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Purpose

Audience

Organization
of Book

Preface

Broadcasting is one of the most potent forces of our world today. It
influences society as a whole and it influences every one of us as an in-
dividual. Broadcasting is a very public, not private, business in the sense
that the air through which radio and TV are broadcast ‘‘belongs’’ to every-
one. No less does the broadcast product ‘‘belong’ to everyone—through
the click of a switch and the twist of a dial. Every one of us, as an individual
and as a representative of society, has a right to become involved in broad-
casting fare and has an obligation to understand why we need to interact
with what is now called the electronic media. Some knowledge of the
background and structure of the industry is an essential basis for this
understanding. One goal of this book is to provide just that kind of specific
knowledge.

The book is designed to give an overview of broadcasting for people
interested in entering the field as a career and also for people interested
primarily in gaining a better understanding of the assets and liabilities of
instant communication. The book emphasizes factual information, but it
also introduces and discusses many controversial aspects of broadcasting to
stimulate readers to form their own opinions about goals for the present
and future of broadcasting.

The first four chapters of the book deal with history and technology to give
the basic background necessary to understand the radio and television in-
dustries. The next three chapters discuss what is most familiar to most
readers—programming. Chapters 8 through 11 cover the inner workings of
the industry in terms of government regulation, self-regulation, advertising,
and ratings. Public broadcasting and cable TV are handled in detail in
chapters 12 and 13. Chapter 14, which deals with personnel, sketches the
organization of broadcasting and should help students decide whether or
not they wish to enter the field. Chapter 15 considers broadcasting in other
countries. The final chapter, 16, is a crystal ball approach to the future of
broadcasting.



The chapters do not need to be read in chronological sequence. However,
some terms defined early in the book may be unfamiliar to people who read
later chapters first. The glossary can help overcome this problem. It in-
cludes important technical terms which students may want to review from
time to time. It also includes less important terms which students need not
understand so precisely in order to follow the material presented but which
they may want to add to their vocabulary. Words that are defined in the
glossary are set off in bold face type the first time they occur within any par-
ticular chapter. Also included in the glossary are abbreviations that are used
frequently in the broadcasting field. Even though the full name or term is
spelled out in the text the first time it is used, memory might fail when the
abbreviation appears alone later; it can be refreshed by a quick turn to the
glossary.

As a further aid, a summary is provided at the end of each chapter,
with important names and major terms and concepts printed in italics.
Reading only the summaries cannot in any way substitute for reading the
chapters, however. In fact, the summaries will probably be incomprehensi-
ble to someone who has not read the material. They are offered mainly as a
quick review for students who wish to be assured that they remember
significant points.

Over three hundred photographs, drawings, diagrams, and charts
throughout the book are intended to be entertaining as well as informative.
Some of the photos that have never been printed before testify to unsung
but unique facets of broadcasting.

An Instructor’s Resource Manual accompanies this textbook. It includes
lists of sources for supplementary teaching materials; suggestions of lecture
topics; resources for guest speakers; discussion and test questions; and addi-
tional background bibliography. Also included are two sample course
outlines—one designed by Deanna Robinson for a ten-week one-quarter
course, the other designed by me for an eighteen-week one-semester course.

This book represents the combined efforts of many people. The idea was
first suggested to me by members of the Community College Telecom-
munications Association of California. Henry Leff, City College of San
Francisco, devised the title. Dana Hawkes, Palomar College, used chapter
drafts in teaching. His students’ many suggestions for improvements were
greatly appreciated. 1 am especially grateful to True Boardman, radio and
TV writer-director, Boris D. Kaplan, former director of nighttime pro-
grams, CBS, and Joe Keane, former program director of KHJ-TV, for the
time and judgment they gave to a critical reading of this book. I want to
express my appreciation also to Dan Baker for his drawings and to Ray
Burton, John Gregory, Tom Koehring, Don McCall, Gay Russel, Don
Scouller, Doree Steinmann, and many of my students, first at Long Beach
City College and then at Loyola-Marymount University. They read in-
dividual chapters, initial drafts, and outlines. Suggestions, factual informa-

Preface

Special Features

Supplementary
Materials
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XV
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tion, and photographs were supplied by many of my fellow governors of the
Academy of Television Arts and Sciences as well as others in the broad-
casting industry. I would also like to thank Elizabeth Munger for her ex-
cellent editing, Linda Lockhorn for long hours of typing, Barb Grantham
for the attractive book design, and my husband and three sons for their
tolerance and understanding while I was working on the text.

Lynne S. Gross
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In the Beginning

A History of Radio

It is inconceivable that we should allow so great a possibility

Jor public service as broadcasting to be drowned in advertising
chatter.

Herbert Hoover, when he was
Secretary of Commerce

Cartoon copyrighted by Broadcasting magazine

“‘Don’t forget to announce that this is our first quadraphonic broadcast.”’



The beginnings of radio are, in a sense, veiled in mystery and dispute. The
early inventors lived in various countries and, in some instances, devised
virtually the same inventions. Ironically, this was due in part to the fact that
there was no communication system available for people to learn what
others were inventing. This led to innumerable rivalries, claims, counter-
claims, and patent suits.

The earliest inventions crucial to the field weren’t even intended to be
utilized for radio broadcasting. When radio waves were first discovered,
there was consternation about the fact that they were so public. Many
experimenters were involved in devising methods to make the airwaves ¥
private so that messages could be sent confidentially. Only a few visionaries
foresaw the use of radio broadcasting as we know it today.

Many people believe that radio originated in 1873 when James Clerky Early Inventions
Maxwell, a physics professor at Cambridge University, England, published?
his theory of electromagnetism. His Treatise on Electricity and Magnetism
predicted the existence of radio waves and how they should behave based on
his observations of how light waves behave.'

Experiments to prove Maxwell’s theory were undertaken by the
German physics professor Heinrich Hertz during the 1880s. Hertz actually
generated at one end of his laboratory and transmitted to the other end the
radio energy which Maxwell had theorized. He thus proved that variations
in electrical current could be projected into space as radio waves similar to
light waves. In 1888 he published a paper, ““Electro-magnetic Waves and
their Reflections,”” which served as a basis for the theory of modern radio
transmission. Originally radio waves were called ‘‘Hertzian waves,”’ and
today Hertz’s name is used as a frequency measurement meaning cycles per
second.?

Figure 1.1
James Clerk Maxwell

Smithsonian Institution
Photo No. 56859

Figure 1.2
Heinrich Hertz

Smithsonian Institution
Photo No. 66606

Figure 1.1 Figure 1.2
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Figure 1.3
Guglielmo Marconi,
shown here with
wireless apparatus
about 1902,
Smithsonian Institution

Photo No. 52202 -

A battle was waged in the 1890s between General Electric (GE) and
Westinghouse to have their patents adopted for nationwide electrical use.
GE favored direct current (DC) and Westinghouse favored alternating cur-
rent (AC). In 1896 Westinghouse won and AC became the national stan-
dard? Long-distance radio wave radiation is dependent on AC generation,
so it was fortunate for radio that this was the adopted standard.

Guglielmo Marconi, often referred to as the ‘‘Father of Radio,”
expanded upon radio principles. Marconi was the son of a wealthy Italian
father and an Irish mother. From an early age he was scientifically inclined
and fortunately had the leisure and wealth to pursue his interests. Shortly
after he heard of Hertz’s ideas, he began working fanatically in his
workshop, finally reaching a point where he could actually ring a bell with
radio waves.

He then incorporated the Morse key into his system with the goal of
transmitting Morse Code by radio waves. Until this time, the transmission
of Morse Code had required the laying or stringing of wires from one
reception point to another. To set his radio waves in motion, Marconi used
Hertz’s method, which was to generate a spark that leaped across a gap. To
receive the signal, he placed metal filings in a glass tube. When the radio
wave contacted the metal filings, they cohered to each other, and the glass
tube then had to be tapped to loosen the filings to receive the next impulse.
Marconi’s first crude but effective system thus consisted of a Morse key, a
spark, a coherer, and a tapper.

Having tested his invention outside his workshop by successfully
transmitting throughout his estate and beyond, Marconi wrote to the Italian
government attempting to interest them in his project. They replied in the
negative. His determined Irish mother decided he should take his invention
to England. There he received an 1897 patent and the financial backing to
set up the Marconi Wireless Telegraph Company, Ltd. Under the auspices

Chapter 1



of this company Marconi continued to improve on wireless and began to®
supply equipment to ships. In 1899 he formed a subsidiary company in the
United States, the Marconi Wireless Company of America. The famous
transmission of the letter “‘s’’ across the Atlantic from Britain to New-
foundland occurred in 1901 and was, of course, a great breakthrough for
what eventually became radio.*

Although Marconi maintained a dominant international position in
wireless communication, many other people were experimenting and
securing patents in Russia, Germany, France, and the United States. Until
this time the primary use of wireless had been as a means of Morse Code
communication by ships at sea. Now some people were becoming intrigued
with the idea of voice transmission.

A significant_step in that direction was the work done by John Fleming
of Britain in 1904. He developed the vacuum tube which led the way to
voice transmission. It was later developed further by others, particularly
Reginald Aubrey Fessenden and Lee De Forest.*

Fessenden? a Canadian-born professor who worked at the University
of Pittsburgh, proposed that radio waves not be sent out in bursts—which
accommodated the dots and dashes of Morse Code—but rather as a con-
tinuous wave on which voice could be superimposed. He succeeded in
obtaining financial backing from two Pittsburgh financiers, and on
Christmas Eve of 1906 he broadcast to ships at sea his own violin solo, a few
verses from the Book of Luke in the Bible, and a phonograph recording of
Handel’s ¢*‘Largo.’’*

Lee De Forest®is known primarily for the invention of the audion, an *
improvement on John Fleming’s vacuum tube. It contained three electrodes
instead of two and was capable of amplifying sound to a much greater
degree than previously. This tube was the most crucial key to voice trans-
mission.

In the Beginning

Figure 1.4

Lee De Forest, shown
here with wireless ap-
paratus about 1920.
Smithsonian Institution
Photo No, 52216



Early Control

World War |

De Forest, like Marconi, was fascinated with electronics at an early age
and, like Marconi, secured financial backing to form his own company.
However, De Forest experienced management-financial problems which
frequently rendered him penniless and led him eventually to sell his patent
rights to the Marconi Company and to American Telephone and Telegraph
(AT&T).

De Forest was farsighted in his views of the way radio waves could be
utilized, and he strongly advocated voice transmission for entertainment
purposes. In 1910 he broadcast the singing of Enrico Caruso from the New
York Metropolitan Opera House. Several years later he started a radio
station of sorts in the Columbia Gramaphone Building, playing Columbia
records in hopes of increasing their sales. He was also hopeful of increasing
the sale of wireless sets so that more of his audion tubes would be sold.*

During these early stages radio grew virtually without control. Initially the
government became involved only to the extent of requiring certain types of
ships to carry radios for safety purposes. Government concern became even
greater after the word of the sinking of the Titanic was transmitted by the
ship’s wireless and received in New York by young David Sarnoff, who later
became president of RCA. This transmission resulted in the saving of many
lives.

In 1912 Congress passed an act that required everyone who transmitted
on radio waves to obtain a license from the secretary of commerCe. The
secretary could not refuse a license but could assign particular wavelengths
to particular transmitters. Thus ship transmissions were kept separate from
amateur transmissions, which were, in turn, separate from government
transmissions. All this was done without any thought of broadcasting as we
know it today.

At the beginning of World War I the government took over all radio
operation. Ship-to-shore stations were operated by the Navy, and many
ham radio operators were sent overseas to operate radio equipment.
Perhaps even more important, patent disputes were set aside for the good of
the country. Marconi’s company, still the leader in wireless, had aroused
the concern of American Telephone and Telegraph by suggesting the
possibility of entering the wireless phone business. AT&T, in an effort to
maintain its supremacy in the telephone business, had acquired some
wireless patents, primarily those of Lee De Forest. The stalemate that grew
out of the refusal of the Marconi Company, AT&T, and several smaller
companies to allow each other to interchange patents had virtually stifled
the technical growth of radio communications.

With the onset of the war these disputes were set aside so that the
government could develop the transmitters and receivers needed. World
War [ was also responsible for ushering into the radio field two other large
companies, General Electric and Westinghouse. Both were concerned with
electrical energy and were established manufacturers of light bulbs. Since
both light bulbs and radio tubes require a vacuum, GE and Westinghouse
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assumed responsibilities for manufacturing tubes. GE had also been
involved in the development of Ernst F. W. Alexanderson’s invention of
the alternator to improve long-distance wireless. During the war this
alternator was perfected.

After the war the patent problem returned and as a result GE began
negotiating with the Marconi Company to sell the rights to its Alexanderson
alternator. The Navy, which had controlled radio during the war, feared
that this sale would enable Marconi, a primarily British company, to
achieve a monopoly on radio communication, so the Navy intervened and
convinced GE president Owen Young to renege on the Marconi deal. This
left GE sitting with an expensive patent it could not profit from because it
did not control other patents necessary for its utilization. But the patent
placed GE in an excellent negotiating position because of its value for long-
distance transmission.

What ensued was a series of discussions among American Marconi, AT&T,
GE, and Westinghouse culminating in the formation of Radio Corporation
of America (RCA). American Marconi, realizing that it would not receive
Navy contracts as long as it was associated with British Marconi,
transferred its assets to RCA. Individual stockholders received RCA shares
for Marconi shares, and GE purchased the shares of American Marconi
held by British Marconi. AT&T, GE, and Westinghouse also bought blocks
of RCA stock and agreed to make patents available to each other. In the
original agreement, GE and Westinghouse had exclusive rights to manu-
facture receiving sets; RCA had exclusive rights to sell them; and AT&T had
sole rights to make, lease, and sell broadcast transmitters. Again, this was
not undertaken with entertainment broadcasting in mind but with emphasis
on ship-to-shore transmission.’

Among the employees of RCA who came from American Marconi was
David Sarnoff, a Russian immigrant who had supported his family from a
very young age, first as a newspaper boy and then as a Morse Code
operator. At age fifteen he had become an employee of Marconi and as
such, when he was twenty-one, received the tragic distress messages from
the Titanic.*

In the Beginning

The Founding
of RCA

Figure 1.5

David Sarnoff working
at his radio station
position atop the
Wanamaker store in
New York. it was here
he heard the Titanic's
distress call, causing
him to stay at his post
72 hours to report the
disaster.

Photo courtesy of RCA



Early Radio
Stations

Further laws were passed which required radio equipment on ships,
and these helped American Marconi’s business to boom and Sarnoff’s
career to escalate. In 1915, at age 24, he wrote a memo to Marconi
management suggesting entertainment radio. It read in part as follows:

I have in mind a plan of development which would make radio a ‘‘house-
hold utility’” in the same sense as the piano or phonograph. The idea is to bring
music into the home by wireless. . . . The problem of transmitting music has
already been solved in principle and therefore all the receivers attuned to the
transmitting wavelength should be capable of receiving such music. The receiver
can be designed in the form of a simple *‘Radio Music Box’’ and arranged for
several different wavelengths, which should be changeable with the throwing of a
single switch or pressing of a single button.

The *‘Radio Music Box’’ can be supplied with amplifying tubes and a loud-
speaker telephone, all of which can be neatly mounted in one box. The box can
be placed on a table in the parlor or living room, the switch set accordingly and
the music received. . . .

The same principle can be extended to numerous other fields as, for
example, receiving lectures at home which can be made perfectly audible; also,
events of national importance can be simultaneously announced and received.
Baseball scores can be transmitted in the air by the use of one set installed at the
Polo Grounds. The same would be true of other cities. This proposition would
be especially interesting to farmers and others in outlying districts removed from
cities. By purchase of a ‘‘Radio Music Box,’” they could enjoy concerts, lectures,
music recitals, etc., which may be going on in the nearest city within their
radius. . . .

It is not possible to estimate the total amount of business obtainable with
this plan until it has been developed and actually tried out; but there are about
15,000,000 families in the United States alone, and if only one million or 7% of
the total families thought well of the idea, it would, at the figure mentioned,
(875 per outfit) mean a gross business of about $75,000,000 which would yield
considerable revenue.

Aside from the profit derived from this proposition the possibilities for
advertising for the company are tremendous, for its name would ultimately be
brought into the household, and wireless would receive national and universal
attention.’®

This idea was filed away as a harebrained notion, and Sarnoff had to
wait for more propitious timing.

Meanwhile, with restrictions lifted, many of the amateur radio enthusiasts
began to experiment again. One of these was Professor Earle M. Terry of
the University of Wisconsin, who broadcast weather reports and occasional
music to farm areas near Madison.'°

The publisher of the Derroit News, William E. Scripps, fostered
interest in radio by using his newspaper to advertise his radio broadcasts,
which in turn advertised his newspaper. In 1920 the Harding-Cox presiden-
tial returns were broadcast by having an office boy rush from the newspaper
editorial office to the conference room where the radio “‘studio’’ was in
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operation. It was estimated that in the neighborhood of 500 amateurs heard
these results. '’

In Pittsburgh Frank Conrad, a physicist and an employee of Westing-
house, resumed his amateur activities in his garage, programming music
and talk during his spare time. A local department store began selling wire-
less reception sets and placed an ad for the sets in a local newspaper,
mentioning that these sets could receive Conrad’s concerts. One of
Conrad’s superiors at Westinghouse saw the ad and envisioned a market.
Up until this time both radio transmission and reception had been for the
technical-minded who could assemble their own sets, but it was obvious that
sets could be preassembled for everyone who wished to listen to what was
being transmitted.

Conrad was asked to build a stronger transmitter at the Westinghouse
plant capable of broadcasting on a regular schedule so that people
purchasing receivers would be assured listening fare. Thus Westinghouse ir¥
1920 became the first company to apply to the Department of Commerce
for a special type of license to begin a broadcasting service. It was given the
call letters KDKA and authorized to use a frequency away from amateur
interference. KDKA launched its programming schedule with the Harding-
Cox election returns interspersed with music and then continued with
regular broadcasting hours. Public reaction could be measured by the
length of the lines at department stores where radio receivers were sold.'?

In the Beginning

Figure 1.6

The Detroit News radio
station first known as
8MK and then as WWJ.
This picture from 1920
shows the method by
which music was broad-
cast from a phonograph.
Much of the transmit-
ting equipment was
developed by Lee De
Forest.

Photo courtesy of the
Automotive History Collec-
tion, Detroit Public Library



Figure 1.7
Frank Conrad, who

worked with experimen.

tal equipment and
supervised the con.
struction of KDKA.

Photo courtesy of KDKA,

10

Pittsburgh

Early
Programming

KDKA'’s success spurred others to enter broadcasting. Foremost
among these was David Sarnoff, who could now dust off his old memo and
receive more acceptance for his idea. He convinced RCA management to
invest $2,000 to cover the Jack Dempsey-Georges Carpentier fight on
July 2, 1921, and a temporary transmitter was set up in New Jersey for the
fight. Fortunately Dempsey knocked Carpentier out in the fourth round,
for shortly after that the overheated transmitter became a molten mass.
This fight, however, helped to popularize radio, and both radio stations and
sets multiplied rapidly.

By 1923 radio licenses had been issued to over 600 stations, and
receiving sets were in nearly one million homes.'* The stations had low
power, usually 10 to 15 watts, and were owned and operated primarily by
those who wanted to sell sets—Westinghouse, GE, RCA, retail department
stores, radio repair shops, newspapers wanting to publicize themselves, and
college physics departments. One licensing aspect which would lead to later
problems was that all stations were on the same frequency—360 meters.
Stations in the same reception area worked out voluntary arrangements
whereby they could share the frequency by broadcasting at different times
of the day.

Programming was no problem in the early days. People were mainly
interested in the novelty of picking up any signal on their battery-operated
crystal headphone receivers. Programs consisted primarily of phonograph
records, call letters, and performances by endless free talent who wandered
in the door eager to display their virtuosity on this new medium.

One early station, WJZ, operated from a shack on the roof of a
Westinghouse building in Newark, New Jersey. It was accessible only by an
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iron ladder and hatchway and programmed mainly time signals, weather,
and selections on the Edison phonograph. On one occasion a woman was
invited up to read a story, but after climbing the ladder and being pushed
through the hatchway, she fainted. '

A woman who was a strong, speech-making advocate of birth control
asked to be allowed on radio. The people at the station were nervous about
what she might say, but when she assured them she only wanted to recite
some nursery rhymes, they allowed her into the studio. She then broadcast,
““There was an old woman who lived in a shoe/She had so many children
because she didn't know what to do.’’ She was not invited back.'*

A young man in New Jersey wanted to let his mother know how he
sounded over the air, so he dropped in at WOR, which had just opened a
studio near the music department of a store. The singer they were expecting
hadn’t arrived yet, so this young man was put on the air before he even had
time to notify his mother. He sang to piano accompaniment for over an
hour, with a messenger rushing sheet music from the music counter to the
studio.'®

A man in Chicago wanted to discuss Americanism over a Chicago
station and even submitted a script ahead of time. When he appeared at the
station, it was with a group of bodyguards who covered the station premises
to make sure that no buttons were pushed to take him off the air. 1t turned
out that he was a potentate of the Ku Klux Klan and, digressing from the
script, he extolled the virtues of white supremacy.'’

The primary programming of the era was what was dubbed ‘‘potted
palm music'’—the kind played at teatime by hotel orchestras. Sometimes it
was sung and sometimes it was played by a pianist or small instrumental
group. Sopranos outnumbered all other ‘‘potted palm’’ performers.

In the Beginning

Figure 1.8

The tent atop a
Westinghouse building
in East Pittsburgh
which served as KDKA's
first studio. It was the
cause of some of early
radio’s unusual
moments—such as the
whistle of a passing
freight train heard
nightly at 8:30, and a
tenor’s aria abruptly
concluded by an insect
that flew into his
mouth.

Photo courtesy of KDKA,
Pittsburgh
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Figure 1.9

Los Angeles’s first sta-
tion, KFI, which began
broadcasting in 1922, its

studio shows that

although only the audio
was received by the au-

dience, concern was

given to studio decor,

12

including the potted
palms.

Photo courtesy of KFI,
Los Angeles

The Rise
of Advertising

Drama was also attempted even though engineers at first insisted that
men and women needed to use separate microphones placed some distance
from each other. Performers found it difficult to play love scenes this way.
Finally it was ‘‘discovered” that men and women could share a mike.

From time to time radio excelled in the public affairs area. Political
conventions and Presidential speeches were broadcast as well as the funeral
service for Woodrow Wilson. The six-year-old son of Ernst F. W,
Alexanderson, the developer of the alternator, was kidnapped, and it was a
radio report of the child’s description that was responsible for his recovery.

As the novelty of radio wore off, performers were less eager to appear and
some means of financing programming had to be found. Many different
ideas were proposed, including donations from citizens, levying taxes on
radio sets, and requiring manufacturers and distributors to pay for operat-
ing stations. The reality of commercials came about largely by accident.

AT&T was involved mainly in the telephone business and was, if
anything, unwilling to see radio grow because the demand for wired services
might be diminished. Therefore, one of its entries into broadcasting was
closely akin to phone philosophy. It established station WEAF in New York
as what it termed a *‘toll”’ station. AT&T Stated that it would provide no
programming but that anyone who wished to broadcast a message could
pay a “‘toll”’ to AT&T and then air the message publicly in much the same
way as private messages were communicated by dropping money in pay
telephones. In fact, the original studio was about the size of a phone booth.
The idea did not take hold. People willing to pay to broadcast messages to
the world did not materialize.
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AT&T realized that before people were going to pay to be heard, they
wanted to be sure that someone out there was listening. As a result, the
nonprogramming idea was abandoned, and WEAF began broadcasting
entertainment material, drawing mainly on amateur talent found among the
employees. Still there were no long lines of people wishing to pay to have
messages broadcast.

Finally, August 22, 1922 WEAF aired its first income-producing
program—a ten-minute message from the Queensboro Corporation, a Long
Island real estate company, which paid $50 for the time. The commercial
was just a simple courtesy announcement because AT&T ruled out direct
advertising as poor taste and an invasion of privacy. Many people of the era
said advertising on radio would never sell products, and, in fact, every
dollar of income which WEAF obtained was a painful struggle.

What eventually made the station succeed was the fact that AT&T was
able to convince the Department of Commerce that WEAF should have a
different frequency. The argument was that other broadcasters were using
their stations for their own purposes while WEAF was for everyone and
therefore should have special standing and not be made to broadcast on 360
meters like everyone else. As a result, WEAF and a few other stations were
assigned to the 400 meter wavelength. This meant less interference and more
broadcast time. The phone booth was abandoned, a new studio was erected,
and showmanship took hold.'®

Because AT&T was still predominantly in the phone business, it began using
phone lines for remote broadcasts. It aired descriptions of football games
from Chicago and Harvard which came over long distance lines. It also
established “‘toll’’ stations in other cities and interconnected them by phone
lines—in effect, establishing a network.

During this time AT&T did not allow other radio stations to use phone
lines and also claimed sole right to sell radio ‘“‘toll”’ time. At first, other
stations were not bothered because they were not considering selling ads. In
fact, there was an anti-advertising sentiment in the early 1920s. Herbert
Hoover, then secretary of commerce, stated that it was inconceivable that a
service with so much potential for news, entertainment, and education
should be drowned in advertising chatter.

However, as the AT&T toll network emerged and began to prosper,
other stations became discontent with their second-class status. The fires of
this flame were further fanned by patent disputes, by AT&T’s apparent
attempt to enter the receiver-manufacturing business, and by a Federal
Trade Commission inquiry which accused AT&T, RCA, GE, and Westing-
house of creating a monopoly in the radio business.

A series of ‘‘behind-closed-doors’’ hearings was held by the major
radio companies. The result of these complicated negotiations was the
formation in 1926 of the National Broadcasting Company (NBC)—owned
by RCA, GE, and Westinghouse—which was to handle broadcasting activ-
ities for the radio group. AT&T agreed to withdraw from the programming

In the Beginning

The Formation
of Networks
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area and from the radio group in exchange for a long-term contract assuring
that NBC would lease AT&T wires. That agreement was to bring the phone
company millions of dollars per year. NBC also purchased WEAF from
AT&T for $1 million, thus embracing the concepts of both networking and
““toll”” broadcasting.

In November of 1926 the NBC Red Network, which consisted of
WEAF and a twenty-two-station national hook-up, was launched in a spec-
tacular debut that aired the New York Symphony Orchestra from New
York, Mary Garden singing ‘‘Annie Laurie’’ from Chicago, Will Rogers
mimicking President Coolidge from Kansas City, and dance bands from
various cities throughout the nation. A year later NBC’s Blue Network was
organized, made up of different stations across the country. Both networks
added stations rapidly.

At first advertising on both networks was brief and low-key. Many
advertisers simply associated their names with the programs—‘‘Eveready
Hour,” “‘Ipana Troubadours,’’ ‘‘Maxwell House Hour.”’

In 1932 GE and Westinghouse withdrew from RCA, largely because of
a U.S. attorney general’s order that the group should be dispersed and
partly because David Sarnoff, now president of RCA, felt his company
should be an entity by itself. Again a series of closed-door meetings resulted
in a divorce settlement. RCA retained the radio manufacturing business,
but GE and Westinghouse could now compete. RCA became the sole owner
of NBC, and GE and Westinghouse received RCA debentures and some of
the RCA real estate. In retrospect, it appears that RCA walked off with the
lion’s share of value. But all this happened during the depression, and GE
and Westinghouse were not overly eager to hold on to what they thought
might be an expensive broadcasting liability. NBC, in spite of the
depression, moved to new headquarters in mid-Manhattan, dubbed Radio
City.'®

The beginnings of what eventually became the Columbia Broadcasting
System occurred in 1927. Arthur Judson, disgruntled because Sarnoff had
not accepted his offer to supply talent for the NBC network, established,
with several associates, the United Independent Broadcasters. The original
intent of the company was to supply talent to stations not in the network.

However, in the search for capital, the company joined with the
Columbia Phonograph Company to form the Columbia Phonograph
Broadcasting System~»Judson’s group was to supply talent and programs,
and the Columbia group was to sell the programming to sponsors. Un-
fortunately sponsors were not eager to oblige, and the project failed, with
Columbia Phonograph Record Company pulling out.

Several investors tried to keep the project afloat and changed the name
to Columbia Broadcasting System. Finally the family of William S. Paley
supplied needed capital, Paley became president, and the CBS network
began to develop? It progressed steadily with Paley at the helm. He
developed a workable network-affiliate relationship and during the ’30s
managed to lure much of the top radio talent from NBC to CBS.
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The forerunner of the American Broadcasting Corporation was
formed in 1934 but in its early years did not achieve prominence. In 1942 the
Federal Communications Commission enforced the duopoly rule, which
prohibited a single company from owning and operating more than one
national radio network r Thus forced to divest itself of its Blue Network, the
National Broadcasting Company formed a separate company to operate it.
In 1943 a group headed by Edward J. Noble bought the new corporation, ¢
then still called the Blue Network. It became the ABC radio network in June
of 1945, In 1953 ABC merged with United Paramount Theaters in order to
better its financial footing.?°

A fourth radio network, Mutual, was formed in 1934 when four
stations—WGN in Chicago, WLW in Cincinnati, WXYZ in Detroit, and
WOR in New York—decided to work jointly to obtain advertising. This
gradually was built into a network, but a network that never entered
television. It experienced hard times when TV emerged and for a while was
under Minnesota Mining and Manufacturing Company. It is now owned by
Amway Corporation and has a healthy number of affiliates.*'

A fifth network, the Liberty Broadcasting System, was organized in
1946 and at one time served about three hundred stations. However, this
network did not survive the rapid expansion of television, and it suspended
operations in 1951.%?

In the Beginning

Figure 1.10
William S. Paley
Photo courtesy of CBS
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Chaos and
Government
Action

The problem of overcrowding of the broadcast frequency continued to
grow during the 1920s. Secretary of commerce Herbert Hoover was be-
sieged with requests that the broadcast frequencies be expanded and that
stations be allowed to leave the 360-meter quagmire, the frequency band on
which all of them were broadcasting. He made various attempts to improve
the situation by altering frequencies, powers, and broadcast times but was
unable to deal with the problem in any systematic manner because he could
not convince Congress to give him the power to do so.

By 1925 the situation had so deteriorated that the only remedy would
have been to reassign frequencies being used for other purposes. However,
under the existing law, the secretary of commerce was powerless to act in
this regard. To add to the trouble, in 1926 a court ruling said that the
secretary of commerce had no power to restrict any of the stations in any
manner. Hoover threw up his hands and told radio station operators to
regulate themselves as best they could. ?*

In 1926-27 there were some 200 new stations, most of them using any
frequency or power they wished and changing at whim. The airwaves were
complete chaos.

To help remedy this situation, Congress passed the Radio Act of 1927.
The act proclaimed that radio waves belonged to the people and could be
used by individuals only if they had a license and were broadcasting in the
public *‘interest, convenience, and necessity.”’

All previous licenses were revoked and applicants were allowed sixty
days to apply for new licenses from the newly created Federal Radio
Commission (FRC).'The commission gave temporary licenses while it
worked out the jigsaw puzzle of which frequencies should be used for what
purposes. In the end, it granted 620 licenses in what is now the AM band.
The FRC also designated the power at which each station could broadcast.
Ten stations were authorized to operate at 50,000 watts; seventeen were to
use between 10,000 and 50,000 watts; most were between 100 and 10,000
watts; but over 150 were left in the quicksand of less than 100 watts.?* As
technical improvements became available—such as the directional antenna
system—additional stations could be licensed.

Several years after the Radio Act, Congress passed the Communica-
tions Act of 1934, which created the Federal Communications Commission
(FCC) and made permanent most of the provisions of the 1927 act. This act
still governs broadcasting today. It sets forth such details as the composi-
tion of the FCC, the FCC’s jurisdiction, the significance of call letters, the
procedures for licensing, the causes for license revocation, and the
treatment of political candidates. It also cautions against fraudulent state-
ments and obscenities.
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In the Beginning

Figure 1.11

A carbon microphone,
the best quality
available during the
formative years of radio.
Photo courtesy of KFi,

Los Angeles

Figure 1.12

An early station setup
that includes a carbon
mike, a multitubed
audio board, and
Westinghouse receivers.

Photo courtesy of KFl,
Los Angeles

Figure 1.13

Home radio receiver
with speaker, about
1924.

Photo courtesy of RCA

Figure 1.14

A battery-operated radio
receiver from about
1923.

Photo courtesy of RCA

Figure 1.15

Early backpack equip-
ment for remote broad-
casting.

Photo courtesy of KFI,
Los Angeles

Figure 1.16

A mobile van which
NBC sported to cover
the New York scene in
the 1930s.

Photo courtesy of NBC
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The “Golden Era”
of Radio

Figure 1.17

Amos 'n’ Andy as they
appeared when broad-
casting from Studio B in
NBC’s Hollywood Radio
City. Freeman Fisher
Gosden is on the left
side of the table with
Madaline Lee, Charles
Correll is at the right,
and sitting in the left
toreground is the “Here
th’ are” man, announcer
Bill Hay.

Photo courtesy of KFI,

Los Angeles

Figure 1.18

Jack Benny and his wife
and co-star, Mary
Livingston, in 1933. The
“Jack Benny Show,”
sponsored for many
years by Jello and
Lucky Strike, featured
such sure-fire laugh pro-
vokers as an ancient
Maxwell automobile that
coughed and sputtered,
Benny’s perennial age
of 39 years, a constant
feud with Fred Allen,
and Benny’s horrible
violin playing.

Photo courtesy of NBC
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With the chaotic frequency situation under control, radio was now ready to
enter the era of truly significant programming development—a heyday
which lasted some twenty years. Improvements in radio equipment helped.
Earphones had already been replaced by loudspeakers so that the whole
family could listen. The early carbon mikes were replaced by ribbon mikes,
which had greater fidelity, and single-dial tuning replaced the three-dial
system required on earlier receivers. For portability and use in automobiles,
battery sets were introduced. However, the first portables were cumbersome
due to the size of early dry batteries.

Radio became the primary entertainment medium during the
depression. In 1930, 12 million homes were equipped with radio receivers,
but by 1940 this number had jumped to 30 million. During the same period,
advertising revenue rose from $40 million to $155 million. In 1930 NBC-
Red, NBC-Blue, and CBS combined offered approximately 60 hours of

— - -
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sponsored programs a week. By 1940 the four networks (Mutual had been
added) carried 156 hours.?’

The first program to generate nationwide enthusiasm was ‘‘Amos 'n’
Andy.” It was created by Freeman Fisher Gosden and Charles J. Correll,
who met while working for a company that staged local vaudeville-type
shows throughout the country. Gosden and Correll, who were white,
worked up a blackface act for the company and later tried this on WGN
radio in Chicago as ‘‘Sam ’n’ Henry.”” When WGN did not renew their
contract, they took the show to WMAQ in Chicago and changed the name
to ““Amos ’n’ Andy’’ since WGN owned the title ‘‘Sam ’n’ Henry.”’

Correll and Gosden wrote all the material themselves and played most
of the characters by changing the pitch, volume, and tone of their voices.
Gosden always played Amos, a simple hard-working fellow, and Correll
played Andy, a clever, conniving, somewhat lazy individual who usually
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Figure 1.19 <
Figure 1.20

Figure 1.20

Lum and Abner, played
by Chester Lauck (left)
and Norris Goff. This
comedy took place in
the Jot ’Em Down
grocery store in the sup-
posedly fictional town
of Pine Ridge, Arkansas.
In 1936 the town of
Waters, Arkansas
changed its name to
Pine Ridge in honor of
Lum and Abner.

Photo courtesy of KFI,

Los Angeles

Figure 1.21

In the Beginning

Figure 1.19

Ed Wynn, also known as
“the perfect fool.” He
received this label
originally because he
performed in the first
Broadway stage show
broadcast on radio,
titled “The Perfect
Fool.” Later Wynn
starred in “The Fire
Chief,” a program spon-
sored by Texaco, and at
one time he tried to
form another radio net-
work.

Photo courtesy of NBC

Figure 1.21

George Burns and
Gracie Allen. Many of
the jokes of this pro-
gram were plays on
words based on
Gracie’s supposed
empty-headedness. At
one point Gracie started
searching for her “lost
brother” by suddenly
appearing on other
shows to inquire about
him.

Photo courtesy of NBC
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took credit for Amos’s ideas. According to the scripts, Amos and Andy had
come from Atlanta to Chicago to seek their fortune, but all they had
amassed was a broken-down automobile which constituted the Fresh-Air
Taxicab Company of America. Much of the humor of the show revolved
around a fraternity-type organization called the Mystic Knights of the Sea
headed by a character called Kingfish, who was played by Gosden.

WMAQ allowed Correll and Gosden to syndicate the show on other
stations. Its success caught the attention of the NBC Blue Network, which
hired the two in 1929 at $100,000 a year. Their program from 7:00 to
7:15 p.m. Eastern time became such a nationwide hit that it affected dinner
hours, plant closing times, and even, on one notable occasion, the speaking
schedule of the president of the United States. ¢

Many other comedians followed in the wake of the success of Correll
and Gosden—Jack Benny, Eddie Cantor, Lum and Abner, Ed Wynn, Fred
Allen, George Burns and Gracie Allen, Jimmy Durante, Edgar Bergen and
Charlie McCarthy, Bob Hope, Fibber McGee and Molly, Arthur Godfrey,
the Goldbergs, the Aldrich Family.

Music, especially classical music, was also frequently heard. There
were broadcasts of the New York Philharmonic concerts and performances
from the Metropolitan Opera House. As a special pet project of David
Sarnoff, NBC established its own orchestra led by Arturo Toscanini.
Sarnoff was also largely responsible for Walter Damrosch’s ‘‘Music
Appreciation Hour’” aimed at young people. For lighter music, *‘Your Hit
Parade’ was introduced in 1935, and little-known singers such as Kate
Smith and Bing Crosby took to the air. As the “‘big bands’’ developed, they
too went out over the airwaves.

One program innovation was the audience participation show. Among
many amateur hours, perhaps the most famous was the one hosted by
Major Bowes. Quiz shows such as ‘‘Professor Quiz’’ and stunt shows such
as ““Truth or Consequences,”” hosted by Ralph Edwards, were attracting
large and faithful audiences.

Many programs were developed for children, including *‘Let’s
Pretend,”” ‘“The Lone Ranger,’”’ “‘Uncle Don’s Quiz Kids,”’ and “‘Little
Orphan Annie.”” Art Linkletter gained fame for his interviews with
children.

During the day there were continuing dramas such as *‘Stella Dallas,”’
*‘One Man’s Family,” ‘‘Lorenzo Jones and His Wife Belle,”” ‘‘Ma
Perkins,”” ‘‘Myrt and Marge,’’ “‘Our Gal Sunday,’’ ‘‘Backstage Wife,’’ and
““The Romance of Helen Trent.”’ These came to be called ‘‘soap operas’’
because soap manufacturers were frequent sponsors. The segments always
ended with an unresolved situation in order to entice the listener to tune in
tomorrow. Most did. The scripts for a major portion of the soap operas
came from a husband-wife team, Frank and Ann Hummert. They defined
the basic idea for each series and wrote synopses of programs, then farmed
the actual script-writing to a bevy of writers around the country, some of
whom never even met the Hummerts.
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In the Beginning

Figure 1.22

Charlie McCarthy and
ventriloquist Edgar
Bergen (right) with W. C.
Fields (left) and Dorothy
Lamour. Charlie had a
running feud with W. C.
and a love affair with
just about all the '30s
and ’40s beauties and
even the '50s movie idol
Marilyn Monroe.

Photo courtesy of NBC

Figure 1.23

Marian and Jim Jordan
as Fibber McGee and
Molly. One of the in-
stitutions of this pro-
gram was the hall closet
which, when opened,
always unloaded its
contents with cere-
monial crashes. The
commercials were in-
tegrated directly into
the program when the
announcer dropped by
the McGee home and
extoled the virtues of
Johnson’s Wax.

Photo Courtesy ot NBC

Figure 1.24

Katherine Naiht, House
Jamison, Ann Lincoln,
and Ezra Stone of “The
Aldrich Family.” This
program’s familiar open-
ing was “Henry, Henry
Aldrich,” to which Ezra
Stone replied, “Coming,
Mother.” The program
was based on the
Broadway play “What a
Life.” It played as skits
on the Rudy Vallee and
Kate Smith shows
before becoming its
own show.

Photo courtesy of NBC
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Figure 1.25

Arturo Toscanini and
the NBC orchestra.
Toscanini was coaxed
out of retirement in Italy
by David Sarnoff, head
of NBC and classical
music lover. A special
studio, 8H, was built for
the orchestra and was
referred to as the
world’s only floating
studio because of its
unique construction.
Photo courtesy of NBC

Figure 1.26

Bing Crosby in 1949,
For a period of time the
crooner sang and ex-
tolled Minute Maid on
radio station WCAE in
Pittsburgh.

Photo courtesy of The
Coca-Cola Company
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Figure 1.28

In the Beginning

Figure 1.27

Tommy Dorsey's Band.
When cigarette com-
panies backed many of
the swing bands,
Raleigh-Kool sponsored
the Dorsey musicians.
Since the radio pro-
grams were performed
before live audiences,
the huge cigarette
packs did make an im-
pact.

Photo courtesy of KFI,
Los Angeles

Figure 1.28

Rudy Vallee (right) with
Charles Butterworth
(left), Helen Vinson, and
Fred Perry. Some of the
many stars who got
their start on this vari-
ety format show were
Bob Burns, Bob Hope,
Eddie Cantor, Alice
Faye, Milton Berle, and
Ezra Stone.

Photo courtesy of KFI,

Los Ange.es
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Figure 1.29

Dave Garroway (right) in
Pittsburgh. This future
host of the “Today”
show was a KDKA an-
nouncer from 1938 to
1940.

Photo courtesy of KFI,

Los Angeles

Figure 1.30

Major Edward Bowes of
“The Original Amateur
Hour.” Some of the win-
ners from this amateur
competition formed a
touring Major Bowes
company which pro-
vided talent employ-
ment during the depres-
sion.

Photo courtesy of KFl,

Los Angeles
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For drama, the networks first tried to rebroadcast the sound of Broad-
way plays, but they discovered that this was akin to sitting in a theater
blindfolded. As a result, the networks hired writers such as Norman
Corwin, True Boardman, Arch Oboler, Maxwell Anderson, and Stephen
Vincent Benet to script original dramas for radio. These dramas usually
employed many sound effects. The names of some of the series were *‘Lux
Radio Theater,”” “First Nighter,”” “‘Silver Theater,”’ *“‘Collier’s Hour,”
““True Detective Mysteries,” ‘““Gangbusters,”’ *“The Shadow,”’ and “‘Sher-
lock Holmes.”’ In 1938 Orson Welles produced ‘“War of the Worlds,”” a
fantasy about a Martian invasion in New Jersey, and an estimated 1.2
million people succumbed to hysteria. They panicked in the streets, fled to
the country, and seized arms to prepare to fight—despite the fact that the
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““Mercury Theater’” program included interruptions to inform the listener
that this was only a drama. Some people felt that radio had become overly
realistic.”’

It was mainly the depression that brought about the growth of com-
mercials. During the *20s, advertisements were brief, tasteful, and did not
mention price. However, as radio stations and all the facets of the American
economy began digging for money at any price, the commercial standards
dissolved. Some advertisers felt commercials should irritate, and broad-
casters, anxious for the buck, acquiesced. The commercials became long,
loud, dramatic, hard-driving, and cutthroat.

Most of the radio programs were produced, not by the networks, buf
by advertising agencies. They found they could combine advertising ef-
fectiveness with human misery. Thus a large number of personal help
programs developed. Listeners would send letters to radio human relations
“experts”’ detailing their traumas, crimes, and transgressions and ask for
help. Often this help had commercial tie-ins. Box tops had to accompany
the letter to qualify it for an answer; or suggested help might involve the
sponsor’s drug product; or the contentment to be derived from puffing on
the sponsor’s brand of cigarette might be recommended. By 1932 more air
time was spent on commercials than on news, education, lectures, and

religion together. The commercials did succeed in bringing profits to NBC, g

CBS, and some individual radio stations. They also brought profits to the
advertising agencies that were intimately involved in most details of
programming, including selecting program ideas, overseeing scripts, selling
and producing advertisements for the shows, and placing the programs on
the network schedule.?®

There were also many events which could be termed stunt broadcasts,
such as broadcasts from heights, depths, widely separated points, gliders,
and underwater locations. A two-way conversation took place between an
aerial balloonist off the Atlantic coast and an airplane off the Pacific coast.
A four-way conversation involved participants in Chicago, New York,
Washington, and a balloon. One music program featured a singer in New
York accompanied by an orchestra in Buenos Aires. A piano concert was
performed from a blimp in the mid-Atlantic.

These stunt broadcasts paved the way for the broadcast of legitimate
public events from distant points. In 1931 nineteen separate locations
around the world participated in a program dedicated to Marconi. Radio
carried descriptions of Admiral Byrd’s 1933-35 Antarctic expedition and the
1934 burning of the ship Morro Castle off the New Jersey coast. People
were able to hear the farewell address of King Edward VIII when he abdi-
cated the British throne, the coronation of George VI, and the trial of the
Lindbergh baby kidnapper.?*

Radio also figured in politics of the day. President Franklin Delano
Roosevelt effectively used radio for his ‘‘fireside chats’ to try to reassure
the nation during the depression. Louisiana’s firebrand Governor Huey
Long was often heard on the airwaves, and Father Charles E. Coughlin, a
Detroit priest, tried to build a political movement through radio.

In the Beginning

Figure 1.31

A wartime plug for
NBC’s programs.
(Figure on next two
pages.)

Photo courtesy of KFI,
Los Angeles
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THE INCOMPARABLE AMOS 'N’ ANDY, returning to air vie NBC Friday
Oct. 8

THE !NCORRIGEBLE BABY SNOONKS ond Frank Morgan on Maxwell House
show Thureday, 8:30 p. m,

’ THE INYENTIVE ARKANSAS
TRAVELER, Bob Burns, back on air
Thursday arght.

' THE INGENIOUS JACK BENNY,
airing with all the geng at ¢
p. m., Sunday

o T
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sku{?. TRAMP, TRAMEP,
’ It's NBC's parade of

stars marching along to
open the fal! and winter
season of happy listening.

For dialers, the higgest news of all
is the return of Amos 'n’ Andy. The
two old favorites introduce a brand
new show on Friday, October 8 cym-
plete with guest stars, music and
the kind of laughter which .nade
Freeman Gosden and Charles Cor-
rel' famous.

TRAMP, TRAMP, TRAMP.

“The Great Gildersleeve” <tarted
the parade by huffing and puffing
his way back to his fans late in Au-
gust. This is Hal Peary's third sea-
son on the air with his own program,
and from the way the polls were
going when he went off in June, it
looks like his biggest.

TRAMP, TRAMP, TRAMP.

Fanny Brice, with more antics of

’ THE INFALLIBLE M. V. KAL.
TENBORM, commentator, heard

four alternoons weekly.




* * %X

4 Star-Bedazzled Parade
Of Fast-Stepping Radio
Entertainers. on March
To Storm Your Listening

* *x X

her inimitable Baby Snooks, and
Frank Morgan, with a new batch of
tall stories, followed “Gildersleeve”
to NBC microphones on the first
Thursday in September.

TRAMP, TRAMP, TRAMP.

Edgar Bergen and Charlle McCar-
thy marched back from Newfound-
Jand. where they entertained the
troops stationed there. This season
they are presenting Victor Moore
and Willlam Gaxton, in addition to
Ray Noble's orchestra and the songs
of Dale Evans.

TRAMP, TRAMP, TRAMP.

That bad little boy, Red Skeiton,
was next in line, and with him were
the popular members of his cast—
Harriet Hilliard and Ozzie Nelson
and his band.

TRAMP, TRAMP, TRAMP.

An account of Bob Hope's travels
while away from his radio show for
the summer sounds like a review of
the war headlines—England, Bizerte,
Tunis, Algiers, Sicily. Back on the
air with him for the new season
comes another grand trouper, Fran-
ces Langford, who also went into the
battle areas with Bob. And, of course,
Jerry Colonna and Vera Vague will
be on hand.

TRAMP, TRAMP, TRAMP.
And so they come. Those two top

' THE INIMITASLE FIBBER Mec-
GEE AND MOLLY, back with
their friends Tvesdey, & p. m.

THE IMPERTINENT CHARLIE McCARTHY and Bergen for Chase & Sanborn,

Sunday, 5 p. m.

comedians, Jim and Marian Jordan,
who have more delightful sessions
with “Fibber McGee and Molly”
ready for their listeners.

Eddie Cantor with another season
of Wednesday night laughfests.

Jack Benny, another of radio’s
globe-trotters, only recentl returned
from the European and North Afri-
can battlefronts.

And, of course, there are all the
favorites who have been on NBC
this summer and who will continue
to make radio listening America’s
Number One pastime—'One Man’s
Family:” Bing Crosby; the Standard
Symphony Hour; H. V. Kaltenborn
and the other commentators who
bring the world into our homes; Kay
Kyser's “College of Musical Know-
ledge;” Ginny Simms; the Joan
Davis-Jack Haley show; and the Sun-.
day morning Westinghouse program.

Happy listening? Yes, indeed!

THE INEXHAUSTIBLE LAUGH
CREATOR, Bob Hcpe, beck in
his tegular Tuesday spot, 7 p. m.

ST

‘_ THE INGRATIATING FATHER
AND MOTHER BARBOUR or
“One Man's Family,” Sundey, 5:30 p. m.

THE IRREPRESSISLE LITTLE KID,
as played by Red Skelton, Tues.
day, 7:30 p. m.

Page Five
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The Press-Radio
War

Figure 1.32

Figure 1.32

The NBC radio mobile
unit making contact
with an airplane. This
1929 experimentation
led to future possibil-
ities for news coverage.
Photo courtesy of NBC

28

News was destined to become one of radio’s strongest services, but not
without a struggle. At first announcers merely read newspaper headlines
over the air. The eminently successful CBS weekly series *“The March of
Time,’’ was a combination of drama and news. Actors impersonating such
figures as Mussolini, Franklin Roosevelt, Eleanor Roosevelt, and Huey
Long acted out news in a manner which straddled the fence between fact
and fiction.

In 1932 the Associated Press gave presidential election bulletins to the
networks, and programs were interrupted with news flashes. Newspapers
objected on the grounds that news on radio would diminish the sale of
papers. From 1933 to 1935 a “‘press-radio war¥ ensued with the press
insisting that news bulletins be limited to thirty words and that radio could
not report ““hot off the wire’’ news. Some papers boycotted radio by
refusing to carry program schedules.

For a time, radio stations were unable to obtain news from the three
wire services—Associated Press (AP), United Press (UP), and International
News Service (INS)<-but the press’s hold on news gradually broke down.
This was due in part to a court decision giving radio stations the right to
read from already published news and in part to the fact that radio stations
were permitted to have ‘‘commentators.” These commentators often
became thinly disguised news reporters.

Also, NBC and CBS began their own news-gathering activities. In the
case of NBC, one man—Abe Schechter—gathered news simply by making
telephone calls. Sometimes he scooped newspaper reporters because just
about anyone would answer a call from NBC. In addition, Schechter could
reward news sources with tickets to Rudy Vallee’s show, which were highly
prized. Most of the material Schechter collected was broadcast by NBC’s
prime newscaster, Lowell Thomas, but an item or two usually wound up on

Figure 1.33
President Franklin
Delano Roosevelt
delivering a “fireside
chat.”

Photo courtesy of NBC

Figure 1.33
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Walter Winchell’s Sunday night gossip program. CBS set up a larger news
force that included stringers—reporters paid only for material actually
used. That network’s top news commentator was H. V. Kaltenborn, who
later became famous for his premature and incorrect announcement on the
air that Thomas Dewey had defeated Harry Truman for the Presidency.

As world tensions grew, there was an increased awareness of news on
the part of the public. Advertisers became interested in sponsoring news
radio programs because of the growing potential listener market. At one
point, UP and INS agreed to make their news available to advertisers who
would then broadcast it over radio, but they would not make it available to
radio stations directly. This arrangement led to a total breakdown of
broadcast news blackouts, and radio began to develop as an important news
disseminator. Americans heard actual sounds of the Spanish Civil War, of
Germany’s march into Austria, and they heard the voices of Hitler,
Chamberlain, and Mussolini.*°

The government did not take over broadcasting during World War Il asit / World War Il
had during World War I. However, it did solicit the cooperation of radio
for morale and public service announcements,¥ bond purchase appeals,
conservation campaigns, and civil defense instructions. Among the most
famous of these solicitations were Kate Smith’s marathon broadcasts for
war bonds. Her appeals sold over $100,000,000 worth of bonds. Many of
the plays and soap operas produced during the period dealt with the war
effort, and some even tried to deal with the segregation problem, which was
coming to a head because of segregation in the Armed Forces. Several soap
operas presented Negroes (the preferred term at that time) in esteemed pro-
fessional roles.

Figure 1.35

H. V. Kaltenborn, the
dean of radio commen-
tators. He received his
greatest recognition
during the 1938 Munich
crisis, when he didn’t
leave the CBS studios
for eighteen days and
went on the air 85 times
to analyze news from

Europe.

Photo courtesy of KFI,

Los Angeles
Figure 1.34 always began his pro-
Walter Winchell with the grams, “Good evening
signal key he used to Mr. and Mrs. North and
accent his rapid-fire South America and all
speaking style. He the ships at sea. Let's
always worked with his go to press.”

hat on in the studio and

In the Beginning

Photo courtesy of NBC
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Figure 1.36
Correspondent
Edward R. Murrow

at his typewriter in
wartime London.
Photo from United Press
International

Figure 1.37

David Sarnoff, promoted
to brigadier general
during World War Il.
Photo courtesy of RCA

Figure 1.38

William S. Paley serving
as colonel in the U.S.
Army during World War
.

Photo courtesy of CBS

Figure 1.36
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The Army and Navy set up the Armed Forces Radio Service to
entertain servicemen overseas by producing special programs and recording
network programs for replay on troop-operated stations around the world.
Propaganda broadcasting was begun over shortwave. Foreign countries did
likewise. The Japanese programmed dulcet-voiced girls broadcasting ap-
peals intended to demoralize American soldiers. ‘“‘Tokyo Rose’’ was the
cover name the Americans applied to them all.

The news function greatly increased with up-to-date material being
broadcast at least every hour. Some of the best-known voices heard from
overseas were H. V. Kaltenborn, William L. Shirer, Eric Sevareid, How-
ard K. Smith, Charles Collingwood, Richard C. Hottelet, Larry Lesueur,
and, probably most important of all, Edward R. Murrow with his *‘This is
London’’ broadcasts.

David Sarnoff, president of NBC, joined the Signal Corps and
supervised the communication coverage for D day—June 6, 1944, the open-
ing of the Allied invasion of France. William Paley, president of CBS,
became a colonel dealing in psychological warfare. Special events such as
President Roosevelt’s war message to Congress, the signing of the surrender
papers, and the events of D day were heard over radio.?*'

One result of the war was the perfection of audio tape recorders by
means of which events could be recorded and played back whenever
desired. Prior to the war, NBC and CBS had policies forbidding the use of
recorded material for anything other than sound effects, and even most of
those were executed live. This policy was abetted by the musicians’ union,
which insisted that all broadcast music utilize musicians rather than
phonograph records. The Mutual Broadcasting Company permitted some
use of recorded speech but was considered second-rate for doing so. As a
result, the live programs usually had to be performed twice—once for the
East and Midwest, and once again three hours later for the West Coast.

Figure 1,37 Figure 1.38
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The recording technique then used was usually phonograph discs, for
the only magnetic recording known in America prior to World War II was
wire recording. In order to edit or splice, a knot had to be tied in the wire
and then fused with heat, making it a cumbersome and essentially unusable
technique. During the war American troops entering German radio stations
found them operating without any people. The broadcasting was handled
by a machine that used plastic tape of higher fidelity than Americans had
ever heard from wire. This plastic tape could be cut with scissors and spliced
with adhesive. The recorders were confiscated, sent to America, improved,
and eventually revolutionalized programming procedures.*?

Radio stations enjoyed great economic prosperity during the war.
There were about 950 stations on the air when the war began. No more were
licensed during the war, so those 950 received all the advertisements. A
newsprint shortage reduced ad space in newspapers, and some of that
advertising money was channeled into broadcasting. Institutional adver-
tising became common because of high wartime taxes; companies preferred
to pay for advertising rather than turn money over to the government. And
with few consumer products to sell because industry was geared for the war
effort, companies were happy to sponsor prestige programs such as
symphony orchestra concerts. Thus radio station revenue increased from
$155 million in 1940 to $310 million in 1945.%*

After the war, radio networks appeared for a time to return to prewar
programming—comedy, drama, soap operas, children’s programs, news,
public service. But a new phenomenon was beginning to appear upon the
scene—the disc jockey. Several conditions precipitated this emergence.

1) The FCC altered a ruling about identification of recorded material.
Previously it had been necessary to identify all recordings as they were
broadcast: Such frequent announcing would have stigmatized a d.j. show.
But in the 1940s the FCC ruled that such announcements could be made
only each half hour. ¥

2) Several record programs broadcast in the middle of the night or as
fillers during special event coverage had achieved interest and success and
had produced benefits for advertisers.

3) A court decision of 1940 ruled that if broadcasters purchased a
record, they could then play it without further financial obligation. This
ended the practice of stamping records ‘‘not licensed for radio broadcast”
and added legal stature to disc jockey programs.

4) In the mid '40s the musician’s union, which had voted to halt
recording, was appeased with a musicians’ welfare fund to which record
companies would contribute. This opened the door to mass record
production.

5) Television began to siphon entertainment talent from radio, leaving
it more and more dependent on the disc jockey.

6) Radios became more portable at the same time as Americans were
becoming more mobile. The public appreciated the disc jockey shows,
which could be enjoyed while listeners were engaged in other activities.

In the Beginning

The Changing
Format
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Frequency
Modulation—FM
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7) Station management appreciated the lower overhead, fewer
headaches, and higher profits associated with disc jockey programming. A
d.j. did not need a writer, a bevy of actors, a sound effects man, an
audience, or even a studio. All that was needed were records, and these were
readily available from companies who would eagerly court disc jockeys in
the hopes that they would plug certain tunes, thus assuring sales of the
records. This ‘‘courtship’ tarnished the disc jockeys’ image slightly in the
late *50s when it was discovered that a number of disc jockeys had been
engaged in ‘‘payola’’—the practice of accepting money or gifts in exchange
for favoring certain records.**

Postwar radio was, above all, prosperous. Advertisers were standing in
line, and the main problem was finding a way to squeeze in the commer-
cials. To the networks, especially NBC, this was a boon because it provided
the necessary capital to support the then unprofitable television
development. In order to invest even more in the new baby, nonsponsored
public affairs radio programs dropped by the wayside, as did some
expensive entertainment. Radio fed the mouth that bit it.

On the local level this prosperity created a demand for new radio
station licenses as both entrepreneurs and large companies scrambled to
cash in on the boom. The 950 wartime stations expanded in a rabbitlike
fashion to well over 2,000 by 1950.** But the bubble soon burst as adver-
tisers deserted radio to try the medium that featured both sound and sight.
This left radio networks as hollow shells. The 2,000 local stations found
that the advertising dollars remaining in radio did not stretch to keep them
allin the black. In 1961 almost 40 percent of radio stations lost money.*¢

The period of the TV takeover tried the souls of radio men. Some
attempted to hang on to yesteryear and maintain traditional programming,
but this was grasping at a straw in the wind. Many swam with the tide and
joined TV. Others succumbed to economic pressures and left the business.
Still others groped for solutions to the problem and eventually settled for
disc jockey domination. After a long, hard pull, the d.j.s won the favor of
the public—and, hence, the advertisers—and once again radio assumed
economic and social status.

FM was actually developed in the early 1930s by Edwin H. Armstrong.
David Sarnoff mentioned to him that someone should invent a black box to
eliminate static. Armstrong invented, not a black box, but a whole new
system—frequency modulation. He wanted RCA to back its development
and promotion, but Sarnoff had committed RCA funds to television and
was not interested in underwriting an entirely new radio structure despite its
obviously superior clarity and fidelity.

Armstrong continued his interest in FM, built an experimental 50,000-
watt FM station in New Jersey, and solicited the support and enthusiasm of
GE for his project. In the late *30s and early *40s an FM bandwagon was
rolling, and some 150 applications for FM stations were submitted to the
FCC. As a result, the FCC removed channel 1 from the TV band and
awarded the spectrum space to FMYIt also ruled that TV sound should be
frequency-modulated. Armstrong’s triumphant boom seemed just around
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the corner, but the war intervened and commercial FM had to wait.
However, FM went to war installed on virtually every American tank and
jeep.

After the war the FCC reviewed spectrum space and decided to move
FM to another part of the broadcast spectrum. This move was violently
protested by Armstrong and other FM proponents, for it rendered all
prewar FM sets worthless and saddled the FM business with heavy conver-
sion costs.

Armstrong was further infuriated by the fact that although FM sound
was to be used for TV, RCA had never paid him royalties for the sets it
manufactured. In 1948 he brought suit against RCA. Increasingly harassed
and ill as the suit proceeded for over a year, he one day leaped from the
window of his thirteenth-floor apartment to his death.*’

FM continued to develop slowly. With television on the horizon, there
was little interest in a new radio system. Many of the major AM stations
acquired FM licenses as insurance in case FM replaced AM, as its
proponents were predicting. They simply duplicated their AM program-
ming on FM, which naturally did not increase the public’s incentive to
purchase FM sets.

However, as general interest in high fidelity music grew, FM’s
interference-free signal became a greater asset. In 1961 the FCC authorized
stereophonic sound transmission for FM ¥which led to increased awareness
of the medium by hi-fi fans. A further aid was a 1965 FCC ruling which
stated that in cities of over 100,000 population AM and FM stations with
the same ownership had to have separate programming at least 50 percent
of the time. This ruling was extended in 1977 to limit stations in cities over
100,000 to 25 percent duplication and stations in cities of 25,000 to 100,000
to 50 percent duplication.*®

Radio today is station-dominated. The networks have disappeared as
entertainment sources and have become primarily news services. Stations,
whether network-affiliated or not, produce most of their own program-
ming. This is mainly music announced by disc jockeys, although some
stations feature all-news or all-talk formats. The most listened-to radio
formats are usually popular songs. However, there are stations to appeal to
every musical taste imaginable.

Radios have found a special niche in the automobile, where they are
listened to by Americans on the go. Portable radios also accompany people
to the beach, to mountain resorts, to the classroom, to parties. They make
and break recording artists and make and break the current events of the
hour.

Economically, radio stations are holding their own. The dollar has not
deserted radio and, in fact, advertising revenues have soared to well above
the postwar figures. But costs have risen, as have the number of stations, so
the advertising butter must be spread thinly.

It has been a long, significant journey from Guglielmo Marconi to
Wolfman Jack, with the labors and voices of thousands making important
contributions along the way.

In the Beginning

Figure 1.39

Edwin H. Armstrong
Smithsonian Institution
Photo No. 43614
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Summary Radio has developed from its early nonbroadcasting-oriented status
Y

through its heyday of entertainment and informational programming to its
present emphasis on news and music.

Early inventions by Maxwell, Hertz, Marconi, Fleming, Fessenden,
and De Forest were not used primarily for broadcasting as we think of it
today but rather for communication.*The government’s first involvement
was to require that ships carry radios for safety; it then took over radio
during World War 1. After the war RCA was established mainly so patents
could be shared and radio could develop. Sarnoff, Terry, Scripps, and
Conrad all contributed to the broadcast orientation of radio during the
1920s, when programming consisted mainly of records and performances
by free talent. Advertising began when AT&T established a ‘“‘zo/l”’ station,
but it did not really take hold until the depression years. NBC’s Blue and
Red networks were established in 1926 followed by CBS, ABC, and Mutual.
By the late 1920s the airwaves were chaotic, so a freeze was imposed in 1927
which led to the establishment of the FCC and the passing of the /934
Communications Act. Amos 'n’ Andy began a programming era of
comedies, dramas, music, children’s programs, and soap operas which
lasted for over a decade. News came to radio more slowly because of the
press-radio war. During World War 11 radio cooperated with the war effort
and broadcast news from the scene. After the war radio continued to grow
until TV began siphoning its programming. A difficult adjustment period
followed with radio settling into a disc jockey-dominated format that has
been aided by the high fidelity possibilities of FM.
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A Sound Look

Technical Aspects of Radio

Radio is TV with privacy.

Don McNeill, host of the
long-running radio show “‘The Breakfast Club’’

Carioon copyrighted by Broadcasting magazine
*‘Something seems to be wrong with the cart machine.”
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Through the wonder of radio waves, a voice spoken in a small soundproof
room or music played on a turntable or tape recorder can reach millions of
ears. This is accomplished by converting the sound of the voice or music
into electrical impulses and then sending these impulses through the air to
radio sets located in homes, cars, pockets, or wherever their owners wish to
place them. This sound conversion involves a great deal of equipment,
generally beginning with microphones and ending with radio receivers.'

Microphones can be characterized by their pickup patterns and also by their
internal construction. They can be designed so they pick up sound in
varying ways. The four most common types of microphone are: unidirec-
tional, which picks up sound mainly from one side; bidirectional, which
picks up sound mainly from two sides; cardioid, which picks up sound in a
heart-shaped pattern; and omnidirectional, which picks up sound from all
directions.

Each directional aspect has its own special uses. When only one
person’s voice is to be heard, such as that of a newscaster or sportscaster, a
unidirectional mike is the best choice. It will pick up the person sitting in
front of it and will minimize crowd or other distracting noises in the
background. Bidirectional mikes had their heyday during the era of radio
drama, for they enabled actors to face each other to deliver their lines.
Cardioid mikes are very satisfactory for two people seated next to each
other and thus are frequently used on TV talk shows. Omnidirectional
mikes pick up overall crowd noises well and are often used for plays with
large casts.

With respect to internal construction, there are three types of
microphones used frequently in radio: the dynamic (or pressure) mike, the
ribbon (or velocity) mike, and the condensor (or capacitor) mike. A
dynamic mike consists of a diaphragm, a permanent magnet, and coils
wrapped around the magnet. The diaphragm is positioned within the field
of the magnet and responds to the pressure of sound. The sound waves of
talking or other noise cause movements of the diaphragm and result in a
disturbance of the magnetic field, which induces a small electrical current in
the coils. This current then flows out the wire of the microphone as
electrical impulses representing sound. Dynamic mikes are small, fairly
inexpensive, sturdy, responsive to a wide range of frequencies, and less
sensitive to wind than other studio mikes.

Ribbon mikes are constructed by attaching a metallic ribbon near
magnets. This ribbon responds to the velocity, or speed, of the sound waves
rather than the pressure and causes disturbances which result in electrical
current. Ribbon mikes are usually bulkier, more fragile, and more sensitive
to wind than dynamic mikes.

The condensor, or capacitor, type of studio mike uses an electronic
component, the capacitor, to respond to sound. It requires power to
operate, so capacitor mikes must have batteries attached to them. Capacitor
mikes were therefore both cumbersome and expensive until recent tech-
nological advances improved this limitation. Capacitor mikes are now
widely used and prized for their high fidelity.*

A Sound Look
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Figure 2.1
Microphone pickup pat-
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Figure 2.2 _—) — -

An omnidirectional 5
dynamic microphone. -/ | \
Photo courtesy of Electro-

Voice, Inc., Buchanan, .
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Figure 2.3

A unidirectional ribbon
microphone.

Photo courtesy of Shure
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Figure 2.4
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Photo courtesy of Electro-
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Figure 2.5 T
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In an audio production facility, a turntable has two functions: (1) to spin a
record at the proper speed, and (2) to convert the variations in the grooves
of the record to electrical energy with the pickup arm.

A broadcast quality turntable consists of a heavy metal plate covered
by a rubber or felt top. It will normally have a power switch to control the
motor, a gear shift to select speeds, and an equalizer or filter to compensate
for scratchy records. Next to the revolving table will be a pickup arm that
houses the cartridge and stylus which actually pick up the signal from the
record. The cartridge receives the minute vibrations from the stylus and
converts them into variations in voltage, acting similarly to the magnet and
coil in a microphone. These variations are then sent through wire to the
control board. The stylus is a very small, highly compliant strip of metal,
the end of which is made of hard material, usually diamond.

Since turntables are used by radio stations primarily for playing
musical selections, a control room will usually have two turntables so that a
disc jockey can cue one record while another is airing. Sometimes turntables
will be used for disc commercials, but most stations choose audio tape for
advertisements. Some stations are even pretaping their music, thus
rendering their on-air turntables obsolete.?

Tape recorders are devices which rearrange the iron particles on magnetic
tape so that sound impulses can be stored on the tape and played back ata
later date. This rearranging of particles is undertaken by stationary heads.
Quality recorders usually have three heads—one to erase, one to record,
and one to play. The erase head is always positioned so that old material is
erased an instant before new material is recorded. When the machine is in

A Sound Look

Figure 2.6

A broadcast quality
record turntable.
Photo courtesy of QRK
Electronic Products

Turntables

Tape Recorders
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Figure 2.7
Tape recorder head
arrangment,

Record Play

Erase

Figure 2.9

Figure 2.8

A reel-to-reel recorder.
Photo courtesy of Teac
Corporation of America

Figure 2.9
A cartridge recorder.

Photo Courtesy of Spot-
master

Figure 2.10
A cassette recorder.

Photo courtesy of Teac
Corporation of America
Figure 2.8 P

Figure 2.10
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play, the erase and record heads are disengaged. Cheaper recorders have
only two heads—one for erase and another for both play and record.

The three basic types of tape recorders are reel-to-reel, cassette, and
cartridge. On a reel-to-reel recorder all the tape is initially on one reel and
must be threaded past the heads to the take-up reel. This kind of machine
lends itself to editing because the tape is readily accessible.

A cassette machine uses cassette tape, which is two reels already
threaded inside a plastic container. The cassette is inserted so that the tape
passes against the heads. Because of the small size, it is often used for taping
material at locations away from the studio.

A cartridge machine is similar to a cassette machine in that the tape is
slipped into a machine with no threading necessary, but the cartridge is
constructed differently in that it is a container with a loop of tape. The tape
is wound onto the center spool with the end next to the spool slightly raised.
When the tape is cut from the master reel it can be spliced to the raised end,
thus making a continuous loop. The cartridge, like the cassette, is inserted
in the machine in such a way that the tape passes against the heads.
Commercials are usually recorded on cartridges, for they are brief and can
profit from a cartridge recorder’s cue tone which automatically starts and
stops the machine.

Most tape recorders can record at different speeds, the most common
of which are 7 172 IPS (inches per second) and 3 3/4 IPS. This means
either 7 1/2 or 3 3/4 inches of tape passes the head per second. The more
tape that goes past the head, the better can be the recording quality because
more frequency responses can be placed on the tape. For this reason, there
are recorders that tape at 15 IPS in order to achieve high quality
reproduction of musical sounds.*

The control board or console is the primary consolidating piece of
equipment in any audio production facility. It has three primary functions:
(1) to enable the operator to select any one or combination of the various
inputs (microphones, turntables, tape players, etc.); (2) to amplify the
sound; and (3) to enable the operator to route the inputs to a number of
outputs (monitor, transmitter, tape recorder, etc.).

The various inputs come to the board through wires after they have
been converted from sound to electrical impulses. For example, the signal
from a microphone enters the board at a connection for microphone input.
This mike signal consists of a very small voltage which the board directs
through a preamplifier so that it is increased enough to be sent to the
potentiometer, or pot. Here the resistance to the sound is varied, thus
increasing and decreasing the volume. At the output of the pot there is a
key. When the key is in the ‘‘off’’ position, the signal is stopped at this
point; when the key is in the ‘‘on’’ position, the signal is sent to the program
amplifier, the final amplification stage before being distributed. The signal
is here amplified enough so that it can be sent through the line out to a tape
recorder or transmitter.

A Sound Look
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Figure 2.11

A fairly simple audio
input-output board.
Photo courtesy of McMartin
Industries, Inc.

Figure 2.12

A more complex board
with slider controls for
volume,

Photo courtesy of Cetec
Broadcast Group

Figure 2.13

A twelve-input, four- out.
put board which can be
used for complex pro-
ductions.

Photo courtesy of Opamp
Labs, Inc.

Studios and
Control Rooms
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Figure 2.11

Figure 2.13

At the “‘line out” position, the signal is also sent to the volume unit
indicator (VU meter), a metering device which enables the operator to
determine the level of sound going out the line. Here too, sound is sent to a
monitor amplifier and then to a speaker which enables the operator to hear
the signal.

The audio control board as discussed so far has only one input, a
microphone. Since the purpose of the board is to mix sound, most boards
have several inputs so that several mikes, turntables, and tape recorders can
be on at once. By using the various controls, one song can be faded into
another or a disc jockey can talk over a record as it is ending by turning
down the turntable pot and turning up his mike pot. The individual sources
are connected to each other after the key and before the program amplifier.*

Gone are the days of velvet-draped studios with complicated sound effects
gimmickry. In their place are all-in-one studio/control-room complexes,
often no larger than a department store display window. They house the
control board, the mikes, the turntables, the tape recorders, the record and
tape library, and, somewhere tucked in the middle, the disc jockey-
engineer-salesperson-station manager-janitor.
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Figure 2.14
Diagram of a simple
audio control board.
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Figure 2.16

Control room from
which Lohman and
Barkley broadcast a Los
Angeles morning show
of music and madness.
Photo courtesy of KFI, Los
Angeles

Figure 2.17

A production studio for
a university-owned 3000-
watt FM station. Beyond
the windows is a studio
for recording panel
shows and musical
groups.

Pho:o courtesy of KXLU,
Los Angeles
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Not all stations are this way, of course, but many small stations do
operate primarily from one soundproof room, with perhaps a small outer
reception area.

In larger stations the disc jockey and microphone are in one room
called a studio, and the engineer, turntables, tape recorders, and board are
in an adjoining room called a control room. Usually there is a soundproof
window between the engineer who is spinning the records and the disc
jockey who is announcing so they can communicate by hand signals. They
can also communicate verbally through a talkback system when mikes are
not being used on the air. A studio setup that large can usually also afford
the luxury of genuine offices for the sales staff and the executives as well as
a newsroom and record library.

Many stations contain several studio complexes so that tapes for later
airing can be produced in one while another is on the air or being set up for
on-air. There are even a few large studios with adjoining control rooms
which produce talk shows or live musical groups.

Some radio stations have custom-built facilities, but many simply rent
office space and soundproof as necessary.

Most small stations that originate all their programming in one to two
studio complexes send the signals directly to the transmitter by phone line.
However, where operation is more complicated, involving remote broad-
casts or network feeds, a master control room is utilized. This control room
will contain power supplies, monitors to hear the various sounds, jack
panels to route the sounds in many different ways, and numerous other
buttons, switches, and signal lights.

If the station is a network affiliate, it will receive programs originated
in a network studio and then sent north, south, east, or west, often over
thousands of miles of specially leased telephone lines. Booster amplifying
equipment is located along these lines to keep the volume at a proper level.
When the stations receive the network programs at their master control
centers, they relay them to their transmitters.®
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Figure 2.18

Automated radio equip-
ment. The music is on
the reels and the com-
mercials and other an-
nouncements are on the
carts.

Photo courtesy of Harris
Corporation
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Some stations have very little in the way of either studios or control rooms Automated
because they use equipment that allows them to broadcast on an automated Equipment
basis. These stations operate mainly with multiple tape decks, some of

which contain reel-to-reel music and some of which contain cartridge

commercials. Sub-audio tones which cannot be heard over the air signal one

tape recorder to stop playing music and another to start playing a

commercial, or vice versa. Station-break taped announcements can also be

inserted by use of specialized clock mechanisms. In this way a station can

program for a whole day without having either a disc jockey or an engineer;

the sound is sent directly from the tape deck to the transmitter.’

From the studio control room or master control room or automated tape Transmitters
deck, the sound, which is still in the form of variations of electrical energy,

goes to the transmitter and then to the antenna. At the transmitter, it is

modulated, which means this electrical energy is superimposed onto the

carrier wave which represents that particular radio station’s frequency. The

electrical energy of the sound cannot go through the air itself because it is

not of a high enough frequency. It must be carried on a wave which is of

much higher frequency.

The transmitter generates this carrier wave and places the sound wave
on it. This modulation can occur as either amplitude modulation (AM) or
frequency modulation (FM). In amplitude modulation, the amplitude, or
height, of the carrier wave is varied to fit the characteristics of the sound. In
frequency modulation, the frequency of the carrier wave is changed.
Diagrams of AM and FM waves are shown on pages 46 and 47.

FM is static-free, while AM is subject to static because this interference
noise occurs at the top and bottom of the wave cycle. Since FM is dependent
on varying the frequency of the wave, the top and bottom can be eliminated
without distorting the signal. AM, however, is dependent upon height, so
these static regions must remain with the AM.

A Sound Look 45



Figure 2.19
Diagram of AM wave
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Consider this to be an electrical wave representing
the original sound.

Consider this to be the carrier wave of a particular
radio station. Notice it is of much higher frequency
than the electrical wave.

This would be the modulated carrier wave taking the
sound signal. Note that the sound signal makes an
image of itself and that the amplitude, or height, of
the carrier wave is changed—hence, amplitude
modulation.
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Figure 2.20
Diagram of FM wave
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Consider this to be the electrical wave representing
the original sound wave.

Consider this to be the carrier wave.

This would be the modulated carrier wave. The fre-
quency is increased where the sound wave is
highest (positive) and the frequency is decreased
where the sound wave is lowest (negative). The
amplitude does not change.

Perhaps this can be better seen by superimposing
the sound wave over the carrier wave.
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AM signals can travel great distances, sometimes around the world,
while FM signals are line-of-sight and often cannot be heard if a building or
hill comes between the transmitter and the radio attempting to receive the
station. This phenomenon has nothing to do with the form of modulation,
however, but rather is a function of the placement of the stations on the
frequency band.

There is an entire spectrum of frequencies which encompasses much
more than radio station carrier waves. At the low end is audible sound,
which generally ranges from 15 cycles per second for low bass noises to
20,000 cycles per second for high treble noises. Most people do not have
ears capable of hearing the entire range, so effective audible sound is
actually a smaller portion of the spectrum. At frequencies higher than
sound the continuum becomes radio waves, which can be neither heard nor
seen but which are capable of carrying sound. Above radio waves are
infrared rays, and then light waves, with each color occupying a different
frequency range. After visible light come ultraviolet rays, X rays, gamma
rays, and cosmic rays.

Within the radio wave portion of the frequency spectrum are many
operations other than radio station broadcasting. The spectrum is also used
for such functions as ship-to-shore radio, police calls, citizen band radio,
““ham’’ operation, military communications, and, of course, television. In
order to keep these groups from interfering with each other, various
frequencies have been set aside for different purposes.

Two areas are set aside for radio station broadcasting. The FCC has
assigned AM the range between 535 and 1605 kilohertz and FM the range
between 88 and 108 megahertz. Hertz means cycles per second, kilo means
thousand, while mega means million. Hence AM station carrier waves will
be generated between 535,000 cycles per second and 1,605,000 cycles per

A Sound Look

Figure 2.21

Comparison of AM and

FM waves.
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Figure 2.22
Electromagnetic spec-
trum.
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second while FM station carrier waves do likewise between 88,000,000
cycles per second and 108,000,000 cycles per second.

As the radio wave portion of the spectrum progresses from its lowest to
its highest end, its characteristics change so that the radio waves close to the
light waves behave somewhat like light. That is why FM station output is
likely to be lost behind buildings and hills. Light waves do not travel
through buildings; hence FM that is near light on the spectrum tends toward
being similarly obliterated.

AM, at the lower end of the spectrum, is not so affected, but these
lower frequencies are affected by a nighttime atmospheric condition known
as the Kennelly-Heaviside layer which, when hit by radio waves, bounces
the wave back to earth. In this way waves can be bounced great distances—
e.g., New York to London. FM is not affected by this layer—because of its
position on the spectrum, not, again, because of its frequency modulation.
Theoretically, if FM waves were transmitted on the normal AM frequency
of 535 kilohertz, they could bounce, because the skipbounce is determined
by the carrier frequency rather than the manner of modulation.

Individual AM and FM stations are not free to generate carrier waves
at any point within the frequency ranges assigned to them, respectively. If
they did so, there would be massive interference among stations. Instead,
each station’s particular carrier wave frequency is assigned. Although each
station is given a specific frequency, such as 550 kilohertz, the frequency
covers ten kilohertz if the station is AM and 200 kilohertz if it is FM. For
example, an AM station at 550 kilohertz actually operates from 545 to 555
so that it can modulate the necessary information. Because FM stations
have a broader bandwidth, they can produce higher fidelity and contain
more information than can an AM station. This makes FM more adaptable
to stereo and quadraphonic broadcasting and to the multiplexing of other
services, such as background music for doctors’ offices.*

A Sound Look

Figure 2.23
The heart of a transm
ter, called an exciter.
Photo courtesy of Harris
Corporation

it-

49



Antennas

Figure 2.24

The antenna setup for
an AM station that
broadcasts directionally
consists of two towers,
with electrical charges
being attracted from
one tower to the other.
By varying the elec-
tricity sent to each
tower, the geographic
area which the signal
reaches can be
changed.

Photo courtesy of KHJ, Los
Angeles

After the radio waves have been modulated either AM or FM onto the
proper frequency carrier wave at the transmitter, they are radiated into the
air through the radio station antenna at the assigned frequency and power.

The FCC has established a complicated chart of frequency and power
allocations to allow a maximum number of stations around the country to
broadcast interference-free. Between 535 and 1605 kilohertz there is room
for 107 stations of 10 kilohertz each, but there are actually over 4,200 AM
stations nationwide. This is possible because many stations throughout the
country broadcast from their antennas on the same frequency but in a
controlled way that takes into consideration geographic location and
power. The allocation chart divides AM stations into three categories—
local, regional, and clear. Local channels operate with power not in excess
of 2,500 watts during the day and usually less at night when the Kennelly-
Heaviside layer is in effect. Obviously, it is possible for a local channel in
San Francisco to share a frequency with many other stations in places such
as Portland, New Orleans, Albuquerque, Chattanooga, and Miami. Re-
gional stations cannot exceed 5,000 watts, and usually serve rural areas.
Again, a regional station in Virginia can share a frequency with many areas,
such as Nebraska, Maine, and Arizona. Clear-channel stations can operate
up to 50,000 watts and often have signals that extend over several states.
Originally, clear-channel meant that only one station in the country
operated on that frequency. As the pressure for new stations increased, the
FCC gradually allowed more stations to operate on the clear channels but
did try to keep these channels free from interference by directional antenna
systems and other means.

FM stations are divided into class A, class B, and class C stations. Class
A stations may use power up to 3,000 watts and generally serve a very
limited area. Class B stations serve a larger area and can use power from
5,000 to 50,000 watts. Class C stations, the most powerful, can use over
50,000 watts.®
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The waves sent out from the radio station antenna are always in the air but
can’t be heard unless a radio receiver is turned on. The purpose of the
receiver is to pick up and amplify radio waves, separate the intelligence
from the carrier wave, and reproduce this intelligence in the form of sound.

The first stage of a radio receiver is the antenna which picks up the
sound being sent out by the radio station antenna. From here the sound
goes to the radio frequency amplifier, which has two purposes: one is to
amplify the signal (carrier wave plus intelligence), and the other is frequency
selection. This is accomplished by a device within the amplifier called a
tuner, which makes it possible to tune in the signal to one particular radio
station to the exclusion of other stations. If the tuner were not used, all
stations broadcasting in the area of the receiver would be heard
simultaneously.

Only the station tuned in gets to the end of the radio frequency
amplifier. From here it goes to the detector, where the carrier wave is
separated from the intelligence it is carrying. This detector then discards the
carrier wave, which has already done its job, and feeds the intelligence in
the form of electrical impulses to the following stage, the audio frequency
amplifier. Here the impulses are strengthened and sent to the speaker,
where the electrical energy is converted back into sound waves and the
sound can be heard.

Thus has the message traveled full circle—from mike and turntable
through an audio board, transmitter, and antenna to the speaker of a radio
receiver.'®

Receivers
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Summary

Radio consists basically of transforming sound into electrical impulses,
sending those electrical impulses through the air, and then transforming
them back into sound. In order to accomplish this, radio stations employ
microphones, turntables, tape recorders, control boards, studios and
control rooms, automated equipment, transmitters, antennas, and
receivers.

Microphones are characterized by their pickup patterns (unidirec-
tional, bidirectional, cardioid, omnidirectional) and internal construction
(dynamic, ribbon, condensor). A turntable employs a power switch, gear
shift, equalizer, cartridge, and stylus to spin a record and convert variations
in record grooves to electrical energy. Tape recorders rearrange iron
particles on magnetic tape in order to store sound and are reel-to-reel,
casserte, or cartridge in form. A control board selects inputs, amplifies
them, and sends them to various outputs. In small stations, studios and
control rooms are one and the same, while in larger stations talent and
microphones will occupy the studio while an engineer, turntables, tape
recorders, and an audio board are situated in the control room. Some
stations operate with automated multiple tape decks. The transmitter
superimposes sound waves in the form of electrical energy onto a carrier
wave by either AM or FM. The antenna sends the modulated waves through
the air. Radio receivers pick up and amplify radio waves, separate the
information from the carrier wave, and reproduce the information as
sound.
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Telvolution

The Evolution of Television

Until a few years ago, every American assumed he possessed
an equal and God-given expertise on three things—politics, reli-
gion, and weather. Now a fourth has been added—television.

Eric Sevareid, longtime
broadcast newsman and commentator

Cartoon copyrighted by Broadcasting magazine
“I’ll bet Sarnoff is making a speech on TV tonight!”’
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To some people it may sound presumptuous to suggest that anything as
young as television even has a history. To other people it may seem as
though there were no history before television. Some say television is still in
its infancy and others argue that it is past its prime. It has been dominantly
in our midst only since 1952, but the years have been a blur of technological
change and programming turnover.'

The first experiments with television employed a mechanical scanning
process dependent on a wheel originally invented by the German Paul
Nipkow in 1884. This wheel contained tiny holes positioned spirally. Behind
the wheel was placed a small picture. As the wheel turned, each hole
scanned one line of the picture.

Even though this device could scan only very small pictures, attempts
were made to promote it commercially. C. F. Jenkins, an American,
developed a workable system and formed a company in 1930 to exploit the
ideas John Baird of Britain obtained a television license in 1926 and
convinced the British Broadcasting Corporation to begin experimental
broadcasting with a mechanical system.

At GE’s plant in Schenectady, New York, Ernst F. W. Alexanderson
began experimental programming in the 1920s by using a revolving scanning
wheel and an image that was 3” x 4”. One of his “‘programs,”’ a science
fiction thriller of a missile attack on New York, scanned an aerial
photograph of New York which moved closer and closer and then disap-
peared to the sound of an explosion.?

While mechanical scanning was being promoted, others were
developing electronic scanning, the system that has been adopted. One was
Allen B. Dumont; who developed the oscilloscope, or cathode ray tube, a
basic tool of electronic research that is similar to the TV receiver tube’
Dumont was able to capitalize on this invention when the TV receiver
market took hold in the 1940s.’

Another early electronic inventor was Philo T. Farnsworth, who in
1922 astounded his Idaho high school teacher with diagrams for an
electronic TV system. He convinced a backer to provide him with equip-
ment and in 1927 transmitted still pictures and bits of film. He applied for a
patent and found himself battling the giant of electronic TV development,
RCA. In 1930 Farnsworth, at age 24, won his patent and later received
royalties from RCA.*

The RCA development was headed by Vladimir Zworykin, a Russian
immigrant and onetime Westinghouse employee who had patented an elec-
tronic pickup tube called the iconoscope. In 1930, GE, RCA, and
Westinghouse merged TV research programs at RCA’s lab in Camden, New
Jersey and incorporated Zworykin, Alexanderson, and other engineers into
a team to develop television further.

This group systematically attacked and solved problems such as
increased lines of scanning, definition, brightness, image size, and
frequency of scanning. They started with a system that scanned sixty lines
using a model of Felix the Cat as the ‘‘star’’ and then gradually improved
this scanning to 441 lines.

Telvolution

Early
Experiments
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Figure 3.1

Early mechanical scan-

ning equipment.
Through a peephole

J. R. Hefele observes
the image recreated
through the rotating
disc. The scanning disc
at the other end of the
shaft intervenes be-
tween an illuminated
transparency and the
photoelectric cell. This
cell is in the box which
is visible just beyond
the driving shaft.

Photo courtesy of A.T.&T.
Co. Photo Center

Figure 3.2

The television receiving
screen used during the
tirst intercity TV broad-
cast on April 7, 1927.
Dr. Herbert E. Ives,
former director of
electro-optical research
at Bell Telephone
Laboratories, stands
beside this screen,
which consisted of fifty
neon-filled tubes, each
divided into small
segments, creating a
pattern of light and dark
areas to form a picture.
Dr. Ives is holding a
photoelectric cell from
the transmitter. Early
scanning equipment is
seen at the left.

Photo courtesy of A.T.&T.
Co. Photo Center

Figure 3.3

Figure 3.3

Felix the cat as he ap-
peared on experimentai
60-line black and white
TV sets in the late
1920s. This picture was
transmitted from New
York City all the way to
Kansas.

Photo courtesy of RCA

Figure 3.4

Ernst F.W. Alexanderson
Smithsonian Institution
Photo No. 51139

Figure 3.5

Allen DuMont (right) giv-
ing a personalized tour
of the DuMont Labora-
tories to Lee De Forest.
Smithsonian Institution
Photo No. 73.11097
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In 1932 experimental broadcasts were transmitted from the Empire
State Building and three years later, in the midst of the depression, David
Sarnoff, now president of RCA, announced that the company would invest
millions in the further development of television. Experimental broadcasts
continued with programs emanating from a converted radio studio, 3H, in
Radio City. Actors wore green makeup and purple lipstick and simmered
under the intensive lights.’

Sarnoff decided to have television displayed at the 1939 New York World’s
Fair. President Roosevelt appeared on camera and was seen on sets with 57
and 7 " tubes.®

In 1939 RCA'’s program schedule usually included one program a day
from 3H, one from a mobile unit traveling the streets of New York, and
several assorted films.

The studio productions included plays, bits of operas, singers,
comedians, puppets, and household tips. The mobile unit consisted of two
huge buses, one jammed with equipment to be set up in the field and one
containing the transmitter that broadcast back to the Empire State
Building. It covered such events as baseball games, wrestling, ice skating,
airport interviews with dignitaries, fashion shows, and the premiere of
Gone With the Wind. The films were usually cartoons, travelogues, or
government documentaries.

Other companies established experimental stations and broadcast in
New York. Sets, mostly manufactured by RCA and Dumont, increased
tube size to 12" and sold for $200 to $600. CBS began experimentation with
color television utilizing a mechanical color wheel of red, blue, and green
that transferred color to the images. This color system was not compatible
with the RCA promoted system. In other words, the sets being manufac-
tured could not receive either color or black and white pictures from the
CBS mechanical system.

In 1940 a group led mainly by RCA personnel tried to convince the
FCC to allow operation of the 441-line system. However, the FCC was not
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Figure 3.6

Philo T. Farnsworth in
his laboratory about
1934.

Smithsonian Institution
Photo No. 69082

Figure 3.7
Vladimir K. Zworykin

holding an early model

of the iconoscope TV
tube.
Photo courtesy of RCA

The “Coming
Out” Party
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Figure 3.8

David Sarnoff dedi-
cating the RCA pavilion
at the 1939 New York
World’s Fair. This
dedication marked the
first time a news event
was covered by televi-
sion. Sarnoff's speech,
entitled “Birth of an In-
dustry,” predicted that
television one day
would become an impor-
tant entertainment
medium.

Photo courtesy of RCA

Figure 3.9

The first baseball game
to be televised—May 17,
1939 at Baker Field,
New York—was a con-
test between Princeton
and Columbia

Photo courtesy of NBC

The Emergence
of Television
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certain that this system had adequate technical quality so established an
industrywide committee of engineers, the National Television System
Committee (NTSC) to recommend standards. This committee rejected the
441-line system and recommended the 525-line system,swhich the United
States presently uses. CBS approached the committee with the idea of color
television, but the committee did not think its system was of sufficient
quality.

In May of 1941 the FCC authorized the full operation of 525-line black
and white television? Originally there were to be thirteen very high
frequency (VHF) channels, but channel 1 was eliminated to allow spectrum
space for FM radio. Twenty-three stations went on the air, 10,000 sets were
sold, and commercials were sought. The first commercial was bought by
Bulova for $900 and consisted of a shot of a Bulova clock with an
announcer intoning the time. All of this was called to a halt, however, in
1942 because of World War 11.

During the war only six stations remained on the air, and most sets
became inoperable because spare parts were not being manufactured. The
NBC studio was used to broadcast air raid warden training programs;
volunteers traveled to their local police station to watch this instruction. So,
in a very limited way, television went to war.’

TV activities did not resume immediately after the war, due in part to a
shortage of materials. Also, it was expensive to build and operate a TV
station, the initial investment ranging from $75,000 to $1.5 million. And
then the owners had to assume that they would operate at a loss until
enough receivers were in the area to make the station attractive to
advertisers.

To add to the risk, there were rumors that all television stations might
be moved to the ultra high frequency band (UHF), which had been explored
during the war. CBS once again raised the question of color, stating that its
color system was so well developed that TV station allocations should not
be made until the color question was resolved. RCA represented a contrary
position on the color issue and promised black and white sets on the market
by mid-1946 with a color-compatible system to follow soon. In the fall of
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1946 RCA did demonstrate a color system that was compatible, albeit
unstable and unreliable.

In 1947 the FCC declared that CBS’s color system would be a hardship
on set owners because they would have to buy new sets. It therefore stated
that television should continue as black and white and in the VHF range it
had been using, channels 2 to 13.

The next year, 1948, television emerged as a mass medium. Stations,
sets, and audience all grew over 4,000 percent within that one year.
Advertisers became aware of the medium and networks began more system-
atic programming.®

The TV networks already existed before 1948 as offshoots of the radio
networks. As early as 1945-46 television networks had been organized
by NBC, CBS, and ABC. A fourth network, Dumont, was organized by
Allen B. Dumont, who had developed the cathode ray tube and who owned
a pioneer TV station in New York. However, most cities only had one or
two TV stations, and NBC and CBS usually recruited them as affiliates,
making it difficult for ABC and Dumont to compete. ABC survived
because it merged in 1953 with United Paramount Theaters and thus gained
an increase in operating funds. Dumont, however, went out of business in
1955.°

Television grew so uncontrollably in 1948 that in the fall of that year the
FCC imposed a freeze on television station authorizations because stations
were beginning to interfere with each other. Mindful of the days of radio
chaos, the FCC wanted to nip the problem in the bud. Further reasons were
that some of the characteristics of VHF had not been predicted, there
weren’t enough channels to meet the demand, and CBS once again raised
the question of color. This freeze lasted until June 1, 1952. During this
period there were 108 stations on the air and no more were authorized to
begin operation.

What occurred between 1948 and 1952 could be termed an explosive
lull. Many cities, including Austin, Denver, and Portland had no television
stations. Others, including Pittsburgh, St. Louis, and Milwaukee, had only
one. Twenty-four cities boasted between two and six stations. New York
and Los Angeles were the only cities with seven. TV networking, then,
could not be considered truly national. Nevertheless, sets, audience size,
advertising, and programming continued to grow. By 1952 there were sets in
15 million homes. The largest ones had 20" tubes and sold for about $350.
TV advertising revenues reached $324 million. In TV cities, movie
attendance, radio listening, sports event attendance, and restaurant dining
were all down—especially on Tuesday night, which was Milton Berle night.

People with TV sets stayed home and often invited their friends over
(or allowed their friends to invite themselves over) to watch this ex-
vaudevillian’s show, which included outrageous costumes, slapstick
comedy, lavish productions, and a host of guest stars. ““Uncle Miltie,”’ on
his ““Texaco Star Theater,”” became a national phenomenon and the reason
many people bought their first television set.'
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Milton Berle in one of
his outlandish cos-
tumes. His “Texaco Star
Theater” was TV’s first
big hit.

Photo courtesy of NBC
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Early
Programming

During 1948-49, 30 percent of sponsored evening programs were
sports—basketball, boxing, bowling, wrestling, roller skating. Among the
wrestlers, both men and women, there was competition to outdo each other
in costumes, hairdos, and mannerisms. The emphasis on sports was due, at
least in part, to the fact that a large number of the first sets were in bars and
taverns. During the 1949-50 season, sports comprised less than 5 percent of
evening programming, and children’s programming was tops, indicating
that TV had moved to the home.

Other broadcasting fare of the freeze era included Sid Caesar and
Imogene Coca in ““Your Show of Shows,”’ Ed Sullivan’s ““Toast of the
Town,”” Groucho Marx’s ““You Bet Your Life,”” “Mama,’’ “‘The Gold-
bergs,”” ‘‘Your Hit Parade,’’ ‘‘Break the Bank,’’ and ‘““What’s My Line?”’

““Amos 'n’ Andy’’ was brought to TV featuring black actors trained by
Gosden and Correll. The program was condemned as an insult by the
National Association for the Advancement of Colored People at its 1951
convention, much to the astonishment of the lily-white broadcasting
fraternity.

For children there was Buffalo Bob and his puppet Howdy Doody, and
for children of all ages, Burr Tillstrom’s puppets starred with Fran Allison
in ““Kukla, Fran, and Ollie.”” From radio came such classics as ‘“The Lone
Ranger’’ and ‘‘Hopalong Cassidy.”’ Talent shows abounded, led by Arthur
Godfrey’s ‘‘Talent Scouts’’ and Ted Mack’s ‘““The Original Amateur
Hour.”” Faye Emerson hosted a 1950 talk show and found that what the
public talked about most was the depth of her neckline.

Drama was begun with ‘““‘NBC Theater,’’ ‘‘Kraft Television Theater,”’
“Philco Playhouse,’” and ‘‘Studio One.”” The first soap opera was ‘A
Woman to Remember,”” which was forgotten after its first year, but others
followed successfully in its wake. For example, “‘Love of Life,’”” which
began in 1951, was still strong more than a quarter-century later, with one
of the original members still in the cast. *“The Voice of Firestone’’ featured
classical music, and Bishop Fulton J. Sheen preached religion on CBS in the
same time slot as Berle on NBC.

In 1951 *‘I Love Lucy’’ began as a maverick of the TV world because it
was filmed ahead of time while other shows were aired live. There was a
stigma against film at the time, partly because it added to the cost of the
show, and partly because the TV networks inherited the live tradition from
radio and assumed that all shows should be produced live. But the film
aspect was particularly useful and dramatic when Lucille Ball became
pregnant, and hence the story line dealt with Lucy’s pregnancy. The episode
involving the birth of Lucy’s baby was filmed ahead of time, and Lucille’s
real baby was born the same day the filmed episode aired—to an audience
that comprised 68.8 percent of the American public.

TV newscasts of the ’50s developed slowly. Networks found it easy to
obtain news and voices, but pictures were another matter. At first they
contracted with the companies who supplied the newsreels then shown in
theaters. This didn’t exactly fill television’s bill because much of it was shot
for in-depth stories, not news of the day. The networks also hired stringers
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Figure 3.11

Figure 3.11

“Your Show of Shows,”
starring Imogene Coca
(left) and Sid Caesar.
The regular cast includ-
ed Carl Reiner and
Howard Morris. Some of
the writers for the show
were Mel Brooks,
Woody Allen, and Neil
Simon.

Photo courtesy of NBC

Figure 3.12

“You Bet Your Life,”
starring Groucho Marx
(left) assisted by his an-
nouncer George Fenne-
man. The show had a
quiz format but em-
phasized Grouch’s wit-
ticisms. One feature
was a stuffed duck
which fell down from
the ceiling if a contes-
tant mentioned the
“secret word.” The con-
testant would then be
entitled to an additional
$100.

Photo courtesy of NBC

Figure 3.14

Figure 3.13

Marionette Howdy
Doody and his real-life
friend Buffalo Bob
Smith. The show also
featured Clarabell, the
clown who never spoke,
and an audience full of
children. Each program
began, “What time is
it?” Followed by the au-
dience’s response, “It's
Howdy Doody Time.”
Photo courtesy of NBC

Figure 3.14

Kukla, Burr Tillstrom,
Fran Allison, and Ollie.
Burr operated and
spoke for each one of
the large cast of pup-
pets while Fran con-
versed with them from
in front of the puppet
stage. The “Kukla, Fran,
and Ollie” show was the
first program to be
televised coast to coast
in color.

Photo courtesy of NBC

Figure 3.13
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Figure 3.15

Figure 3.15

Lucille Ball, who will no
doubt live forever in
reruns. Early in her
career there was hesi-
tancy on the pari of pro-
ducers to allow such an
attractive woman to turn
herself into a come-
dienne.

Photo courtesy of Viacom
Enterprises
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in various cities to shoot film of events as they occurred, with the
understanding that only the film used would be paid for. However, this
could not begin to cover all the news. Networks set up their own film crews
but limited budgets and bulky film equipment meant that camera operators
could attend only planned events such as press conferences, coronations,
political conventions, and ribbon-cutting grand openings. The fifteen-
minute newscasts, by John Cameron Swayze on NBC and Douglas Edwards
on CBS, tended to be reports on events which had been filmed earlier,
limiting their timeliness.

Interview-type news shows were a further development with ‘“Meet the
Press,”” produced by Lawrence Spivak, beginning its long run of probing
interviews with prominent people. “‘See It Now’’ was started in 1951 as a
news documentary series featuring Edward R. Murrow and produced by
Fred Friendly. A historical feature of their first program was showing for
the first time both the Atlantic and Pacific Oceans live on TV. Most of their
early information programs were a combination of filmed footage, some
from the newsreel companies, and live commentary dealing with news
issues.

The Kefauver crime hearings were also shown in 1951. At one point,
witness Frank Costello objected to having his face televised, so the cameras
focused on his hands as the audience tried to gain clues from his gestures.

The importance of TV to our political process was already becoming
evident as the 1952 political nominating conventions were covered by the
TV networks. NBC’s coverage was sponsored by Westinghouse and
brought fame to Betty Furness as she demonstrated refrigerators over and
over on live commercials, including one never-to-be forgotten spot when the
‘‘easy-to-open’’ refrigerator door she had just described refused to open at
all."

In April of 1952 the FCC issued its *‘Sixth Report and Order,’’ by which the
freeze on new stations issued four years earlier was ended. It provided for
82 channels—12 VHF and 70 UHF. A table listed 2,053 allocations in 1,291
communities, 66 percent of which were in the UHF band. The stations were
allocated in a pattern designed so that they would not interfere with each
other. Ten percent of the allocations were set aside for educational
television, but this number was later increased to 35 percent.

The creation of the 70 UHF channels was intended to accommodate the
need and desire for more stations. The FCC, in placing both types of
channels in cities, planned that they would be equal. In reality, they became
first-class and second-class stations. UHF was technically not as effective as
expected. Its weaker signal was supposed to be compensated for by higher
towers, but this did not prove to work in practice.

People did not have sets which could receive UHF, so in order to tune
in UHF stations, they needed to buy converters. Many were unwilling to do
this, so UHF found itself in a vicious circle. In order for people to buy UHF
converters, there had to be interesting programming material on UHF
which they wanted to watch; in order to finance interesting program
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material, UHF stations had to prove to advertisers that they had an
adequate audience. This situation was alleviated slightly by an amendment

to the Communications Act which required all TV sets to be manufactured .

with both UHF and VHF reception capabilities after January 1963.

Because VHF stations were established first, they were the first to
obtain network affiliations'and hence capture the best programming.
Consequently, UHF stations had to depend on syndicated material and
local talent. A few have been successful with sports programming or special
interest material such as Spanish language shows and religious programs.

As a result of these factors, a large proportion of UHF stations have
generally been unprofitable. In recent years some have turned the profit
corner, but the fate of UHF is still uncertain.

Overall, however, the lifting of the freeze led to an enormous rush to
obtain stations, both UHF and VHF, even though some of the UHF ones
later left the air. Within six months 600 applications had been received and
175 new stations had been authorized. By 1954, 377 stations had begun
broadcasting, and TV could be considered truly national.'?

To this fledgling industry came some of the country’s best-known talent.
They came from radio, from Broadway, and from film—all of which were
experiencing downturns as television was burgeoning.

Unfortunately, many of these people became caught in the blacklisting
mania of the 1950s led by Senator Joseph R. McCarthy, a Republican from
Wisconsin. A 215-page publication called Red Channels: The Report of
Communist Influence in Radio and Television listed 151 people, many of
whom were among the top names in show business, most of them writers,
directors, and performers. Listed after their names were “‘citations’’ against
them. Some of these charges were proved to be totally false, such as
associating people with “‘leftist’” organizations to which they had never
belonged. Others were true but were ““leftist’’ only by definitions of the
perpetrators of Red Channels. These included such wrongdoings as
belonging to an “End Jim Crow in Baseball Committee’’ and signing a
cablegram of congratulations to the Moscow Art Theater on its 50th
birthday.

Although many network and advertising executives did not believe
these people were Communists or in any way unAmerican, they were
unwilling to hire them, in part because of the controversy involved and in
part because sponsors received phone calls that threatened to boycott their
products if advertisements employed these people.

An affiliated organization, Aware, Inc., followed up Red Channels
with a constantly increasing list of people described as “‘radical
entertainers.”” A leading founder-supporter of Aware, Inc. was a
supermarket executive who placed calls to advertisers warning that his
supermarkets would not carry products advertised by actors on Aware’s list
or presented within programs written by leftist writers. He made threats to
place signs near some products saying they were advertised by ‘‘Stalin’s
little creatures.”’
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The Live Era

For the better part of a decade some well established writers were
finding that all the scripts they wrote were “‘not quite right’’ and actors were
told they were *‘not exactly the type for the part.”’ Many of these people did
not even know they were on one of the ‘‘lists’’ because these were circulated
clandestinely among executives.

One of the many victims of the blacklist was the fine character actor
Philip Loeb, who had for several years played the kindly father on the series
““The Goldbergs.”’ Due to sponsor pressure inspired by Aware, Inc., he was
replaced and, despite his long-established reputation, found himself
unemployable. Despairing, he committed suicide.

In time the blacklist situation eased. Ironically, broadcasting was
influential in exposing the excesses of the Communist witch hunt, which
had spread beyond the entertainment industry.

Edward R. Murrow and Fred Friendly presented as a ‘‘See It Now”’
program ‘‘The Case Against Milo Radulovich, A0569839.’’ Radulovich had
been asked to resign his Air Force commission because his sister and father
had been anonymously accused of radical leanings. The program exposed
some of the guilt-by-association tactics and was instrumental in helping
Radulovich retain his commission. Later Murrow and Friendly prepared
several programs on Senator Joe McCarthy, who had alarmed the country
by saying that he had a list of hundreds of Communists in the State
Department. The Murrow-Friendly telecasts helped reveal the falsity of that
claim.

Later there was network coverage of the 1954 hearings of McCarthy’s
dispute with the Army. As the nation watched, McCarthy and his aides
harassed and bullied witnesses. Public resentment built up against
McCarthy, and the Senate voted 67 to 22 to condemn him.*?

Programming of the *50s was predominantly live. ¢‘I Love Lucy’’ continued
to be filmed, and several other programs jumped on the film band wagon as
foreign countries began developing broadcasting systems. Americans could
see a reuse of their products in other countries and hence a recouping of
film costs. Reruns in the United States itself were as yet unthought of,
although some programs were kinescoped so they could be shown at various
times. These kinescopes were low quality, grainy film representations of the
video picture. However, most of the popular series of the day originated in
New York and were telecast as they were being shot.

This live aspect created problems for writers, actors, and technicians.
Costume changes needed to be virtually nonexistent. The number of locales
for a story was governed by the number of sets that could fit in the studio.
Timing was sometimes an immense problem. In radio, scripts could be
fairly accurately timed by the number of pages, but television programs
contained much action, the time of which often fluctuated wildly in
rehearsals. One writing solution was to plan a search scene near the end of
the play. If the program was running long, the actor could find what he was
looking for right away; if the program appeared to be moving too quickly,
the actor could search the room for as long as necessary.'* v
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The programming of the early ’50s is often looked back upon as the
“Golden Age of Television.”” This is mainly because of the live dramas
produced during this period on such programs as “Kraft Television
Theater,”’ “‘Studio One,” ‘‘Robert Montgomery Presents,”” ‘‘Medallion
Theater,”” “‘Playhouse 90,’’ and the “‘U.S. Steel Hour.”” One of the most
outstanding plays was Rod Serling’s ‘‘Requiem for a Heavyweight,”’ the
psychological study of a broken-down fighter. Another was Paddy
Chayefsky’s ‘‘Marty,” the heart-warming study of a short, stocky, small
town butcher who develops a sensitive romantic relationship with a homely
school teacher. Other highlights of the decade were Robert Alan Arthur’s
“A Man is Ten Feet Tall,”” Gore Vidal’s ‘Visit to a Small Planet,”’
Reginald Rose’s ‘‘The Remarkable Incident at Carson Corners,”’ and Milt
Gelman’s ‘“Killer.”'*

All of these productions made abundant use of close-ups—the real
emotion and action of the plays took place on actors’ faces. Cameras were
usually placed in the center of the studio with sets arranged in a circle on the
periphery so the cameras could have easy access to each new scene.

Besides conventional drama, some innovative formats were tried,
many of them the brainchild of Sylvester L. (‘‘Pat”’) Weaver, the president
of NBC from 1953 to 1955. One of these was the idea of the ‘‘spectacular,’’
a show that was not part of the regular schedule but which was designed to
expand the horizons of creativity. The most outstanding of the spectaculars
was “‘Peter Pan,”” starring Mary Martin, which was viewed by some 165
million Americans.
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A “Playhouse 90” show

entitled “The Country

Husband.” Here Barbara

Hale (left) can’t under-

stand why Frank Love-

joy insists on persona
escorting Felicia Farr
home.

Iy

Photo courtesy of Colum-

bia Pictures Television
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Figure 3.17

Dave Garroway with
chimp J. Fred Muggs
(left) and Pholbe B.
Beebe. Muggs was
discovered in classic
show business style by
one of “Today’s” pro-
ducers, who spotted
him in an elevator.
Photo courtesy of NBC

Figure 3.18

“Dragnet,” starring Jack
Webb (right) as
Sergeant Friday and
Harry Morgan as Officer
Cannon. In this pro-
gram, called “The Gun,”
a Japanese widow has
been murdered and Fri-
day and Cannon are
assigned to find the
assailant.

Photo courtesy of NBC

Color TV Approval
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Weaver was also involved in developing the “Today’” and ‘‘Tonight”’
shows. ““Today’’ started in Chicago as ‘‘Garroway at Large,”” an informal
variety series. Its host, Dave Garroway, became host on the daily morning
““Today’’ show and the format changed somewhat to include both news and
variety. Another star of the show was J. Fred Muggs, a baby chimpanzee.
The late nightly show *“Tonight’’ originally starred Steve Allen, then picked
up steam as Jack Paar became its controversial host.

Pat Weaver felt that programs.should be network-controlled rather
than advertising-agency-controlled. Most of the early TV and Golden Era
radio program content had been controlled by the advertising agencies.
Weaver developed a ‘‘magazine concept’® whereby advertisers bought
insertions in programs, and the program content was supervised and
produced by the networks. This was used for “Today,”’ ‘‘Tonight,”’ and
many of the spectaculars, somewhat to the chagrin of the advertisers.'*

Other highlights of this early programming were ‘‘Victory at Sea,” a
documentary series recreating the naval battles of World War II; Elvis
Presley performing on the Ed Sullivan show—from the waist up; the
introduction of the crime-drama ‘‘Dragnet,’”’ which was the first show to
bump Lucy from the top of the ratings; Liberace at the piano in his
sequined attire; Jackie Gleason’s comedy sketches, the most famous of
which was ‘“The Honeymooners’’; ‘“The Colgate Comedy Hour,” with
Donald O’Connor; and ‘‘Omnibus,’’ a potpourri of cultural elements. '’

The problems connected with color TV were not resolved until 1953. In
1950 the FCC finally accepted the CBS system of color even though it still
had the drawback of being incompatible with existing black and white
receivers. RCA immediately filed suit®against its adoption, and companies
other than CBS seemed unwilling to invest in manufacturing color sets
under the CBS system. A state of confusion reigned in the industry as
companies took sides in the conflict, causing general consternation to
prevail.'* Once again the National Television System Committee was called
in to resolve the issue. It finally approved an alternate system similar to the
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one RCA had developed that was all electronic and compatible with the
present black and white receivers. This method was adopted by the FCC in
1953, and even CBS supported it at the time.

However, for a long time RCA-NBC was the only company actively
promoting color. NBC constructed new color facilities and began program-
ming in color, but both CBS and ABC dragged their heels, and most local
stations did not have the capital needed to convert to color equipment. Even
more important, consumers were reluctant to purchase color TV sets
because they were double the cost of black and white sets and the limited
color programming did not merit this investment. The circularity was
broken gradually. As more color sets were sold, the prices were lowered and
programming in color increased, causing even more sets to be sold. Not
until the late '60s were all networks and most stations producing color
programs.

The days of live programming for other than news and special events befan
to disappear in the mid ’50s for several reasons. One was the introduction of
videotape in 1954¥ The expense of the equipment prevented it from taking
hold quickly, but once its foot got in the door, it revolutionized TV
production techniques. Programs could now be performed at convenient
times for later airings. As the equipment became more sophisticated, stops
could be made to allow for costume changes, scene changes, and the like.
As the equipment became even more sophisticated, mistakes could be
corrected through editing procedures. Scenes could even be taped out of
sequence and assembled in order at a later time, in much the same manner
as film. As the years progressed, just about all types of programming except
the news was being pretaped.

However, the live era had begun to yield to film even before tape took
hold. Film companies had been antagonistic toward TV, not even allowing
TV sets to appear in movies. The 1953 merger of United Paramount
Theaters and ABC cracked the film door, and ABC soon convinced several
major film companies to begin producing film series for TV. Some of the
early filmed TV series were ‘‘Cheyenne,” “Colt 45, “Wyatt Earp,”’
“Death Valley Days,”” “Rin Tin Tin,”’ ““Wagon Train,”’ and ‘‘December
Bride.”” As the foregoing list demonstrates, westerns predominated. By
1959 thirty-two western series were on prime-time TV. The one with the
greatest longevity was ‘‘Gunsmoke,’’ which revolved around Dodge City’s
Matt Dillon, Chester Goode, Doc, and Miss Kitty. Others of popular note
were “‘Bonanza,’’ ‘““Maverick,”’ ‘““Have Gun, Will Travel,”’ and ‘‘Tales of
Wells Fargo.”’

Other types of programs took hold also, again mainly on film. The old
crime-mystery formula surfaced on TV in such programs as ‘“The Untouch-
ables,”” ““77 Sunset Strip,”’ ‘‘Highway Patrol,”’ ‘“M Squad,” *‘Perry
Mason,” and “‘I Led Three Lives.”” Fred Astaire presented a widely
acclaimed 1958 special; Lawrence Welk began bubbly music in 1955; Dick
Clark appealed to the teenagers with ‘‘American Bandstand’’; and Leonard
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Figure 3.19
Ward Bond starring as
Major Adams in “Wagon
Train.” This series dealt
with the trials and
tribulations of settlers
as they moved west-
ward. After Bond’s
death in 1961, John
Mcintire took over the
leading role.

Photo from MCA
Publishing

Figure 3.20

A scene from the
“Gunsmoke” episode
“The Devil’'s Outpost.”
Guest star Robert Lans-
ing portrays an outlaw
attempting to free his
brother from the
custody of Marshall
Matt Dillon. Warren
Vanders (right) acts as a
member of Yancy’s
gang.

Photo courtesy of Viacom
Enterprises

Figure 3.21

“American Bandstand”
hosted by Dick Clark
(center). Dick was
originally a Philadelphia
disc jockey and became
nationally prominent
with his program of
dancing teenagers.
Photo courtesy of Dick
Clark Teleshows, Inc.
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Figure 3.21

Bernstein conducted his first ‘“Young People’s Concerts’’ in 1958. For the
younger kids there was such fare as ‘“‘Captain Kangaroo,”" “‘The Mickey
Mouse Club,”” “‘Lassie,”” ‘‘My Friend Flicka,’’ and ‘‘Disneyland.”’

Among the public service programs, Fidel Castro appeared on ‘‘Meet
the Press” and Nikita Khrushchev, amid much controversy, appeared on
“‘Face the Nation’’ and then as the *‘star’’ of his tour of the United States.
*‘See It Now"’ was phased to an occasional presentation, then dropped, and
Edward R. Murrow’s main program was ‘‘Person to Person,”’ a series in
which he interviewed political and social celebrities. Two young reporters,
Chet Huntley and David Brinkley, teamed up for NBC’s coverage of the
1956 political convention and found themselves a berth as nightly
anchormen for the fifteen-minute network news.'®

The TV boom continued in the late *50s—more TV sets, more viewers,
more stations, more advertising dollars. But to this rising euphoria came a
dark hour.
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Quiz programs on which contestants won minimal amounts of money or
merchandise donated by companies had existed on both radio and televi-
sion. However, in 1955 a new idea emerged in the form of ““The $64,000
Question.”” Contestants were to be allowed to appear for a number of weeks
against challengers to try to win huge cash prizes. Sales of the sponsor of
“The $64,000 Question,”” Revlon, zoomed to such an extent that some of its
products were sold out nationwide. The sales success and high audience
ratings spawned many imitators— ‘‘The 64,000 Challenge,”” “‘Twenty-
One,”” ‘“‘Nothing But the Truth,”” “Treasure Hunt.”’ Contestants locked
in soundproof booths pondering and perspiring caught the fancy of the
nation.

From time to time there were rumbles that some quiz programs had
been fixed. Then in 1958 a contestant from the daytime quiz show “Dotto”’
claimed to have evidence that the show was rigged, and a contestant from
“Twenty-One”” described that program’s irregularities. The networks and
advertising agencies denied the charges, as did Charles Van Doren, the most
famous of the ‘‘Twenty-One’’ winners. A grand jury and a House of Repre-
sentatives subcommittee conducted hearings and found discrepancies in the
testimony.

In the fall of 1959 Charles Van Doren appeared before the House
subcommittee and read a long statement describing how he had been
convinced in the name of entertainment to accept help with answers to
questions in order to defeat a current champion who was unpopular with
the public. Van Doren was also coached on methods of building sus-
pense, and when he did win, he became a national hero and a leader of
intellectual life. After several months on the program, during which he
continued to be coached on questions, he asked to be released and finally
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M.C. of “The $64,000
Question” was Hal
March (right). Gino
Prato, an ltalian-born
New York shoemaker,
mops his brow while

listening to a four-part

question on opera.
Photo from United Press
International

The Quiz
Scandals
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was allowed to lose. His celebrity status followed him, and he initially lied,
he said, so he would not betray the people who had invested faith and hope
in him. Other witnesses from various programs followed Van Doren to
testify to the means by which dull contestants were disposed of so that lively
personalities could continue to win and hence hold audience attention.

In retrospect, it is apparent that the quiz scandals’ negative effect on
TV was short-lived. The medium was by then just too pervasive a force to
be afflicted by such an incident. The networks set about rectifying the errors
by canceling the quiz shows and reinstating a higher percentage of public
service programs.

They also took charge of their programming to a much greater extent.
The presidents of all three networks decreed that from here on most
program content would be decided, controlled, and scheduled by networks,
who would then negotiate time sales with advertisers. This was a further
extension of Weaver’s ‘‘magazine concept.” Beginning in 1960, most
program suppliers contracted with the networks rather than advertising
agencies. This made life more profitable for the TV networks too, because
they established profit participation plans with the suppliers.2®

Television journalism gathered force and prestige during the 1960s—the
decade of civil rights revolts, the election of John F. Kennedy, space shots,
satellite communications, assassinations, Vietnam, and student unrest.

The networks encouraged documentaries and increased their nightly
news from fifteen minutes to a half-hour in 1963, thereby assigning
increased importance to the news departments. Anchoring on camera for
NBC were Huntley and Brinkley and for CBS was Walter Cronkite, the
man to become known as the most believed American. Network news de-
partments scored points over their print counterparts when President
Kennedy agreed to having news conferences televised live. Although total
news time and coverage increased, scheduling remained a problem.
Rumbles from the newsroom could frequently be heard as its programs
were placed at unpopular hours.

The quiz scandal had helped precipitate a rise in documentaries. To
atone for their sins, networks increased their investigative fare. These
documentaries were now easier to execute because technical advances
allowed for the use of 16mm film rather than the bulky 35mm. Film and
sound could now be synchronized without an umbilical cord between two
pieces of equipment; and wireless microphones were becoming reliable,
enabling participants to wander freely without having to stay within range
of a mike cord.

As ongoing documentaries, ABC established ‘‘Close-Up,’’ and the
other networks offered ‘‘CBS Reports” and ‘‘NBC White Paper.’”’ One
1960 ““Close-Up’’ program entitled ‘‘The Children Were Watching”’ dealt
with the feelings of a six-year-old black child attending the first integrated
school in New Orleans. NBC’s first ‘‘White Paper’’ dealt unflatteringly
with the U-2 affair. In November of 1960 ‘“CBS Reports’’ aired ‘“‘Harvest
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Figure 3.25

of Shame”’ dealing with the plight of the migrant workers. It was narrated
by Edward R. Murrow as one of his last CBS duties before leaving to
become head of the United States Information Agency.

Other notable documeniaries of the era included ‘‘Biography of a
Bookie Joint,”” for which concealed cameras oversaw the operation of a
Boston ‘‘key shop’’; ‘‘The Real West,”” an authoritative report to counter
the westerns that was narrated by Gary Cooper; a 1962 airing of ‘‘The
Tunnel,” for which NBC secured footage of an actual tunnel being
constructed by young Berliners to bring refugees from East to West Berlin;
“Cuba and Castro Today,”’ a 1964 ABC program featuring Lisa Howard
interviewing Fidel Castro in Cuba; ““The Louvre,”” for which cameras were
allowed inside the famous building for the first time; and ‘‘D-Day Plus 20,”
a reminiscence between Eisenhower and Cronkite filmed at Normandy
heaches.

Many documentaries reported on the racial problem. “Sit-In"’ dealt
with resistance to restaurant segregation; ‘‘Crisis: Behind a Presidential
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Figure 3.23

A Huntley-Brinkley
newscast. Chet Huntley
broadcast from New
York while David
Brinkley, seen on the
television screen, came
from Washington, D.C.
Photo courtesy of NBC

Figure 3.24

A scene from an “NBC
White Paper” entitled
“The Decision to Drop
the Bomb.” Here Secre-
tary of State James F.
Byrnes (left) and Presi-
dent Harry S. Truman
appear as they did on
their way to the
Potsdam Conference in
1945.

Photo courtesy of NBC

Figure 3.25

Filming preparations for
“The Tunnel.” NBC
news correspondent
Piers Anderton (/eft)
reviews the building of
this tunnel under the
Berlin Wall with student
Dominico Sesta (center)
and cameraman Peter
Dehmel. The 450-foot-
long passage began in
this basement of a West
Berlin home.

Photo courtesy of NBC
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Commitment”” chronicled the events surrounding Governor George Wal-
lace’s attempted barring of the schoolhouse door to prevent blacks from
attending the University of Alabama; ‘‘Black History: Lost, Strayed or
Stolen’’ was narrated by Bill Cosby.

Civil rights actions were covered live—including the funeral of Medgar
Evers, the black civil rights leader murdered in Mississippi; the march on
Washington led by Martin Luther King; and the riots in the Watts section of
Los Angeles. Television reacted to the civil rights movement in another
way—it began hiring blacks. Radio too had been lily white, but not so
visibly. Both media began hiring blacks in the ’60s. Jackie Gleason’s chorus
included a black dancer. Ed Sullivan programmed black acts. Scriptwriters
began including stories about blacks (which often were not aired in the
South). Networks and stations hired black on-camera newsmen. A black
family moved to Peyton Place. A black cowboy appeared on ““The Out-
casts.”” And Diahann Carroll as Julia became the first black heroine.?’

Television has been credited, through the ‘“‘Great Debates’’ between
John F. Kennedy and Richard M. Nixon, with having a primary influence
on the 1960 election results. Kennedy and Nixon converged for the first
debate at the studios of WBBM, Chicago’s CBS station. Kennedy, tanned
from campaigning in California, refused the offer of makeup. Nixon,
although he was recovering from a brief illness, did likewise. Some of
Nixon’s aides, concerned about how he looked on TV, applied Lazy-Shave,
a product to cover five o’clock shadow. Some people believe that the fact
that Kennedy appeared to ‘‘win’’ the first debate had little to do with what
he said. People who heard the program on radio felt Nixon held his own,
but those watching TV, especially the reaction shots of Kennedy and Nixon
listening to each other, could see a confident, attentive Kennedy and a
haggard, weary looking Nixon whose perspiration streaked the Lazy-Shave.
Three more debates were held, and Nixon’s makeup and demeanor were
well handled, but the small margin of the Kennedy victory at the polls has
often been attributed to the undecided vote swung to Kennedy during the
first debate.??

Through the medium of television, Americans were able to witness the
nation’s race into space. In 1961 Alan Shepard was launched into outer
space within the view of network television cameras. The next year John
Glenn orbited the earth as viewers witnessed the blast-off and recovery.
Subsequently televised pictures were sent from outer space and the moon,
and television viewers witnessed Neil Armstrong’s first step onto the moon.

Television profited in its own way from space exploration. In J uly of
1962 Telstar I, a communications satellite, was launched by AT&T and the
National Aeronautics and Space Administration. This satellite carried,
among other things, the first live television transmissions between Europe
and the United States. Telstar I did not permit continuous transmission
because its signal ceased when it dropped below the horizon on its elliptical
orbit. This problem was solved in April, 1965 with the launching of the first
synchronous satellite, Early Bird. A synchronous satellite travels in an orbit
that is synchronized with the speed of the rotation of the earth, thus
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appearing to hang motionless in space and allowing for continuous pickup
and transmission of signals. Many other communication satellites have been
launched since, linking the United States with such places as Hawaii, Japan,
Africa, the Soviet Union, and South America.

In order to control satellite communication, Congress passed a 1962
bill establishing COMSAT, fthe Communications Satellite Corporation,
which was set up as a private company with half the stock owned by the
general public and half owned by communications companies. To handle
international problems and policies involving satellite communications, an
International Satellite Consortium (INTELSAT) was formed and joined by
most of the countries friendly to the United States.”

Satellites have transmitted many noteworthy international events, such
as Pope Paul’s visit to the United States, splashdowns of U.S. space
missions, track meets in Russia, Olympic games, international talk
shows—and one particular United States’ tragedy in 1963. From Friday,
November 22, to Monday, November 25, 1963, there were times when 90
percent of the American people were watching television. As a New York
critic wrote, ““This was not viewing. This was total involvement.’’ From
shortly after the shots were fired at 12:30 Dallas time until President John
F. Kennedy was laid to rest in Arlington Cemetery, television kept the
vigil—Jacqueline Kennedy accompanying her husband’s body from Park-
land Hospital; reports of Lyndon Johnson taking the oath of office at 2:38
p.m.; the casket descending from Air Force One; Jacqueline Kennedy’s
blood-stained suit and stockings; the announcement of the capture of Lee
Harvey Oswald as prime suspect; the arrival of dignitaries from the world
over; weeping men and women; John John’s salute; the transfer of the
casket from the White House to the Capitol; the flashbacks to Kennedy
during his presidential years; the first “live murder’’ ever seen on TV as
Jack Ruby shot Lee Harvey Oswald; the procession to Arlington Cemetery;
the eternal flame.

Many praised television for its controlled, almost flawless coverage.
Some felt TV would have made it impossible for Lee Harvey Oswald to

Telvolution

Figure 3.27

Figure 3.26

One of the so-calied
“Great Debates.” John
F. Kennedy has his turn
speaking while Richard
Nixon and moderator
Howard K. Smith look
on. In the foreground
are the newsmen who
asked the questions.
Photo from United Press
International

Figure 3.27

The Kennedy funeral.
This off-monitor shot
shows John-John salut-
ing the flag covering his
father’s caisson.

Photo courtesy of Broad-
casting magazine

73



74

A Vast
Wasteland?

receive a fair trial and that it was the presence of the media that enabled the
Oswald shooting to take place.?* In 1968 TV was to tell the news of two
other untimely deaths—Martin Luther King, Jr. and Robert Kennedy.

For the first time in history, war came to the American dinner table. As
the troop buildup began in Vietnam in the mid ’60s, the networks estab-
lished correspondents in Saigon. Filmed reports of battles appeared almost
nightly on the evening news programs. The war resulted in an inner-circle
battle at CBS. Fred Friendly, then president of CBS news, resigned when his
network carried reruns of “‘I Love Lucy”’ rather than the Senate hearings
on the escalation of war activities in Vietnam.?* In 1968, amid rising
controversy over the war, Walter Cronkite decided to travel to Vietnam to
see for himself and returned feeling that the United States would have to
accept a stalemate in that country.

Much of the controversy surrounding the war emanated from the
country’s campuses, where students were becoming increasingly dissident
regarding various issues. This too was covered by the media, as was the 1968
Democratic convention in Chicago, where youths protested outside the
convention halls against the steamrolling nomination of Hubert Humphrey.
The media became embroiled in the controversy and were accused of
inciting the riot conditions because they were covering them. The
demonstrators seemed to be trying to attract media coverage. On the other
hand, many people inside the convention hall learned of the protesting from
seeing it on a TV monitor. ¢

The role of the media in the creation of news was debated frequently in
the *60s and beyond as their image as a source of information increased.

In 1961 Newton Minow, Kennedy’s new appointee as chairman of the
Federal Communications Commission, spoke before the annual convention
of the National Association of Broadcasters. During the course of his
speech, he stated the following to these broadcasting executives:

I invite you to sit down in front of your television set when your station
goes on the air and stay there without a book, magazine, newspaper, profit and
loss sheet or rating book to distract you—and keep your eyes glued to that set
until the station signs off. I can assure you that you will observe a vast
wasteland.?”

The term ‘‘vast wasteland”’ caught on as a metaphor for television
programming. Needless to say, the executives were not happy with Minow’s
phrasemaking.

Television entertainment programming during the *60s was a case of
“it’s hard to keep the players straight.”” Few programs endured the decade,
many vanishing quickly because they did not achieve substantial ratings.
During the early "60s the dominant fare was violence. ‘“The Untouchables,”’
““Route 66,”” ‘Surfside 6,”" *‘The Roaring 20s,”’ *‘A Man Called X, “‘Sea
Hunt’’—all featured murders, jailbreaks, robberies, thefts, kidnappings,
torture, blackmail, sluggings, forced confessions, and dynamiting,
Saturday morning children’s programming was replete with violent
cartoons.
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A surge against violence, aided by Minow’s challenge, brought forth a
change to doctors’ shows such as ‘‘Ben Casey’’ and *‘Dr. Kildare’’ and
more comedies such as ‘‘The Dick Van Dyke Show,”’ “‘Hazel,”” *‘Gilligan’s
Island,” “Father of the Bride,” ‘‘Gomer Pyle, USMC,” “Mr. Ed,”
“Bewitched,”” ‘‘Batman,” and the ‘‘Beverly Hillbillies.”” The last, a series
about an Ozark family that struck oil and moved to Beverly Hills without
changing their mountain character, headed the ratings but was heralded as
the supreme example of the vast wasteland.

Spy shows such as ‘‘Mission: Impossible,” ‘“The Man from
U.N.C.L.E.,” “I Spy,” and ‘‘Amos Burke’ were plentiful for several
years and brought with them a returning encroachment of violence. After
the assassinations of Martin Luther King, Jr. and Robert Kennedy, a new
wave of medical shows and comedies surfaced, augmented by a rash of
variety shows—‘‘Marcus Welby M.D.,”” ‘“Medical Center,” ‘‘Here’s
Lucy,” “‘Laugh-In,” “The Andy Williams Show,”” ‘‘Tom Jones,"” “The
Smothers Brothers.”’

During the ’60s, movies were better than ever—on TV. In 1961
“Saturday Night at the Movies’’ began a prime time movie trend that saw
movies on all seven nights of the week by 1968. This rapidly depleted
Hollywood’s supply of films, so in 1969 ABC introduced a made-for-TV
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George Maharis in
“Route 66.” In this
series, two adventurers,
George and co-star
Martin Milner, tour the
country (in an
automobile produced by
the show’s sponsor).
Photo courtesy of Colum-
bia Pictures Television

Figure 3.29

The Vietnam War. The
burning of this village,
Cam Ne, was seen in a
special CBS report
presented by Morley
Safer.

Photo courtesy of Broad-
casting magazine

Figure 3.30

Shirley Booth (right)
starring as Hazel. As an
unpredictable maid,
Hazel sometimes raised
the ire of husband Don
DeFore and wife
Whitney Blake (/eft).
Photo courtesy of Colum-
bia Pictures Television

Figure 3.31

Robert Young as Dr.
Marcus Welby. In this
episode guest star Gary
Merrill plays a lawyer
who refuses to step
down from an important
case after he has been
told he has a terminal
disease.

Photo from MCA
Publishing
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Figure 3.32

“A Yank in Korea,” one
of the movies to play
frequently on TV. Here
actors Lon MacCallister
(left) and Larry Stewart
discuss their plight.
Photo courtesy of Larry
Stewart

Figure 3.33

Robert Redford in his
first TV appearance.
This is a scene from an
episode of “Rescue 8”
entitled “Breakdown,”
aired in February of
1960. Redford was hired
by director Larry
Stewart to guest star
with leads Jim Davis
and Lang Jeffries and
from this launched a
well known career.
Photo courtesy of Larry
Stewart
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movie series, ““The Movie of the Week.”” These films had not been
previously shown at theaters but were conceived for television viewing.

Talk shows with such hosts as Steve Allen, Dick Cavett, David Frost,
Ernie Kovacs, and Merv Griffin became dominant in the *60s too. Johnny
Carson took over ‘‘Tonight” from Jack Paar and proved equally contro-
versial.

Specials of note included *‘‘Julie and Carol at Carnegie Hall,”
featuring the singing of Julie Andrews and Carol Burnett, Ed Sullivan’s
presentation of the Beatles, ““My Name is Barbra’* with Barbra Streisand,
*‘Frank Sinatra: A Man and His Music,”” Vladimir Horowitz playing piano
at Carnegie Hall, ‘‘Death of a Salesman,’’ *“The Magnificent Yankee,’’ and
Hallmark’s presentation of ‘“‘Macbeth.”’

Instant replay became an instant hit with sports fans, and the Super
Bowl telecast of 1967 was preceded by much hoopla. As remote equipment
made it easier to leave the studio, the quantity of sports broadcasting
increased, and sports themselves changed to accommodate the new
medium. Teams changed their playing times in order to avail themselves of
larger audiences and added a few more playoffs to add to the excitement.?*

The ’60s were a period of great prosperity for television. Despite
objections from TV’s critics, the commercialism of the medium grew. When
Herbert Hoover, who as secretary of commerce had decried advertising in
the 1920s, died in 1964, NBC broadcast a tribute which was followed by a
beer commercial, a political commercial, and a cigarette commercial.?

The cigarette commercials disappeared in 1972 as the result of a
congressional bill passed barring the advertising of cigarettes on the
broadcast media. This was motivated by the surgeon general’s report
linking cigarettes and cancer. Removing cigarette commercials from radio
and TV, however, has not decreased smoking, with the result that there are
constant pressures to reinstate the ads.*°
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Two other experiments of the *70s were prime-time access and the
family hour. Prime-time access was promoted primarily by Westinghouse
Broadcasting. It pointed out that the networks monopolized prime time by
programming from 7:00 to 11:00 and suggested that some of this time
should be programmed by the stations themselves in order to meet
community needs as well as allow more room for syndicated programs. In
1971 this idea was adopted by the FCC, which ruled that networks would be
allowed to program only three hours a night, leaving the other hour to the
local stations. During this hour there were to be no old network programs
or old movies; all programs had to be newly created. What resulted was
station programming from 7:00 to 8:00 and network programming from
8:00 to 11:00. The rule was later altered to allow stations to program
network news from 7:00 to 7:30 and to allow networks to program all four
hours Sunday night. What was left, in reality, was 7:30 to 8:00 Monday
through Saturday. Although prime-time access was established to allow
stations to broadcast significant local programming, this is not what, in
fact, happened. For the most part, the stations filled the time with the
cheapest thing they could find—game shows and remakes of old formats.*'

Family hour began in 1975 as an attempt to throttle sex and violence
before 9:00 p.m., the time when children are usually in the audience. The
family hour concept emanated from the code of the National Association of
Broadcasters, an internal broadcasting organization, but there were those
who believed it came about through subtle pressure by the FCC and hence
represented an abhorrent attempt by the FCC to regulate program content.
The family hour idea was widely opposed by writers, producers, and
directors, who took the concept to court, where it was decided that the FCC
had overstepped its powers and that the family hour restrictions should be
removed from the NAB Code.*?

The women’s movement affected broadcasting in the ’70s. Stations
continued to hire and program blacks and Mexican-Americans but added
female newscasters and stories about women in responsible positions.

Both public broadcasting and cable TV established places for
themselves within the communications structure. Award of the 1970
“Emmy”’ to the ‘‘Andersonville Trial’’ as the best show of the year helped
establish public television’s place in the sun. Another prominent success was
the children’s program ‘‘Sesame Street.’’

Programming on commercial TV falls into two categories—news and
public affairs on one hand, and entertainment on the other. However, there
is some overlap as news programs attempt to achieve entertainment value by
having news personalities banter with each other. The news has made news
frequently, such as when it was accused of being biased with Eastern liberal
establishment personnel. Highlights in the news and documentary area have
been bicentennial specials, the coverage of President Nixon’s trip to China,
the Watergate hearings, and the documentary ‘“‘The Selling of the
Pentagon,’’ which resulted in a congressional investigation.
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Figure 3.34

The one-hour documen-
tary special “Pollution
is a Matter of Choice”
explored the environ-
mental questions
throughout the country.
Frank McGee (insert)
was the on-camera
reporter.

Photo courtesy of NBC
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Figure 3.35

Mary Tyler Moore. After
appearing on Dick Van
Dyke's show for several
years, Mary launched
her own show, which
went off CBS voluntarily
after eight years.

Photo courtesy of MTM
Enterprises

Figure 3.36

A bicentennial special.
Producer-director Larry
Stewart explains action
to Richard Mulligan, as
Thomas Jefferson, and
Sorrell Booke, as John
Adams, for the NBC
1976 program “Without
Consent.”

Photo courtesy of Larry
Stewart

Figure 3.37

“The Bionic Woman,”
Lead Lindsay Wagner
(left), director Larry
Stewart (center), and
Andrew Prine prepare
for a scene of the
episode ‘‘Rodeo,” which
aired in October of
1977.

Photo courtesy of Larry
Stewart

Figure 3.38

Stars Peter Strauss
(left), Susan Blakely,
and Nick Nolte in “Rich
Man, Poor Man.” This
miniseries based on
Irwin Shaw’s book
started a proliferation of
novels for TV.

Photo from MCA
Publishing

Figure 3.39
A scene from “Roots,”
a David L. Wolper Pro-
duction, depicting one
of Alex Haley’s ances-
tors who was sold into

slavery in the New World.

Photo courtesy of
The Wolper Organization,
Inc.
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Sports coverage has increased greatly during the ’70s, including
“Monday Night Football,”’ nighttime world series games, and thorough
Olympic coverage. In 1972 sportscasters transformed to newscasters as
Arab terrorists captured and killed Israeli Olympic athletes.

Among comedy series, ‘““All in the Family” struck a new chord by
probing previously taboo topics of politics, ethnics, and sex. The program,
with its bigoted resident of New York’s borough of Queens, Archie Bunker,
became a ratings leader. By the mid 1970s there were fewer movies on TV
than at any time during the past decade, but some of the movies—including
“That Certain Summer,’’ which dealt with homosexuality—showed that
censorship was becoming less restrictive. Spin-offs became popular. *“The
Mary Tyler Moore’’ show begat ‘‘Rhoda’ and “Phyllis.”” From *“The Six
Million Dollar Man®’ came ‘‘The Bionic Woman,’’ and ‘‘Happy Days”’
resulted in “‘Laverne and Shirley.”” The nighttime soap opera ‘“Mary
Hartman, Mary Hartman,” refused by the networks, became a hit on
independent stations. Novels dramatized for TV and shown on a series of
different nights became a popular phenomenon, as proven by the success of
programs derived from Irwin Shaw’s Rich Man, Poor Man and Alex
Haley’s Roots.*’

Television, born into a fast-paced society, has been forced into the role
of an early bloomer. Within thirty years it has progressed from hot lights
and green makeup to instantaneous worldwide communication.

Television has progressed rapidly in its short history, encompassing many
changes in technology and programming.

Mechanical scanning experiments were begun in the late 1800s, and
electronic scanning was developed somewhat later by Dumont, Farnsworth,
Zworykin, and others. RCA displayed television at the 1939 World’s Fair
and several years later had a 525-/ine black and white system approved by
the FCC. World War II halted the development of TV, and after the war the
color question and UHF possibilities further delayed it. In 1948 TV began
growing so fast that a freeze was imposed until 1952. Programming during
this period included ‘‘Texaco Star Theater,”’ *‘I Love Lucy,”’ sports,
children’s programs, dramas, and limited news and public affairs. The
lifting of the freeze established both VHF and UHF stations. The 1950s saw
blacklisting, live drama, and ‘‘spectaculars.”” CBS’s color system was
accepted and then rejected in favor of an RCA-backed system. In the late
'50s live programming yielded to film and tape. Quiz scandals gave the
industry a black eye. During the *60s broadcast journalism gained impetus
reporting such events as civil rights uprisings, space shots, assassinations,
war, and student unrest. Entertainment programs turned over rapidly dur-
ing the decade. In the 1970s cigarette commercials disappeared, prime-time
access and family hour appeared, and the women’s movement, public
broadcasting, and cable TV came to the fore.
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4 How Pictures Fly
Through the Air

Technical Aspects of TV

Television is a triumph of equipment over people.

Steve Allen, TV personality

Cartoon copyrighted by Broadcasting magazine

“*Today’s program, *Accident Prevention in Home and Shop,’ will not be seen
due to technical difficulties.””
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The audio portion of television is basically FM radio. The sound is picked
up from a microphone, turntable, or tape recorder, then mixed in an audio
board and sent to the transmitter and out the antenna to be received by the
home TV set. Sometimes before it is transmitted, it is stored, along with the
picture, on videotape.

The video signal is usually picked up by several cameras and sent
through a switcher where the picture to be aired is selected. This picture is
then sent to a videotape recorder or directly to the transmitter and out the
antenna in a manner similar to audio signals.'

The picture begins in the television camera, which consists of a viewfinder, Cameras
a lens system, and an electronic system. The viewfinder is simply a small TV

monitor mounted on the camera to allow the camera operator to see the

picture framed.

The lens system is similar to that of a photographic camera. With it,
the camera operator selects and focuses the image and varies the light which
strikes the tube of the television camera. Focusing is accomplished by
adjusting a knob until the picture is sharp and clear. The focusing
mechanism actually establishes a relationship that considers the distance
between the lens and the object to be focused, but usually it is not necessary
to calculate this because the eye can discern soft focus from sharp focus.

Light adjustment is accomplished by opening and closing an iris in the
lens. If there is scant light in the room, the iris must be opened wide in order
to take advantage of all available light; if there is profuse light, the iris can
be partially closed. The degree to which the iris is opened or closed is
measured in f-stops. The lower the f-stop, the wider open the iris is. Hence a

A—Lens c Figure 4.1
Parts of a television
B—Electronic System camera.
C—Viewfinder
B
A

B

TV Camera
Figure 4.2
Lens openings corre:
sponding to different
f-stops.
— —— \v
1.9 5.6 16
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lens set at f/4.0 will be more open and let in more light than a lens adjusted
to f/22. The more the iris is closed, the greater the depth of field—i.e., the
range of distance from the camera within which all objects, close and far,
will simultaneously be in sharp focus. If a room has only a little light and
the iris is wide open with a low f-stop, then the depth of field will be
shallow. The main technical reason lights are used in a TV studio is to
enable the camera f-stop to be set high so the iris can be partially closed,
thus allowing objects near the camera as well as farther away from it to be
in focus. Lighting, of course, also improves contrast, establishes mood, and
provides modeling so that a subject looks three-dimensional and separated
from its background.

Prior to the 1960s most cameras had fixed lenses that could frame a
picture at one specific point. For example, a fixed 25 mm lens mounted
on a camera in the middle of a studio would show a wider shot than a
50 mm lens mounted on the same camera. These pictures could not
change unless the camera was moved and the lens was refocused.

In the early days of television, four or five lenses were mounted on
turning devices called a turret. This turret might be mounted with one
50 mm lens, one 75 mm lens, one 90 mm lens, and one 135 mm lens.
When the camera’s picture was not on the air, the camera operator could
switch from one lens to another, thus obtaining a closer or longer shot
for the next on-air picture.

Today most cameras have only one lens, a zoom lens, which can, on
the air, move from a close-up to a long shot or stop at any point in between.
Zooming can be accomplished by moving a ring mounted on the lens or can
be handled more conveniently at the back of the camera by a push rod,
crank, or handle.

Zoom lenses can be adjusted to vary focal length so that, without
moving the camera position, more or less of the scene in front of the camera
can fill the television screen. A zoom lens with a ratio of 4:1 can capture a
wideshot that is four times as broad as its close-up. In other words, a 4:1
zoom might have a close-up that looks like that obtained with a 100 mm
fixed lens and a long shot that looks like that obtained with a 25 mm fixed

Figure 4.3

Simulation of picture as
taken with a 25 mm lens
(right) and with a 50 mm
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Figure 4.4

A 1952 camera with tur-
ret lenses.

Photo courtesy of RCA

Figure 4.5

A television camera with
a zoom lens.

Photo courtesy of JVC
Industries Company
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Figure 4.6
Television camera tube
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lens. It could also frame any millimeter range between 25 and 100. A 10:1
lens might cover a range from 18 mm to 180 mm.?

The camera itself contains the electronic components that convert the
image focused by the lens into electrical impulses. The main component is a
tube which consists of an electron gun, a target, a photosensitive surface,
and other auxiliary electronic elements. (See figure 4.6.)

The picture to be televised goes through the lens to the photosensitive
layer of chemicals arranged in microscopic but individual dots. Each dot
emits an electrical charge which varies in intensity depending on the amount
of light hitting it. For example, the dots of the photosensitive layer reacting
to a white shirt would give off a stronger electrical charge than the dots
reacting to dark hair.

Electrical charges emitted from the back of this photosensitive plate hit
a target and reproduce an electronic equivalent of the image. Each little
speck of information on the target is then picked up individually so that it
can be sent through a wire and later reassembled as a picture. The picking
up of this information is accomplished through the use of an electron gun
mounted at the back of the tube which generates a steady stream of
electrons to scan the target in a very specific way. In the American system of
television, the electron beam scans 525 horizontal lines, left to right, each
1/30th of a second. This means that every 1/30th of a second the camera
manufactures one picture. It is not scanned as a whole picture, however.
Within that 1/30th of a second the beam actually scans the target twice. On
the first scan, it picks up information from every other line of the picture;
then it returns to the top and picks up the remaining lines. In essence, it first
scans the odd-numbered lines and then the even-numbered lines. The scan-
ning of the odd-numbered lines takes 1/60th of a second and is referred to
as one field. The scanning of the even-numbered lines also takes 1/60th of a
second and is a second field. Both scans together require 1/30th of a
second, referred to as one frame. Therefore, American television scans 525
lines at the rate of 30 frames per second or 60 fields per second. Since the
human eye retains an after-image, it perceives all this as a constantly mov-
ing image. Other countries have different standards such as 636 or 840 lines,
creating incompatibility. That means, for example, that an American TV
set could not receive a program from a French transmitter.

Each frame contains about 200,000 separate elements, so the number
of elements transmitted per second is approximately 6,000,000. Obviously
they must be arranged in a systematic order, for if the electrons picked up
random bits of information, the picture would be scrambled. In order to
keep the electron beam hitting the target at exactly the right spot at the right
time, a system of coils and grids is used to magnetically align the beam at
the proper horizontal and vertical points and assure that it is traveling at the
right speed. The gun, itself, never moves; its beam is simply adjusted by the
magnetic elements.

If a camera is black and white, it has only one tube following this
process, and the photosensitive surface, target, and beam react to the
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Color television camera

Figure 4.7
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varying shades of gray made by the scene being televised. If the camera is
color, it usually has three tubes working simultaneously. As the image
comes through the lens, it is multiplied into three by a prism with filters that
send each of the primary colors—red, blue, and green—to a different tube.
These tubes then respond to the intensity of the selected color.

Some color cameras have only one tube which picks up the various
colors one after another. Other color cameras have four tubes, the extra one
for luminescence, or essentially the black and white image. Some color
cameras are complicated to set up initially and then to keep properly
registered during production or over a period of time. They come with
separate controls called camera control units, which are placed in the
control room so that electronic adjustments can be made during production
without interfering with camera movement in the studio.

There are several different types of television camera tubes, all of
which operate in a similar manner. The original tube developed by

the iconoscope, was relatively insensitive and required

uncomfortably hot lighting. It was replaced after a few years’ use by the
image orthicon tube, which was large and expensive but sensitive enough to
be the primary tube used by broadcasters for over twenty years.

Another tube, the vidicon, was also developed. It is cheaper and
smaller than the image orthicon but not as sensitive to light or as capable of
high resolution. Its main use has been in film projection and in closed-
circuit television systems where top picture quality is not essential.

How Pictures Fly Through the Air
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Figure 4.8
Philips color camera,
Model LDK-25

Photo courtesy of North
American Philips Corpora
tion

Figure 4.9

Ampex color camera,
Model BCC-10

Photo courtesy of Ampex
Corporation

Figure 4.10

RCA color camera,
Model TK-46

Photo courtesy of RCA

Figure 4.11

JVC color camera,
Model GC-4800U
Photo courtesy of JVC
Industries Company

Figure 4.10

Figure 4.11
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Figure 4.12

Figure 4.12

A crane

B - sy Photo courtesy of Chapman
Studio Equipment

Inc.

Inc.

Figure 4.13 Figure 4.14

During the 1960s an improved version of the vidicon, the plumbicon,
was introduced and is now the most utilized tube in broadcasting. Its highly
sensitive compound of lead as the coating on the photosensitive surface
makes the plumbicon as high a quality tube as the image orthicon with the
added advantage of small size and lower cost.*

The camera unit (consisting of viewfinder, electronics, and lens) must
be mounted on something so it can be moved about the studio. There are
three basic types of mounting equipment: tripod, pedestal, and crane. A
tripod is a three-legged stand. A pedestal is a large tube that allows the
camera to move up and down by counterweight, hydraulic, or air pressure
systems. A crane is a large machine which can raise the camera to a high
level.*

How Pictures Fly Through the Air

Figure 4.13
ol A tripod

Photo courtesy of Quik-Set,

Figure 4.14
A pedestal
Photo courtesy of Quik-Set,
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Film Equipment

A great deal of what is programmed on television never is seen by a studio
camera because it is produced on film. Obviously, movies which were first
shown in theaters and are later run on TV are utilizing the film medium. But
many of the visual elements of newscasts are on film, as are entire situation
comedies, dramas, commercials, and documentaries.

The historical reason for this has been that film equipment is portable
and easier to handle than television equipment, which is bulky and
encumbered with long cables. This difference is disappearing and the lines
between film and videotape becoming blurred as TV equipment becomes
more portable. Videotaping has a distinct advantage in that the action taped
can be viewed immediately while the film must be processed before it can be
seen. Also, tape can be erased and used over while film stock cannot.

Film cameras associated with television work come in three sizes:
35 mm, 16 mm, and super 8 mm. These numbers'refer to the width of the
film each camera uses. The larger the frame, the better the picture quality.
However, the larger the frame, the bulkier the camera needed to hold the
film.

Since feature films must be shown on large movie screens, they are shot
in 35 mm. When they come to the TV studio to be aired as old movies, they
are either in the 35 mm format or have been transferred to 16 mm. For most
of the filming executed for TV, 16 mm is adequate, and recently stations
have begun converting to super 8 which seems to give enough quality while
reducing bulk.

All film cameras have a lens, similar to a TV camera lens, which
focuses and lets in light. Film is loaded on one reel and run to a take-up reel.
In the process it passes behind the lens opening and records the picture on
photosensitive chemicals which are used to store the latent images which the
lens has focused. After the film is developed, it can be shown by use of a
projector—35 mm, 16 mm, or super 8, depending on the size of the film. In
the projector the film passes a light source which projects the picture
through a lens.

If the film must be edited, this can be accomplished by physically
cutting out the unwanted frames and taping or cementing the film back
together. Editing equipment allows the film editor to see the film one frame
at a time and then cut and splice it neatly.

All the foregoing has referred only to the picture part of the film. Many
TV films, especially those for newscasts, are shot silent with narration
added by the newscaster during the broadcast.

Often sound is needed during the filming, which adds another
dimension to the filming equipment. Sometimes pictures and sound are
recorded simultaneously on the same film—a method known as single-
system sound recording. Other times the picture is recorded on the camera
and sound is recorded on a tape recorder, the two being combined later
through printing—a method known as double-system sound recording,.

Single-system is easier to record but presents problems if the film is to
be edited. Since it is physically impossible for a lens and the sound head to
be at exactly the same place within the camera, the sound for a particular
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Figure 4.16

Figure 4.15
Actual size of three
sizes of film

Figure 4.16
A super 8 camera

Photo courtesy of
Ehrenreich Photo-Optical
industries, Inc.

Figure 4.17

A 35 mm projector
Photo courtesy of Arrifiex
Company of America
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Figure 4.18

A Moviola film editor
Photo courtesy of
Magnasync/Moviola Cor-
poration

frame precedes it by several inches. If the film is edited to suit the picture,
some of the sound will be lost. With double-system sound, each can be
edited separately and combined later along with other effects such as music,
sound effects, and applause. Editing equipment needed for editing sound
film is more expensive and complicated than that for picture only.*

Once a film has been shot, developed, and edited, it must be
incorporated within the rest of the TV station equipment. Film is never
projected directly in television; it is first converted to electronic material.
This is done by projecting it through a film chain, which generally consists
of a film projector, a slide projector, a set of mirrors, and a TV camera.
Sometimes one film chain will incorporate several projectors, although only
onecan be shown at a time.

The film projector looks like any regular film projector, but it is
specially designed to adapt film, which is usually shot at 24 frames per
second, to TV, which operates at 30 frames per second. The projector
compensates for the difference so a flutter will not appear on the TV screen.

The slide projector is used for 35 mm slides and usually can hold 36
slides in a dual drum. A dual lamp assembly allows slides to be changed
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Figure 4.19
Simple (a) and complex
(b) film chain setups
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Monitors

Switchers

rapidly without the blank screen phenomenon that occurs with most
carousel projectors.

The mirrors are usually contained in a unit called a multiplexer. The
purpose of the mirrors is to direct the various inputs of the film chain to the
TV camera. This is accomplished by mechanically rotating or moving the
mirrors so that they are in position to deflect the proper pictures.

The camera part of the film chain operates on the same principle as the
studio TV camera. It scans the picture coming from the film or slide
projector via the multiplexer and converts it to electrical impulses.*

Most TV programs incorporate the inputs from several studio cameras and
a film chain. If a program consists entirely of movies, then only the film
chains will be used, but generally a number of video sources will be tied
together. For example, a program might start with a series of slides from the
film chain, then change to a long shot of the host on camera 1, followed by
a close-up of a guest on camera 2.

Each camera input, operating by itself, is scanning top to bottom and
left to right, one dot at a time. But there is no guarantee that they will all be
scanning at the same point. In fact, they will probably be at entirely dif-
ferent points, as the diagrams in figure 4.21 show.

If the picture going out on the air is switched from one element to
another, the picture will roll because it is not receiving the same information
from all sources. In other words, the signal will become confused if it must
search for a new scan point. In order to prevent this, a sync generator is
employed in the system with the duty of sending information to all the
cameras so that they all scan the same lines at the same time—i.e., they are
in sync. A sync generator is a very undistinguished looking piece of
equipment, usually literally a black box buried within the equipment and
left untouched unless it develops a malfunction.’

The pictures from the various cameras are displayed on monitors so that the
director can see them and choose which picture he wants to go over the air.
A monitor looks just like a TV set but, unlike a home TV set, it has special
electronics so it can display a picture coming directly from a camera, and
generally it has no tuner for selecting different channels.

A bank of monitors mounted near the director’s chair are labeled
according to their output: camera 1, camera 2, film chain 1, film chain 2,
etc. Usually there will be two monitors which are larger than the others, one
labeled ‘“‘air’’ and one labeled ‘‘preview.’”” The air monitor shows the
director the picture chosen to be on-air at that moment while the preview
monitor allows for setup of the next shot or some particularly difficult
special effect.®

A device called a switcher, consisting of buttons and levers, is used to place
the proper picture on the air. For example, if the director wanted the picture
on camera 1, the man operating the switcher would punch the button
labeled ‘‘camera 1.”’
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Figure 4.20 .
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Figure 4.20

A film chain in opera-
tion

Photo courtesy of General
Telephone Company

Figure 4.21
Scanning

Figure 4.22
A bank of monitors

Photo courtesy of KHJ-TV,
Los Angeles
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Studio Studio Film Chain
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Figure 4.21
Figure 4.22
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Figure 4.24

Figure 4.23 Figure 4.24
A fairly simple switcher A complex switcher
Photo courtesy of The Proto courtesy of The
Grass Valley Group. Inc. Grass Valley Group. Inc.
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There are several different ways the switcher can change from one
picture to another. It can ‘‘take,”’ which is a quick change from one picture
to another, or it can ‘‘dissolve,” which is a slow change where one picture
gradually replaces another. If a special effects generator is incorporated in
the switcher, it can wipe one picture across another, insert one picture in the
corner of another, change pictures in starlike or wave motions, and execute
many other unusual effects.

The complexity of the switcher depends on the number of inputs the
studio system has and the number of different types of switching desired.
Theoretically, a switcher could consist of two buttons if the only inputs
available were two cameras and the only switching desired were ‘‘takes.”’” A
third button for ‘‘black’’ (nothing) might be added if it is desirable to have a
blank screen before the program or at the end of it. If ‘‘dissolves” are
desired, then three more buttons and a lever can be added to enable a slow
transition from one picture to another or from a picture to black. As the
number of inputs and number of special effects increase, so do the number
of buttons—and the cost of the switcher.’

The switcher, sync generator, audio board, and monitors are usually
located in a control room, while the cameras are located in the studio.
Usually the control room is situated near the studio but at a higher level so
that cables from the camera and mike equipment can travel under the floor.
In general, TV stations have at least two studios and control rooms so that
one show can be setting up and rehearsing while another is taping.

Most broadcast studios are a minimum of 40 by 50 feet with ceiling
heights of about 15 feet. This height is needed because lighting is used for
TV operation and the lights must hang from a ceiling grid. Most studios
have a curtain around the edge which can serve as a background, a floor
that is smooth and extremely hard to permit smooth camera operation, and
walls and ceilings that are acoustically treated to prevent outside noise
interference. There should be no windows, since outside light would make
controlled lighting impossible, and there should be a large soundproof door
for bringing in scenery. Air conditioning is needed to compensate for the
heat of the lights.

In addition, power outlets and outlets for cameras and microphones
are needed so that sets can be placed at various spots in the studio with easy
access for microphones, cameras, and power equipment. Most studios
contain a loudspeaker system which enables the director to speak from the
control room to the studio before or after taping. During taping, however, a
loudspeaker system would be picked up by the microphones and interfere
with the audio of the program content. It is necessary for the director in the
control room to talk to the camera operators in the studio to give instruc-
tions during taping, so an intercom system connects all members of the
crew. It consists of headphones and small microphones so that all can
communicate with each other.

Because of its high noise level, the film chain is usually located in a
separate room away from the studio and control room, often in the same
area as the videotape recorders.'®
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Figure 4.25

A studio setup at an
industrial company—
Hewlett-Packard.

Photo courtesy of Hewlett-
Packard

Figure 4.26

A studio setup at a
university— Loyola-
Marymount University.
Photo courtesy of Loyola-
Marymount University
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Figure 4.27

A control room at a
community college—
Cosumnes River Col-
lege.

Photo courtesy of John
Champagne

Figure 4.28

A control room of the
NBC network.

Photo courtesy of NBC
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Videotape
Recorders

The television signal can be sent from the control room to the transmitter.
However, it is more likely to be sent to the videotape recorder (VTR), where
the impulses are placed on magnetic tape and stored to be played back at a
later date. Unlike film, the ‘‘pictures’’ stored on videotape are not pictures
the eye can see but rather are rearranged iron particles. In this way,
videotaping is similar to audio taping, but there are some significant
differences stemming mainly from the fact that much more needs to be
recorded for a video signal than an audio signal—nearly 100 times more.

If video information were recorded by stationary heads as in audio tape
recording, the tape would have to move at 55 feet per second, or nearly
36 miles per hour. A one-hour videotaped program would require approxi-
mately 198,000 feet of tape. Obviously, sending tape past stationary heads
won’t do. To overcome this problem, methods have been devised whereby
the video heads rotate, placing information on the tape vertically or
diagonally instead of horizontally. This enables a great deal more
information to be packed on the tape, especially if the tape is wider than the
usual 1/4 " audio tape.

There are two basic types of videotape recorders, transverse
quadraplex and helical. The former is usually used in professional
broadcast studios, while the latter usually is seen in nonprofessional closed-
circuit systems. However, new helical recorders of broadcast quality have
recently been developed and are beginning to appear at stations and net-
works.

The quadraplex recorders are large and expensive and employ tape that
is 2" wide. Four rotating video heads place the information on the tape
vertically, each head taking over where the other leaves off. This enables
more information to be placed on the tape per running inch. These
recorders also contain stationary audio heads much like those of an audio
tape recorder. Usually it is possible to place two audio tracks on the tape,
audio 1 being used for the program material and audio 2 being used for
information that might be of value to the technicians. For example, beeps
recorded on audio 2 can later be used in the editing process. In addition to
the video and audio information, there is also a control track which is tied
to sync information so that the picture remains stable as it is recorded and
played back. This sync information is supplied during the interval when the
beam is turned off as it is traveling from the bottom of its scan back to the
top to begin another scan.

The helical recorders are less expensive than the transverse quadraplex
and come in many varieties, some employing 1 " tape and others 3/4", 1/2",
or 1/4". All operate on the same principle in that video information is laid
down diagonally, or ‘“‘slant track.”” Tape from a raised supply reel is
wrapped around a drum at a slant and then run onto a take-up reel at a
lower level. The drum contains two heads (or sometimes just one) which
spin at a rapid speed and place the video impulses on the tape. Audio and
control track information is laid on the tape in a manner similar to that of
the transverse quadraplex recorders.
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VTRs in professional stations are generally reel to reel recorders, but
sometimes cassette recorders are used, particularly for commercials.
Cassette recorders are very popular for educational and industrial uses also.
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Figure 4.31 Figure 4.33

An RCA videotape A JVC videotape
recorder using 2" tape. recorder using 3/4*
Photo courtesy of RCA cassette tape.
Photo courtesy of JVC
Figure 4.32 Industries Company

An Ampex videotape
recorder using 1” tape. Figure 4.34
Photo courtesy of Ampex A Sony videotape
Corporation recorder using 1/2"
tape.

Photo courtesy of Sony
Corporation of America
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Figure 4.34
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Since the advent of videotape, a great many features have been added
to the recorders. Tapes can be edited, pictures can be shown in slow motion
or still frame, and instant replay is possible. This latter is accomplished with
an entirely different kind of video recorder, a disc machine. On a disc, any
part of the recording can be accessed without the delay involved in
rewinding a tape. Many of the discs used for sports instant replay store only
30 seconds of material at a time.

Editing has become ultra-sophisticated during the past decade, with
many programs being taped in bits and pieces and put together later in the
editing room. In fact, some programs are now videotaped using *‘film
techniques.’’ In other words, one or two cameras will be used to record a
program, but each camera will be connected directly to a tape recorder
instead of going through a switcher, in much the same way that a film
camera is connected to its reels of film. One camera may take continuous
close-ups and another continuous long shots and then the two tapes will be
edited with the final result being an intermingling of close-ups and long
shots.

Editing is also used for special effects, correction of mistakes, and
commercials. Assume that a station wants to make a promotional spot for
an already taped series which it will be airing soon. For this spot, it wants to
show excerpts from two of the programs. To edit these two bits together, a
technician would load a blank tape on one recorder and the tape from
program 1 on another recorder. He or she would then dub the pertinent
material, perhaps 10 seconds of a chase scene, onto the blank tape, would
remove the tape of program 1 from the tape recorder and replace it with
program 2, and would dub the appropriate material, perhaps a 10-second
love scene. However, this is not as simple as it sounds. Sync impulses must
be coordinated so that the picture will not roll when the new one appears;
both machines must be up to speed when the edit occurs; the timings must
be carefully calculated so that the edit takes place at precisely the right
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Figure 4.35
A free-standing elec-

tronic videotape editor.

Photo courtesy of JVC
Industries Company
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Portable Video
Equipment

instant both in terms of audio and video; and there must be an efficient way
to find the material wanted on each tape so that valuable technician and
machine time is not wasted.

In order to solve these problems, editing equipment has been invented
which involves elaborate timers that measure to 1/60th of a second,
computer systems to calculate and remember where edits should be made,
audio beep systems, and visual frame markers. One presently used editing
system first dubs all material to less expensive 1/2” work tapes. Editing is
then planned on these tapes and programmed through a computer-gener-
ated dry run to make sure all will produce the desired result. Special
markings are placed on the 1/2 ” tapes, some visually and some on the audio
cue track. These markings are then ‘‘remembered’’ by the computer system,
which applies the editing plans to the 2 ” master tapes to produce a finished
product. Using the 1/2” tapes saves wear and tear on the masters because all
of the back and forth maneuvering necessary to determine the exact edit
points is accomplished on the 1/2 " tapes."!

Tape editing continues to increase in precision and decrease in expense
and time required. This is enabling more people in all facets of television to
turn out polished, edited productions.

Truly portable television equipment has been developed in the 1970s.
Equipment was transported from the studio to remote locations as early as
the 1930s, but such equipment was usually contained in two trucks and so
was a far cry from today’s miniaturized equipment.

During the 1950s and 1960s, portable equipment could be contained in
one truck. When the truck reached its destination, the cameras were
wheeled to the area to be televised and the truck—which contained a
switcher, monitors, videotape recorders, audio board, and other gear—was
used as a control room. Many station remote trucks contained generators so
they could supply their own power. These trucks were used for all types of
remote production but were particularly valuable for live or taped sports
coverage and for taping events to be shown during news broadcasts.

In the *70s, small portable cameras attached to backpack videotape
recorders were developed to the degree that one person could carry both
camera and recorder. A person carrying this equipment had much easier
access to fast-breaking news than a crew in a truck, so this compact gear
was initially used for news gathering and hence was called “‘electronic news
gathering’’ (ENG) equipment. It wasn’t long, however, until many uses
were found for this equipment in various areas of informational and enter-
tainment programming. This was coupled with improvements in videotape
editing which allowed bits and pieces taped with ENG equipment to be
edited into a unified whole.

Remote trucks are still used, however, particularly for complicated
shows where switching must occur during the broadcast. It would be im-
possible, for example, to broadcast a live football game using only cameras
connected directly to VTRs since some camera selection or switching must
occur as the event is taking place. In this case, large studio-type cameras are
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Figure 4.36

A remote truck

Photo courtesy of Video
Innovations, Inc.

Figure 4.37

ENG equipment

Photo courtesy of Ampex
Corporation
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Figure 4.38

NBC’s master control

104

Photo courtesy of NBC

Master Control

Transmission

located at fixed positions and the maneuverable ENG-type cameras roam
the area, but all are connected to a central switching system.'?

Master control of a TV station is usually a bustling place. Often it contains
all the videotape recorders so that they can be assigned various duties as the
need demands. Recorders may be taping studio productions, rolling pre-
taped excerpts into a studio production, airing a program, airing a
commercial, editing a program for later viewing, accepting a network feed
for delayed broadcast, relaying a remote, or any of many other varied
functions. No station can afford an unlimited number of videotape
recorders, so they are tightly scheduled to conform to highest priority
needs. It is from master control that programming fare is sent to the
transmitter for airing.

As with radio, the transmitter is the place where the information is
superimposed onto a carrier wave. With television, audio and video are sent
separately—the video signal being amplitude modulated and the audio
signal being frequency modulated. The two are then joined and broadcast
from the antenna.

Each station has a frequency band on which it broadcasts, as with
radio. However, a television station uses a great deal more spectrum space
than a radio station—600 times as much as an AM station. In fact, all AM
and FM stations together occupy less spectrum space than four TV stations.

TV channels are placed at various points in the spectrum as follows:
Channels 2 through 6 are located between 54 and 88 megahertz; channels 7
through 13 are located between 174 and 216 megahertz. Channels 2 through
13 are in the range designated very high frequency, VHF, and 14 through 83
are in ultra high frequency, UHF. Both types of waves follow a direct, line-
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of-sight path, but UHF signals are more easily cut off by buildings and hills
and are also more rapidly absorbed by the atmosphere so require higher
power.

A television station’s signal travels from the station antenna to home
antennas. Frequently, though, TV signals must be sent farther than a
broadcast signal will reach. Ordinary telephone wire cannot handle TV
signals because of the immense amount of information they contain, so a
special type of cable called coaxial cable has been developed and used when
a signal is to be sent a fairly short distance.

For longer distances, such as network programs that must span the
entire country, microwave relay is used. Microwaves are very short waves
much higher in the spectrum than radio or TV station allocations. They are
line-of-sight, so relay stations must be in sight of each other and not more
than about thirty miles apart. Each microwave station across the nation is
mounted on a tower or tall building and receives, amplifies, and retransmits
the signal to the next station in the chain.

Another system of relay distribution involves satellites. A signal can be
sent from a ground station to a satellite and from there to ground stations
around the world. Three satellites can cover most of the earth’s surface.
Again, the frequencies used for satellite communication are much higher
than those of TV stations. Theoretically, satellites could broadcast directly
to homes, but the ground equipment needed to receive these signals is quite
complicated and expensive.'?

At the present time, home TV receivers are not capable of receiving
information from satellites or microwave systems. Many are incorporated
within a cable TV system and receive pictures via coaxial cable, but
generally homes receive signals from conventional broadcast stations.

The process of displaying the picture on the face of the TV set is
essentially the reverse of its creation. The modulated impulses are received
by the home antenna, demodulated, and sent to the TV picture tube and
speaker. Audio is, of course, produced very similarly to audio in a radio
receiver. Video is produced by electron guns similar to those in cameras.

These guns are located in the rear of the cathode ray or picture tube. If
the set is black and white, it holds a single gun; if it is color, it contains three
guns, one for reds, one for blues, and one for greens. The incoming video
signal causes this gun (or guns) to scan the phosphor screen in the same
manner as the camera gun—Ileft to right, top to bottom, odd lines then even
lines—so that it creates what the eye perceives as a moving picture. When
the beam strikes the phosphor layer, it causes this layer to glow according to
the intensity of the signal, thus creating blacks, grays, whites, and various
shades and combinations of color. A television picture is actually small
glowing dots blinking very rapidly in various degrees of brilliance. '

The picture then has come full circle from the original image picked up
by an electronic beam and turned into electronic impulses to electronic
impulses turned into a visual representation of the original image.

How Pictures Fly Through the Air

Figure 4.39

A microwave tower
Photo courtesy of A.T.&T.
Long Lines

Reception
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Figure 4.40

The satellite Intelsat IV
in a test chamber,
Photo courtesy of Com-
munications Satellite Cor-
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Figure 4.41

A satellite earth station
in Puerto Rico.

Photo courtesy of Com.
munications Satellite Cor-
poration
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From camera to receiver

The audio portion of TV is similar to radio, while the video portion involves
a complex process whereby images picked up by a camera are transmitted
through the air to home receivers.

A TV camera generally consists of a viewfinder, lens, and electronic
system which converts an image to electrical impulses by having a beam
from an electron gun scan a target which has received charges from a
photosensitive surface. Sometimes visual material originates on 35 mm,
16 mm, or super 8 mm film and is projected through a film chain to a
vidicon camera. A sync generator is needed to assure that all cameras in a
system are scanning in sync. Monitors display various pictures which the
director can choose. A swiftcher is used to place the proper picture on the air
by a “‘take,’’ *‘dissolve,” or special effect. TV studios should have high
ceilings, a grid, curtains, a large door, air conditioning, camera and mike
outlets, a loudspeaker system, and an intercom system. Videotape recorders
are quadraplex or helical and place audio, video, and control information
on tapes. More and more televising is being done remotely by using trucks
or ENG equipment. Master control is the nerve center of a station and
usually contains the VTRs. TV transmission often employs coaxial cable,
microwaves, and/or satellites. A TV receiver essentially reverses the camera
process to cause a phosphor layer to glow dot by dot.

How Pictures Fly Through the Air

Summary
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The Escape Machine

Entertainment Programming

Watching television is like making love—not a reasoning
activity.

Television Quarterly

Cartoon copyrighted by Broadcasting magazine
*‘That’s the last place I expected to see violence on TV . . . Romper Room!”
p p p
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Approximately 75 percent of broadcasting fare is devoted to the cause of
entertainment,' with shows encompassing music, drama, situation comedy,
variety, specials, movies, talk, games, soap operas, children’s programs,
and hybrids of various entertainment forms.? These shows reap their
criticism for being inane, violent, boring, insulting, cheap looking, sexually
explicit, slapstick, uncultured, obscene, bigoted, exploitive, and unreal.
Yet, the average American spends more time ‘‘enjoying’’ them than any
other form of leisure activity.*

Music is the mainstay of radio, with the disc jockeys’ chatter and platters
filling the airwaves. A listener who is patient enough can uncover just about
every form of music imaginable, but the hit ‘‘top 40’’ songs dominate.

Because of the impact radio airings have on record sales, large stations
are usually deluged with promotional copies of records so do not need to
pay for them. Smaller stations do buy records, but often at reduced rates.
All stations, however, do have to pay for the right to air the music through
arrangements with ASCAP (American Society of Composers, Authors, and
Publishers), BMI (Broadcast Music, Inc.), and SESAC (Society of Euro-
pean Stage Artists and Composers). These are music licensing organizations
which collect fees from stations based on a formula that includes various
factors such as the station’s gross income and the amount of music it airs.
An all-news radio station pays a small rate just so it can air jingles and
station-break music. A TV station pays more for local program theme
music and occasional local music specials. A d.j.-oriented radio station pays
even more if it has a healthy income.

These three licensers distribute the money to composers and publishers
in accordance with the number of times the music has been aired. The top
hits, naturally, gain the largest percentage of income. In order to determine
which pieces are aired most frequently, each licensing organization surveys
a representative sample of stations periodically and asks them for their play
lists. The information from these lists of records and number of times they
were broadcast is then fed into a computer, which determines the pay rate
for each piece.

Obviously, one licensing agency rather than three could handle this
chore, but three have evolved, mainly to ensure proper competitive
practices. In the early days of radio only ASCAP existed. When it raised &s
fees to an extent that radio stations considered exorbitant, the broadcaste#
countered by forming BMI‘The idea behind BMI was that stations would
then play only music by composers and publishers who were represented by
BMI, circumventing the need for ASCAP. However, ASCAP ceased its
high rate demands, and most stations now play music represented by both
ASCAP and BMI and pay licensing fees to both. ASCAP and BMI try to
woo successful composers through special financially rewarding contract
provisions, so musicians profit from having the two competiti\bc organiza-
tions. SESAC represents primarily foreign and religious musie; therefore,
many stations do not bother to contract with it although in recent years it
has captured a few hits and is now seen more frequently on station expense
records.

The Escape Machine
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Figure 5.1

A solitary disc jockey
spinning records. Music
is the mainstay of radio,
and perhaps vice versa.
Photo courtesy of KXLU,
Los Angeles
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It should be emphasized that ASCAP, BMI, and SESAC pay only
composers and publishersj not performers and record companies. Exposure
on radio is assumed to increase record demand, from which both per-
formers and record companies profit. However, record companies and
performers generally do not feel this way, and sometimes performers
compose their own music in order to reap the benefit of the licensing
payments. Licensing agencies are nonprofit by nature, so after paying
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expenses connected with surveys, computer calculations, and personnel,
they distribute the rest of the money. The largest number of employees are
field representatives who handle problems related to collections and also
monitor stations which do not subscribe to make sure they are not playing
music represented by their licensing organization. The organizations collect
not only from broadcasting stations but also from bars, restaurants, concert
halls and other concerns which use music as part of their profit motive. This
method of payment from stations to musicians, although it has flaws, is far
less trouble than each station attempting to contract in some way for each
record it wishes to air.*

Music as an entity by itself has only a minor role in television enter-
tainment programming. Most shows by prominent musicians such as Andy
Williams, Carol Burnett, and the Osmonds, must become variety shows in
order to maintain the attention of viewers. Lawrence Welk is one of the few
musicians who has been able to survive for a long period with a primary
product of music. ‘‘Your Hit Parade’’ lasted from 1950 to 1956 but was
stomped out by rock 'n’ roll, and Dick Clark’s ‘‘American Bandstand’’ has
periodic revivals with teenagers. Public broadcasting regularly airs concerts
of classical music. Leonard Bernstein was successful with his ‘‘Young
People’s Concerts,”’ and ‘‘Voice of Firestone’’ maintained a small but
appreciative audience from 1949 to 1963, when it was canceled because it
could not deliver a large enough audience to serve as a lead-in to other
network programs.

The miniscule role of classical music on both radio and TV is decried
by broadcasting critics. Only about a dozen classical music stations are left
on the AM band; most of the rest blast with top 40, twang with country-
western, or reminisce with yesteryear’s top 40. Even when classical music,
or any other music for that matter, is presented on TV, the quality of TV
speakers is such that the music grates on the ears of those accustomed to FM
and hi-fi systems.

The Escape Machine

Figure 5.2
Setup for a local TV
music show. This pro

gram, called “Times and
Tempos,” featured na-
tionally known drummer

Shelly Manne and loc
California musicians.

Photo courtesy of KOCE-

TV, Huntington Beach,
California. The various
KOCE-TV pictures used
throughout this book
were photographed by
Nraprendra Prasad, Aida
Loussararian, Libby
Jennings, and George
Katzenberger.
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Drama

Overall, music has proved to be a profitable form of entertainment for
radio stations and is enjoyed by millions as they drive, study, work, and

play.

Dramatic programs have changed greatly over the decades. Radio was
replete with them until TV took over, at which time radio drama essentially
disappeared. Recently radio has initiated a limited revival in an attempt to
reawaken public interest and acceptance.

The TV anthology drama of the ’50s (‘‘Marty,’’ *‘Patterns,’’ ‘A Man
Is Ten Feet Tall,”” ‘‘Requiem for a Heavyweight,’’ *‘Killer’’) probed char-
acter and motivation and emphasized the complexity of life. Although these
plays were popular with the public, they became less acceptable to the
advertisers, who were trying to sell instant solutions to problems through a
new pill, toothpaste, deodorant, or coffee. The sometimes depressing
drawn-out relationships and problems of the dramas were inconsistent with
advertiser philosophy and largely led to their demise by the 1960s.

What replaced them were episodic serialized dramas with set characters
and problems that could be solved within thirty minutes. With series such as
“Gunsmoke,” ‘‘Route 66, *“The Defenders,’”’ ‘‘Marcus Welby, M.D.,”
““Police Woman,’’ and “The Six Million Dollar Man,”’ plot dominated
character, and adventure, excitement, tension, and resolution became key
factors. Westerns, detective stories, mysteries, science fiction thrillers, and
medical shows all tended to have good guys and bad guys. Although the
main characters were the same week after week, they rarely seemed to profit
from lessons learned on previous programs and were as pristine at the end
of the episode as at the beginning. Problems of individual episodes could be
solved, but never the overall motivation for the series because that would
mean that the series itself would have to end.

Various forms of dramatic programs show cycles of popularity, with
doctor shows being big one year, police shows dominating the next, and
westerns holding the limelight a year later. Most of these forms had
precursors in style and content within novels, films, and radio, where
danger, panic, pursuit, and climax had held sway for years. However
television called for changes in concept, because the small screen demanded
intimacy rather than spectacle, few characters rather than many, and
reliance on close shots rather than long or imagination-induced shots.

The more probing type of drama has surfaced occasionally with
network single presentations such as ‘‘Death of a Salesman’’ and ‘‘The
Glass Menagerie”” and public broadcasting series such as ‘‘Hollywood
Television Theater’’ and ‘‘Visions.”” Dramas of longer duration became
popular with the 1975 serialization of Irwin Shaw’s ‘‘Rich Man, Poor
Man’’ and the 1977 docudrama ‘‘Roots,’’” Alex Haley’s saga of his slave
ancestors which was aired eight straight nights to the largest TV audience up
to that time.

Most TV drama is designed for escapism rather than thought and con-
tains predictable chase scenes and predictable plot ideas designed for high
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ratings. However, there are shows which attempt to deal with social and
humanistic problems.*

One of the main problems encountered by TV writers and networks
revolves around the fact that, of all forms of entertainment, drama has the
greatest capacity to evoke strong and even disturbing emotional responses
in its audience. For this reason TV drama is particularly susceptible to
criticism and censorship within and without the industry. Examples of
network or sponsor management deieting or rejecting controversiai content
are numerous, but probably even more numerous are outcries from pressure
groups, government agencies, and the public at large.

Although presentations regarding sex, bigotry, religion, and similar
topics have come under fire, the subject of violence on TV drama conjures
up the hottest arguments. Violence is a phenomenon that, like heat waves,
seems to recycle in a predictably unpredictable manner. A hue and cry will
emerge from various segments of society followed by a TV impoundment of
guns, crashing cars, knives, and fists. But to some viewers, nonviolent
programming seems bland and does not draw the audience that its more
violent counterpart does. So gradually the guns and knives reemerge until
they are so prevalent that a hue and cry once again surfaces.

As far back as 1950 Senator Estes Kefauver posed the question before
the U.S. Senate whether or not there was too much violence on TV. The
first major outcry arose in 1963 after the assassination of President
Kennedy. Claims were made that all the violence on TV had led to the
possibility of assassination. In 1967 an antiviolence crusade led to an
investigation by the Senate communications subcommittee chaired by John

Figure 5.3

Preparations for a
television drama.
Producer Frank
O'Connor (right) dis-
cusses with his talent a
scene from “The Man
Who Came to Dinner,”
presented by Hallmark.

Photo courtesy of Frank
O'Connor
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O. Pastore. A gradual protest against violence crescendoed in 1976-77 and
led to network program changes.®

Both quantitative and qualitative problems plague the violence debate.
Measuring violence is not like measuring cups of sugar. Is pushing someone
in front of a runaway cactus the same violent act as pushing someone in
front of a car? Should the humorous ““pie in the face”’ slapstick comedy be
considered violent? Is it violent for one cartoon character to push another
off a cliff when the one pushed soars through the air and arrives at the
bottom with nothing injured but his pride? Should a heated argument be
treated the same as a murder? Is it worse to sock a poor old lady than a
young virile man? Should a gun fight be considered one act of violence, or
should each shot of the gun be counted? Should a bona fide news item
about a kidnapping be considered?

Despite all these measurement pitfalls, indices abound which attempt
to tell whether violence on TV is increasing or decreasing. One of the oldest
was developed by Professor George Gerbner of the University of Pennsyl-
vania. For over ten years he has had trained observers watching one week of
TV fare a year to count acts of violence according to his complicated
formula. Since his count includes just about everything remotely violent,
the networks take offense at his calculations, and CBS and ABC have
developed their own violence indices.” The National Citizens’ Committee
for Broadcasting, somewhat with tongue in cheek, developed a “‘violence
index’’ that calculated how many years each network would have to spend
in jail if convicted of all the crimes it portrayed in one week—the range was
from 1,063 to 1,485 years.?

Measurement is not the only pitfall connected with violence. The effect
of TV violence on society is also debated and hard to determine. Many
research projects and surveys have been conducted, the findings of which
have generally been severely (perhaps even violently) challenged by both
friends and foes of TV fare. Some of the results which have surfaced are as
follows. (1) People who watch killings and woundings on TV show a
greater immediate tendency toward aggressive behavior than do those who
watch chase scenes and arguments. (2) People who watch violence on a
large screen show greater tendencies toward aggressive behavior than those
who watch on a small screen. (3) The inclusion of humor in a program
dampens the tendency toward aggressive behavior on the part of the viewer.
(4) There is little difference between news programs containing only
nonviolent news and ones containing both violent and nonviolent items in
terms of increased inclination toward aggression. (5) The more children
identify with violent characters in a program, the greater is their inclination
toward aggression. (6) There is little correlation between what children
consider to be violent acts and what mothers consider violent acts.
(7) People think there are more bloody scenes on TV than there actually
are. (8) Four out of ten people feel that violence is harmful to the general
public and to children in particular. (9) Four out of ten people say they
avoid watching violent shows. (10) Hardly anyone believes that watching
violence hurts him or her personally.®
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Innumerable organizations have joined the battle to curb violence. The
PTA held hearings on the issue in eight cities in 1977. The American
Medical Association wrote a letter to advertisers urging them to refrain
from advertising on violent programs. The National Citizens’ Committee
for Broadcasting distributed a list of the advertisers who most frequently
advertise on violent shows. Consumers’ groups have boycotted products
advertised on violent programs. And even inter-industry groups such as the
National Association of Broadcasters and the Screen Actors Guild have at
times called for a halt to violence.

The entire violence issue tends to generate heat and may be a subject
which will rear its ugly head in future decades.'®

Situation comedy shows are perhaps the purest form of entertainment in
that their aim is to make people laugh. This is not an easy task. It takes
strong-penned writers and strong-willed actors and actresses to crank out
humorous lines and actions week after week.

The grande dame of situation comedy is Lucille Ball, whose antics will
probably live forever in reruns. Others who have made their mark in
this form of programming are Robert Young in ‘‘Father Knows Best,”’
Gertrude Berg in ‘‘The Goldbergs,”’ Phil Silvers as ‘‘Sergeant Bilko,’’ and
Dick Van Dyke and Mary Tyler Moore, first together and then on separate
shows.

The general successful format for a comedy show is the development of
characters who are placed in a situation that has infinite plot possibilities,
the creation of complication, the reign of confusion, and the alleviation of
the confusion. The problems encountered are usually the result of mis-
understanding rather than evil, and the audience can relax because it knows
the problem will be solved.

The early situation comedies made an attempt to be based on
believability, but the necessity to crank out programs accelerated a trend
toward paper-thin characters and canned laughter. One of the mainstays
became the idiotic father ruling over his patient and understanding wife and
kids. The advent of ““The Beverly Hillbillies”> was cited as evidence of the
decadence of TV and perhaps the depth of silly exaggerated situations, slap-
stick corny plots, and unbelievable characters.

A breakthrough in comedy series occurred with the debut of Norman
Lear’s ““All in the Family,”” whose bigot lead was replete with a long list of
prejudices. This series, unlike any previous comedy series, dealt with
contemporary relevant social problems and even with politics, heretofore
taboo for comedy series. This program and subsequent similar ones raised
the status of situation comedy in the eyes of critics and the public alike.

Situation comedy still comes in for its share of criticism, though,
because of too much emphasis on sex, improper portrayal of members of
minorities, too slavish obedience to ratings, and outlandish financial
demands of the stars. Situation comedy, like its dramatic counterpart, is
criticized for making it appear that all problems can be solved in thirty
minutes. This concept was particularly pursued during the *60s when the
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Figure 5.4

Typical situation com-
edy expressions. Joey
Bishop (center) seems
to be literally caught
with his hands in his
pockets in this scene
from “The Joey Bishop
Show.”

Photo courtesy of Peter
Leeds

Variety

116

first television-weaned generation began demanding wholesale reforms.
There were those who felt that these young people had been exposed to so
much TV that their view of reality was a simplistic one that believed all
problems could be solved easily and quickly and did not allow for real world
complexity.

But the producers of situation comedy shows are still concerned with
making people happy. As Norman Lear has said, *‘I would hope—at least
that’s the intention—that people turn off these shows and feel a little better
for having seen them.””""

Variety shows are a hard act to follow—especially for the variety
performers themselves. In the days of vaudeville a stand-up comedian,
Juggler, or musical group could survive years by keeping on the move and
performing for new audiences in each town. Not so with television. In one
prime-time hour a comedian will have exhausted his supply of jokes before
an unseen audience of twenty million. Now what does he do to stave off
unemployment? Because variety shows absorb jokes faster than writers can
write them, and juggling acts faster than performers can learn new ones,
and music faster than singers and orchestra can rehearse, very few such
shows have enjoyed longevity.

The longest running variety show was Ed Sullivan’s ““Toast of the
Town,”” which was seen on CBS every Sunday evening at 8:00 p.m. for
sixteen years. Different talent appeared each week, with Mr. Sullivan giving
straight-laced and straight-faced introductions to each. None ever accused
him of being a stand-up comedian, so he did not run out of funny material,
but he did know how to put together a first-rate weekly show with wide
audience appeal that frequently included such coups as The Beatles and the
Singing Nun.
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One of the most controversial of programs was the variety show hosted
by the Smothers Brothers, who rose from obscurity in the '60s to become a
top-rated show in their first season. In a period of political division caused
by the war in Vietnam, the Brothers leaned heavily on political satire.
Constant battles raged over the censorship which the two brothers felt CBS
used to stifle their creativity. Amid arguments over edited segments of
programs and lawsuits, the Brothers were relieved of their show.

The list of other entertainers in the variety category is long and should
include at the top such names as Jackie Gleason, Sid Caesar, Imogene
Coca, Dinah Shore, the recyclable Andy Williams, Flip Wilson, Carol
Burnett, Sonny and Cher, and Donny and Marie.

Variety shows are a prime user of studio time in the networks. Most of
the drama and situation comedy shows are produced by independent
production companies and sold to the networks, but variety shows are
usually a product of the network itself. Part of the reason for this is that
these programs lend themselves more easily to videotape than to the film
techniques often employed for drama and situation comedies. The sponta-
neity of the acts can be best maintained if it can be captured by a bevy of
cameras simultaneously, and rarely is there a need for a car chase or
outdoor scene that cannot be taped within the confines of a studio. Variety
programs are among the more expensive shows to produce because of the
lavish costumes and sets as well as the highly paid talent.

Figure 5.5

Donny and Marie, from
the variety show of the
same name. These two
members of the talented
Osmond family often in-
cluded other members
of their family as well as
a host of guests on
their weekly show.

Photo courtesy of Osmond
Enterprises
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Specials

Figure 5.6

A scene from a Bob
Hope Christmas special.
Bob, Peter Leeds
(center), and Steve
McQueen (right) tele-
vised this from the Air
Force Academy in Col-
orado.

Photo courtesy of Peter
Leeds
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One criticism of variety shows is that there are too few of them and
they have a sameness in that they generally revolve around singers and
comedy skits, some of which are overly risque. However, most of them
provide wholesome family entertainment, and they do offer variety within
the television diet.'?

Special is a word used to designate a program that is not within the regular
network schedule. Frequently variety shows start and/or end as specials. A
performer may be brought on to do a special and be such a hit that he or she
is given a weekly berth. Or a star that has been performing for a weekly
variety show and has run out of material and/or energy may *‘retire’’ to an
occasional special. Many of radio’s outstanding stars opt for TV specials, as
also do stars whose primary medium is records, film, or the stage.

Some of the major names associated with outstanding specials are
Barbra Streisand, Frank Sinatra, Bob Hope, Red Skelton, Jack Benny,
Mary Martin, Ethel Merman, Fred Astaire, and Elizabeth Taylor. Broad-
way plays, restaged for TV, are occasional specials, as in the case of Peter
Pan, Annie Get Your Gun, and Kiss Me Kate. There are also old standby
specials that have lasted over the years, such as beauty pageants, holiday
parades, and entertainment awards shows.

Specials are often aired in order to boost sagging ratings. The regular
show scheduled to be aired at that time is canceled and the star-spangled
special replaces it, usually walking away with the ratings race if the other
two networks stay with their regular programming. What happens often,
though, is that networks will schedule competing specials at the same time,
particularly if it happens to be an important ratings week. This often leaves
the viewer irritated by feast and famine.
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Specials, like variety shows, are usually produced at network facilities
and are, if anything, more expensive to produce since sets and props can
only be used once. However, the cost usually seems justified to the net-
works, for they feel they are getting more holler for the dollar.'?

Movies on TV is another evolving area. Many of the regular drama and
comedy series are produced on film, so could be considered movies for TV,
but they are not generally placed in this category. All movies which are first
shown in the theater and then released to TV fall into the movie category, as
do films without continuing characters that are made specifically for TV.

In the early days of television, theatrical films were the mainstay of
local independent stations. With a twenty-year backlog of films just sitting
on the shelf, the film studios were happy for this new source of revenue. No
union contract had envisioned this bonanza, so there were at first no
residuals to be paid. But as the use of movies on TV became popular, both
the guilds and unions negotiated contracts with producers calling for the
payment of residuals. With costs thus greatly increased, the producers
turned to the networks, which obviously had larger pockets than indepen-
dent TV stations. The phenomenon of movies on TV caught hold in a big
way, and by 1968 there were movies on at least one network each night of
the week. Soon the twenty-year backlog of movies was depleted.

The networks, led by ABC, then began contracting for movies made
especially for TV. These still are being produced in fair abundance. Many
of these made-for-TV movies are low-budget, quickly produced, grade B-
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Figure 5.7

Billie Dee Williams (/eft),
James Caan, and
Shelley Fabares in the
made-for-TV movie
“Brian’s Song.” This
1971 movie dealt with
the deep friendship of
football players Gale
Sayers and Brian
Piccolo, ending with
Brian’s fatal iliness. It
was such a success
that it was shown in
theaters after being
shown on TV.

Photo courtesy of Colum-
bia Pictures Television
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Talk Shows

movies, but occasionally one emerges that is good enough to make the
rounds at movie theaters after its TV debut.

Of course, big box office movies still find their way onto TV, but the
cost per film to a network is generally in the millions. Such film contracts
usually stipulate that the films cannot be shown on TV for two years after
their release—to try to insure that the TV showings will not divert revenue
from the movie theaters.

At present there are three categories of movies seen on local and
network TV: the oldies making the rounds for the umpteenth time, the
made-for-TV movies, and the two-year-old releases hitting the airwaves for
the first time. Overall, movies do not account for as large a percentage of
time as during the *60s but they still make their presence known.

Controversies have arisen concerning the content of some of the
movies. On one hand, there are complaints that the violence and sexual
material present in the movies is much too explicit and that films dealing
with homosexuality, rape, prostitution, and similar subjects should be kept
off TV. On the other hand, there are complaints that the movies shown on
TV are so heavily censored that they are edited beyond recognition or
sensibility. The need to edit them, not only for content but also for
commercial interruptions, is also irritating to many viewers. The quality of
many of the made-for-TV, thin-on-plot, heavy-on-action films has also
received criticism. Occasional cries are heard from theater owners, who say
that movies on TV hurt their business. But movies in some form or other
will no doubt continue to be a staple of television.'

Talk shows capitalize on the average person’s desire to know what makes
celebrities tick. The shows constantly parade names in the news past hosts
or hostesses who attempt to bring out the unusual or peculiar in the guest.
The late night talk shows are probably the best known, with Johnny Carson
being the dean of talk show hosts. Other well known hosts through the years
have included Jack Paar, Steve Allen, David Frost, Merv Griffin, and
Dinah Shore.

The cost of talk shows depends primarily on the quality and demand of
the guests and host. Some talk shows are virtually free for they are beset
with requests from aspiring authors, dog acts, one-man bands and the like
who wish to appear gratis on the program for the free publicity. Other
shows pay top price to obtain *‘hot properties’’ of the show business and
political worlds.

Naturally, not all guests on talk shows turn out to have scintillating
personalities, so the shows are occasionally criticized for being boring.
Some hosts capitalize on abrasiveness in order to get a rise out of guests,
and this too is criticized. Some of the subject matter discussed on talk shows
seems out of the bounds of propriety to elements of the public.

Talk shows run the gamut of network-produced, station-produced,
and independent-produced. Although they have never sustained top ratings,
they regularly draw consistent audiences. '
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Audience participation shows have always been popular. Early radio had its
quiz shows for both children and adults, and today many radio stations
have call-in programs on which listeners can express their views on various
subjects.

TV took over the quiz-game program idea early in its history with a
1942 simulcasi on both radio and TV of ‘““Truth or Consequences.”’ The
1947 season saw several such shows, including ¢‘Juvenile Jury,”” ‘‘Break the
Bank,”’ and ‘“‘Leave It To the Girls.”’ Other notables through the early years
were “‘Beat the Clock,”” ““Queen for a Day,’’ ‘‘Strike It Rich,”” “‘Stop the
Music,”’ “What’s My Line?’’ “I’ve Got a Secret,”” ‘‘Name That Tune,”
and “‘Double or Nothing.”” Excitable game show hosts included Bert Parks,
Dennis James, John Daly, and Ralph Edwards.

Most of these early shows had modest prizes for the winning con-
testants, but during the mid-50s the stakes began to increase as such
programs as ‘‘The $64,000 Question,” ““The $100,000 Surprise,”” *“The
$64,000 Challenge,’’ and ‘‘Twenty-One’’ made their debut. Of course, the
1958 quiz scandal gave the quiz-game show area a temporary blow. For a
while no chance-oriented shows dared touch the airwaves, but gradually
additional innocent low-stakes programs emerged, such as ‘“The Dating
Game,”’ “‘Hollywood Squares,”” *‘Match Game,”’ ‘‘The Newlywed Game,"’
“Family Feud,”” “‘Shoot for the Stars,”” and *‘Liar’s Club.”

The gamut of opinion regarding game-quiz shows ranges from those
who think the games are educational because of the information contained
in the questions to those who think the games feed on avarice and gambling
instincts and make fools of all the contestants who participate while at the
same time wasting the time of those who watch.

The Escape Machine

Figure 5.8

Merv Griffin as host of
his talk show. Here he
is interviewing Starsky
and Hutch—David Soul
(left) and Paul Michael

Glaser (right).
Photo courtesy of Merv
Griffin Productions

Audience
Participation
Shows
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Figure 5.9

Host Jack Narz and con-
testants tackling the
game show “Concentra-
tion” with fun and vigor.
Correctly matched prize
squares yield pieces of
a puzzle which serve as
a clue to a saying
which, in turn, enables
the winning contestant
to try for the car.

Photo courtesy of
Goodson-Todman Produc-
tions

Soap Operas
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Game shows are among the least expensive to produce. All talent
except for the host is free, the set can be used over and over, program after
program, and the prizes are donated by companies in exchange for mention
on the show.

The degree of commercialization inherent in these programs is often
questioned. Some programs appear to be one long commercial as the merits
of the various prizes are revealed. The games themselves are criticized for
being inane and childish and for a sameness which seems to permeate most
of them. However, many viewers compete or empathize with both winners
and losers, and there is never a lack of people lined up to try their luck or
skill on big time TV.

Most game shows are produced by production companies, the most
notable of which is Goodson-Todman. They are generally aired during
daytime hours, although a few have wedged their way into the evening
hours, particularly during the early evening when local stations have control
of the programming fare before the network shows start. The syndication
and rerun circuits for game shows also flourish.'¢

Soap operas arose during the heyday of radio and succeeded in dominating
the afternoon hours with stories dealing mostly with the housewife
struggling against overwhelming adversity—sick and dying children, ne’er-
do-well relatives, weak husbands.

Television adopted the soaps at about the same time other programs
switched from radio to the new medium. Many of the original traits were
retained: each program is serialized in such a way that it entices the viewer
to ““tune in tomorrow”’; the plot lines trail on for weeks; music is used to
designate transition; very little humor is included in the dialogue, as
adversity is the common thread; soap opera characters, unlike their evening
dramatic and comedy counterparts, live with their mistakes and are con-
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stantly affected by events which happened on previous programs; they also
grow old and have children who grow older.

What has changed from the old radio soap opera days is the program
content. Although there are still some housewives struggling against
overwhelming adversity, the emphasis is now much mare on male-female
sexual relationships. Infidelity, premarital sex, artificial insemination, mate
swapping, impotence, incest, venereal disease, frigidity, and abortion have
been added to nervous breakdowns, sudden surgery, and missing wills.
Subject matter is often tried first on soap operas to determine if it will be fit
for evening hours. In fact, versions of soap operas have moved to nighttime
on occasion, with such programs as ‘‘Peyton Place,” ‘‘Mary Hartman,
Mary Hartman,’’ and ‘*Soap.”’

Sometimes soaps are produced by the networks and sometimes they are
produced by independent companies. They are among the most profitable
TV ventures, for production is cheap and ads are plentiful. The same
paper-thin scenery is used day after day, and since soaps are a world of
words and close-ups with very little action, hardly anything is consumed or
destroyed. Soap opera stars are paid much less than prime-time talent, a
fact which they often decry, since they work at a much more hectic pace.
While the nighttime stars are working to crank out one program a week, the
talent of the soaps must produce one program a day. Understandably, this
leads to some production sloppiness where blown lines are left intact in the
aired product. Such incidents are remarkably rare, however, if one con-
siders the time pressures under which the actors are performing.

Figure 5.10
A mother-son scene

from “The Young and
the Restless.” Jeanne
Cooper (left) plays Kay

Chancellor and Beau
Kayser plays Brock
Reynolds.

Photo courtesy of Colum-

bia Pictures Television
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Children’s
Programs

Soap opera regulars, if they can take the pace, can be fairly sure of
long-term employment, for many soaps have survived while there have been
dozens of turnovers in the prime-time area. Among some of the longest
running are ‘‘Search for Tomorrow,’” “‘The Guiding Light,”” “‘Days of Our
Lives,”” “‘General Hospital,” ‘‘Love of Life,”” *‘All My Children,” and
““The Young and the Restless.”’

For the most part, soaps are put in a second-class stepchild position by
critics and the broadcasting industry alike—mainly because of their air
time, cheap production, and maudlin story lines. However, there are those
who feel that from a literary point of view soaps are superior to nighttime
programs. Relieved of the chore of solving all problems in thirty minutes,
the soap writers can explore character and probe motivation and in that way
provide viewers with more realistic, albeit exaggerated, situations.

It was assumed for many years that only middle-class housewives and
shut-ins comprised the audience for soap operas. But in recent years many
*““closet case fans” have emerged including baseball players, nighttime TV
stars, politicians, and many men and women who work nights. In fact, a
small weekly magazine, Soap Opera Digest, which prints capsule plots of
each soap on the air that week, has been very successful marketing its
product to those who must miss an episode of their favorite but do not want
to fall behind the story line.

So, despite the fact that Heather has been jilted at the altar by John,
who has discovered that his father is impotent and he is the love-child of an
affair between his mother and Dr. Winton, thus making him a first cousin
of Sharon, who is in love with Tom, the husband of Tricia, who has just
had an abortion in order to cover up her affair with Richard while Tom was
out of the country searching for his child of a previous affair who had been
put up for adoption—soap operas will no doubt continue.!’

Never could Sky King, The Lone Ranger, The Green Hornet, Howdy
Doody, Kukla, or Mickey Mouse envision the furor which has arisen over
children’s programming.

The air time for children’s programming has not changed since the
1930s. Saturday morning and after-school hours were the domain of the
young in early radio days and still are today. However, radio, by virtue of
its aural nature, emphasized imagination and sound effects, whereas TV
emphasizes sight and action.

TV networks started children’s programming early with an emphasis
on puppets, such as Howdy Doody and his real-life friends Clarabell the
Clown and Buffalo Bob, and Kukla and Ollie with their real-life friend Fran
Allison. The longest running kiddie show on network has been ‘‘Captain
Kangaroo,’” which has been on CBS Monday through Friday since 1955 and
still enjoys great success with children, plus the approval of parents.

Children’s programming was important on early local TV stations too.
Most programs consisted of a host or hostess whose main job was to
introduce cartoons and sell commercial products. During the *60s, networks
too overwhelmingly adopted the likes of ‘‘Felix the Cat,”’ ““The Road-
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runner,” ‘“‘The Flintstones,”’ ‘‘Daffy Duck,’’ ‘‘Popeye,’”’ ‘‘Heckle and
Jeckle,”’ ‘‘Jabber Jaw,” “Tom and Jerry,”” and *The Jetsons’’—and
therein began the controversy.

For many years these cartoons dominated Saturday morning TV, mak-
ing for one of the most profitable areas of network programming. The car-
toons were relatively inexpensive to produce, and advertisers had learned
that small fry can be very persuasive in convincing their parents to buy
certain cereals, candies, and toys. The result was profits in the neighbor-
hood of $16 million per network just from Saturday morning TV.

But gradually the bubble burst. Parents who managed to awaken for a
cup of coffee by 7:00 a.m. Saturday noticed the boom-bang violent
noneducative content of the shows along with the obviously cheap mouth-
open/mouth-close animation techniques. A group of Boston hous<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>