendly or stylized as the program and
the announcer dictate. In any event the style normally should
stay away from the trite and bring a breath of fresh air to the
program.

Here is an example of musical continuity broadcast over sta-
tion WNEW in New York late in the evening on May 24, 1953.
The program is entitled “Music with an Accent” and is written
by Milton Robertson.

THEME: MIDNIGHT SLEIGH RIDE
ANNCR: Music....with an accent!

THEME: UP_AND UNDER

ANNCR: Do you know where some of your favorite songs come
from? That hit you sang last night....is it from
Broadway....or Belgium? Is it a Parisian import....or
right out of tin pan alley? For background on some of
the latest pop favorites at home and abroad, WNEW
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presents another in the recorded series....Music....
with an accent!

THEME: UP AND UNDER

ANNCR: You have probably heard Tony Martin sing At Last At
Last....but you have probably not heard that this fa-
vorite ballad actually is a song from France....Their
music....with our accent!

MUSIC: AT LAST AT LAST

ANNCR: The chances are that most folks down Latin America
way lay claim to this next song. Its Spanish title is
....NO HAY KAY DEHARSAY ILLUSIONAR....The truth of
the matter is that it's one of our popular hits off on
a Safari....the title....Don't Let the Stars Get in
Your Eyes....

MUSIC: DON'T LET THE STARS GET IN YOUR EYES

ANNCR: Here's a currently popular song that has travelled a
long way....It's Margaret Whiting singing, Now Is The
Hour....it sounds like our song....but it actually
started down under in Australia.

MUSIC: NOW IS THE HOUR

ANNCR: Let's try a little guesswork with the next tune....
you've hummed and whistled it in the past, and many
of your favorite songsters have warbled it....but not
quite in the following manner.

MUSIC: TILL I WALTZ AGAIN WITH YOU

ANNCR: And there you have: Till I Waltz Again With You; our
music with an Italian accent....

ANNCR: Have you been dancing the polka lately? Then chances
are that you've been bouncing around to the tune of
the Hop Scotch Polka....a recent immigrant from Ire-
land.

MUSIC: HOP SCOTCH_ POLKA

ANNCR: Despite the fact that the trolley car is a disappear-
ing factor in our life, there was a trolley song that
was quite a novelty here in town....Canada it seems
also likes trolleys....and so our street car travels
to our neighbor nation....with a French accent.

MUSIC: THE TROLLEY SONG
ANNCR: Before we listened to an Italian interpretation of
one of our hits....now we reverse the game and offer
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one of Italy's sweet ballads done with our accent,
as recorded by Al Martino.

SAY YOU'LL WAIT FOR ME

ANNCR: Language may be a barrier and miles may be hard to
cross....but leave it to a pop song to take it all in
its stride....here's another ballad that does the
transatlantic, starting from New York and ending in
Paris....My Heart Cries For You....but with French
tears.

MUSIC: MY HEART CRIES FOR YQU

ANNCR: England is quite anxious for us to keep getting bet-
ter acquainted with each other and they've found a
simple way of doing it....now they offer to introduce
us to an unusual Englishman....by the name of Mister
Callaghan....Guy Lombardo does the honors.

SIC: MEET MR. CALLAGHAN

So the music with various accents comes to a close
....another chapter in the modern story of how folks
all over the world are getting to know and like each
other better by sharing their music....with an ac-
cent.

THEME: UP_AND UNDER

:

NNCR: Music with an accent, heard every Sunday at 10 over
WNEW, salutes the work of the United Nations. This is
your announcer....inviting you now to stay tuned to
this station for more of the best in radio listening.

The Discussion, or Forum, Program

Even though the discussion, or forum, program, unlike many
of the other presentations discussed in this chapter, is seldom
fully scripted, some preparation and often some writing should
take place before the program is aired. Many variations of the
discussion program are being broadcast today. Some discussions
are a free and easy attempt to look at a problem from all angles
with no predetermined support of a particular point of view by
any participant. Because of a possible lack of controversy, this
type of discussion is not widely used. In another type of dis-
cussion program, one or more of the leading proponents of di-
vergent points of view on a certain topic discuss the issues. This
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pro-and-con discussion, often resembling a debate, is a widely
cmployed procedure. The heat engendered by some discussions
of this nature attracts many listeners. A third possible approach
is the question and answer method, in which one or more mem-
bers of a panel question one or more leading authorities on a
chosen topic. This, too, is a popular method. Any of the above
basic types of discussion or variations of them may allow ques-
tions from the audience for a portion of the allotted time. The
kind chosen for any certain program on a station will depend
upon the availability of certain types of people, the types of ques-
tions chosen for discussion, and the purpose for which the pro-
gram is organized.

After the over-all aim of the program and the format to be
used have been determined, a topic for at least the first presenta-
tion must be chosen. The topic is usually one of current interest
so that its timeliness will attract some listeners. Care must be
exercised in choosing the participants for this first program as
well as for the others of the series. The first requisite is that the
individual must have a good background in and knowledge of
the subject chosen. In addition, he must have good speaking
ability. Individuals who are seldom clear in their utterance, too
slow of speech so that interest lags, have great difficulty in saying
what they want to say, or similar difficulties may lessen the effec-
tiveness of the program. Some caution must also be exercised
in matching the individuals on a particular program. If all the
speakers are verbose, belligerent, or the kind who pay little atten-
tion to what others are saying, the discussion may be difficult to
control. Conversely, if all the speakers are more or less of the
silent type, the presentation may lack pace and interest. Usually
the best presentation comes from a good balance of both types.
One other factor to consider is the fame of the panel chosen, as
well-known people may draw more listeners.

The preparation before the airing of the program will vary
because of many factors. If the participants are busy individuals,
it may be difficult to get them together except for a brief period
before broadcast time. If the program lacks preparation it may
result in a disorganized, scattered, unpurposeful presentation.
Some discussions or forums, on the other hand, are well readied
with many hours of preparation. While there is some possibility
that a well-prepared program may lack spontaneity, the chances
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of this hurting the program are small in comparison to the harm
possible by lack of preparation.

If the program is to use the symposium technique, with
speeches before any interplay between the panel members or the
audience and the panel, the basic content of the speeches should
be known by all the participants. By this method a few primary
issues can be chosen that can be discussed in the limited time
available. If the speakers prepare their presentations individu-
ally, it is possible that all will go off in different directions. Under
these circumstances it would be difficult for the panel to cover
the necessary ground in a brief period. However, if the speeches
concern themselves with different points of view on the same
basic issues, the discussion can move forward in a more orderly
and interesting fashion. If the preparation is started early
enough, the speeches or summaries of them can be sent to each
participant. Either by mail or a brief meeting, the group will
then agiee on the points to be discussed, and the speeches will
be rewritten with these in mind.

If the program is to begin without speeches but with interplay
between members of the panel, a basic agenda or outline should
be agreed upon before the program is aired. This must usually
be done in a face-to-face situation. While this planning session
often takes place just before the broadcast starts, if possible it is
better to hold the meeting far enough in advance to allow for
further individual or group preparation if necessary. This type
of planning allows for a clearly understood central purpose and
procedure and permits conciseness in the individual presenta-
tions. If no preparation takes place, the group may wander
through many ideas while on the air before coming to any central
purpose or approach. The agenda need not be too complete or
long. It may do no more than break up the subject into the few
points to be discussed. For example, while the question of state-
financed educational television systems can be approached in
many ways, the following might be chosen as subpoints to focus
the problem: (1) What can educational stations do that is not
or cannot be done on commercial stations? (2) What are the
financial problems of an educational station? (3) In line with
the answers to question 1, is educational television worth the ex-
penditure discussed in question 2?

If desired, the agenda can also break up these headings into as
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many other subdivisions as necessary. The agenda is to serve
only as a guide and need only be as complete as is necessary for
the participants.

Another reason for determining the areas to be discussed as
far ahead as possible is to allow the participants adequate time to
think through the problem properly. The typical radio or tele-
vision discussion does not ordinarily allow time for prolonged
thought. But if this work has been done as completely as possible
before the broadcast, there is little time lost on the program.
Preparation beforehand can also “tone up” the material used on
the program. If a participant knows a certain point is coming up
for discussion, he can be prepared with specific material. In-
stead of being forced to talk in general terms about the cost of
establishing an educational television station, or possible pro-
gram types, the panel member can give specific figures or ex-
amples. This type of material is usually more interesting and
more effective.

When the program actually goes on the air, the announcer or
moderator should introduce the program in an interesting fashion.
Some question that stimulates thought, a basic appeal that affects
many listeners, or illustrative references to recent events and their
possible meaning are all possible openings. The program then
proceeds according to whatever plan has been developed. It is
the duty of the moderator to keep the discussion moving and to
hold it to the predetermined plan. Frequent summaries by the
moderator will help keep the problem and its approach steadily
in the minds of the panel members and the listeners. 'When the
participants make their individual contributions, they should be
concise, to the point, and effectively spoken. So that the listeners
will always know who is speaking, a radio discussion should make
frequent use of the names of the participants.

The typical television discussion today varies little from a radio
discussion except for the use of a camera or cameras. The camera
adds some interest to the program, particularly in the beginning,
by allowing the viewers to see what the panel members look like
and how they react to various questions and challenges.

If care is taken to chose a topic with meaning for the audi-
ence, to get speakers who are well informed and have the ability
to state their points of view effectively and succinctly, and to
find a moderator who is adept at keeping the discussion moving

e
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productively, the discussion should be enlightening and interest-
ing. Preparation to the point where spontaneity is maintained
and organization is effective should precede the actual broadcast.

Writing the Dramatic Script

While the writing of a television play varies in some respects
from the scripting of a radio drama, and both differ to a degree
from playwriting for the stage, in general they all stem from the
same pattern. Not all scripts for any medium follow a set pro-
cedure, but in the main the mold is similar and the beginning
writer would do well to learn the pattern before branching out
into original styles. Most dramatic writing, whether it be for
radio, television, or the stage, has a beginning, a middle, and an
end, and each of these sections serve a definite purpose.

The beginning of a drama should present enough antecedent
material to give the audience a background for understanding
what is taking place, set the locale of the play, and establish a
certain equilibrium; the middle of the play should introduce the
incident that presents the conflict and then move forward to
present the attempts at solving the conflict; the ending of the
drama should be a brief closing that resolves the conflict. As
stated before, all scripts do not fit this pattern, but the novice
writer should start with this procedure in his first attempts. The
tools and techniques used by the radio writer may vary widely
from those employed by the television writer, and this difference
will be discussed later in the chapter. First, however, the student
should understand the analysis of the three sections of a drama.

The Beginning. The actual opening of any radio or television
program, including dramatic presentations, must be an attention-
getting device that retains the listeners already tuned to that
frequency and attracts the interest of those turning the dials.
Within the bounds of decency and censorship the author has
wide freedom in using his ingenuity to create an effective be-
ginning. Ordinarily each program develops an opening format
or standard beginning that varies little from program to pro-
gram. A few examples from radio and television will suffice.
One weekly dramatic program on radio opens with the punch
line or lines from the story about to be presented; another names
the famous Hollywood stars who will participate in the drama;



WRITING FOR RADIO AND TELEVISION 141

mystery dramas often use weird voices or sounds to identify the
program. In television one drama always opens by following
the shadow of a man down a hall to a door that bears the name
of the chief character in the play; another silently shoots an im-
portant scene from the forthcoming drama. The variety is end-
less, but the important idea is that the writer must realize the
importance of this part of the script. The first commercial, if
the program is sponsored. may come immediately after this
opening.

As to the opening of the drama proper, it has been pointed
out that the purpose of the beginning is to present enough back-
ground material on what has happened before the opening of the
drama so that the audience can understand what is taking place.
By this method the locale of the play and the equilibrium are
established. The equilibrium need not be one of peace and quiet,
but may be tension, love, humor, impending disaster, or many
others. A state-of-being is presented which when upset will make
for dramatic action for the rest of the script.

The opening of the famous radio drama, “Sorry, Wrong
Number,” by Lucille Fletcher, is a fine example of the quick
presentation of the necessary antecedent material plus the estab-
lishing of an equilibrium:*

SQUND : Number being dialed on telephone—then
busy signal.

MRS. STEVENSON: (A querulous, self-centered neurotic)
(after waiting a bit) Oh --- dear!

SQUND: Slams down receiver impatiently and

dials operator again.
OPERATOR (on filter): This is the operator.

MRS. STEVENSON: Operator? I've been dialing Murray
Hill 3-0093 now for the last three
quarters of an hour, and the line is
always busy. But I don't see how it
could be busy that long. Will you try
it for me, please?

OPERATOR (on filter): I will try it for you. One moment,

please.
®

¢ Reprinted by permission of Miss Lucille Fletcher.
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MRS. STEVENSON (rambling, in self-pity): I don't see how it
could be busy all this time. It's my
husband's office. He's working late
tonight, and I'm all alone here in the
house. My health is very poor—and
I've been feeling nervous all day.

OPERATOR (on filter): Ringing Murray Hill 3-0093.

SQUND : Telephone ringing. All clear. It rings
three times. The receiver is picked up
at the other end.

MAN'S VOICE (filter) (slow, heavy, tough voice): Hello.

MRS. STEVENSON: Hello....? (a little puzzled) Hello.
Is Mr. Stevenson there?

MAN'S VOICE (as though he had not heard): Hello....(louder)
Hello!

In these few speeches we find this antecedent material: Mrs.
Stevenson is an ailing and nervous person; she is at home alone;
for some time she has been trying to reach her husband by tele-
phone but the line is always busy; her husband is supposedly
working late. The equilibrium established by voice and dialogue
is one of tension.

The Middle. After the necessary material has been presented
in the beginning of the play, there follows the truly dramatic
portion of the script that establishes the conflict. The conflict
begins with the “inciting incident,” which is that portion of the
script which upsets the equilibrium by placing a believable ob-
ject in the path of the goal of the pivotal character or charac-
ters in the play. In “Sorry, Wrong Number,” the goal of Mrs.
Stevenson is reaching her husband by telephone so he will come
to her. If she reaches him and he promises to come home imme-
diately, the conflict, and thus the play, is gone. Instead we hear:

MAN'S VOICE (as though he had not heard): Hello.... (louder)
Hello!

SECOND MAN'S VOICE (filter) (also over telephone but farther

away, a very distinctive quality):
Hello.

FIRST MAN: Hello. George?
GEORGE : Yeos, sir.
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MRS. STEVENSON (louder and more imperious): Hello. Who's
this? What number am I calling,

please?
FIRST MAN: I am in the office of our client. He
says the coast is clear for tonight.
GEORGE : Yes, sir.
FIRST MAN: Where are you now?
GEORGE: In a phone booth.
FIRST MAN: Very well. You know the address. At

eleven o'clock the private patrolman
goes around to the bar on Second Ave-
nue for a beer. Be sure that all the
lights downstairs are out. There
should be only one light visible from
the street. At eleven-fifteen a subway
train crosses the bridge. It makes a
noise, in case her window is open and
she should scream.

MRS. STEVENSON (shocked): Oh!....Hello! What number is this,
please?

GEORGE: Okay. I understand.

FIRST MAN: Make it quick. As little blood as pos-

sible. OQur client does not wish to
make her suffer long.

GEORGE: A knife okay, sir?

FIRST MAN: Yes. A knife will be okay. And remem-
ber—remove the rings and bracelets—
and the jewelry in the bureau drawer.
Our client wishes it to look like sim-
ple robbery.

SQUND : The conversation is suddenly cut off.
Again Mrs. Stevenson hears a persist-
ent buzzing signal.

Thus the conflict is born. Who are these men? Who is the

intended victim? Will the murder actually be committed? The

tension has been changed and heightened and the rest of the
drama has been set as Mrs. Stevenson tries to prevent the murder.

The rest of the middle section of the drama, ordinarily the
main portion of the play, is devoted to attempts at overcoming
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the obstacle placed in the path of the chief character or charac-
ters. In the play we are examining, “Sorry, Wrong Number,”
Mirs. Stevenson calls the operator, the chief operator, the police,
and even a hospital to seek a private nurse to prevent the murder
and get help for herself. Unsatisfactory answers in each case
keep the conflict growing and build to the necessary climax.

A typical radio or television drama, then, is a serics of scenes
tied together by some sort of transition. In radio the transition
may be narration, fades, music, or sound effects; in television it
may be fades, dissolves, cuts, defocus, black-outs, and the like.
An author should fully understand the use of these transitional
devices.

The aforementioned scenes will also generally have a begin-
ning, middle, and end, just as the play as a whole. The scene
beginning is usually short, but it presents the locale, identifies
any new characters, and gives the listener or viewer the necessary
essentials for understanding the scene. This may be followed by
dialogue that shows why this particular scene is included. In a
mystery it may be searching for a new clue; in a love triangle we
may get a bit of information that entangles the characters even
further; in a drama dealing with a personal problem it may be
another attempt at solving the central conflict. The ending of
the scene should not just trail off but should be a sharp bit of
drama that gives the scene some sort of climax. This climax
often establishes the reason for the scene that will follow.

The middle portion of the script, then, has two main purposes:
(1) the introduction of the conflict or obstacle in the path of the
pivotal character, and (2) providing scenes which develop the
attempts that are made to overcome this conflict. These scenes
usually follow the beginning, middle, and ending pattern.

The Ending. The ending of a play is ordinarily short and ac-
complishes the resolving of the conflict that has been presented.
To achieve this resolution there is usually a scene between the
pivotal character and the person who either is or represents the
obstacle that has been placed in the conflict. This scene is often
referred to in drama as the “obligatory scene.” The audience has
been led throughout most of the drama to anticipate a scene be-
tween these characters that will settle the problem raised earlier
in the play. In a murder mystery we anticipate a mceting be-
tween the detective and the murderer that will present the solu-
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tion to the crime. In a love triangle the listeners may await the
scene between the wife and the “other woman” in which the
conflict is dissolved. It usually means better drama if these two
characters are actually present during the obligatory scene, if this
is possible. Of course, other persons than these two may also be
present if the scene demands it.

Some authors in discussing the art of dramatic writing state
that a good drama is a scries of these climaxes, with the last one,
which solves the conflict, being more dramatic. This is certainly
true in radio and television to the extent that each scene must
contain some dramatic element that forwards the progress of the
story.

In “Sorry, Wrong Number,” the audience wants to find out
what happens to Mrs. Stevenson and eagerly awaits the entrance
of the killer. We know that with this scene the conflict will be
solved one way or another.

MRS. STEVENSON: ....He's coming up (her voice is
hoarse with fear)....He's coming up
the stairs. Give me the police depart-
ment....the police....

OPERATOR (filter): One moment, please—

SQUND : Call is put through. Phone rings at

the other end. On second ring Mrs.
Stevenson starts to scream. She
screams twice as the phone continues
to ring. On fourth scream we hear the
sound of the subway train as it roars
over a nearby bridge. It drowns out
all sounds for a second. Then it pass-
es and we hear the phone still ringing
at the other end. The telephone is
picked up.

SERGEANT DUFFY (filter): Police station, Precinct 43. Duffy
speaking. (A pause.)

SERGEANT DUFFY (filter) (louder): Police department. Ser-
geant Duffy speaking.

GEORGE: (Same distinctive voice as at the be-
ginning of the play) Sorry, wrong num-
ber.

SQUND: Hangs up.
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This presents the quick ending that is ordinarily so important
in most good radio and television dramas. The play is over in a
matter of seconds after the murder is committed, and we don’t
get all the information we want until we hear the voice on the
last line. Some inexperienced writers go on after the climax has
been reached in an attcmpt to provide explanations or further
information. This is usually a poor procedure. When the con-
flict has been solved, the drama is over.

Characterization. The above explanation of the three divi-
sions of most dramas is only a guide for the beginning writer.
Knowledge and understanding of this material may aid the novice
in the organization of his work, but it will in no way insure good
script writing. ‘The main elements of any successful drama are
characterization and plot, with the play structure acting as a
guidc to put the drama in acceptable form.

Lajos Egri,® in his book The Art of Dramatic Writing, makes
some vcry interesting observations on characterization. Egri
feels that all dramatic writing must start with a purpose, or
premise, as he calls it, such as “Blind trust leads to destruction,”
“Prudishness Icads to frustration,” or “Poverty encourages crime.”
Obviously certain characters are needed to present the story that
develops the chosen premise, and Egri suggests that the author
know these characters thoroughly. By such a method the plot
of the drama will develop more easily, since by this thorough
knowledge the author can describe exactly how his characters will
react in various situations.

Egri suggests a three-part outline for securing the “bone struc-
ture” of the character. The first part deals with the physiology
of the person: his age, appearance, defects, heredity, and so forth.
The second aspect of the character development is the sociological
situation: his occupation, education, home life, and the like.
The last portion of the tridimensional character analysis is the
psychological outlook: his moral standards, temperament, frustra-
tions, abilities, and so on. The ability of the author to know his
characters, to know what reactions they would have and what
they would say under certain circumstances, is a valuable one. It
will save time in writing, and will eliminate inconsistencies in
characterization that can creep into a dramatization.

5 Lajos Egri, The Art of Dramatic Writing (New York: Simon & Schuster,
1946).
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Plot. The importance of a good idea on which to build a
story has already been stressed in the introduction to this chap-
ter. Where do these ideas come from? That is an impossible
question to answer, as ideas come from anywhere, depending
upon the ability of a writer to recognize them. Some come from
events. A writer hears a news announcer say, “While fifteen of
the enemy planes were destroyed, only one of our planes is miss-
ing.” The “only” bothers him, as perhaps ten lives were lost,
ten families affected. So he writes a script about the effect of
this loss on one or more of the families. Another writer draws
upon his own experiences for the basis of his stories. A third
sees a touching scene in a park and lets his imagination develop
a drama that culminates in this scene. Mr. Milton Geiger de-
fines an idea this way: “An idea is a point where an emotional
and an intellectual line converge and collide, generating enough
heat to make light.”

Writers are fairly well agreed that a well planned outline is an
essential, especially for the inexperienced writer. It allows the
writer to check the story for dramatic content, to find the best
scene possibilities, and to make sure the drama builds to the
proper climax and then stops. The novice may need a rather
complete plan, including the breaking up of the story into the
proper episodes. As he gains experience, perhaps the outline may
become shorter, but at least some plan should be present.

Radio Writing

The three tools of the radio writer are words, sound eflects,
and music, with a thorough understanding of the uses and effects
of each.

The words used in a radio drama will be uttered either as
narration or dialogue. The latter is conversation between two
or more characters in a scene, while the former may be either
straight narration uttered by someone outside the characters of
the play or character narration delivered by one of the characters
in the drama.

Narration. Narration is a quick and economical method of
accomplishing a great deal in a short time. As such it is ordi-
narily used at the beginning of a radio drama to present back-
ground material and later in the story to tie some of the scenes
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together. Narration must be used with caution, however, as the
tendency of the inexperienced writer is to tell too much by narra-
tion and thus make it too long or miss dramatizing the scenes
with the most impact.

Straight narration delivered by a person outside the characters
of the play is the most frequently used. In the following open-
ing to Arthur Miller’s adaptation of Molnar’s “The Guardsman,”
notice how much background material is effectively packed into
a short narration:

NARRATOR: In Vienna, once, there were two very famous stars.
One was a man named Franz, and the other was a
lady named Marie. And at the height of their fame
they were married. And they lived, or tried to, in a
sensible way. They had a maid named Liesl and a kind
of a housekeeper who was well known all over
Vienna as Mama, and a piano. Then spring came. As
our play begins Mama and Liesl were on their knees
on one side of the living room packing costumes
into a trunk, while on the other side, near the
piano, the famous actor and his famous wife were
conversing privately, while she played Chopin with
dreams in her eyes.®

This type of narrator will usually reappear periodically during
the drama to tie scenes together and to present essential material
that would take too long to dramatize. Thornton Wilder’s “Our
‘Town” is a comtemporary stage drama using this technique.

Straight narration must be composed of words that fit the
mood and the purpose of the drama in a conversational, not
literary style. The words are written to be spoken, and our style
of speaking usually varies from written style. The stress is ordi-
narily on the short, simple phrase or sentence rather than on
flowery language with complex sentence structure. In the ex-
ample from “The Guardsman” given above, observe the sentence
length and the conversational style. Many changes would have
to be made if this passage had been written in formal writing
style. The empbhasis is on simple language and structure, with
enough variation to relieve monotony.

Sometimes a looser grammatical construction is permitted if

¢ Reprinted by permission of Ferenc Molnar and the Liveright Publishing Co.
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it aids the attempt to be conversational. The above narration,
among others, is an example. The mood of the narrator and
thus the play must be established early. This is the first goal of
the writer.

The audience can react immediately only to that which is
within its experience and understanding, and thus such writing
devices as the simile and the metaphor are effective only when
the audience can understand and respond. Colorful writing is
often necessary, but literary flourishes that look good in writing
but hinder audience understanding should be avoided. The
opening narration of William Kendall Clarke’s radio drama,
“Leftover,” is an example of colorful and effective use of language:

JACOBA: There is a leftover generation in my country—its
children. Forgotten leavings from the War's banquet
table....devoured now by Famine, like so many scat-
tered crumbs. The children of my country—a very
dear country, you know....to me, and to my daughter
Emma, and to my son Dennie—before Dennie died....A
very dear country, and pleasant, and fruitful, with
our village green in the springtime and the tiny
bridge over the sparkling river looking for all the
world like a picture postcard, and the winding path
from our cottage to the shoemaker's lined with blos-
soming trees standing like a fragrant Guard of
Homnor....7

Besides straight narration, radio drama may use a character in
the play to present the intertwining material. One advantage of
this type of narration is that it permits a continual flow of the
drama, rather than the broken script which may result from the
use of straight narration. If it is skillfully handled, the listener
may never be conscious of the shift from narration to dialogue
and back to narration. Another advantage of character narra-
tion is the added opportunity for increased character feeling and
insight that is possible when a character is actually speaking rather
than when someone else is talking about him. A good example
of this type of narration is Lucille Fletcher's The Hitchhiker.
The depth of feeling developed in the character would be difh-
cult to obtain in any other fashion.

7 Copyright, 1950, by Columbia Broadcasting System. Used by permission.
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Since dialogue can often achieve the same results as narration,
the writer must analyze his plan to see whether the narration is
necessary at all, and, if so, whether straight narration or character
narration can best present his story.

Dialogue. While a good plot, adequate characterization, and
a climactic structure are all factors in an effective dramatic story,
all of them will be hampered, if not ruined, by poor dialogue.

An important factor to consider in good dialogue is the proper
balance between the forward movement of the plot and the full
development of scenes for purposes of characterization and cli-
max. The dialogue necessary to state the plot of a half-hour pro-
gram may take only a few minutes, but may give the audience no
feeling of real characterization or climax. Many inexperienced
writers in their first attempts present this skeleton but put no
meat on it for effective presentation. On the other hand, some
novices get so enamoured of words that the scenes become too
long and thus are static and uninteresting. The goal should be
a balance between these two extremes so that the audience has a
feeling of movement toward the end but at the same time can
respond to the proper characterization and climax.

A second factor to consider in writing dialogue is the concise-
ness of the speeches by each character. Look into any radio
drama anthology and you will notice that most of the speeches
are short and to the point. This cannot be accepted as a
universal rule, of course, as some speeches must be rather
lengthy, but each speech should be carefully checked for suc-
cinctness.

Dialogue not only gives action to the story but also helps
identify the characters as they are introduced into the drama. As
soon as a new voice or character enters the story, he must be
properly identified. At times this is done by narration just pre-
vious to the scene, but it often comes from the dialogue. If
necessary, frequent reidentification should be made, but if the
characters are kept to a minimum, as is usually advisable, this may
not be needed.

Dialogue not only identifies but helps to build the character
of the people in the drama. Narration might attempt to define
the character of a woman by stating she is the interfering-mother-
in-law type. However, a scene that forwards the progress of the
story and at the same time shows this person meddling in the
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married life of her daughter could be far more effective charac-
terization.

One last suggestion for the writing of dialogue: as has been
stated many times in this chapter, radio writing is to be read,
and thus must be conversational in nature. Formal writing style
is not usually effective; instead, the author must put himself in
the situation he is developing and write as the characters in-
volved would speak.

Writing for Television

Television drama is not merely the addition of sight to the
sound of a radio play. In radio the emphasis must be on words;
in television the emphasis must be on sight, but sound is still
involved. This can make a great difference in the writing. For
instance, if we were to write a radio script and a television script
of the play Come Back, Little Sheba, the approach might be
entirely different. In this play it is necessary for the audience to
be very cognizant of the contrast between the slatternliness of the
wife and the clean crispness of the young roomer. On television
this could be done without words by constantly playing up the
visual contrast. In radio this would have to be done by words.
It might even be necessary to develop one or more scenes purely
to make the point clear. In television the author must think in
visual terms using sound to reinforce the picture and to add the
material that cannot be done by sight. Television writing is still
immature in many instances, owing to the newness of the
medium, but as experience comes with time the medium will de-
velop writers who can make full use of the potentialities.

Television drama generally follows the three-part play struc-
ture already described. Live television has some limiting factors
not involved in radio, however. In radio the writer may use as
many locales as he desires because they can be referred to by
words. In live television, because of limited space and limited
budgets, the number of locales must be kept to a minimum. By
use of the low-cost techniques explained in Chapter 7 it is
possible now to include more scenes than formerly, but still the
number cannot usually be unlimited. Large outdoor scenes and
drama involving fast-moving vehicles can be produced by still or
film shots or by moving a scene behind a standing car, but such
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scenes should be eliminated when possible. Also, owing to the
limits of space and money, the number of characters employed
in a drama should be kept as low as possible. Costume and
make-up changes limit the amount of doubling that is feasible.

Television does not use the narrator as frequently as radio.
The new medium is built for sight, and the use of a narrator
often makes an interesting picture difficult. If necessary or ad-
visable, it is usually done by one of the characters in the play.
The procedure often followed is the “casestudy” method, in
which such a person as a detective, lawyer, or doctor, properly
costumed and with a suitable background, speaks the narration.
He may or may not appcar in the play. If the program is filmed,
it is possible, of course, to use a narrator whenever desired, since
the sound can be dubbed in after the picture has been shot.

Most of what we have already discussed concerning structure,
characterization, plot, and dialogue in radio writing applies also
to television, but with this big difference: in radio the emphasis
is on words; in television it is on the visual, with the words sup-
plementing the picture.

Two sample television scripts for study are included in Ap-
pendix B.

Montage

One special technique with which the radio and television
student should be acquainted is the montage. This is a series
of short scenes that presents background material very quickly.
The montage makes it possible to cover the essential idea of
many events or to present a panoramic view of cvents in a short
period of time.

In radio, a montage ordinarily uses words and music or words
and sound effects to achieve the desired results. For instance, if
the gay life of a certain character needs to be shown quickly we
might find:

MUSIC: Light, gay music up and under.

GLORIA: Just one more martini, Jim, and I've got to run to
the party.

MUSIC: Up and under.

GLORIA: I can't dance one more step, Ed. We've danced for
hours.
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MUSIC: Up and under.

GLORIA: Let's go out in the Sound to sail, Jim. It's more
fun out there.

MUSIC: Up and under.

GLORIA: I loved the play, Ronnie. Laughed myself sick. Where
are we going for supper?

MUSIC: Up, hold, and cut.

If the drama deals with the army life and length of service of
a certain individual, the author might alternate statements identi-
fving certain battles with the sounds of front-line warfare.

In television, of course, the montage must be seen. 1f a cli-
matic scene in the drama is to depict a quarrel between a man
and wife brought on by his tiredness after a day of door-to-door
selling, a montage of his day would help create the mood. Sev-
eral quick scenes showing simply the front door of homes (two
would be sufficient, as they could be used alternately) and de-
picting the various ways irritable housewives refuse to buy would
give the man a chance to grow more tired and querulous. The
quick passage of time may be shown in montages by rapidly mov-
ing clocks, tearing months off calendars, or by placards.

When any special effect is needed, the author’s ingenuity in
creating just the right material can help the effectiveness of the
script.

Adaptations

In adapting a short story, play, or novel the novice may feel
that he must follow exactly the procedure of the story as it was
originally written. This is not true, and many, many times a too-
rigid adherence to the original story may cause the radio or televi-
sion story to lose its force and interest. The adapter must be gen-
erally true to the original author’s story, and in so far as possible
true to his mood and style, but other than this the adapter for
radio and television must use the techniques of his medium to
put the story over most effectively. This can often mean leaving
out certain episodes or material. It may mean adding a scene or
scenes, or combining two or three episodes into one. It may
mean the addition of a narrator, or a character not in the original
work that may be a composite of several other characters to add
force and save time.
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‘The adapter should seldom have the open book in front of
him while writing. He should read and reread the original story
as often as necessary to become fully familiar with the story, the
characters, the mood, and the spirit. Then he should close the
book and prepare his outline or plan for the radio or television
script.  While doing the actual writing he may refer to the orig-
inal text if he has found some particularly good bits of dialogue
that he desires to include. Otherwise he should approach the
writing just as if it were an original story that he had created
rather than read. The adaptation of a play usually uses more of
the original dialogue than the adaptation of a novel or short story.
However, the writer must still feel free to change as necessary to
adapt to the particular medium he is using.

Documentary Scripts

'The documentary script is ordinarily used to tell a “true” story
rather than a fictional one. Columbia Broadcasting System’s
“You Are There” is an example of one of the better documen-
taries that have been done on the air. This kind of program is
often used to commemorate historical events, to develop the ap-
peal for such drives as the Red Cross, March of Dimes, Cancer,
and so on, and to relate interesting events in the life of an indi-
vidual, state, or nation.

A great deal of research is usually necessary in the preparation
of such a script, as the facts must be as historically correct as
possible. Not only must the broad scope of the event to be docu-
mented be understood, but as many of the small contributing
incidents as can be discovered should be studied. When the
author feels he is fully enough prepared as to background, he be-
gins to establish his plan or outline. Whenever possible he
should use the words that were actually uttered, but he will often
find he must create the words for the narrator and the dialogue.
'This should be done in the style and form of the timc or char-
acters of which he is writing.

Narration often plays a large part in a documentary, often too
large a part. It is usually easier to present the words as narration
than to create a scene that accomplishes the same purpose. Too
much narration should be avoided, however, since narration usu-
ally does not have the dramatic impact of a scene, and thus too
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much of it can make for an uninteresting script. Documentary
narration is often of the character type so that the mood and
spirit of the script can be more easily maintained.

While documentaries usually deal with “true” facts, it is possi-
ble to create a documentary not based on actual happenings but
on events that may have taken place. For instance, a documen-
tary on infantile paralysis could be written around an imaginary
character. While all the events he experiences may never have
happened to one individual, they can be a composite of the ex-
periences of many persons. The documentary must stay within
the realm of possibility and probability, but need not be based
on actual occurrences.

Documentaries often make use of recorded material. Records
that have been made of speeches, music, or special events are
available. In addition, by the use of a tape recorder, special in-
terviews or sounds that add to the effectiveness of the script can
be used.

Two sample documentaries for study and possible classroom
production are included in Appendix B.

Conclusion

Radio and television eat up thousands of words per day for
the commercials, continuity, newscasts, talks, discussions, inter-
views, and the various types of dramatic productions that are
broadcast. The men who write these words are found in many
places such as stations, networks, advertising agencies, and homes
where freelance writers are at work. The successful broadcast
writer must be a man with originality and ideas plus the ability
to produce scripts in a style that is intcresting and effective. In
all phases of radio and television, the words are written to be
spoken, which means the writer must be a student of the vocabu-
lary, speech mannerisms, and pronunciation of persons in many
levels of life.

DISCUSSION QUESTIONS AND PROJECTS

1. By studying ten television commercials, list the different types of
presentation used.

2. Write a ten-second and a cne-minute radio commercial for the
same product. Use any form or approach desired.
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3. Develop a suitable radio discussion on a pertinent campus topic.
Explain your choice of format, personalities, and procedure.
4. Write the continuity for a half-hour radio musical program. Em-
phasis should be placed on originality of format and style.
5. Write a half-hour documentary program around an historical
event on your campus.
6. Study the original form and the radio or television adaptation of
a short story, novel, or play.
- Adapt a short scene of a radio play to a television script.
- Write out or record an actual interview with a person on campus.
- What evidence do we have as to the degree of effectiveness of
radio and television commercials?
10. Dramatize an interesting news story from a current newspaper.
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SPEECH PERSONALITY

ArtHUR GoDFREY has been a radio and television
personality for many years. The sound of his voice is familiar to
listeners in nearly every family. Famous commentators such as
Edward R. Murrow, H. V. Kaltenborn, and Lowell Thomas,
sportscasters Mel Allen and Red Barber, and many other radio
artists also have voices that are well known. Even though the
listeners tune in during one of their programs and miss the open-
ing announcement, most of the audience will know who is speak-
ing. We know their voices, their speech mannerisms, even the
way in which they phrase their ideas. The sum of all the char-
acteristics of the speech of an individual is called his speech per-
sonality. Good speech personalities are those to which people
like to listen, by which they are favorably impressed, often un-
consciously. Poor speech personalities displease or even offend
the listener. Radio and television performers are very much
aware of the value of a good speech personality, since their pro-
fessional success, or lack of it, is determined by the way they
sound to others. A good speech personality is essential to the
successful announcer and to many other radio and TV performers.

It should also be remembered, however, that this personality
must be a natural and sincere one. Many people feel that if they
can successfully imitate a well-known radio or television artist,
they too can be successful. Nothing could be further from the
truth. Imitation ordinarily results in an insincere and affected
presentation that convinces no one. A good speech personality
is usually built around the natural talents and abilities of the per-
son involved, and instead of spending time learning an imitation,

158
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he should exert his effort in developing and refining what 1s al-
ready present.

In the early days of radio it was believed that all an individual
needed to be successful was a good resonant voice. This is no
longer true, as good or even excellent voices are commonplace.
It is what is behind the voice that counts: the brains, the initia-
tive, and the ability to use the speech equipment knowingly and
tellingly. When young men in the early days of radio went to
the studio to apply for a job, they were asked to read before the
microphone, and then were listened to by other announcers, sta-
tion owners, or managers. Few of the persons listening had an
informed opinion as to what made a good radio performer. Ideas
were subjective and not clearly formed. Today, however, the
industry has some very dcfinitc ideas, based on experience and
knowledge, as to what is desired in a radio and television artist.

The Announcer’s Qualifications

The goal of each radio and television announcer should be to
achieve the greatest success possible. He may then find himself
on the staff of one of the larger stations of the country or con-
nected with one of the major networks. If he cannot satisfac-
torily meet most of the requirements discussed in the following
pages, his future in the profession will not be very bright.

The Announcer’s Voice. Much has been written attempting
to describe the qualities necessary to achieve a good speech per-
sonality. Because the qualities are so elusive, and since the
range of qualities of successful announcers’ voices is so great, it is
difficult to pin down into words the necessary attributes. Usu-
ally, however, such words as “friendliness,” “sincerity,” “warmth,”
and “vitality” are found in attempts at description. One net-
work official put it this way: “A good announcer’s voice must
sound like the average man thinks his own sounds.”

While it may be difhicult to describe the good announcer’s
voice, it is possible to present some ideas as to what the successful
announcer must do with his voice. The first thing he must
achieve is the ability to communicate ideas. Whether he is in-
troducing the next musical selection, asking a question on a dis-
cussion program, or attempting to get the audience to buy some-
thing, the listeners must instantly understand what he is saving.
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This is not as easy as it might seem, as too many people read
words and not ideas. It is perfectly possible that each word may
be understood clearly, and yet, owing to lack of vocal effective-
ness, the idea represented by all the words together may be lost.
While most of the words on the air are read, they must never
sound read, but always as if the speaker were talking to the
listener without a script. Therefore the speaker must first un-
derstand what he is reading, and then by means of vocal variation
and emphasis make the idea intelligible to the audience.

Some words or phrases form the backbone of the idea and
others are secondary, merely rounding out the sentence for cor-
rect form. To help understandability, some radio and television
continuity is written without an attempt at complete sentences.
In much of our reading and speaking, many of the words could
be omitted and the meaning could still be grasped. Usually,
however, since the utterance would then be jerky and unpleasing
to the ear, all the words are spoken to round out the statement.
Yet the announcer must choose the words and phrases that the
audience should not miss and must read them accordingly.

Just as important for the announcer as the communication of
ideas is the communication of emotions. While an uninterest-
ing voice may present the words in such a way that it is possible
to follow the idea, we soon lose interest and fail to pay attention
to what is being said. In the same way that color advertisements
help stir the imagination of a reader to visualize the beauty of
the Swiss Alps or a golden brown cake, the voice, by emotional
coloring, must help the audience feel the beauty of a scene the
announcer is describing or taste the crunchy goodness of a cer-
tain candy bar. Each portion of continuity, commercial or other-
wise, has its mood or feeling, and the announcer must not only
recognize it but stimulate the same feeling in the hearts and
minds of the audience.

One idea that may help the fledgling announcer is to remem-
ber that a major portion of his words are aimed at one person,
or at most a small group, in the privacy of a home. Because the
announcer hopes that thousands and perhaps millions of people
are listening to him, he may gear his approach to encompass the
audience as a group. Usually, however, they are not a group, but
individuals, and must be approached as such. Certain shows,
particularly those with a studio audience, have a group emphasis,



SPEECH PERSONALITY 161

but this type of program may form a small portion of the an-
nouncer’s day. The announcer must create in his mind the pic-
ture of a housewife doing the dishes, the man of the house
reclining in an easy chair with his after-dinner cigar, or whoever
the audience may be, and talk to that person, not to a micro-
phone.

It is most important that the announcer articulate properly
and distinctly the vowels, consonants, and diphthongs that make
up the sounds of speech. Slovenly speech is amplified by the
microphone and may cause either a misunderstanding on the part
of the listeners or a cloudy mental image. Such speech as
“hunert” for hundred, “kin” for can, “git” for get, and “‘comin’”
for coming will certainly irritate many listeners. It is also im-
portant, however, that articulation does not become exaggerated
or stilted, since this may cause the audience to feel that the an-
nouncer is affected or insincere.

Correct pronunciation of every word that he uses is likewise
essential to an announcer; any deviation leaves an extremely bad
impression. Both NBC and CBS have prepared handbooks of
correct pronunciation which contain many foreign words and
proper names that are often used, as well as many words from
our everyday speech that are often mispronounced. The wire
services will usually give the pronunciation of foreign names that
are new in the news, and these must be studied carefully so the
words will be pronounced correctly and with ease. Good an-
nouncers use the dictionary and other guides frequently to make
sure their pronunciation is as accurate as possible.

Most large stations and networks require that the announcer’s
speech be free of any regional dialect. While an announcer may
retain or cultivate a regional pronunciation on a small station to
create a “homey” atmosphere, unless he rids himself of the dialect
he can seldom progress very far in the radio or television indus-
tries. The speech of the educated individual in the Midwest and
West, often referred to as “general American speech,” is usually
the accepted standard.

In concluding the remarks on the announcer’s voice, it must
be emphasized that the only way to achieve proficiency in the
various types of material is practice, practice, and more practice.
The prospective announcer should choose all varieties of ma-
terial, both prose and poetry, and continually read aloud. Even
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after he is hired by a radio station, practice and criticism must
be continued, since effective use of the voice is the announcer’s
chief stock-in-trade.

The Announcer’s Background. The networks and most of
the large stations in the United States require a college educa-
tion or its equivalent for their announcers. It is felt that the
college experience will give to the individual some of the quali-
ties neccssary for the conduct of his job. For one thing, an-
nouncers must be familiar enough with pronunciation of foreign
languages to handle correctly the foreign names of people and
places that constantly appear in script material. The names of
musical composers, individuals in the news, foreign cities, and
the like are frequently used in the various types of continuity.
While sources are available for reference as to correct pronuncia-
tion, some familiarity with foreign languages is of great assistance
in giving the correct reading and flavor to these names. It is
quite possible that such words may have to be read without
previous knowledge, as in a special news bulletin or an ad lib
situation.

Also, sufficient background should be acquired to understand
current happenings in the world of politics, economics, history,
the arts, and the like. A news editor or announcer, interviewer,
or forum moderator, among others, would be severely handi-
capped without such a background. If the announcer for any
type of program has a thorough understanding of the material
with which he is working, he can do a more effective job. A
background of liberal arts courses is most frequently suggested
as desirable for the announcer.

In addition, the announcer must know what is socially accep-
table to his audience. He is invited into the privacy of the listen-
ers’ homes through the medium of radio or television, and if his
words or approach are not acceptable, he has done irreparable
damage not only to himself but to the station he represents.
Both on and off the air the announcer is a public relations agent
for the station, and proper standards of taste must be observed.

Versatility Required of the Announcer. The announcer, par-
ticularly on the small and medium powered stations, is required
to perform many and varied duties. In reading commercial copy
he must be able to vary his approach from the “friendly coun-
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selor” type to the reading of the “punch” commercial. He must
introduce classical music numbers, forum programs, and well-
known individuals who are to speak on a variety of topics. He
will be a disk jockey on a popular music program for an hour and
follow that with the news. These are only a sample of the varied
duties he may be required to perform. The ability to shift from
one to the other almost instantly is a great asset.

Each person every day plays many different characters and
personalities. Take a senior high school student, for example.
In the morning he is the worried student going to a history class
without adequate preparation. At noon he is the hungry stu-
dent exchanging banter with others in the cafeteria line. After
school he may be the amiable companion on a “coke” date,
while in the evening he is the coaxing, wheedling son seeking
permission to use the family car. In all these situations, and
many others, he changes his character, and in doing so he changes
the quality and use of his voice. The same holds true for the
announcer, who must play the different roles required of him
in his daily activities on the air. As the individual moves from
the smaller to the larger stations, he ordinarily becomes some-
what more specialized in his type of activity. Even so, he still
may need to bring a variety of approaches to his reading.

Microphone Technique

The most important aspect of microphone technique for the
announcer is knowing the type of microphone he is using. The
various kinds of mikes described in Chapter 2 often require dif-
ferent distances from the source of the sound for maximum efh-
ciency, and different qualities of voice may require various dis-
tances or positions. The good radio performer will become
familiar with the tools he is using.

Script handling is a small matter that can be mastered quickly
but can be annoying if it is not done smoothly. Most announc-
ers hold the script about microphone high so that the face is
directed toward the instrument. When nearing the bottom of
one page, the performer will either move that page away so that
the sheet below comes into view, or will slide the page down so
that the top lines of the next page are visible. In this way the
announcer can always see what is coming next, and thus there is
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no hesitation at the bottom of a page. Script sheets must be
handled with care so that they do not rattle, as the microphone
will amplify the sound. Heavy paper is ordinarily used to assist
the performer in easy handling.

The Television Announcer

Most of the television announcers today either have had radio
experience or are appearing on both media. Since television ex-
ecutives seem to feel that the public desircs youth in its announc-
ers, over half of the men in this profession on TV are in their
twenties, and over a third are twenty-five or under. Television
executives have listed some general requircments for an an-
nouncer in a recent publication of the NARTB. Some excerpts
concerning the announcer are given here:!

Pleasant, neat appearance: Television, by adding sight to sound, em-
phasizes the importance of appearance. owever, most TV stations have
found that the great majority of their radio announcers are sufficient on
this count to handle a TV job. Most TV station managers feel that an
honest, sincere, pleasant face will stand up best under the long haul. The
movie star profile will not be a handicap, but neither will the lack of it.
However, those with physical defects which show up before the camera,
also those who are cxtreme physical types—for cxample, very tall, very
short, very fat, or very thin—are not acceptable for television. It is im-
portant to keep in mind here that these are characteristics of general ap-
plicability. Exceptions may and do exist.

Ability to memorize: This is an extremely important difference between
AM and TV announcing. There are some good AM announcers who are
well qualified for TV except on this count. They cannot learn lines,
especially on short notice. It doesn’t take more than one or two “forgets,”
espccially at the network or large station level, for an announcer in TV to
lose favor with sponsors and management. At the small station, the
memory factor is in some ways even more important. Much less rehearsal
time is available; copy is often written at the last minutc; and there are no
mechanical memory aids available.

Fluency: Ability to ad lib has become increasingly important in radio.
There is every reason to believe that it will be even more important in
television where the use of scripts is oftcn awkward or disconcerting to the

1 Station Management Takes a Look at Television Jobs, publication of the
National Association of Radio and Television Broadcasters, Washington, D.C.,
1952.
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audience. A quick mind and fluent dclivery are often a good substitute for
memory.

Acting ability: Almost all of thosc who have had considerable hiring ex-
perience in TV cmphasize again and again the importance of acting ability
for announcers. Even with the simplest type of show, where the announcer
is merely sitting at a desk and giving a commercial, the ability to use the
hands and face correctly is essential. Where product demonstrations are
involved, grace and sureness of movement become much more important.
All agree that stage experience is the one best and, indeed, almost the only
way in which to develop this aptitude.

Personadlity: Television is a merciless revealer of personality. Insincerity,
smugness, and conceit arc clearly portrayed by the TV camera. This
means that the TV announcer must be a genuine, sincere personality. On
the other hand, an outgoing nature (extrovert) is important. Indeed, few
would be attracted to the field who are not basically outgoing. However,
several station managers emphasize the fact that television announcing is
no place for cgomaniacs. Stability, honesty, cooperativeness are also
placed high on the list of desirable personality traits.

The place of women announcers in television, particularly in
the presentation of commercials, has not yet been determined.
Women announcers have played a very small role in the radio
industry. The reasons for this may be many, but the one most
frequently stated is that women don’t like to listen to women
except on certain types of programs such as cooking, home man-
agement, fashions, and the like. 'Women have secured employ-
ment in television in these same fields, and there are a few who
take part in commercial announcements. It is to be noted, how-
ever, that most of these women have gained some fame as ac-
tresses before appearing before the TV cameras.

The television announcer must have the same qualities re-
quircd of a radio announcer: a vocal personality, ability to project
a message, clear diction, good pronunciation, and versatility.
The TV announcer must also have a pleasing appearance, ability
to memorize, and talent in acting.

The Announcer and the FCC

In addition to knowing the station policy on such matters as
technical breakdowns, handling of special news bulletins, stand-
ards of acceptability in ad lib performances, and the like, the
announcer must also be familiar with the regulations of the FCC.
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Compliance with these regulations is ordinarily a routine matter
and easily accomplished.

The two most common duties the announcer must perform to
comply with federal regulations is to make the proper station
identification and check the station log. When giving the sta-
tion identification the announcer must always state the call
letters and location of the station. Often he may add the sta-
tion slogan, such as “This is your music, news, and sports station,”
or he may give the station’s network affiliation, but the two things
he must always state are the call letters and the location. Call
letters are ordinarily given at the beginning and end of fifteen-
and thirty-minute programs, or at the beginning, middle, and
end of an hour program. If the program contains a single con-
secutive event longer than thirty minutes (as in a play, opera, or
speech), the station break should come at the first opportune
time. For baseball games, variety shows, and others that are
longer than thirty minutes but contain many suitable breaks, the
station announcement must come within five minutes of the
hour and half hour. For all other shows, such as the conven-
tional disk jockey show, the station break must come within two
minutes of the hour and half hour.

Each station is required to keep a constant log of its activities,
and while this may be kept by the transmitter engineer, at times
it is the duty of the announcer to maintain it. The FCC re-
quires the station to mark the exact time of each station identifi-
cation; the type of program presented, such as drama, news, or
music; the sponsor’s name; the exact time of the beginning and
end of the program; and, if the music was mechanical, whether
it was recorded or transcribed. This makes it possible for the
FCC to study the types of programs broadcast, what portion of
the time was sponsored, and many other features of the station.

The Sports Announcer

There are two main types of sports presentations on the air
today: (1) the actual description of the event as it takes place;
and (2) the news of the sports world. The latter is ordinarily
a daily program presented between six and seven o’clock in the
evening. Many stations, particularly the smaller ones, use a regu-
lar staff announcer for either or both of these presentations. He
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may be chosen because he has some knowledge of sports or be-
cause his style is suited to this type of program. Other stations
hire an individual who has made a name in sports, even though
his ability as an announcer is not of the highest quality.

The style of the sports announcer is often quite colloquial,
and usually friendly and human in its approach. Many of the
words and phrases used by the sportscasters have been borrowed
from the sports writers who for many years have enjoyed invent-
ing various phrases to describe the games, plays, and players
about which they write.

A knowledge of sports plus up-to-date information of men
and events in the field are necessary for the good sportscaster.
Nothing irks a sports fan more than to hear the name of a well-
known figure mispronounced, or to listen to an obviously incor-
rect description of a play or an event. Television offers the ad-
vantage of not having to present such a running account of the
game, but it has the disadvantage of having to be constantly
accurate. Minor mistakes in reporting a sports event on radio
are not disturbing, as the audience cannot see the event. This is
obviously not true in television.

Conclusion

The speech personality of a radio and television performer is
made up of those characteristics that distinguish one broadcast
artist from another. This personality is measured by its effect
on the audience, with the good personality making a favorable
impression and the poor one having some quality that displeases
the listener. A pleasant voice, proper diction and pronunciation,
easy comprehension of the thought being presented, versatility
to meet the demands of a variety of situations, and a physical
presence that is at once pleasing and effective are basic elements
that should be mastered. To these, however, should be added a
blend of warmth and sincerity that is perhaps intangible but
nevertheless must be present to get the listeners to accept the
performer.

DISCUSSION QUESTIONS AND PROJECTS

1. Listen to three well-known radio announcers. Compare and con-
trast their styles and evaluate their effectiveness.
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2. View and listen to three well-known television announcers. Com-
pare and contrast their styles and evaluate their effectiveness.
3. What, if any, are the differences in styles of local and network
announcers?
4. What is the role of the disk jockey in the programming in your
" area?
5. Plan and execute a five-minute announcer’s audition.
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PRODUCING THE RADIO AND
TELEVISION SHOW

T e AverAGE viewer or listener to a television or
radio program is uninitiated and probably uninterested in the
production technicalities of the show he has tuned in. The
“blood, sweat, and tears” that go into the preparations for a
broadcast are lost on him, and he is concerned only with being
entertained, diverted, or perhaps educated. The program is
either good or bad, smooth or rough. As simple as that!

But the program planning and production organization dedi-
cated to pleasing Mr. and Mrs. Average Viewer is a vast, compli-
cated, multi-million dollar one. Management and a program
board must first conceive or devise a format designed for broad
popular appeal. The combined facilities of the station’s press
and promotion departments must next sell it to the public, and
finally, the production department must produce the broadcast
in such a fashion as to capture, hold, and please the Great Audi-
ence. The separate operations are inextricably interwoven and
interdependent; but the final responsibility for a good show falls
upon the producer, director, and cast of the program. An excel-
lent program idea, with a brilliant press campaign, can be com-
pletely ruined by weak casting, unimaginative and mediocre
scripting, or a rough production.

The production department (as all other departments) of a
network or of a large broadcasting station will vary in complexity,
size, and job delineation from the same departments in medium
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or smaller-sized stations. In most small companies, the functions
of a producer or director are usually absorbed by other staff mem.-
bers, such as announcers, writers, or program directors. Or, in
this type of operation, the average program produces itself, and
requires no direction. Occasionally, a local civic or amateur
theatrical group will present a series, appointing a producer and
director from within its own group, or perhaps a company staff
member—a stenographer, engineer, or salesman—may be dra-
matically inclined with directorial leanings and take over pro-
duction details of certain programs.

In the larger companies and networks, however, production
personnel are usually skilled specialists, bound by highly dcfini-
tive union regulations. As described in Chapter 3, the produc-
tion department “produces programs, coordinating all details
pursuant to the broadcast of each show assigned to it, maintains
constant supervision of all production and dircction details of
the network’s programs, and supervises those programs produced
by outside groups and agencies.” It is not unusual for a network
production department to produce more than two hundred tele-
vision programs per week, and an even greater number of radio
programs. In addition, the department is called upon to build
many auditions of programs for the various other divisions of the
company.

The key men and women of the production department are
the producers and directors, and although a producer may some-
times also direct a program, generally the jobs are divided. Again
turning to the job definitions in Chapter 3, we find that a pro-
ducer “exercises over-all production and business management
control of a particular program and directs the activities of the
director, budget supervisor, and others. Supervises and partici-
pates in the planning and execution of all major production
details.” A director “assures that scripts for his program have
been obtained and cleared. Engages cast. Decides upon the
sets and props required, in cooperation with the production co-
ordinator. Cooperates with the technical director to insure the
best and most efficient use of technical facilities. Rehearses cast,
perfects presentation, and directs on-the-air program.”

Except where he may also direct the program, or where (as in
the case of Robert Montgomery) he is a performer, the producer
is not required to be a member of a union. The director, how-
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ever, must be a member of the Radio and Television Director’s
Guild in all of those stations covered by union agreements for
directors. (See Chapter 9.) Both the producer and the director
on any given program may be company staff members, agency
men, free-lance men, or part of a package unit bought by the
sponsor or hired by the network. Some specialize in dramatics,
some in musical presentations, others in comedy, variety, sports,
or special events, and some excel in two or more types of pro-
grams. Staff men especially are usually expected to be at least
proficient in several different categories.

Many of the better television directors and producers today
have been drawn from the radio ranks, as well as from the
theater and films. In the years BT (before television), it was
generally conceded that a radio director had one of the most
complicated and hectic jobs in the industry. The highly com-
plex mechanics of directing a major radio program, highlighted
by the nerve-wracking element of time pressure, called for steel
nerves combined with high artistic qualities. For those directors
without steel nerves, the ulcer history was high, this malady be-
coming known as the “occupational disease.”

But in this era of television, even with no medical statistics
available on the subject, the line on the ulcer chart has no doubt
risen sharply. By comparison, a typical TV show makes a typical
radio production seem quite simple. All of the problems that
plagued the radio director now worry the TV director, but the
miracle of sight transmission added to sound has immeasurably
increased the operational problems of the TV producer and
director.

Reduced to its simplest terms, a radio drama may be per-
fectly presented using only a director, an announcer, an organist,
a sound-effects man, a studio engineer, and the cast. The same
drama broadcast on television would require, in addition to all
of the above, two to four cameramen, a technical director, an
assistant director, a mike boom man, a floor manager, a scenic
designer, stage carpenters, propertymen, electricians, wardrobe
assistants, title artists, make-up artists, and possibly a costume
designer and a hair stylist. An average, unpretentious dramatic
production may easily require the preparation and handling of
four or five tons of properties, furniture, commercial display set-
ups, and scenery!
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As for the comparative time element: a half-hour drama may
quite easily be well-presented on radio within two working days
from the time the director is first handed the script. The actual
called-rehearsal time for such a program would average from four
to five hours. To be easily and well presented on television, the
same drama would ideally call for ten to twelve days preparation,
but should have a minimum of seven working days. This would
include an average of five to seven days of called rehearsals, using
three to five hours per day, and eight or more hours on the day
of the telecast. The cast would also have to spend nonrehearsal
time in memorizing lines, the amount of time being dependent
on the size of the individual parts and the degree of ease with
which lines are committed.

But to understand more fully the complexities of producing
a dramatic show, we will now follow the step-by-step activities of
the production personnel assigned to it. Because television is
the more complicated medium and because drama presents most
of the production problems a director may encounter, we will
elect to stage a television drama, assuming that the producer is
also the director.

Producing the TV Show

The Script. The director must be thoroughly familiar with
the script. He must study and restudy it, diagnosing it for con-
tent and intent. Once it has been cleared and is in production,
he is in complete command and must be able to interpret every
character and situation, every nuance and every line. The entire
company—cast and crew—will look to him for directions, and
his decisions on all phases of the production must be clear and
decisive.

His first decision must concern the acceptability of the con-
tent of the script to both the company and the sponsor. 1f it is
one of a regular series, it must, of course, conform to the general
mood or theme established for the series. It must certainly ad-
here to the rigid standards set by the broadcast company and by
the sponsor. Any ideas, speeches, or words in bad, or even ques-
tionable, taste must be eliminated. Usually a member of the
continuity acceptance department will be assigned to check the
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script with the finest-tooth comb as an extra precaution against
hidden meanings or unintentional innuendos.

In his initial study of the script, the director must also be defi-
nitely conscious of the budget. Once a cost ceiling has been
agreed upon by sponsor and company, it is the director’s responsi-
bility to produce the show within that limit. Thus, he must
examine the script carefully for hidden costs. How large a cast
is needed? How much scenery? Will costumes and make-up
be needed? Extra cameramen? Extra crewmen to handle spe-
cial effects? These and similar questions must be anticipated
and answered satisfactorily before he can approve the script.

When he is assured that the cost and content of the script are
satisfactory, the director must next clear the title of the program.
There may be an over-all series title, such as “Danger” or “The
Television Playhouse,” and each program in the serics may be
given an individual title. In all cases, these titles should be
cleared. Most of the major broadcasters freely cooperate with
cach other in this matter, and strive to avoid duplication of titles.
When a script or series title has been decided upon by the pro-
gram department or sponsor, it is given to the title clearance de-
partment (or the person assigned te this chore), where it is
checked against the files of past, present, and projected titles of
their own and other stations. Many times they will call the
various major stations in their region to check against their title
listings and, if there is no prior claim to the one in question, will
ask that it be rescrved for their exclusive use. Occasionally there
is a title duplication on competing stations or networks, but it is
seldom intentional, nor is it often likely to happen in the same
broadcast area.

The Scriptwriter’s Conference. It is normal procedure for
the director and writer to work closely together on all phases of
the script, especially in the initial stages. When there are revi-
sions of any sort to be made, the writer must be available 1o dis-
cuss them. There may also be questions in the director’s mind
as to the interpretation of certain characters, or scenes and situa-
tions in the play which the writer will be called upon to clarify,
or perhaps the director will have good ideas about sharpening or
highlighting certain parts of the script. Although the unwritten
law is that the writer’s decisions are usually given preference on
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any question that may arise, there are many exceptions when a
skilled director’s requests for revisions will be agreed to. Experi-
enced writers may also have definite actors or actresses in mind
when they write certain parts. Often a “name” writer will fash-
ion a play around a particular star or feature player. In any
event, the director usually will at least check his casting ideas
with those of the scripter.

Another important point to be considered at this stage is the
length of the play. Trimming the script to the split-second tim-
ing necessary for the broadcast will be done in later stages of re-
hearsals, but even in its original version the play must be very
near to the time requirements. With experience comes the
ability on the part of both writer and director to approximate
timings. It is a fairly simple matter in radio shows merely to
count the words, time pages, make allowances for sound effects,
music bridges, and commercials, and come out within a minute
or two of exact timing. But in a TV script, where there is much
“business” besides the spoken lines, it is more difhicult to figure
timings. A good, old-fashioned method is for writer or director
to read the original script aloud, acting out the parts, and thus
arrive at a time which will approximate that required. If the
script proves too long after such a first reading, the writer must
revise and trim down, as it is far easier to do it at this stage than
during the pressure of dress rehearsals. It is a good idea, too,
for additional cuts to be tentatively made even after a nearly
correct timing has been estimated. Inevitably, in the throes of
an actual performance, an actor will “give”” more to the part and
lines, thus increasing the time. A good director will have precise
cuts ready of from thirty seconds to as much as five minutes be-
fore he enters rehearsals. Once these have been agreed upon
and indicated, the script is then sent to be typed and mimeo-
graphed.

Casting the Script. The ability to cast a play well is one of
the most important tests of a director’s talents. Good or perfect
casting can make him—mediocre or poor casting can break him.
Unlike the director in the theater or motion pictures, a television
director does not have the luxury of long weeks and months of
rehearsals to perfect the performances of his cast. Rehearsal time
is so comparatively short that it becomes necessary to cast those
performers whose abilities as good actors and quick studies are
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known to him. He may be able to take chances by casting new-
comers in minor roles, and this he frequently does, but in the
leads and important parts he will want the most dependable
people he can obtain.

Of course, after much experience and long years in the pro-
fession, a director will build his own stable of favorite actors and
actresses. Until this secure point has been reached, however, he
must depend heavily on the recommendations of the casting di-
rectors and talent agents. Or he may elect to conduct his own
auditioning, setting aside a certain portion of his time regularly
to test performers, and he will be constantly on the lookout for
new names and faces to add to his list. Whenever he attends
the theater or watches another TV show or movie, he will be
scouting those performances with the thought of using those
actors whose portrayals are good or outstanding. Their names
will then go down in his casting books under the appropriate
headings: leads, seconds, comedians, juveniles, ingenues, and
dialect or character players.

With few exceptions, the TV director must usually type cast
his parts, for the simple economic reason that make-up is a costly
procedure, to be avoided wherever possible. He was not faced
with this problem in radio, where an actor or actress with a versa- |
tile voice and character-playing abilities might fill a variety of
parts ranging from a child to an octogenarian.

The availability of good actors is another plaguing problem.
In radio, it is common for one popular performer (by being
allowed stand-ins at rehearsals) to appear in three or four radio
shows a day, seven days per week if he has the stamina. When
he was acting only in radio, Everett Sloane once played leads in
seventeen different plays in one week! But a lead or feature
player in a TV show can usually do no more than one television
appearance in any given week, owing to the long days and hours
of rehearsals and the time needed for studying lines. Thus, in
casting his show, the director must initially have several people
in mind for each of the important parts of the script, unless he
is unusually lucky.

Doubling parts—standard radio procedure—is seldom possible
in the average TV show. The time required for make-up and
costume changes must be taken into account, and such changes
usually are physically impossible in the thirty-minute program.
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Bit players who appear in opening shots only may double into
small roles toward the end of the show, and doubling is more
possible in the hour-long dramas, or in filmed shows where scenes
are shot in short sequences.

The Production Services Department. The production serv-
ices department is responsible for the assignment and scheduling
of studios, the physical staging of all programs, the planning and
preparation of scenery, costumes, propertics, and artwork, the
operations involving labor and transportation incidental to such
servicing, and, by extension, the design, installation, and main-
tenance of studio equipment. Because of the number and in-
tricacy of the details involved in the staging of a television
dramatic production, the director cannot conceivably attend to
all of them without help. It is at this point in his program pro-
duction that he calls upon the production services department
to assign him a production coordinator. This is a supervisor who
becomes involved in all further stages of planning and producing
the program. His is the job of corrclating orders for all services
and facilities. He maintains a constant check on all preparatory
work in progress, visits the construction and property shops, and
assists as a general liaison supervisor during rehearsals and per-
formance. The director will depend heavily upon the produc-
tion coordinator assigned to his program and will place many
major and minor details in his hands.

A scenic designer from the art director’s department will be
assigned to the program, and it will be his job to help develop
plans and scenic elevations. He is a highly trained technical
artist who is responsible for the artistic appearance of back-
grounds and details of scenery and settings. He can often con-
tribute original and creative ideas in relation to the pictorial
quality of the broadcast. His settings are important adjuncts to
the script, since they help establish the mood or atmosphere of
the drama. After the scenic background and elements are agreed
upon, he actively supervises the construction and painting of the
production. He lays out scaled floor plans; when they are ap-
proved, the drawings are taken to the construction shop. Here
carpenters who are trained in the mechanics of illusion build new
units or adapt existing stock to specifications.

The scenic designer also selects set dressings and decorative
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furnishings as well as the basic furniture. These may come from
the company’s own stock, or from those commercial houses, sup-
pliers, and dealers who specialize in stage properties. The scenic
designer can often be found browsing through antique shops and
art houses, cataloguing, buying, or renting art objects of all sizes,
shapes, and kinds.

If the program calls for costumes, or large and complicated
wardrobes, the director calls in next the costume designer. He
(or she) will give expert advice, and will obtain the information
needed to design, borrow, or rent the costumes. The details of
outfitting each performer, arranging for fittings, and making de-
cisions on final costume details will be handled through his
department.

Because the clothing and costumes worn by actors will be
critically scanned by the camera in close-ups, only those colors,
styles, patterns, and fabrics should be used which will televise
well.  Generally, pure white is avoided in TV clothes, although,
with improvements in lighting techniques, this problem may
soon be solved. Black, once taboo, is used extensively, but should
be avoided in large, unbroken areas.

A wardrobe mistress will be assigned to the program to main-
tain the costumes during rehearsals and performances. Seam-
stresses and dressers may also be required.

As outlined in Operation Backstage, NBC’s production hand-
book, these are the four sources from which their designers ob-
tain wardrobes:

1. Wardrobe owned by performer or actor. When possible, the
clothing should be examined and checked as to textures and
color values. Advice is given agai