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PREFACE

The two previous editions of this book set
forth these objectives— (1) to describe the
field of radio-TV in the United States com-
prehensively, (2) in a manner the reader
could grasp and enjoy, and (3) in a form the
classroom teacher could use. Judging by your
warm response, these were objectives suc-
cessfully accomplished. My sincerest thanks
to the critics, radio-TV executives, teachers,
and students (especially the students!) who
made the previous editions of Perspectives
such a success; because of your kind en-
dorsement, I have aimed this third edition at
those same three goals.

THE FIRST GOAL: BREADTH

In working toward the first goal, I found that
the scope of Perspectives must be broad.
After all, “radio and television’ is a field that
covers subjects ranging from A&P Gypsies to
Zworykin, Vladimir K., and encompasses
areas as diverse as churn and charlatans,
static and statistics. For the reader to get a
complete picture of the field, it seemed to me
that the book would have to include not only
the usual material but also new information
on subjects such as ethics, careers, and rivals
to U.S. commercial radio and television.

THE SECOND GOAL: TO THE STUDENT

You will find Perspectives easy to understand
at first reading—whether you are a begin-
ning radio-TV major or a nonmajor elective
student. Terms are defined as they occur in

the narrative. In-text notes refer to sections
that contain explanatory information. Bold-
face type indicates words and concepts that
are especially important. And a short, selec-
tive list of books for further reading follows
every chapter,

THE THIRD GOAL: TO THE INSTRUCTOR

Perspectives was written to adapt to your
teaching situation. The book is divided into
logical chapter divisions by subject matter,
and you assign them in the order appropriate
for your course and your students. Each
chapter stands by itself. If you feel that the
technical aspects should come first in the
course, then teach it that way; make Chap-
ters 10, 11, and 12 the initial reading assign-
ments. Want to start with career opportuni-
ties? Put Chapter 21 first on your syllabus.
Perspectives is also an integrated whole
and can be used straight through, as written.
Whether or not you are experienced in
teaching the survey course, please read
Chapter 1. That is where the rationale and
plan of the book is laid out; it “sets up” the
remaining 25 chapters. '

ACKNOWLEDGMENTS

The following persons supplied information
or illustrative material, without which the re-
vision would be incomplete: Harrie Bos,
Nederlandse Omroep Stichting; Ann K.
Bowman, American Advertising Federation;
James Conway, Independent Broadcasting

xxiil
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Authority; Claudia G. Copquin, UNIVI-
SION; Paula Darte, National Public Radio;
Jill Davidson, Cable Rep Advertising; Rich-
ard Dunn, BBC; Laurence Frerk, Nielsen
Media Research; Richard Grefé, Corporation
for Public Broadcasting; Robert D. Haslach,
Royal Netherlands Embassy; Dewitt F.
Helm, Jr., Association of National Advertis-
ers; James R. Hood, United Press Interna-
tional; Mark Hopkinson, British Information
Services; Al Hulsen, then of American Public
Radio; J. Janku, International Radio and Tele-
vision Organization; Dolores Jenkins, Uni-
versity of Florida library; B. K. Khurana,
Doordarshan; Rick Lehner and James
Morgese, WUFT; Karin Lindfors, Nordvision;
Al Mangum, North Carolina News Network;
Miriam Q. Murphy, Statistical Research, Inc.;
Nan B. Myers, Arbitron Ratings Co.; Tommie
Nichols, Turner Broadcasting System, Inc.;
Keshav P. Pande, All India Radio; Renee
Smith, Birch Radio; Michael Type, European
Broadcasting Union; Priscilla West, Neu-
harth Reading Room, University of Florida;
Robert N. Wold, Wold Communications;
Karen Wolfstead and Jimmy Cromwell,
WCJB. Other organizations that provided
material include COMSAT, Electronic Media
Rating Council, International Telecommuni-
cation Union, and National Cable Television
Association.

The publisher, Harper & Row, deserves
credit for taking a chance on the first edition
and for marketing successfully both editions.
Special thanks go to David Nickol, the first-
rate project editor who got the manuscript
into the form you now read.

Most academic authors do not thank their
administrators. But then, many authors do
not work under leadership that is enlight-
ened, effective, and equitable. I do. And I
deeply appreciate the encouragement and
support of Paul Smeyak and Ralph Lowen-
stein, who head the Department of Telecom-
munication and the College of Journalism
and Communications, respectively.

I took advantage of two of the college’s
support programs in revising this edition of
Perspectives—the Professional Summer and
the Research Summer. I spent the 1986 Pro-
fessional Summer at WESH (TV), the NBC af-
filiate in Orlando/Daytona Beach. Special
thanks go to two extra-special people—]John
Evans, who made the arrangements for
Channel 2 to hire me, and Ken Smith, who
supervised my working/learning experi-
ences in the program department.

Two persons helped greatly in my appli-
cation and award of the 1987 Research Sum-
mer. James L. Terhune, associate dean of the
college, guided me through the intricacies of
dealing with the university administration
and fiscal policies. Mary Ann Ferguson, re-
search director of the college, also encour-
aged me to apply, and she heads the college
research committee that made the award.

Harper & Row submitted the manuscript
to the following readers who provided help-
ful comments and suggestions: Susan Tyler
Eastman, Indiana University, Bloomington;
John Fraser, Long Island University; Val
Limburg, Washington State University; Al-
fred Owens, Youngstown State University;
and Susan Zahn, Cleveland State University.
Bill F. Chamberlin, Joseph L. Brechner Emi-
nent Scholar of Journalism here at Florida,
provided significant help in revising Part
Four, Legal/Ethical Perspective. He gener-
ously shared resources developed in working
on The Law of Public Communication, the fine
volume of which he is coauthor, and he cri-
tiqued the regulatory sections of Perspectives.

The individuals who teach the survey of
telecommunication course here at the Uni-
versity of Florida use Perspectives as the re-
quired text. Kay Ford, David Ostroff, and
John Wright have provided continuing and
valuable feedback for improving the third
edition. Dave, John, and Cindy Smith also
made substantive contributions to the actual
process of revision. Dave did much of the re-
search and rewriting that strengthened and



added new sections to the chapter on foreign
national and international radio and televi-
sion. John updated the chapters in Part
Seven, as he had done for the second edition.
Cindy Smith did research, proofread copy,
and made suggestions for rewriting. Without
her help and encouragement, you would not
be holding this volume in your hand today.
Finally, I thank my wonderful daughter Hal-
lie, whose expenses at college made it abso-
lutely necessary that I finish this revision and
get it on the market.

KEEP THOSE CARDS AND LETTERS
COMING . ..

I started requesting direct reader response in
the first edition. The suggestions I received

PREFACE XXV

proved invaluable in revising and improving
the text. Once again I would like to solicit
comment from you, the reader—student, in-
structor, radio-TV employee or executive, in-
terested member of the public. Contact me
dircctly (BITNET: lessmith@uffsc) or
through the publisher and describe what you
like or do not like about the book, what you
think is strong and weak about it, any errors
you may find, what you had trouble under-
standing, and—muost important—what you
think could be done to improve future edi-
tions. This is a complete revision and, as you
will see, I took previous comments and rec-
ommendations to heart.

F. Leslie Smith






CHAPTER

Preview

The first edition of this book, published in
1979, opened with the question, “Why study
broadcasting?” The next few paragraphs
then cited some of the broadcast trade’s al-
ways impressive statistics—figures on audi-
ence, advertising expenditures, and influ-
ence—to demonstrate the necessity to study
broadcasting. Today, the responses to that
question are just as valid; in fact, the figures
have grown even more impressive. The
question itself, however, has had to be
broadened.

1.1 CHANGES

Since 1979, we have experienced one of the
most exciting periods in the short history of
electronic media. As consumers of media, we
have enjoyed a rapid expansion of options.
For the first time ever, many can choose from
a number of programming alternatives—not
simply additional situation comedies, but
true alternatives. As students of media, we
have watched as the very structure of radio
and television has begun to change. New
technology and fresh thinking have chal-
lenged the ‘‘givens”—concepts that once
seemed cast in bronze and sunk in cement,
concepts as basic as broadcast stations, ad-
vertising support of programming, and pub-
lic ownership of the airwaves.

1

Technology has ignited much of the
change. By 1979, some new technology had
already appeared; still, broadcast radio and
television were the primary electronic media.
Today, some of what were “‘new media” in
1979 have grown, expanded, and diversi-
fied—cable television, cable networks, pay
cable, wireless cable, videocassette recorders,
video games, corporate video, home com-
puters. Others, not yet widely available,
seem about to grow and expand—interactive
cable, direct broadcast satellite, various
forms of electronic text. Yet other technology
has emerged since 1979—the low-power
television service, C-band direct, high-defi-
nition television, digital audio and video,
stereophonic television sound, video graph-
ics generators and animators, the charge-
coupled device (in effect, a tubeless video
pickup tube), continuing developments in
solid-state electronics, particularly minia-
turization.

1.2 BROADCASTING

The movers and shakers seemed convinced;.
these new media would stay, spread, and
compete. Naturally, they would compete at
the expense of broadcasting, particularly the
broadcast television networks.

Some early returns from the marketplace



2 PREVIEW

indicated that such predictions were not all
blue sky.” Cable networks captured some
programming that would previously have
run on the broadcast networks, particularly
sports. By 1988, cable had spread to over 50
percent of U.S. television homes. VCR pen-
etration had reached that level the year be-
fore. National advertisers invested increasing
amounts in cable networks—a quarter-
billion dollars by the mid-1980s—most of
which would otherwise have been spent on
the broadcast networks. In 1978, the total
percentage of the television audience that all
three commercial networks drew was 93. By
1990, it had dropped by more than 20 points.
Advertising agency personnel projected that
this trend would continue, and the percent-
ages would bottom, according to some pre-
dictions, in the 50s. The broadcast trade no
longer had a monopoly in radio and
television.

Commercial broadcasting is not quite
ready to lie down quietly and wait for the
undertaker. It is still the dominant form of
radio and television, and the broadcast trade
is still viable. But other media, other delivery
systems, other means of economic support
challenge that dominance.

1.3 RADIO AND TELEVISION

Thus, the question “Why study broadcast-
ing?”” must be broadened—not because
broadcasting is dead (far from it!) but be-
cause the field of radio and television has ex-
panded. This expansion has taken us far be-
yond commercial network broadcasting, that
which we had called “the norm’’ since 1930.
As consumers and students of radio and tele-
vision, we must study these new uses of
radio and television, as well as the old. The
more appropriate (and inclusive) question is,
"Why study radio and television?”

Like the last edition of Perspectives on
Radio and Television, this edition takes ad-
vantage of the generic terms in its title. Its

framework for analysis is radio and televi-
sion, of which broadcasting is but one use.
On the other hand, because it is by far the
most popular and widespread form of radio
and television, broadcasting—particularly
commercial  broadcasting—receives  the
lengthiest, most detailed coverage.

Academics and others have adopted the
term telecommunication to refer to this frame-
work. Most devices and practices included
under telecommunication are actually new
or supplementary uses to which the technol-
ogies of radio and (particularly) television
have been put. To consumers, TV is TV, and
it does not matter where the programming
comes from or how it is delivered. Even for
media such as video games, computer soft-
ware, and teletext, the display vehicle is
often the screen of a TV receiver. So this vol-
ume retains “radio and television” in the
main title and “telecommunication’” in the
subtitle.

And why study radio and television? In
exploring the phrasing of that question, we
have also answered it. The facts and figures
cited above demonstrate that radio and tele-
vision are a major factor in our lives, our so-
ciety, and our economy. Their size, nature,
pervasiveness, and ubiquity all indicate the
necessity to study radio and television. The
important question then is, “What are radio
and television?” That is what we will answer
in this book.

1.4 FORMAT

What are radio and television? The question
is not only important but also complex, even
for a book with 26 chapters and 600 pages.
Thus, this question—What are radio and
television?—has been broken down into a
number of smaller questions.

How did radio and television come
about?

What are the messages of radio and



television, and how are these messages
formed?

How are the messages sent?

Within what kind of legal and ethical
framework do radio and television
operate?

How do they generate the revenues
that allow them to exist?

What are some of the alternatives to the
profit-driven, U.S. model of radio and
television?

What relationships exist among radio
and television, the individual, the
group, and the society?

Each of these smaller questions represents a
different way of looking at, or a different per-
spective on, radio and television.

This book is written to answer these ques-
tions, and thus the title, Perspectives on Radio
and Television. Each of the seven main sec-
tions reflects a different perspective—histor-
ical, creative/informational, physical, legal /
ethical, economic, comparative, and socio-
psychological. Each perspective is further
broken down into a number of different
major topics, which are the chapters within
each section. Especially important names,
words, phrases, and other information are
printed in boldface type. When you come
across a new or unfamiliar word, you will
find either an explanation in context or a ref-
erence to another section that contains the
explanation.

You will find the writing style in the fol-
lowing pages informal, its function being pri-
marily to describe and explain the concepts
as completely and simply as possible. The
subject of radio and television is intrinsically
interesting; the aim of the writing is to let it
emerge that way from the pages of this book.

FURTHER READING

These are some principal sources, although
others exist. Your reference librarian can

PREVIEW 3

help you find various periodicals and books
on specific media.

Bower, Robert. The Changing Television Audience
in America. New York: Columbia UP, 1985.
Compares the audience of 1980 with those of
1970 and 1960.

Broadcasting. Weekly. The single most important
periodical for the trade aspects of broadcasting.
It treats other uses of radio and television (such
as cable), particularly as they relate to the
broadcasting trade. Two companion publi-
cations were introduced in 1989: Broadcasting
Abroad (monthly) and Broadcasting Cable
(biweekly).

Broadcasting /Cablecasting Yearbook. Washington;
Broadcasting, annual. From the publisher of
Broadcasting magazine. This one-volume com-
pilation contains much information about
broadcasting and cable, including a short his-
tory and status report, important FCC rules,
state-by-state listings of outlets with descrip-
tions, and many other directories of various
people and organizations involved in radio and
television.

Cablevision. Weekly. Fulfills somewhat the same
role for cable television and radio that Broad-
casting does for broadcast television and radio.

Channels of Communication. Monthly. Commen-
tary on various aspects of electronic media.

Meyrowitz, Joshua. No Sense of Place: The Impact
of Electronic Media on Social Behavior. New
York: Oxford UP, 1985. How TV has changed
American culture.

The Roper Organization. America’s Watching: 30th
Anniversary 1959-1989. New York: TIO, 1989.
Based on a survey; compares findings from
past years.

Television Digest. Weekly. Summary of the week’s
developments in electronic mass and consumer
media.

Television Factbook. Washington: Television Di-
gest, annual. This two-volume compendium is
similar to Broadcasting Yearbook but focuses on
television and contains additional data.

Television/Radio Age. Weekly. Contains longer
and more explanatory articles and has a some-
what longer-range view than some other
weekly publications.
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To understand radio and television as they are today, we have to look back to
see the chain of events that got us from Heinrich Hertz to Home Box Office,
from Sarnoff to satellites. Our perspective in this section is historical, and the
four chapters answer the question, “How did it all happen?”

In Chapter 2, we look at the technical and industrial origins of radio and
television. We start before the middle of the nineteenth century and, as we
travel forward in time, meet the devices and the companies on which modern
electronic mass media were founded. In Chapter 3, beginning in 1929 we focus
on the development of radio broadcasting. In Chapter 4, we pick up in 1942 and
survey the history of television broadcasting. In Chapter 5, we begin in 1950
and trace the rise of cable and other radio-TV technologies.






CHAPTER 2

Origins of Radio

and Television:

From 1842

In the United States, the ends of mass mar-
keting provide the economic rationale—the
reason to exist—for profit-driven radio and
television. Broadcasting, the oldest form of
radio and television, provided the model for
other electronic media. Cable, pay cable, and
even home video represent outgrowths from
and variations on the for-profit pattern estab-
lished by advertising-supported broadcast-
ing. For this reason, it is easy to forget that
broadcasting was not originally developed to
meet the needs of a consumer audience. No
corporate marketing expert sat down one day
to design the concept of broadcasting as an
arm of marketing. The appropriate model for
the initial development of broadcasting is not
Athena, who sprang full grown from the
head of Zeus, but Topsy, who just “grow’d.”

At least, that was the case for radio broad-
casting. Television broadcasting, on the other
hand, was more the result of purposeful cor-
porate planning. The mass-audience/mass-
marketing aspect of broadcasting was al-
ready in place. Moneyed organizations saw
television’s potential to generate revenue
and took on the task of its technological
development.

In this chapter, we study the origins of
commercial broadcasting. First, we look at
radio and the beginning of the broadcasting
trade. Then we look at television, nurtured
and introduced primarily by that trade.

2.1 RADIO AND THE BROADCASTING
TRADE

The prehistory and history of American com-
mercial radio unfolded in at least seven
stages: radiotelephonic communication, in-
dustrial firms with an interest in communi-
cations, broadcast stations, the audience, ad-
vertising as financial support, the networks,
and comprehensive federal regulation. All
developed over a period of time through trial
and error, sometimes by sheer coincidence.

2.1.1 Stage 1: Radiotelephonic
Communication

The first stage in the development of broad-
casting was the achievement of radiotele-
phony—transmission and reception of
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sound via radio waves. Like broadcasting it-
self, radiotelephony is not one unique de-
vice, but rather the combination of a series of
discoveries and inventions—electricity, te-
legraphy, telephony, and wireless teleg-
raphy.

Scientific interest and research in electric-
ity began in earnest during the Renaissance
and reached its peak in the eighteenth and
early nineteenth centuries. In the 1880s,
Thomas Edison began to wire New York
City, the first step in what would become the
electrification of America.

The idea behind telegraphy—relaying
messages from one point to another—had
been around for centuries. The ancient
Greeks employed beacon fires and torches to
convey information over distances. Various
forms of visual signaling devices had been
used down through the years. But these were
cumbersome, time-consuming, and subject
to problems due to bad weather and human
error. In the nineteenth century, several per-
sons worked on a totally different idea—the
development of an electrical telegraph. An
American, Samuel F. B. Morse, was credited
as first to succeed. Morse had worked on his
electromagnetic telegraph system for more
than a decade when he finally patented it in
1842. A simple device, the Morse telegraph
used electrical wire with electromagnetically
equipped clicking keys at both ends and two
electrical signals: current on and current off.
The length of these two signals was varied to
produce either dot clicks or dash clicks, and
combinations of these dots and dashes rep-
resented letters of the alphabet. Even today,
this is called the Morse code.

Congress appropriated $30,000 for Morse
to build an experimental electrical telegraph
line between Washington, D.C., and Balti-
more. In May 1844, the words “What hath
God wrought!”” were transmitted as the first
message. The experiment was successful; a
message had been sent over wire via
electricity.

Thirty-two years later, electricity was used
to send voice communication by wire. Alex-
ander Graham Bell (Figure 2.1) filed a for-
mal application to patent his telephone on
March 7, 1876. Three days later, Bell oper-
ated his telephone successfully for the first
time.

In the meantime, a group of scientific dis-
coveries had begun that eventually led to
wireless telegraphy. Beginning in 1864,
James Clerk Maxwell wrote a series of the-
oretical papers showing that energy passed
through space as waves traveling at the
speed of light. He said that light waves were
electromagnetic, but there were probably
other electromagnetic waves, too, invisible
because they differed in length from light
waves. In other words, Clerk Maxwell pre-
dicted the existence of something that could
not be seen, felt, heard, or smelled, some-
thing that we now call radio waves.

In 1887, the German scientist Heinrich
Hertz demonstrated the existence of radio
waves, He constructed a device (Figure 2.2)
that included two coils or hoops of wire, one
of which was an oscillator (a device that pro-
duced radio waves). He found that the oscil-
lating coil excited electrical current in the
other coil. When he moved the two coils far-
ther and farther apart, the results were the
same. This was the first transmission and re-
ception of radio waves. Hertz had proved
Clerk Maxwell correct. Others started exper-
imenting with Hertzian waves, as they came
to be called.

Scientists had predicted wireless telegra-
phy for years, and in the 1880s American
and English scientists developed some crude
devices to that end. Most, however, were
based on electrical induction* and therefore
were limited in range. Interestingly, no one

*When a conductor (a substance capable of carrying
current, such as a copper wire) carries a voltage (cur-
rent), a magnetic field is built up around it. A second
conductor has a voltage induced in it when it is moved
through this field. This process is known as “induction.”
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(a) (b)

Figure 2.1 Invention of the telephone. (a) Bell's device. the 1876 liquid telephone. (b)
Alexander Graham Bellin1876, the year the telephone was invented. Sulfuric acid was used
as part of the transmission apparatus; the receiver was a tuned reed. Supposedly, on the
night of March 10, 1876, Bell spilled acid on his clothes and uttered the first articulate sen-
tence ever spoken over an electric telephone, “*Mr. Watson, come here; I want youl* (Pho-
tograph courtesy of AT&T Archives. Used by permission.)

had thought of using Hertzian waves to carry all the elements together. Guglielmo Mar-
information. Transmission and reception of coni (Figure 2.3), a young ltalian, put to-
these waves remained a laboratory stunt, gether Hertz’s oscillating coil, a Morse tele-
pure science. It took a nonscientist to bring graph key, a coherer (a radio wave detection

Figure 2.2 Hertz's device. The wires led to a power source. The power source caused
electrical sparks to oscillate between two metal balls. These sparks sent out waves of high-
frequency alternating current. The waves hit a metal screen that reflected them. When
properly positioned between the spark gap and the metal screen, an open copper wire
loop would spark in resonance with the metal balls.
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Figure 2.3 Guglielmo Marconi. Marconi and his apparatus for “'telegraphy without wires*
shortly after his arrival in England in 1896. (Photograph courtesy of GEC-Marconi. Used by

permission.)

device), and grounded transmitting and re-
ceiving antennas of his own design. In 1895,
at the age of 21, Marconi succeeded in send-
ing a message over a distance of 1§ miles
using electricity without wires.

The final step, of course was to combine
wireless transmission and reception with
voice. Reginald Fessenden, an electrical en-
gineering professor at the University of Pitts-
burgh, felt that a high-frequency generator
was needed to transmit speech. He con-
tracted with General Electric (GE) to have
one built. GE shipped the great 50,000-cycle
machine to Fessenden’s wireless station at
Brant Rock on the Massachusetts coast.
Combining the generator with a telephone
and his recently patented high-frequency
arc, Fessenden made the first wireless voice
transmission on Christmas Eve, 1906.

Momentous as Fessenden’s achievement
was, his technology was eclipsed just one
week later. On December 31, 1906, another
American scientist transmitted and received
code via radio waves from one side of his
laboratory to the other. The scientist was Dr.
Lee De Forest (Figure 2.4), and his method
of reception was based on his invention, the
Audion (Figure 2.5)—the immediate fore-
runner of the triode vacuum tube and ances-
tor of the transistor and the “chip,” the in-
tegrated circuit.

The Audion’s origin dated from 1879,
when Edison invented the electric light bulb.
Four years later, Edison noted that when a
metallic plate was put in a bulb along with
the light filament, current flowed from the
filament to the plate. No immediate practical
application was seen for this “Edison effect,”



(a)

Figure 2.5 Development of the Audion. (q)In 1883, Edison noted that current flowed from
the hot flament to a plate inside the bulb. (b) Fleming connected the piate to an antenna,
and the incoming waves made the plate alternate rapidly from positive to negative. Thus
it alternately attracted and repelled current from the flament and reproduced the incom-
ing radio signals as DC current in the earphones. (c) De Forest introduced a grid between
the plate and the flament. The weak current from the antenna went to the grid and con-

In effect In effect
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Figure 2.4 Lee De Forest. In 1922, De Forest
became interested in fim and produced a
system for fim sound called “*Phonofim.” it
had little success. primarily because the fim
trade felt it had no use for sound at the time.
Ultimately, however, fim sound succeeded
because of a De Forest invention, the Audion.
Here, De Forest holds an early vacuum tube
used in a fim camera, about 1926. (Photo-
graph courtesy of AT&T Archives. Used by

11

(b}

trolled the higher voltage that passed from the flament to the plate.
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although later James A. Fleming, a fellow
worker of Marconi, used it to develop the
two-element Fleming valve (tube) in improv-
ing wireless communication. What De Forest
did was to insert in the bulb, between the fil-
ament and the plate, a third element, a tiny
grid of fine wire. The grid carried a weak
electric current. By varying the minute
charge on the grid, he also varied the higher-
voltage current that flowed through it from
the filament, or negative element, to the
plate, or positive element. In other words,
the Audion could take a weak electric signal
and magnify it. Put multiple Audions in tan-
dem, and you got increased amplification.
The invention of the Audion launched the
electronic age, the second industrial revolu-
tion. Thus the full implication of the Audion
extends far beyond the realm of wireless
transmission. But for our purposes, in one
stroke De Forest had developed a device that
would eventually perform all four basic op-
erations of radiotelephony—generation,
modulation, detection, and amplification.
There would be further refinements in equip-
ment and circuitry for transmission and re-
ception, but all the basic devices necessary
for broadcasting had now been developed.

2.1.2 stage 2: Industrial Developments

Important not only as new technology, the
devices and discoveries described above led
to the formation of certain corporate entities.
American Telephone and Telegraph, Gen-
eral Electric, Westinghouse Electric and
Manufacturing Company, Marconi Tele-
graph Company of America, Radio Corpo-
ration of America—these were the compa-
nies that would play significant roles in the
development of broadcasting.

In July 1877, Alexander Graham Bell and
six close associates formed the Bell Tele-
phone Company. By the turn of the century,
the company had passed into other hands

and had purchased a manufacturing rival,
Western Electric Company. In 1900, the tele-
phone company changed its name to the
American Telephone and Telegraph Com-
pany (AT&T).

In October 1878, Thomas A. Edison was
well on his way to development of the incan-
descent light. He persuaded a syndicate of
financiers to underwrite his research. They
formed the Edison Electric Light Company.
Edison later sold his interest, but from this
beginning emerged the General Electric
Company (GE). GE did wireless transmis-
sion research and development work for the
United States and the Allies during World
War L.

In 1869, George Westinghouse received
the first of many patents on a railway air
brake. His interests eventually led him to the
problem of electrical power. In 1886, he
founded the forerunner of the Westing-
house Electric and Manufacturing Com-
pany, which he left in 1911. The company
retained his name and got involved in radio
early in World War I, when it accepted a con-
tract from the British government to do re-
search in wireless transmission. After the
United States entered the war, the Westing-
house Company manufactured wireless
equipment for the armed forces.

Guglielmo Marconi offered the wireless
telegraph to the government of his native
Italy. Italy refused it, so in 1896 Marconi
went to England and patented his device. In
1897, a company was formed to promote the
Marconi wireless apparatus. Later, the Mar-
coni Wireless Telegraph Company of
America (also called American Marconi)
was formed to further Marconi interests in
the United States. The British Marconi firm
owned a controlling interest in American
Marconi.

2.1.2.1 Patent Problems After De Forest
developed the Audion and tested its wireless
transmission capabilities successfully in the
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laboratory, he formed the De Forest Radio
Telephone Company. De Forest ran more
tests over wider distances—he equipped a
fleet of 24 U.S. Navy ships for a cruise
around the world; he transmitted phono-
graph records of music from the Eiffel Tower
in Paris that were heard all over Europe; and
he transmitted performances from the stage
of the Metropolitan Opera.

Meanwhile, AT&T had come to the con-
clusion that coast-to-coast long-distance tele-
phone would not be possible without a “re-
peater”’—telephone terminology for an
amplifier. Repeaters used three-element
tubes. Irving Langmuir, a GE scientist, had
greatly improved the Audion by expelling all
gases from the bulb, creating the vacuum
tube. Harold D. Arnold of AT&T had also
made improvements. However, De Forest’s
patent—the first to involve the third ele-
ment—was essential.

De Forest was fighting a court battle. He
had been arrested in 1912, charged with
using the mails to defraud by selling stock in
his company. He was acquitted in 1913.
However, needing money, he had sold his
patent rights on the Audion to AT&T for
$50,000. With this patent, the telephone
company was able to stretch its long-distance
reach to the West Coast in 1914 and, soon
after, overseas.

At this point, a number of different com-
panies owned a number of different patents
that collectively were vital to the further de-
velopment of wireless transmission, but in-
dividually these companies were blocking
that development. Almost any attempt to
build or use equipment for commercial pur-
poses infringed on several patents. For ex-
ample, suppose a vacuum tube was used.
The vacuum tube involved patents on de-
vices and improvements developed by Flem-
ing for Marconi; by De Forest, but now
owned by AT&T; by Arnold for AT&T; by
Langmuir for GE; and by others. The United
Wireless Company, for a time the most ex-

tensive American company in wireless teleg-
raphy, was caught in the patent bind. Found
guilty in the courts of infringing on Marconi
patents, United was so weakened that Amer-
ican Marconi was able to absorb United and
thereby attain a monopoly on radio com-
munications in the United States.

When the United States entered World
War I, the government closed all civilian
wireless stations and ordered that patents be
pooled. This goverment-enforced patent
pool allowed war contractors—including
Westinghouse, GE, and AT&T’s Western
Electric—to manufacture tubes and circuits
for military radios without regard to patent
infringement. As a result, wireless equip-
ment developed, improved, and became
standardized. But when the war ended, so
did the patent pool. No one company could
manufacture and market the improved
equipment because it would infringe on the
patents of others.

The end of war contracts caused other
problems. Westinghouse, for example, had
made great progress in the development of
wireless transmitters and receivers and had
geared up for their production to supply mil-
itary needs. Now there was no stable market
for this equipment. GE had turned out ex-
pensive equipment such as the Alexanderson
alternator.®* Without government contracts,
GE would be obliged to dismiss many skilled
employees.

The end of World War I in 1918 left the
U.S. government still in control of the na-
tion’s wireless communications facilities. The
Alexander Bill, introduced in Congress in
November, would have perpetuated a gov-
ernment monopoly of radio. The U.S. Navy
favored the bill, but it was bitterly opposed

*Ernst F. W. Alexanderson, a Swedish emigrant and
electrical engineer at GE, had worked with Fessenden on
the development of the alternator and then later per-
fected it, “working along different lines from Fessen-
den” (Sterling and Kittross, 1978, p. 28; see chapter
bibliography).
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by civilian wireless interests and was voted
down in committee, reaffirming the principle
of private ownership of electronic commu-
nication facilities.*

2.1.2.2 Radio Corporation of America At
about this time, British Marconi tried to buy
exclusive rights to the Alexanderson alter-
nator from GE. Supposedly, the firm’s offer
touched off two trains of thought in the ad-
ministration of President Woodrow Wilson.
First, if British Marconi possessed the alter-
nator, Great Britain would be able to estab-
lish a worldwide monopoly in wireless com-
munications. Second, national security
demanded that no foreign-controlled corpo-
ration be permitted to dominate U.S. wire-
less communications. Therefore, two U.S.
Navy officers visited GE and requested that
the company not sell its alternator patents to
British Marconi. It was also suggested that
GE sponsor the establishment of a power-
ful American wireless communications
organization.

Owen D. Young (Figure 2.6), general
counsel of GE, proceeded to set up the new
firm, Radio Corporation of America (RCA).
American Marconi stock was purchased from
the British firm, and, in November 1919 all
the assets, patents, and goodwill of Ameri-
can Marconi were transferred to RCA. Indi-
viduals who held stock in American Marconi
received shares of RCA. Young chaired the
board of directors; Edward ]. Nally of Amer-
ican Marconi became president.

The actual formation of RCA was only
part of the plan. The major corporations
holding patents on wireless devices entered
into a series of agreements, with RCA serv-
ing as the enabling vehicle (Table 2.1). Some
of these agreements involved cross-licensing

*This was at least the second time the government
had refused a monopoly on some form of electromag-
netic communication. Morse wanted to sell the telegraph
to the government, but Congress took no action on the
matter.

Figure 2.6 Owen D. Young. Young set up the
Radio Corporation of America in 1919. (Photo-
graph courtesy of General Electric Co. Used by
permission.)

or patent pooling. GE, RCA, AT&T, and
Western Electric pooled their various wire-
less patents. In return, GE and AT&T re-
ceived stock in RCA. Later, Westinghouse
acquired critical patents; these were put into
the pool, and Westinghouse received RCA
stock. The United Fruit Company* group, in-
cluding the Wireless Specialty Apparatus
Company and the Tropical Radio Telegraph
Company, put their wireless assets in the
pool, for which United Fruit received RCA
stock.

These agreements were not limited to pat-
ents alone. Under the provisions of the
agreements, GE and Westinghouse had ex-
clusive rights to use the pooled patents to
manufacture receivers, and RCA would sell
large percentages of them. AT&T was to con-
trol all toll radiotelephonic communication,
including exclusive rights to manufacture

*United Fruit Company used ships to get products
from its Latin American plantations to its North Ameri-
can markets. The company used radio to direct the
movements of these ships.
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Table 2.1 OUTSTANDING OR AUTHORIZED STOCK OF RCA—SPRING 1921
Preferred stock Common stock Total stock
Shareholders Shares (%) Shares (%) Shares (%)

General Electric 620,800 15.7 2,364,826 413 2,985,626  30.8
Westinghouse and The International
Radio Telegraph Company 1,000,000° 253 1,000,000 175 2,000,000  20.1
American Telephone & Telegraph Co. 500,000 12.7 500,000 8.7 1,000,000 10.3
United Fruit Company 200,000 5.1 200,000 3.5 400,000 4.1
Others 1,635,174 41.3 1,667,174  29.1 3,302,348  34.1

Totals 3,955,974  100.0° 5,732,000 100.0" 9,687,974 100.0°

“To be issued.

*Totals may not add up to exactly 100.0 percent because the figures are rounded out.
Source: Gleason L. Archer, Big Business and Radio (New York: American Historical Co., 1939), p. 8.

radio transmitters for sale or lease to others.
Also, AT&T and Western Electric could now
use the pooled patents in telephone equip-
ment. GE and Westinghouse could make
transmitters for themselves, but not for
others.

This series of agreements linked the cor-
porations into two groups—the Telephone
Group (AT&T and Western Electric) and the
Radio Group (all other parties). They had
pooled their patents and divided the com-
munications world among themselves. All
eventualities had been foreseen and pro-
vided for—except one. It arose even as the
agreements were being drawn up, and it ren-
dered them all but worthless. It was called
"“broadcasting.”

2.1.3 stage 3: Stations

Frank Conrad (Figure 2.7) worked as a chief
technician at the Westinghouse plant in East
Pittsburgh. Conrad was also an amateur
radio enthusiast and had a receiver and a
transmitter licensed as 8XK in the garage of
his Wilkinsburg, Pennsylvania, home. In
spring 1920, Conrad played phonograph rec-
ords while transmitting. He soon received
mail requests to play specific records at spe-
cific times.

Conrad tried to comply with the requests,
but the mail became so heavy that he finally
announced he would transmit music for two
hours each Wednesday and Saturday eve-
ning at 7:30. His two sons added live vocal

Figure 2.7 Conrad and 8XK. (a) Frank Conrad in his laboratory a few years after KDKA
went on the air. (b) Conrad’s transmitter for 8XK. (Photographs courtesy of Westinghouse

Electric Corp. Used by permission.)



16 HISTORICAL PERSPECTIVE

Air Concert
“Picked Up"
By Radio Here

Victrola muste, playsd toto
the air over s wireless tele-
phone, was “picked up by
listeners on the wireless re-
colving station which waa
recently Installed here for
patrons interested in wireless
experiments. The concert was
heard Thursday night about
10 o'clock, and continued 20
minutes. Two orchestrs num-
bers, a soprano solo—which
rang particolarly hgh and
clear through the air—4&nd a
juvenile "talking plece™ com-
stituted fhe program.

The music was from a Vie-
trola pilled up close to the
transmitter of & wireless tele-
phone in the home of Frank
Conrad, Penn and Pcebdlea
avenues, Wilkinsdurg, Mr.
Conrad is & wireless enthus!-
ast and “‘puta on” the wiretess
concerts perfodically for the
entertainment of the many
poople in this district who
have wireless sets.

Amatour Wireless Setue,
made hy the maker of the
8ct which fs in operation in
our store, are on salc here
£10,00 up.

~1TVeat Rasement

Figure 2.8 The inspiration for KDKA,

and instrumental talent. As the summer
wore on, the Conrads began transmitting
every evening, and the popularity of their
concerts continued to grow. Several local
newspaper articles mentioned the concerts.
On September 29, 1920, the Pittsburgh Sun
carried an advertisement for a local depart-
ment store (Figure 2.8), noting that receiving
sets for those who wished to listen to the
Conrad radio concerts were available for
purchase in the store’s west basement.

This advertisement came to the attention
of Harry P. Davis, a Westinghouse vice-pres-
ident. The audience for Conrad’s transmis-
sions had been people who had the technical
knowledge to put together their own receiv-
ers. But, reasoned Davis, the concerts would
probably be popular with almost everyone if
there were simple-to-operate receivers, com-
plete in one suit. Westinghouse had devel-
oped and manufactured just such receivers
during the war. The company could proba-
bly develop a civilian market for these re-

ceivers, concluded Davis, if it were to operate
a radio station that would supply programs
on a regular schedule announced in advance.

The next day Davis called in Conrad and
a few others, told them his idea, and said he
wanted a Westinghouse radio station ready
for the November 2, 1920, presidential elec-
tion. That was just 33 days away.

Conrad and his crew installed a transmit-
ter in a shack on top of the East Pittsburgh
Westinghouse plant. They strung a wire an-
tenna between a steel pole on the roof and a
nearby smokestack. The U.S. Department of
Commerce licensed* the station to operate
on 360 meters (833.3 kHz") and awarded it
the call letters KDKA. On the night of the
election (Figure 2.9), returns were tele-
phoned to the station from the offices of the
Pittsburgh Post. A recruit from the plant’s
public information office read them over the
air. Between returns, the microphone was
pushed up to the horn of a hand-wound
phonograph. Conrad was in his garage in
Wilkinsburg, ready to assume transmission
duties with 8XK in case of problems with the
hastily installed KDKA transmitter. But
KDKA stayed on the air. Warren G. Harding
won the election over James M. Cox, and
broadcasting was on its way.

2.1.4 stage 4: Audience—Who
Invented Broadcasting?

KDKA was not necessarily the first broad-
casting station. KCBS, San Francisco (for-
merly KQW, San Jose, California); WHA,
Madison, Wisconsin; WW], Detroit; and

*The Westinghouse transmitter was licensed as a
“limited commercial station.” This referred to its use by
a private firm, not to permission to sell advertising time.
Broadcast advertising would not develop until 1922. The
Commerce Department did not license the Westing-
house operation as a broadcast station because there was
no such category; the department started licensing
broadcast stations as such in 1921,

'The letters kHz are an abbreviation for kilohertz,
meaning a thousand cycles per second; MHz, for mega-
hertz, means a million cycles per second.
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Figure 2.9 KDKA and its opening-day staff. (Photograph courtesy of Westinghouse Electric

Corp. Used by permission.)

probably others—all have some claim to
being the first. However KDKA was assur-
edly one of the first. Its story typifies what
happened elsewhere around the country—
technically minded tinkerers built transmit-
ters and found themselves programming on
a regular basis.

To whom were they programming? Cer-
tainly, their audience consisted in part of
others like themselves—people engaged in
amateur radio transmission. But another type
of radio hobbyist was also in the audience.
This hobbyist, spiritual ancestor of today’s
shortwave listener, was interested in recep-
tion—how many stations could be received,
from how far away they could be received,
and how clearly they could be received.

For the most part, the “listen-in’’ hobby-
ists had to be content with receiving the con-
versations of others, usually in Morse code.
Naturally, these early listeners responded
enthusiastically when Conrad and others
transmitted voice and music. The content
seemed aimed at the listeners, elevating their
status from eavesdroppers to audience. As
mail came in from listeners, the pioneer radio

station operators responded by setting up
regular schedules of transmissions, program-
ming for a general audience. They evolved
from radio station operators into radio
broadcasters. It was at this point that radio
ceased to be just point-to-point communica-
tion and broadcasting was born.

Who invented broadcasting? As much as
anyone could be said to have “invented” it,
the audience did.

As the months passed, the early stations
experimented with program types. They
broadcast the first play-by-play sports, the
first radio dramas, the first religious services,
and so on.

The number of broadcast stations in-
creased. The Department of Commerce had
issued 30 licenses by the end of 1920. In
1921 the department issued 28 more li-
censes. But in 1922 the rush began, and by
the end of July, 430 more licenses were is-
sued. On the other hand, a high percentage
of these stations were short-lived. They had
no means of self-support, and they often
consisted primarily of junklike collections of
wires and tubes.
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2.1.5 stage 5: Advertising—Who
Invented Commercial Broadcasting?

The more successful stations improved their
facilities. They increased transmitter power.
They added studios—rooms for performers,
separate from the transmitter. These studios
usually had heavy drapes on ceilings and
walls to cut down reverberation. They were
sometimes furnished in the style of middle-
class hotel lobbies or living rooms of the day,
complete with potted palms, pianos, and
bird cages.

Announcers and performers were often
employees from other departments of the
company that operated the station. The pro-
grams were primarily musical, with some
recitations, some talks for children, and a
sprinkling of “remotes” from church ser-
vices, sports events, and ballrooms where
dance bands played. Occasionally, a star
from another medium, anxious to experience
the novelty of broadcasting, would perform
gratis before the microphone of a station.
Much of the programming still came from
phonograph records. Programs, as such,
were rare.

But then the novelty began to wear off,
and fewer people volunteered to perform.,
Some stations even paid performers. This
created a problem. The stations cost money
to operate but did not bring in direct reve-
nue. They were serious financial drains on
their owners—primarily radio manufacturers
and dealers, newspapers, educational insti-
tutions, and department stores. Various
methods were suggested to pay for broad-
casting—wealthy individuals should endow
stations; cities and states should operate sta-
tions out of tax revenues; a common fund
should be established to receive contribu-
tions that would be distributed to the sta-
tions; receivers or tubes should be taxed or
licensed. However, none of these was the
answer.

In 1922, AT&T opened radio station

WEAF in New York based on a novel con-
cept—toll broadcasting. AT&T saw WEAF's
service as parallel to telephone service. The
company would provide no programs, only
facilities. Whoever wished to address a mes-
sage to the radio audience would pay a toll
or fee to use the station. It was to be a tele-
phone booth of the air. Of course, the tele-
phone company soon found that it had to
provide programming on a sustaining (un-
sponsored) basis when there were no mes-
sages. A regular schedule of programming
was needed to create and hold an audience if
people were expected to pay tolls to broad-
cast messages.

On August 28, 1922, at 5:00 p.m., WEAF
aired its first toll broadcast. A Mr. Blackwell
spoke for ten minutes on the Queensboro
Corporation’s Hawthorne Court, a condo-
minium in the Jackson Heights section of
Long Island, New York. The toll was $50.
The first commercial had been broadcast.

Shortly thereafter, WEAF did away with
talks such as the one for Hawthorne Court.
Radio came into people’s homes, and the sta-
tion felt the public would not accept the in-
trusion of direct advertising. Instead, the ad-
vertiser was allowed to buy or sponsor a
program, elements of which would reflect
that sponsorship. For example Browning
King, Inc., sponsored a program but could
not mention that the firm sold clothing. In-
stead, the program featured the "Browning
King Orchestra” (Figure 2.10a), which was
frequently mentioned.

Similar programs included the Eveready
Hour (battery company), the Cliquot Club Es-
kimos (ginger ale) (Figure 2.10b), the Ipana
Troubadours (toothpaste), the Gold Dust
Twins (cleanser), the Silvertown Cord Orches-
tra and its “Silver Masked Tenor” (Goodrich
tires) (Figure 2.10c), the Lucky Strike Orches-
tra (tobacco company), the A&P Gypsies
(food store chain), and the Happiness Boys
(candy store chain) (Figure 2.10d). Most were
musical programs, primitive and corny by to-
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(c) (d)

Figure 2.10 Radio performers of the 1920s. () Browning King Orchestra. (b) Cliquot Club
Eskimos. (c) Joseph M. White, the Silver Masked Tenor.” (d) Billy Jones and Ernie Hare, the
Happiness Boys. (Used by permission of the National Broadcasting Co.)
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- day’s standards. Nonetheless, they were sig-
nificant: first, they were programs, individ-
ually presented units of the broadcast
schedule, complete in themselves, and sec-
ond, they were deemed suitable for spon-
soring by advertisers.

The Eveready Hour was one of the best.
The sponsor’s advertising agency took an ac-
tive hand in production. Scripted and re-
hearsed—rarities in those days—the Ever-
eady Hour went on one of AT&T’s ad hoc
network hookups in 1924, making it one of
the first successful network series.

As the 1920s wore on, direct advertlsmg
messages—commercials—crept back into
programming, but with restrictions. For ex-
ample, in 1923, WEAF decreed that a com-
mercial must mention only sponsor and
product and must avoid direct selling and
mention of price. Although a few stations
continued to refuse local advertising until the
early 1930s, for the most part, radio was
commercial by the end of the 1920s. In 1929,
the first code of the National Association of
Broadcasters contained provisions for the air-
ing of advertising but banned it during the

period 7 to 11 p.m.—business was for day-

light hours only! Mass advertising had also
grown into an institution during the 1920s,
and, in the process, worries about intrusions
into the home were forgotten.

2.1.6 Stage 6: Networks

Under the intraindustry cross-licensing
agreements, AT&T had been granted all
rights for toll radiotelephonic communica-
tion. In AT&T’s opinion, toll broadcasting
was just another form of toll radiotelephonic
communication, and only AT&T-licensed
stations could charge tolls or fees for an-
nouncements by advertisers. Committed to
toll broadcasting, AT&T sold its stock in
RCA and removed its directors from the RCA
board in 1923.

Westinghouse had put W]Z on the air in
1921. Licensed to Newark, New Jersey, W]Z
had studios in New York City. RCA bought
WJZ in mid-1923 and made it the main
rival of AT&T’s WEAF. W]Z epitomized
the broadcasting philosophy of the Radio
Group—operation of a station by one com-
pany to stimulate sales. WEAF epitomized
the philosophy of the Telephone Group—
operation of a station as a service paid for
by many different companies that wished
to present messages designed to stimulate
sales.

WJZ was prohibited from toll broadcasting
by AT&T’s interpretation of the cross-licens-
ing agreements. Unable to sell advertising, it
began to persuade other companies to share
the cost of programming expenses in ex-
change for free time and publicity. Still, WJZ
lost money. In addition, by having other
companies underwrite programs, WJZ was
giving away that which WEAF was trying to
sell. Naturally, this upset AT&T.

2.1.6.1 The AT&T “Network” AT&T’s
master plan for toll broadcasting included
live interconnection of stations. A small
number of transmitters across the country
would be leased to local corporations. These
local stations could sell advertising and run
local programs, but they would also be tied
into AT&T’s long lines for occasional live in-
terconnection when an advertiser wished to
reach a multicity audience.

AT&T ran the first permanent network
line from New York to WMAF, South Dart-
mouth, Massachusetts, in June 1923. Stations
had been linked previously for simultaneous
broadcasts, but no permanent hookups had
been made. The special line for WMAF ran
through Providence, Rhode Island, so that
by late summer, WJAR in Providence be-
came the third station on the network. Net-
work technology and programming im-
proved. At the end of 1923, six stations were
on the chain. By the end of 1924, the number



was 26, and the AT&T network reached from
coast to coast.

Denied use of AT&T telephone lines,
General Electric and RCA attempted to put
together a network fed by WJZ and con-
nected by telegraph lines. Even though the
telegraph wires were technically unsuited for
broadcast-quality voice transmission, the
W]JZ network built up to some 14 stations by

" the end of 1925.

In line with the telephone company’s plan
for toll broadcasting, and in spite of many re-
quests for transmitters, AT&T restricted sale
and lease of their transmitters. But stations
signed on the air with transmitters from
other sources—building them, importing
them, and so on. AT&T entered suit against
one such station in 1924. The station settled
out of court, and AT&T decided to license all
stations that applied, regardless of the or-
igins of their transmitters. An AT&T license
would also allow a station to charge fees for
use of its time. Hundreds of stations paid the
license fees.

AT&T also wanted to market radio receiv-
ers. The Radio Group argued that this would
violate the cross-licensing agreements. A ref-
eree appointed by the two sides to hear the
dispute agreed with the Radio Group. Then
AT&T produced an influential, convincing
legal opinion that said the agreements were
probably unlawful in the first place, a viola-
tion of the antitrust laws. It was time to
renegotiate.

2.1.6.2 David Sarnoff and the National
Broadcasting Company Owen Young,
RCA board chairman, opened negotiations
with AT&T. But key discussions involved
RCA'’s vice-president and resident expert on
broadcasting, David Sarnoff. Sarnoff, born in
Czarist Russia, had emigrated to the United
States in 1900 at age 9. At 15, he went to
work for American Marconi; at 17 the com-
pany made him a wireless telegraphy oper-
ator. In 1912, at 21, Sarnoff made headlines
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as the operator in contact with the sinking
S.S. Titanic, not leaving his station for 72
hours. He began to rise in company ranks.

In 1916, Sarnoff wrote a memo to his su-
perior suggesting the development of what
he called a radio music box, describing in es-
sence the system of broadcasting that would
not develop for another five years. American
Marconi seems to have ignored the idea.
When RCA was formed, Sarnoff moved to
the new company as commercial manager
and renewed his radio music box idea, pass-
ing it on to Owen Young. The idea was al-
most ignored again, but by this time KDKA
had made its debut, and RCA radio receivers
began moving into stores. Sarnoff’s star was
ascending. He became RCA general manager
in 1921.

In 1922, Sarnoff wrote a letter to an RCA
board member, suggesting the formation of
an RCA-controlled company to specialize in
broadcasting. RCA took no immediate ac-
tion, but once negotiations with AT&T were
under way, his idea began to seem attractive.
In January 1926, it was decided that a new
company would be formed, owned by RCA,
GE, and Westinghouse—a company that
would specialize in broadcasting. Nine
months later this company went into busi-
ness as the National Broadcasting Com-
pany (NBC).

After intricate negotiation, representatives
from the telephone and radio groups reached
an agreement. AT&T would get out of broad-
casting entirely. RCA would carry on all
commercial networking activity, using AT&T
long lines. AT&T and Western Electric would
not market receivers. AT&T would not man-
ufacture and market transmitters, but West-
ern Electric and RCA could. AT&T sold its
broadcasting activities, including WEAF, to
RCA.

On September 9, 1926, NBC was formed,
and shortly thereafter it voted to buy out
RCA'’s broadcasting assets. The word “toll”
was quietly dropped, but the idea of radio
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advertising as a means of support was
retained.

NBC inaugurated network service on No-
vember 15, 1926 (Figure 2.11), with a 4i-
hour special program aired coast to coast on
25 stations. On January 1, 1927, NBC set up
two separate national networks. The red net-
work, derived primarily from the Telephone
Group hookups, had 25 stations based on
WEAF. The weaker blue network, derived
from the Radio Group, had six stations based
on WJZ. The colors, according to one story,
came from the red and blue pencils used by
engineers to draw in the stations and con-
nections of the two networks on their maps.
Also in 1927, NBC adopted a three-tone
chime that became familiar to nearly every
American as the network’s audio identifica-
tion signal. On December 23, 1928, NBC
began regular coast-to-coast service with 58
affiliates. In 1943, NBC would have to sell
one of its networks; it chose to divest the
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Figure 2.11 NBC goes on the air. NBC's chief engineer gives the signal to put on the air
the network’s first show, November 15, 1926. (Photograph courtesy of the National Broad-
casting Company, Inc. Used by permission.)

blue network, which later became the Amer-
ican Broadcasting Company (ABC).

2.1.6.3 Columbia Broadcasting System
Even before NBC had gotten well under
way, a rival network was developing.
George A. Coats and Arthur Judson formed
the Judson Radio Program Corporation in
September 1926 as an organization to pro-
vide programming for radio. They asked
David Sarnoff for help, and when he refused,
Judson swore that he and Coats would set up
their own network. They formed the United
Independent Broadcasters network in Janu-
ary 1927 and signed 12 stations as affiliates,
beginning with WCAU, Philadelphia. How-
ever, they found that station compensation*
and AT&T line charges would cost so much

*A network pays an affiliated station for carrying
network programming containing advertising; this pay-
ment is compensation for the network’s use of the sta-
tion’s time.
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that they would need greater financial re-
sources, Judson and Coats convinced the Co-
lumbia Phonograph Company to invest in
the venture. The network now became the
Columbia Phonograph Broadcasting System.

On September 19, 1927, the Columbia
Phonograph Broadcasting System aired its
first program, The King's Henchman, per-
formed by artists from the Metropolitan
Opera. The Columbia Phonograph Com-
pany, losing heavily in the new network,
withdrew from the venture. Oddly, the in-
fant chain was allowed to keep "“Columbia”
in its name, Coats and Judson persuaded
some Philadelphia residents to invest in the
network. In the process the name was
changed to the Columbia Broadcasting Sys-
tem (CBS). But the money continued to drain
away with no sign of any return, and soon
the new stockholders also wanted out.

Meanwhile, William S. Paley, who at age
27 was production and advertising director
for his family’s Congress Cigar Company in
Philadelphia, had sponsored a program on
the new network and had been impressed
with the results. When he learned that CBS
was for sale, he persuaded his family to join
him in buying a controlling interest and took
over the network in September 1928. Paley
purchased a station in New York and
brought Paramount Pictures in as a partner.
The network lost over one-third million dol-
lars in 1928 but showed a profit thereafter.
Within a few years, CBS became a serious
rival of NBC, '

We have now seen the origins of three
major networks—ABC, CBS, and NBC.
While they had been developing, the whole
legal structure of broadcasting was changing.

2.1.7 Stage 7: Regulation

Congress passed the Wireless Ship Act in
1910. This law required certain classes of
ocean vessels to carry wireless apparatus and
an operator. Two years later, as a direct re-

sult of the Titanic disaster, Congress passed
the Radio Act of 1912, spelling out exactly
how and why radio would be used on ships.
It specified that the secretary of commerce
and labor would assign wavelengths and
issue licenses and that it was illegal to oper-
ate without a license. These laws all per-
tained, of course, to radio as point-to-point
communication.

Then broadcasting was born. Unlike point-
to-point stations, which operated only inter-
mittently and for brief periods of time,
broadcasting stations operated continuously,
thereby enormously increasing the potential
for interference. At first, the Commerce De-
partment assigned all broadcasting stations
to one wavelength. As the number of sta-
tions increased, a second channel was
opened. But more and more broadcasting
stations signed on.

The transmitters in use then were often
unstable and drifted off assigned wave-
lengths. The result was interference, and the
Commerce Department seemed unable to
solve the problem. Some broadcasters took
matters in their own hands. If station A’s sig-
nal interfered with that of station B, B
changed frequency, time of operation,
power, or even location to overcome the in-
terference, without consent of the Commerce
Department. Inevitably, the result was that B
now interfered with stations C, D, and E,
which then proceeded to take the same ac-
tion that B had taken. The result was inter-
ference raised to intolerable levels. Finally,
the Commerce Department opened a whole
band of wavelengths, 545 to 299 meters (550
to 1500 kHz), the basis of today’s AM radio
band.

Despite the increased number of wave-
lengths, interference problems continued.
Both the public and the broadcasters com-
plained. Commerce Secretary Herbert Hoo-
ver (Figure 2.12) called four radio confer-
ences, one each in 1922, 1923, 1924, and
1925, attended by leaders of the radio indus-
try. Conferees recommended that Congress
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Figure 2.12 Herbert Hoover. In 1926, Commerce Secretary Hoover found that the Radio

- Act of 1912 did not grant him the legal power to regulate broadcasting. The next year, the
comprehensive Radio Act was passed, and Hoover took part in the first public demonstra-
tion of intercity (Washington, D.C., to New York) television. The box at the extreme left was
the camera: a telephone provided the sound. (Photograph courtesy of AT&T Archives.

Used by permission.)

pass legislation to regulate broadcasting and
that Hoover take interim action to straighten
out the problems. But Congress would not
act, and Hoover found that he could not act.

The Radio Act of 1912, enacted some
eight years before KDKA signed on the air,
had been written with no provision for dis-
cretionary action to enforce it. In a series of
legal decisions—Hoover v. Intercity Radio Co.
(1923),! United States v. Zenith Radio (1926),’
and an Attorney General’s Opinion in
1926°—the Commerce secretary found that
under existing law he had to issue a license
when application was made, he had to assign
a frequency to a station, and he could make
no regulations or restrictions on the opera-
tion of broadcast stations. In other words,
Hoover had no power to straighten out the
mess.

To complicate matters further, there were

characters and charlatans on radio. “Doctor”’
John Brinkley used KFKB, Milford, Kansas, to
peddle patent medicines and to advertise his
sexual rejuvenation operations. Norman
Baker used KTNT, Muscatine, Iowa, to attack
what he called the ““radio trust” (network
broadcasting) and later to advertise a cancer
clinic. Reverend Robert “Fighting Bob”” Shu-
ler used KGEF, Los Angeles, California, to
muckrake and battle corruption in Los An-
geles officialdom. Evangelist Aimee Semple
McPherson used KSFG, also Los Angeles, to
propagate her brand of the gospel. Her sta-
tion constantly deviated from its assigned
frequency, causing interference. When Com-
merce Secretary Hoover ordered an inspector
to close down KFSG, she wired Hoover to
call off his “minions of Satan” because he
should not “expect the Almighty to abide by
your wavelength nonsense.” She said she
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had to “fit into His wave reception” when
she prayed. There were other such
broadcasters.

With the Radio Act of 1912 useless for
broadcast regulation and with the public
clamoring over the interference problem,
Congress finally acted. It passed the Radio
Act of 1927, creating a five-member Federal
Radio Commission (FRC) and giving it ap-
propriate discretionary powers to carry out
its duties. The FRC was to regulate all radio,
including point-to-point, but a large part of
its time was spent straightening out broad-
casting. The FRC first got the interference
under control and then turned its attention to
programming—the Brinkleys, the Shulers,
and all the rest.

Seven years later, Congress passed the
Communications Act of 1934. This super-
seded the 1927 law but included most of the
same provisions. The Communications Act
increased the commission to seven members
(reduced again to five in 1983), renamed it
the Federal Communications Commission
(FCC), and gave it interstate wire communi-
cation to regulate, along with radio.

2.1.8 Radio on the Verge

In just eight years, broadcasting had begun
and had passed successfully though a critical
formative stage. What was the status of
broadcasting in 1928? How close had it come
to what we now call “American commercial
broadcasting’’?

Mass communication scholar John W,
Spalding asserts that radio had met all the re-
quirements to serve national advertisers by
1928. Development of networks and regula-
tion and reception meant that broadcasts
could be transmitted dependably and re-
ceived in the home with reasonable fidelity.
The first comprehensive audience research
on radio was being completed; it would
show that radio had an audience of consid-

erable size. Radio had accepted advertising
as a means of underwriting program produc-
tion. And radio had started dividing its time
into programs—programs that were not yet in
the formats that would eventually become
popular in radio and would be passed on to
television, but nonetheless programs that ad-
vertisers would sponsor.

The foundations of the broadcasting trade
were laid; radio was about to start building.
We pick up its story, beginning in 1929, in
Chapter 3. But what about television?

2.2 TELEVISION

The crucial technical process on which mod-
ern television is founded is scansion. Scan-
sion is the systematic and continuous trans-
lation of minute parts of an image into
specific electrical charges suitable for trans-
mission and retranslation into a series of pic-
tures that gives the illusion of motion. In
1884, Paul Nipkow, a German, developed a
device that would scan a picture (Box 2.1).

Nipkow’s scanning disk set off a whole
line of research based on mechanical scan-
sion—television systems that required spin-
ning discs. Among the researchers were E. E.
Fournier, C. F. Jenkins, and John Baird. Four-
nier, a French scientist, experimented in the
early 1900s. Jenkins, an American, transmit-
ted motion pictures via radio waves in June
1925. In England, Baird demonstrated the
first true live television picture on January
26, 1926 (Box 2.2). Jenkins and Baird began
broadcasting in 1929. The British Broadcast-
ing Corporation (BBC) took over Baird’s
transmissions three years later and began
regularly scheduled telecasts in 1936.

But the future of television lay in elec-
tronic scansion, not mechanical scansion.
Dr. Vladimir K. Zworykin (Figure 2.13), a
Russian-born American, was a research sci-
entist for Westinghouse in Pittsburgh. In
1923, Zworykin demonstrated a crude but
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Box 2.1 The Nipkow Scanning Disk

The Nipkow pickup device (*‘camera’”) consisted of a flat spinning disc (a) with a
ring of small holes at increasing distances from the edge. When the disc was spun,
each hole allowed, in its turn, a separate bit of picture information—light reflected
from a part of the physical scene being scanned—to reach a phototube. This
phototube generated a current that varied with the amount of light falling on it.
Thus each bit of picture information was translated by the element into a specific
electrical charge. These charges could be fed by wire to another scanning disc (b)
that acted as a viewer. The electrical charges illuminated the viewer glow lamp or
discharge lamp and the viewer disc spun in synchronization with that of the pickup
device. Someone facing the viewer scanning disc at eye level with the glow lamp
would then see a rough image of the scene being scanned. The photograph (c)
shows an early research apparatus based on the scanning disc. The viewing disc is
at the right; the pickup at the left. (Photograph courtesy of AT&T Archives. Used by
permission.)
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Box 2.2 John Baird’s Television System

The strange-looking device with the bicycle chain (a) is the 1926 version of Baird’s
receiving apparatus. Baird developed an intermediate fim scanner television
process (b). A film camera shot the scene. The fim was not wound on a spool in the
camera. Instead, it moved out of the camera immediately and directly into a fim
processor. As soon as it was developed, the fim exited the processor and went into
a video pickup—the primitive equivalent of today’s telecine unit (Section 12.2.5).
(Source: Sydney A. Moseley and H. J. Barton Chapple, Television To-day and To-

morrow (sic). New York: Pitman, 1940.)
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working all-electronic television system
based on a camera tube that he named the
iconoscope. Three years later, he developed
a television receiver using a form of cathode
ray tube that he called a kinescope.
Television was still technically primi-
tive by today’s standards. The resolution
(amount of picture information) was only 30
horizontal lines, compared with today’s 525
lines. The picture was not sharp (Figure

2.14). In 1930, the television research activi-
ties of Westinghouse, GE, and RCA were
consolidated in RCA’s Electronic Research
Laboratory, Camden, New Jersey. This
brought Zworykin together with some 40
other engineers. Work proceeded at a quick
pace on the iconoscope, the cathode ray re-
ceiver, resolution, and other problems of
electronic television. In 1936, RCA signed on
experimental television station W2XF, New
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Figure 2.13 Dr. Vladimir K. Zworykin. Dr. Zworykin
holds an early model of his iconoscope. (Photo-
graph courtesy of RCA Corp. Used by permission
of General Electric Co.)

Figure 2.14 1928 Television picture. In
1928, RCA-NBC cameras ran experi-
mental transmissions in mid-Manhattan,
including this 60-line version of Felix the
Cat. (Photograph courtesy of RCA
Corp. Used by permission of General
Electric Co.)

York, and continued developmental work.
By 1939, RCA achieved a 441-line resolu-
tion, and in that year the company inaugu-
rated a limited but regular schedule of pro-
gramming, including a live telecast of
President Franklin D. Roosevelt opening the
New York World’s Fair.

Meanwhile, others had been active in tele-
vision development—AT&T, CBS, Allen B.
DuMont Laboratories, and Philco Radio and
Television Corporation. By 1937, 17 experi-
mental television stations were operating.

One individual who played a major role in
television research was Philo Farnsworth.
He had outlined a system of all-electronic
television as early as 1922, when he was a
high school student, had filed a patent appli-
cation for his system in 1927, had demon-
strated a working model of his image-
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dissector camera (Figure 2.15) to financial
backers in 1928, and by 1932 had built up a
strong patent structure in electronic televi-
sion. Farnsworth did so much important
basic research in the field that he was able to
force RCA to break its tradition of never pay-
ing royalties. After Farnsworth refused to sell
his patents outright, RCA, in 1939, entered
into a licensing agreement for their use.

The development of television transmis-
sion standards was a controversial issue. In
1938, the Radio Manufacturers Association
(RMA) recommended a set of standards to
the FCC. The FCC soon found that the
broadcasting trade was really divided on the
matter. In 1940, the FCC cooperated with
the RMA to form the National Television
System Committee (NTSC) composed of
engineers from across the industry. The
NTSC drew up standards for television, and
the FCC adopted them in April 1941.

The NTSC standards called for 18 chan-
nels located between 50 and 295 MHz in the
very high frequency (VHF) band. Five years
later the commission reduced the number of
channels to 13, and then reduced the number
to 12 in 1948 by deleting channel 1. Except
for the number of channels, those 1941 stan-
dards are still in force: each channel 6 MHz
wide, amplitude modulation of video and
frequency modulation of audio, 525 horizon-

Figure 2.15 Farnsworth's all-electronic televi-
sion system. This diagram shows an image dis-
sector. (Source: Wiliam C. Eddy, Television: The
Eyes of Tomorrow. New York: Prentice, 1945.
Used by permission.)

tal lines of resolution, and 30 frames (com-
plete pictures) per second. In 1945, the FCC
adopted its first table of assignments, distrib-
uting television channels among 140 cities
for a total of 500 stations.

With the adoption of the NTSC standards
in 1941, television was ready to be discov-
ered by the public. We now leave television
temporarily, but we shall resume its story in
Chapter 4, beginning in 1941. Now, let us
check radio’s progress.

NOTES

1. 286 F. 1003 (1923).
2. 12 F.2d 614 (1926).
3. 35 Ops. Att'y Gen. 126 (1926).
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CHAPTER 3

Radio: From 1929

By 1929, radio and the broadcasting trade
were ready to grow. And grow they did.
Radio was the broadcasting trade until the
1950s. During that decade, television spread
and grew into the dominant glamour me-
dium. Radio, in turn, underwent a radical
and sometimes painful transition. In the
1960s, FM radio emerged as a competitive
medium. Throughout the 1970s, unused FM
frequencies were activated, more AM sta-
tions signed on the air, and in the 1980s,
competition intensified. This, then, is the
story of radio.

3.7 GROWTH AND DOMINANCE

During the great economic depression of the
1930s, many businesses suffered, lost
money, and even dissolved. One exception
was broadcasting. Although profits dropped
and a few stations gave up licenses, generally
speaking, broadcasting emerged from the
1930s strong and stable. The 1940s were
pure profit, up to a point.

3.1.] Audience

In 1925, only 10 percent of U.S. homes had
radio receivers. Still, radio was leaving the
hobby stage (Figure 3.1). Radio receivers

were undergoing changes for the better—
manufactured sets were available for those
who did not wish to build their own, loud-
speakers replaced earphones, superhetero-
dyne circuitry improved the audio signal,
and alternating-current (AC) operation made
it possible to plug in to home electric outlets
and eliminate messy, short-lived batteries.
Just five years later, 46 percent of all homes
had radios.

The stock market crashed in 1929, and the
economic depression set in. Most families
had little money, and what they had went for
food, clothing, and shelter. But radio, after an
initial investment for the receiver, brought
hours of entertainment at little cost. People
saved pennies to buy radios and keep them
in good repair.

Receiver prices dropped (Figure 3.2). Pro-
duction of radios fell in 1930, 1931, and
1932. In 1933, sales increased, especially
sales of small, inexpensive table models. By
1935, radio penetration reached 67 percent.
People also began to put radios in their cars.

As the economy recovered, ominous
events took place in Europe, events that
would lead to World War II. Radio reported
these events, often with on-the-spot cover-
age. The public listened to and relied on
radio for the latest news, and the percentage
of radio-equipped homes continued to climb.
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Figure 3.1 Development of RCA radio receivers.

(b)
() Radios in the early 1920s, such as this

one-tube Aeriola Senior, were usually powered by messy wet-cell batteries that leaked
acid and required earphones. (b) By the late 1930s, radio receivers were quite sophisti-
cated. This RCA Model 813-K received both broadcast and shortwave bands. had an easy-
to-tune dial plus eight push buttons, featured a “'magic eye’’ to help with precision tuning,
and pumped 20 watts of amplifier power through a 12-inch speaker. RCA even offered re-
mote control as an option for the Model 813-K! (Photographs courtesy of RCA Corp. Used

by permission of General Electric Co.)

War production priorities halted manufac-
ture of civilian radios, but after the war, the
public went on a buying spree. By 1950, 95
percent of all homes in the United States had
at least one working radio receiver.

3.1.2 Stations

At first the U.S. Department of Commerce
had managed to keep the number of broad-
cast stations down (Figure 3.3). In 1926, the
department found it had almost no power to
regulate broadcasting (Section 2.1.7), and the
number of stations rose from 528 to 733, an

increase of 39 percent in one year. The Fed-
eral Radio Commission (FRC) took over, and
the number of stations dropped to 618 in
1929, showing a slight decline during the
depths of the economic depression. After
1934 the number grew steadily, leveled off
somewhat during World War II, and reached
956 by the end of 1945.

Stations grew in other ways (Box 3.1).
Most increased transmitter power and cov-
erage. WLW, Cincinnati, received special
authorization from the Federal Communica-
tions Commission (FCC) to use "super-
power”—500,000 watts—during the period
1934-1939. The number of stations having
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Box 3.1 From Shack to Tent to ‘“‘Live Wall””

When KDKA started, the shack on the right (a), on the roof of the East Pittsburgh
Westinghouse plant, housed the entire station. Photograph (b) shows the interior.
After about six months, the station decided to broadcast large musical groups. The
first band and orchestra programs originated from the plant auditorium, but its
acoustics were more than the primitive microphones of the day could handle. So
the station pitched the tent seen here and originated its musical programs from the
tent. Since there were no walls or other hard surfaces off which the sound could
bounce, music broadcasts had more clarity. In the fall, a wind blew the tent down.
The tent had worked so well, that when the station built its first permanent studio, its
walls were draped with hangings (b): in effect, a tent inside the studio! As years
passed, both microphones and studio design became more sophisticated. By the
late 1930s, many studios had a “live wall”—one without acoustical deadening (¢)—
in order to enhance the sound of programming. (Photographs a and b used by
permission of the National Broadcasting Company, Inc. Photograph c from John S.
Carlile, Production and Direction of Radio Programs. New York: Prentice-Hall, 1939.)

(a) (b)
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Figure 3.4 Radio station and network gross advertising revenues: 1935-1960. Both station
and network revenues grew at a healthy rate until 1945, At that point, network billings lev-
eled off, and in 1949 they began a long decline. Station revenues continued to climb ex-
cept for one dip in 1954. (Source: Federal Communications Commission.)

to share time on a single frequency
decreased.

Broadcasting started to earn money during
the 1930s (Figure 3.4). By the end of the
1920s, nine out of ten stations sold commer-
cial time; most did not make enough to meet
expenses. Then radio listenership shot up.
More advertisers put more money into the

new medium. From 1935 to 1940, radio ad-
vertising billings jumped 96 percent. While
half was in network advertising, local and
national spot advertising (national advertis-
ing placed with individual stations) ac-
counted for increasing shares. Still, about
one-third of all stations operated at a loss.
Then came World War II. Raw materials
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and assembly lines were diverted to the war
effort. Many manufacturers ceased produc-
tion of consumer goods and had little or
nothing to sell to the public. They did have
defense contracts, did earn profits, and did
have plans to return to the manufacture and
marketing of consumer goods after the war.
The federal excess profits tax took a huge bite
out of corporate earnings, but the tax could
be reduced by deducting for legitimate busi-
ness expenditures, such as advertising. Insti-
tutional advertising would keep the names of
these companies before the public. The war
caused a shortage of paper, so the amount of
advertising these companies could place in
newspapers and magazines was limited.
They turned to broadcasting. From 1940
through 1945, radio advertising billings in-
creased by 99.4 percent. At the same time,
the number of stations increased by only
17.4 percent. A few more stations shared a

ERL Y

o o ————————

lot more money, and over 95 percent earned
a profit.

3.1.3 Networks

The networks took a large share of this pros-
perity. They earned profits even during the
economic depression, dipping to their lowest
point in 1933 but recovering well thereafter.
The National Broadcasting Company (NBC)
had a slight head start on the Columbia
Broadcasting System (CBS), had two net-
works (which meant two affiliates in many
cities), and enjoyed the corporate backing of
the Radio Corporation of America (RCA).
NBC got the largest audiences, the best pro-
grams, and the established performers. Yet
the shrewd management of William Paley
(Figure 3.5), CBS president and majority
stockholder, usually earned CBS a healthy
profit too.

Figure 3.5 Opening of the CBS building, 1929. The young network’s young president, Bill
Paley. is in the center, to the right of the man holding the hat. (Photograph courtesy of CBS.

Used by permission.)



Paley developed the network option. An
affiliate (a station that contracted to carry the
network’s programs) could carry any or all
network sustaining (unsponsored) programs
free (NBC charged for sustaining programs),
in return for which the affiliate gave CBS an
option on (advance permission to use) all
nonnetwork time during its broadcast day.
When a new sponsored program series
started, CBS could order the affiliate to clear
time for it—that is, cancel local program-
ming and broadcast the network series. The
network paid the affiliate to carry the series.
Under the option plan, written into each af-
filiation contract between network and sta-
tion, the station received revenue and pro-
gramming with no effort, while the network
could guarantee station clearance to an
advertiser.

With the option in place, CBS added affil-
iates. From 16 in 1927, CBS went to 112 in
1940, versus 53 for NBC Red and 60 for NBC
Blue. In 1935, NBC adopted its own version
of the option.

Paley made another shrewd move in
1948. A number of popular programs and
stars incorporated themselves and moved to
CBS—Amos ‘n’ Andy, Jack Benny, Edgar Ber-
gen, Red Skelton, and others. At NBC, the
comedians had been highly paid employees
and so had to pay taxes at the personal in-
come rate. At CBS, as incorporated entities,
they paid taxes at the lower capital-gains
rate. CBS had suggested the idea to Music
Corporation of America, agent for many of
the comedians, and the exodus became
known as Paley’s talent raid. The move
quickly paid off, putting CBS solidly ahead
of NBC in the critical 7-8 p.m. time period as
early as January 1949. This gave CBS a pro-
gramming lead that it kept, took into televi-
sion, and never really lost for years.

The networks had expanded in other
ways. Both formed artist management
bureaus and concert booking companies.
This guaranteed a ready reserve of perform-
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A

Figure 3.6 David Sarnoff, 1930. (Photograph cour-
tesy of RCA Corp. Used by permission of General
Electric Co.)

ers for their programs and income from the
personal appearance tours of the talent they
represented. Both networks were affiliated
with phonograph record companies. RCA
had bought the Victor Talking Machine
Company in 1929, and CBS purchased its
former owner, Columbia Records, in 1938.
NBC and CBS each owned and operated prof-
itable broadcast stations in a number of
large cities.

David Sarnoff (Figure 3.6) became presi-
dent of RCA in 1930 and continued to build
that company’s communications empire. In
1933, NBC moved into its Radio City home
in New York’s Rockefeller Center. The next
year, Sarnoff assumed the chair of the NBC
board. General Electric (GE) and Westing-
house had withdrawn from ownership of
both RCA and NBC in 1932 after the threat
of an antitrust suit, leaving RCA a separate
corporate entity and NBC its wholly owned
subsidiary (GE would buy RCA outright 53
years later). Also in 1932, William Paley had
bought out Paramount’s 49 percent share of
CBS.

The Mutual Broadcasting System (MBS)
started in 1934. It was to be mutual in prac-
tice as well as name. Member stations were
to pool resources, each contributing program
material. This would eliminate the expense
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of a network program department. The net-
work would own no stations.

Initially, Mutual consisted of four cooper-
ating stations—WOR, Newark; WGN, Chi-
cago; WLW, Cincinnati; and WXYZ, Detroit.
MBS eventually did acquire a staff to coor-
dinate the cooperative programming activi-
ties of member stations. Most powerful,
large-city stations had already affiliated with
CBS or one of the NBC networks, so Mutual
became the network of small-town and
lower-powered stations. MBS attempted to
make up in numbers of network stations the
coverage it lacked from its affiliates” low
power. By 1940, MBS had 140 affiliates; in
1945, 384.

The American Broadcasting Company
(ABC) grew out of NBC Blue. NBC had made
the red network the stronger of its two
chains. The blue network had less popular
programs, smaller audiences, and fewer
sponsors. In 1943, when NBC was forced to
divest one of its two chains, the blue network
was formed as a separate corporation and
sold. The buyer was Edward ]J. Noble, Life-
savers candy manufacturer. Upon its sale,
the network became the third strongest,
since its affiliates had more power than Mu-
tual’s. In 1945, the network became ABC.

3. 1.4 Programming

During the 1930s, radio presented reformers
and rogues, messiahs and maniacs, saints
and sinners. In 1932, the United States in-
augurated a president who promised a “new
deal” to a citizenry burdened with economic
depression. Franklin D. Roosevelt used radio
to talk directly to the American people. Two
other entirely different American political
leaders used radio effectively as well—Huey
Long and Father Charles Coughlin, each
with his own idea of how to save the nation.
Dr. Brinkley was still peddling patent medi-
cines by radio, now from Mexico. A whole

breed of “outlaw” stations developed in the
Southwest, especially Texas and Oklahoma.
These stations operated without licenses be-
cause their owners said they transmitted
intrastate only and so were not liable to FRC
jurisdiction.

But when most people speak of “old-time
radio,” they mean the mainstream network
entertainment programs. Radio developed its
program formats in the 1930s. They stayed
popular through the 1940s and into the
1950s. Most program types transferred suc-
cessfully to television.

Radio played somewhat the same role for
the American public that television did later.
Radio ran a full schedule of entertainment
programs. Most were live. Many were per-
formed before studio audiences. Millions lis-
tened. The years 1930 through about 1953
have been called radio’s golden age. That
may overstate the average quality of pro-
gramming. Nonetheless, the programming
was unique, and it did achieve a high degree
of development as popular culture.

Radio could also report news. The foun-
dations for broadcast news were laid in the
1930s. After a few false starts, the networks
assembled personnel and techniques that
would be needed to report the biggest story
yet, World War II.

3.1.4.1 Programs and Performers National
advertisers began using radio heavily in the
1930s. Both advertising and radio were de-
veloping into big business. In 1931, for ex-
ample, American Tobacco Company spent
19 million depression dollars to advertise
Lucky Strike cigarettes. A sponsor of a pro-
gram series paid up to $500,000 per year for
production costs alone; air time might cost
another $4,000 per week. The sponsor con-
trolled programming. The sponsor’s adver-
tising agency produced the program; the net-
work was all but a common carrier, merely
renting facilities and selling air time.

One program type that developed in the



early 1930s was comedy-variety. A come-
dian acted as master of ceremonies to intro-
duce and bridge the various acts and guests
on the program. Often the comedian had
come out of vaudeville. This program type
initiated the radio careers of Eddie Cantor, Al
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Jolson, George Burns and Gracie Allen, Ed
Wynn, Fred Allen, and Jack Benny—all per-
formers who earned near-legendary status in
radio (Figure 3.7).

Drama became popular. During the
1920s, some efforts had been made to broad-

(c)

Figure 3.7 Husband-wife radio comedy teams.

(d)

(a) George Burns and Gracie Allen. (b)

Jack Benny and Mary Livingston. (c) Jim and Marion Jordan (*Fibber McGee and Mollie”").
(d) Fred Allen and Portland Hoffa. (Photographs a and ¢ courtesy of CBS. photographs b
and d courtesy of the National Broadcasting Company, inc. Used by permission.)
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Figure 3.8 Radio sound effects technician and equipment. (Photograph courtesy of the
National Broadcasting Company., Inc. Used by permission.)

cast drama by putting microphones on the
stage of Broadway plays. There had also
been attempts to write and perform drama
especially for radio. However, the birth of
true radio drama came in the 1930s, when
writers and performers learned to create for
the ear, for a “blind” audience. Radio dra-
ma’s sound effects staff came into its own
(Figure 3.8). Technicians used odds and ends
that—when rubbed, tinkled, opened, closed,
crumpled, or clopped near a microphone—
sounded like what the script called for. Dra-
matic dialogue usually provided verbal defi-
nition of the sound effect—"Listen to that
rain!” “Wasn't that a shot?”” “"Here come two
men on horses!” Through sound effects and
dialogue, the listener’s imagination created
settings and characters. It was a theater of
the mind.

Radio drama comprised several program
types. These included continuing series, an-
thology series, mystery and adventure series
(often using characters developed in comics

or film), and experimental dramatic series.
Writers and directors on the expermental se-
ries raised the level of radio drama to an art
form. Orson Welles’ experimental Mercury
Theater of the Air (Figure 3.9) produced the
scariest radio drama of all, the Halloween
1938 production of H. G. Wells" War of the
Worlds. Thousands panicked, believing Mar-
tians had invaded Earth.

Some of the longest-lived dramas were se-
rialized into 15-minute segments presented
each day, Monday through Friday. Aimed at
housewives and often sponsored by soap
companies, this dramatic genre acquired the
name soap opera. The first soap opera was
broadcast on NBC in 1932. By the end of
1938, 38 sponsored daytime soap operas
were broadcast daily, and the number was
growing. They appealed to millions. Social
scientists investigated the relationship be-
tween these slow-moving, emotionally
charged, humorless dramas and their loyal
audience.



In the early 1930s, radio brought together
a mixture of drama and news. News events
from the preceding week were put into script
form and reenacted before network micro-
phones. The result was the March of Time.
First broadcast in 1931, it changed networks
several times and went off the air in 1945.
The March of Time spawned several
imitators.

Radio broadcast many other program
types: contests and games; children’s shows;
public interest programs; classical, light clas-
sical, Western, and popular music. There
were programs for people with special inter-
ests, for example, in gardening, cooking, and
march music. There were sports broadcasts,
religious programs, country music programs,
disk jockey programs, and every kind of dra-
matic and music program you could think
of.

3
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Program ratings were developed. Based
on audience surveys, these ratings showed
that the public preferred comedy. During the
1930s, the favorite evening programs were
Amos 'n" Andy, Eddie Cantor, Rudy Vallee
(musical variety), Maxwell House Showboat
(variety), Burns and Allen, Fred Allen, Major
Bowes’ Original Amateur Hour, and Bing
Crosby (musical variety). In 1950, prefer-
ences had not changed much. Comedians
were still the favorites—Jack Benny, Edgar
Bergen, Bob Hope, Burns and Allen. Bing
Crosby hosted the favorite variety hour. Ar-
thur Godfrey had replaced Major Bowes as
the best-liked amateur-hour host. Lux Radio
Theater was the favorite dramatic series.
Amos ‘'n’ Andy was still among the top ten
rated programs.

Many radio series were long lived. In
1950, the networks were running 108 series

7

Figure 3.9 Mercury Theater of the Air. Orson Waelles directs. (Photograph courtesy of CBS.
Used by permission.)
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that had been on the air ten years or more,
12 of them for twenty years.

3.14.2 News News reporting was part of
broadcasting from the birth of radio. KDKA'’s
first transmission reported the results of the
Harding-Cox election. Individual stations
broadcast news reports on a daily basis in the
early 1920s.

H. V. Kaltenborn (see Figure 3.11), one of
radio’s first commentators, went on the air in
1923 at WEAF. Later, he worked for CBS and
then NBC. Other well-known commentators
of the early 1930s included Boake Carter,
Gabriel Heatter, Edwin C. Hill, Floyd Gib-
bons, and Lowell Thomas (Figure 3.10).
Thomas stayed with network news for 46
years, retiring from his CBS Radio commen-
tary program in 1976.

Radio established a reputation for on-the-
spot coverage. One example was the famous
report of the Hindenburg disaster by Her-
bert Morrison of WLS, Chicago. On May 7,
1937, Morrison was in Lakehurst, New Jer-
sey, recording a description of the arrival of
the passenger dirigible Hindenburg. Sud-
denly the ship burst into flames. Morrison,
horrified, described the scene as his engineer
continued to record. That night, NBC broke

Figure 3.10 Lowell Thomas: news and commen-
tary. (Photograph courtesy of CBS. Used by
permission.)

Figure 3.11 Paul White and H. V. Kaltenborn.
(Photograph courtesy of CBS. Used by per-
mission.)

its rule barring broadcast of recordings to use
Morrison’s description.

3.1.4.3 Radio Covers the War As the 1930s
wore on, the world groaned closer to war.
Worldwide interest focused on Europe. The
radio networks increased news activities.
Correspondents reported and tried to make
sense of the senseless. Listeners heard the
voices of Hitler, Mussolini, Chamberlain,
and other European political leaders.

Paul White (Figure 3.11), head of CBS
news, organized a team of correspondents
that would become the model for broadcast
reportage. Each member combined objective
reporting with compassion and an eye for
the telling detail. Their names became leg-
endary in broadcast news—William L.
Shirer, Eric Sevareid, Larry Lesueur, Howard
K. Smith, Charles Collingwood, Robert
Trout, Richard C. Hottelet, Bill Downs, Win-
ston Burdett, Ned Calmer, Cecil Brown, John
Daly. The other networks also fielded teams
of outstanding reporters, individuals who
risked and sometimes lost their lives to keep
the American public informed.

Perhaps more than anyone else, it was
Edward R. Murrow (Figure 3.12) on whom
the public relied to explain the whys and



Figure 3.12 Edward R. Murrow in London. (Pho-
tograph courtesy of CBS. Used by permission.)

hows of a distant and ominous war. CBS had
sent Ed Murrow to Europe in 1937 to arrange
for broadcasts of special events and to report
the news. But as Hitler began marching,
Murrow devoted all efforts toward news re-
porting. At 8:00 p.m. eastern standard time
on March 3, 1938, he broadcast his first re-
port from Vienna as that beautiful, historic
city awaited Hitler’s arrival. The same broad-
cast included reports from correspondents in
London, Paris, Berlin, Rome, and New York.
This was radio’s first world news roundup.
Later, based in England, Murrow opened
broadcasts with the words "This—is Lon-
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don,” and Americans heard him report from
a rooftop while bombs fell in that blacked-
out city, from an Air Corps C-47 headed to-
ward Holland, from London streets smashed
by German bombs in the Battle of Britain,
from the North African front.

On December 7, 1941, radio reported that
the Japanese had attacked Pearl Harbor, Ha-
waii. The next day, 79 percent of all U.S.
homes listened to radio as President Roose-
velt asked Congress for a declaration of war.
Radio stepped up its already heavy reporting
activities, and news was reported every hour.

As U.S. industries were mobilized for the
war effort, so was radio. Unlike the situation
in World War I, operation of radio stations
was left in civilian hands. The government
formed an Office of War Information (OWI)
to coordiante propaganda and information
services. The advertising industry organized
the War Advertising Council and worked
with OWI to create and schedule war-related
public service campaigns—war bond pur-
chase appeals, “’careless talk costs lives,” for-
est fire prevention, promotion of victory gar-
dens, and many others.

One spectacular success in war bond ap-
peals involved the radio singer Kate Smith.
In a marathon drive in February 1944, she
urged listeners to buy bonds. They did—
$108 million worth.

Entertainment programming continued
more or less unchanged. Most programs pro-
moted the win-the-war theme in some way.
A number of government-created propa-
ganda and meet-your-armed-services pro-
grams were broadcast. Some programs orig-
inated from armed forces bases and
hospitals; Bob Hope, well-known radio and
film comedian, was a leader in this area. Care
was taken that broadcasts did not contain in-
formation the enemy could use, such as
weather reports.

Overseas, Tokyo Rose used Japanese
government transmitters to broadcast popu-
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lar music, propaganda, and sweet talk to
American soldiers in the Pacific. Axis Sally
was her German counterpart.

Inspired by an unauthorized station built
and operated by service personnel in Alaska,
the War Department created the Armed
Forces Radio Service (AFRS). AFRS grew to
a network of stations in the Pacific and Eu-
ropean war theaters that provided entertain-
ment and information for American troops.

Commercial radio’s greatest achievements
during World War II were in news and public
affairs. Reporters began to use voice-record-
ing machines to record actual events for later
broadcast. Special radio series combined
journalism and drama—the first step toward
the development of the radio documentary.
Eyewitness accounts were broadcast as
events occurred—Murrow’s description of
the London air raids, the Japanese attack on
Manila, the Allied invasion of Normandy on
D day, American troop landings on Japa-
nese-held Pacific islands, the surrender of
Germany, and the Japanese signing of sur-
render documents aboard the U.S.S. Missouri
in Tokyo Bay.

3.1.5 Problems

The golden age of radio was not without oc-
casional spots of tarnish. Some of these in-
volved newspaper publishers, music, edito-
rials, networks, and public service.

3.1.5.1 Press-Radio War Before radio,
newspapers had a monopoly on news, using
their various editions to get out fast-breaking
stories. Now, radio could air a story imme-
diately, beating the next newspaper edition
by hours. The extra, a special newspaper edi-
tion that rushed important news to the pub-
lic, had been doomed by 1929. Publishers,
seeing readers and advertisers turn to radio,

decided to act. In 1933 the major news ser-
vices—Associated Press (AP), United Press
(UP), and International News Service
(INS)—announced that they would no
longer provide news to networks.

The networks had no formal news-gath-
ering operations. Now, if they wished to con-
tinue to broadcast news, they would have to
gather their own. NBC’s effort was small,
based on the long-distance telephoning ef-
forts of A. A. Schechter. Each day Schechter
managed to gather enough news for the
Lowell Thomas program. CBS organized a
full-fledged news department headed by
Paul W. White. White established correspon-
dents around the country and exchange ar-
rangements with overseas news agencies.
The press-radio war had begun.

The publishers forced a showdown. In
December 1933, they met with representa-
tives of CBS and NBC at New York’s Hotel
Biltmore. The two sides agreed to the crea-
tion of a Press-Radio Bureau. Beginning on
March 1, 1934, the Press-Radio Bureau
would provide a restricted diet of news to
broadcasters for restricted use on the air. As
a result, radio would not be able to report
news before the newspapers. CBS was to dis-
band its news service; NBC was not to build
one.

There were ways around the restrictions.
Radio could offer all the “comment” and "’in-
terpretation” it wanted, so radio’s newscast-
ers became “commentators” or “analysts.”
Most radio stations did not even join the
Press-Radio Bureau and did not feel bound
by the Biltmore agreements.

By mid-1935, the restrictions were falling
apart. First, rival news services were formed
to provide news to radio stations. Then UP
and INS offered news to stations. By the end
of the decade, even AP provided news to sta-
tions. In 1940, the Press-Radio Bureau went
out of business, and radio went on to report
World War II.



3.1.5.2 Music Problems with music had
started early. Under the 1909 copyright law,
copyrighted music could not be performed in
public for profit without permission of the
copyright holder. The American Society of
Composers, Authors and Publishers
(ASCAP) organized to grant permission to
music users and to collect and pay royalty
fees to copyright-holder members.

In 1922, ASCAP demanded that station
owners pay royalties. Broadcasters were out-
raged. A test suit was brought against WOR,
Newark, and the court ruled! that since a
large department store ran WOR for public-
ity (stations did not run advertising yet), the
station’s use of music was “for profit.” Sta-
tions had to pay ASCAP annual fees starting
at $250. Broadcasters, still angry, formed an
anti-ASCAP organization that eventually be-
came the trade group, the National Associa-
tion of Broadcasters (NAB). By 1936, the li-
cense fee was 2; percent of a station’s
advertising income.

In 1937, ASCAP announced a sharp in-
crease to take effect in the early 1940s.
Broadcasters resolved to fight. They contrib-
uted funds to form a rival music licensing or-
ganization, Broadcast Music, Incorporated
(BMI). Finally, the showdown came. ASCAP
raised its rates; broadcasters refused to pay
and relied on music from BMI and the public
domain (music on which there was no copy-
right or the copyright had expired). This pe-
riod in 1941 became known as the era of
“Jeannie with the Light Brown Hair,” since
that song, no longer under copyright, was
used on the air so often.

The broadcasters won the battle when
ASCAP reduced its demands. Then musi-
cians stopped making records. James C.
Petrillo, president of the American Federa-
tion of Musicians (AFM), said that sound
films, juke boxes, and the use of records on
radio stations had put musicians out of work.
At its 1942 convention, AFM decided to stop
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making recordings. The major record com-
panies met AFM demands in 1943 and 1944.

3.1.5.3 Broadcaster Editorials The license
of WAAB, Boston, was up for renewal. May-
flower Broadcasting Corporation filed an ap-
plication with the FCC to build a new station
in Boston to operate on WAAB's frequency.
The FCC held hearings on the matter in
1939. Mayflower’s application was denied;
WAAB's license was renewed.” But during
the proceedings it was revealed that WAAB
had editorialized during 1937 and 1938. In
its decision the FCC said "the broadcaster
cannot be an advocate.” This Mayflower
doctrine effectively discouraged broadcast
editorials until the FCC reversed itself in
1949.° Leaders in the radio trade denounced
the doctrine; to most stations it made little dif-
ference, since they had no desire to air
editorials.

3.1.5.4 The Network Case CBS and NBC
affiliation contracts deprived affiliated sta-
tions of control over their own programming.
Under the option clause, for example, both
networks could require that affiliates broad-
cast sponsored network shows even if local
programming had to be canceled. The FCC
launched an investigation in 1938.

Three years later, the commission issued
its findings as the Report on Chain Broadcast-
ing. At the same time, the FCC adopted reg-
ulations to deal with matters described in the
report. The report said that, through affilia-
tion contracts, NBC and CBS controlled the
programming of their affiliated stations, sta-
tions that accounted for 85 percent of the
total nighttime broadcast transmitter power
of all stations in the country. Network con-
trol violated federal law, which put respon-
sibility for programming on the station li-
censee. Such control also smacked of
monopoly.

The new regulations aimed at breaking
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this illegal control. CBS would have to elim-
inate the network option plan and NBC re-
linquish one of its networks. The regulations
limited the term of affiliate contracts to three
years, gave affiliates the right to reject pro-
grams, gave networks the right to offer re-
jected programs to nonaffiliated stations,
limited network station ownership to one per
city, and prohibited networks from control-
ling affiliate advertising rates. The report also
mentioned the networks’ artist bureaus:
How could a network artist bureau represent
the best economic interests of both perform-
ers, as their agent, and the network, as their
employer?

CBS and NBC got rid of their artist
bureaus immediately. But they contended
that the other regulations would end net-
work broadcasting, even commercial broad-
casting itself. The networks and other broad-
casters mounted a full-scale attack on the
FCC. A committee of the U.S. House of Rep-
resentatives investigated the commission.

NBC and CBS both challenged the regu-
lations in court. The case wound its way up
the judicial ladder to the U.S. Supreme
Court. On May 10, 1943, the High Court an-
nounced its ruling in NBC v. U.S.,* affirming
the constitutional validity of the chain
broadcasting regulations. NBC sold the
blue network, and CBS modified its network
option requirements.

3.1.5.5 The Blue Book Released in 1945,
this publication’s official title was Public Ser-
vice Responsibility of Broadcast Licensees. It
had a blue cover, hence “the Blue Book."’
The Blue Book reported on programming
by a group of licensees. These licensees had
broadcast excessive numbers of commercials,
had not carried local public interest pro-
grams, had not aired network public affairs
programs, and generally had not fulfilled the
promises they made on their license renewal
applications. Quoting statements by broad-

casting business leaders, the Blue Book con-
tended that stations should observe certain
broad guidelines to ensure that their pro-
gramming met public service obligations.
The guidelines suggested that stations avoid
excessive advertising and devote time to sus-
taining programs, local live programs, and
discussion of public issues. The FCC, in turn,
should examine a station’s past record at li-
cense renewal time to see how well the sta-
tion had met these guidelines.

The Blue Book’s suggestions represented a
departure from previous commission policy.
Station license renewals had been passed
routinely as long as all technical require-
ments were met. Now the FCC proposed to
look at past programming. Also, while the
FCC and the Federal Radio Commission had
removed the charlatans—the Brinkleys, the
Bakers, and all the rest—from the airwaves,
this was the commission’s first general criti-
cism of “mainstream” broadcasters.

The NAB launched an attack, attempting
to discredit the Blue Book. According to the
NAB, any commission decision based on
programming would violate the First
Amendment to the U.S. Constitution and the
prohibition against FCC censorship in the
Communications Act. The trade press joined
the battle on the side of the NAB. Invective
targeted the commissioners and the FCC
consultants and staff members who had pre-
pared the book. They were likened to Com-
munists and Fascists. Members of Congress
joined the criticism. Interestingly, amidst all
the ad hominem attacks, no one argued about
the content of the Blue Book.

The FCC, surprised and uneasy over the
reaction to its publication, did not follow its
own new standards. By the end of 1946, it
was clear that the Blue Book was to be an un-
used document. Although never officially re-
pudiated, neither was it enforced. The FCC
did, however, adopt some Blue Book recom-
mendations, such as using license renewal



applications to compare programming prom-
ises with actual performance. Continued
concern with Blue Book issues also eventu-
ally led to other regulatory reforms.

3.2 TRANSITION

The profits earned by AM radio stations dur-
ing World War II had not gone unnoticed.
After the war, hundreds of people applied to
build stations. The FCC licensed many to
transmit with directional antennas, low
power, daylight-only operation, or some
combination of these. These limits were de-
signed (1) to allow more stations to be built
(2) by controlling the amount of interference
new stations caused existing stations. Many
communities got their first local radio service
during this postwar period. In mid-1945, 933
AM radio stations were on the air. Thirty-six
months later, the number was 1621, with an-
other 341 authorized.

Total station time sales climbed from
$176.5 million in 1945 to $275.6 million in
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1948. However, the number of radio stations
on the air was so large that average annual
time sales per station actually dropped from
$180,000 to $133,000 (Figure 3.13).

At the same time, national radio network
sales slowed (Figure 3.14). The yearly in-
crease of network sales billings dropped
from 22.5 percent for 1944 to 0.8 percent for
1947. The last good year for network sales
was 1948, with a 4.5 percent increase over
1947. This was followed by 12 years of
shrinking sales, with the pattern of yearly
decrease interrupted only once. By the end of
the decade-plus sales slump, network bill-
ings were down $100 million from their 1948
total.

One problem was television. Television
began its meteoric rise in popularity in 1948.
People bought television receivers and de-
serted radio in droves. They peered at tiny
screens, often through the all-but-obliterat-
ing snow of distant-station reception. They
saw poor imitations of the same program
types that radio already did so well. But that
did not matter. There were pictures!
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Figure 3.13 Average radio station compensation: 1945-1948. In spite of the fact that
total radio station billings continued to climb after the war (see Figure 3.4), the number of
radio stations had increased so much (see Figure 3.3) that average compensation actually
fell. (Source: Federal Communications Commission.)
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Figure 3.14 Annual change in national radio network gross advertising revenues: 1945—

1960.

From 1949 through 1956, the radio networks not only billed less each year than they

had the previous year but also did so by increasing percentages. (Source: Federal Com-

munications Commission.)

It was a bad time for radio. Average sta-
tion billings were falling, network audiences
were falling, network billings were falling,
and the nation was entering an economic re-
cession. What to do?

3.2.1 Specialization

The answer lay in a programming form as
old as radio itself, the disc jockey or DJ
show. Independent stations had featured
music-and-talk D] programs at least as far
back as 1935. Now some stations converted
to a total D] format, using it to specialize. In
effect, these stations decided not to compete
with television for a general audience. In-
stead, they tailored programming to reach a

specific segment of the audience and then
sold advertising time to companies that
wished to reach that segment.

One such programming specialization
spread during 1948-1952—the so-called
Negro radio station (Figure 3.15). These sta-
tions used black DJs, played rhythm 'n’ blues
and gospel music, and programmed news
and features for the black community.

About 1950, another specialization
evolved and spread—the top-40 radio sta-
tion. Pioneered by group station owners
Todd Storz and Gordon McLendon, top-40
stations targeted an audience in its teens and
early twenties. The top-40 format called for
emphasis on the most popular single record-
ings, a rapid-fire pace, and heavy promotion
both on-air (contests, singing station identi-
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2
Figure 3.15 Specialization: The Negro Radio Station. WWRL, New York, was one of the first
radio stations to program exclusively for a black audience. Here, Alma John is shown with
her guest, Mease Booker, “"Miss Golden Girl.”” Alma John's show “Homemakers’ Club,” first
went on the air in October of 1952 and was broadcast from 9:00 to 9:30 A.M. daily. (Source:
Schomburg Center for Research in Black Culture; courtesy, The New York Public Library.)

fications, and so on) and off-air (in other
media).

About this time, a form of popular music
arose that became known as rock ‘n’ roll
(Figure 3.16). Top-40 radio was the perfect
setting for this music. As the 1950s ground
on, city after city fell under the spell of rau-
cous, razzle-dazzle, rocking top-40 stations,
and their near-fanatic youth audiences
pushed them to the top of the ratings in
nearly every market.

Naturally, there were imitators. Larger cit-
ies acquired two, three, and even four top-40
stations. After some stations failed, radio
managers realized that the lesson of top-40
success was not top 40 itself, but specializa-
tion. In the 1960s and 1970s, radio formats
diversified—country music, beautiful music,
rock music, all-talk, all-news, ethnic.

While this programming change occurred,
another took place in sales and advertising.
Stations encouraged local retail outlets to use
radio, and income from local advertising
sales climbed.

Figure 3.16 Alan Freed. In the early 1950s, he
moved from a Cleveland radio station to New
York and became one of the most popular and
important disc jockeys in the new top-40 radio
format. Supposedly, he coined the name *‘rock 'n’
roll.”” His confession of involvement in payola be-
fore a congressional investigating committee ef-
fectively ended his career. (Photograph courtesy
of CBS. Used by permission.)
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3.2.2 Networks

Network radio’s adjustment to the age of
television was more difficult than that of
local stations. At first the radio networks
tried to economize and compete with televi-
sion for the mass audience. They dropped
their ban on recordings and even ran a few
disc jockey shows. They added telephone
quiz shows, offering money and prizes to
those who could answer questions posed by
long-distance telephone. Audiences contin-
ued to dwindle. In the 1950s, network radio
programs of long standing went off the air
and were not replaced.

The importance and vitality of radio
shifted from networks to stations. Network
affiliation was a hindrance. If radio networks
were to stay in business, they would have to
adjust to the needs of the stations.

One such need was network program-
ming designed for the change in radio listen-
ing habits. Pretelevision radio had forced the
public to develop a plan-ahead, time-block
audience pattern. But that pattern had
shifted almost entirely to the visual medium.
Now, people did not plan ahead to listen to
radio; they listened when they had time and
usually while doing other things. NBC re-
sponded with Monitor. Launched in 1955
under NBC’s innovative president Pat
Weaver, Monitor represented an attempt to
adjust network programming to the tune-in/
tune-out listening patterns. Monitor ran on
weekends, for 40 hours (later 25), covering
many areas of interest with short capsules of
information. ABC and CBS began their own
versions. NBC tried a weekday version of
Monitor.

Mutual Broadcasting System (MBS) and
ABC reduced network service to capsule
news and features, usually on the hour and
the half hour, giving the rest of the hour to
affiliates. First NBC, then CBS adopted this
pattern for weekday programming.

3.2.3 Scandals

These transitional years were unsettling. In
addition to the coming of television and the
proliferation of stations, the radio trade suf-
fered from several other serious problems,
Among these were McCarthyism, planted
news, and payola.

3.2.3.1 McCarthyism McCarthyism tran-
scended the field of broadcasting, pervading
all aspects of American life. The late Joseph
McCarthy, then junior senator from Wiscon-
sin, did not invent the mass paranoia that
bears his name. He did profit by it, building
a career on finding and purging from the U.S.
government people he accused of being or
having been Communists.

McCarthy’s tactics, fed by a growing pub-
lic fear of atomic attack and internal subver-
sion by Communists, created an aura of uni-
versal suspicion and accusation. People and
ideas were labeled “Communist” just be-
cause they were different. An accusation of
being a Communist or a Communist sym-
pathizer—whether true or not—was cause
enough for the accused to be summarily
fired. The careers of many innocent people
were ruined.

McCarthy was a master at using news
media to publicize his activities and thus to
build his power base among the people. Few
opposed McCarthy, because he had the per-
fect defense—he would simply brand the
opposition ““un-American,” synonymous in
those days with “Communist” or “traitor.”

One of McCarthyism’s more virulent
forms was blacklisting. It worked like this:
Self-appointed protectors of the public weal,
who professed * concern that Communist
agents were gaining control of the nation’s
communications channels, would suppos-
edly investigate the background of creative
personnel in stage, screen, and broadcasting.
The blacklisters circulated names of perform-




ers, writers, directors, and others alleged to
be Communists or Communist sympathizers
to producers, sponsors, and studio heads.
Blacklisted individuals lost their jobs and
could not get new ones, often without know-
ing why; few employers would admit to
being influenced by the blacklisters. The ac-
cused were presumed guilty based on alle-
gations alone. Some never got entertainment
work again. Some went through humiliating
blacklister-specified rituals of “clearing,”
usually by publicly admitting that they had
been Communists (whether or not they ac-
tually had been) and vowing to take a mili-
tant anti-Communst attitude from then on.
Some committed suicide.

Leading blacklisters in broadcasting in-
cluded three ex-FBI agents, who published
Counterattack: The Newsletter of Facts on
Communism and Red Channels: The Report of
Communist Influence in Radio and Television,
and Aware, Inc., publisher of periodical bul-
letins listing supposed Communists. The
blacklists were by no means nonprofit activ-
ities. Vincent Hartnett, who formed Aware in
1953, checked names for a fee on request by
sponsors and producers. He also prescribed
means by which blacklisted individuals
could ““clear” themselves—again for a fee.
He was backed by Laurence Johnson, owner
of a supermarket chain in Syracuse, New
York. If broadcast programs persisted in
using persons blacklisted by Aware, Johnson
pressured the sponsors with tacit threats to
prevent his customers from buying the ad-
vertised products. Agencies, networks, spon-
sors, stations—all ran scared, bowing to the
whims of Aware because of the possibility of
economic recrimination by Johnson.

John Henry Faulk, a radio personality for
WCBS, New York, opposed the influence of
Aware in the New York chapter of the Amer-
ican Federation of Television and Radio Art-
ists, the performers’ union. In 1956, Faulk
helped draft a non-Communist, anti-Aware

RADIO: FROM 1929 51

slate of candidates for election to office in the
union. He was one of the candidates. Aware
blacklisted Faulk. His radio program lost its
sponsors, and Faulk brought suit against
Hartnett and Johnson for libel. WCBS fired
Faulk, saying his ratings were poor. Faulk
hired Louis Nizer, a famous trial lawyer. In
June 1962, Faulk’s libel case went to trial.
The jury found Hartnett and Johnson guilty
of libel and awarded Faulk more damages
than he had asked—an unprecedented $3.5
million (subsequently scaled down to
$550,000 by an appellate court).

Faulk’s victory signaled the end of black-
listing in broadcasting but opened no door
for the victor. In 1974, a Dallas radio station
broke the blacklisters’ curse and hired Faulk
to host a telephone call-in show. This was
his first regular job in broadcasting in almost
18 years.

3.2.3.2 News Planting This involved the
Mutual Broadcasting System being paid to
run favorable news items on a foreign
country. In January 1959, MBS President
Alexander Guterma made an agreement with
representatives of Rafael Trujillo, Dominican
Republic dictator, to broadcast a monthly
quota of news and commentary concerning
the Dominican Republic. None of the mate-
rial was to be negative. In exchange for this
publicity disguised as news, MBC received
$750,000. The next month, Guterma became
involved in legal and business problems. The
Dominican Republic sued to get its money,
and the agreement came to light.

3.2.3.3 Payola In 1959, the story came out
that record companies had paid disc jockeys
under-the-table to promote records. The the-
ory was that a top disc jockey on a big mar-
ket top-40 station could play and push a rec-
ord enough to make it become popular.
Dubbed payola, this practice constituted ad-
vertising for which the station received no
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revenue; even worse, it deceived the public
because it was not labeled as advertising.
Some of the nation’s best-known DJs were
caught in this scandal (see Figure 3.16). Con-
gress amended the Communications Act in
1959 to prohibit payola. Despite efforts by
both government and broadcasters to curb
the practice, however, payola recurred spo-
radically during the ensuing years.

3.3FM RADIO

During the 1960s, frequency modulation
(FM) radio, previously repressed and ig-
nored, began to move and shake the trade.
FM hastened the trend toward specialization
and helped sharpen competition for audi-
ences among radio stations. Now we catch
up on the story of FM.

FM is almost as old as radio itself; the first
patent was issued in 1902. FM broadcasting
did not become practical, however, until the
work of Edwin H. Armstrong during the pe-
riod 1928-1934. RCA opposed advancement
of FM on the grounds that it might detract
from the development of television, in which
the electronics giant had a vested interest
(Section 2.2). Undaunted, Armstrong pro-
moted FM. He showed that FM had inherent
advantages over AM—higher-fidelity repro-
duction, freer from static, and not so subject
to fading and interference from other sta-
tions. By March 1940, 22 experimental FM
stations were on the air. The FCC authorized
commercial FM operation, establishing 42-
50 MHz as the FM band. During World War
11, the FCC stopped granting applications for
new FM stations.

In 1945, the FCC moved the FM band to
88-106 MHz.* With this decision, the com-
mission rendered obsolete all transmitters at
the existing 46 FM stations and all 400,000
FM receivers owned by the public.

*The frequencies 106-108 MHz, originally reserved
for facsimile, were later used for FM broadcasting.

RCA'’s opposition, the wartime freeze, and
now a major frequency shift—this should
have killed any chance for development that
the new aural medium had. In the long run,
however, the 1945 frequency shift turned out
to be a good move; it lessened the chance of
FM suffering from interference, and it in-
creased the number of FM channels from 40
to 100. In addition, the commission reaf-
firmed the principle of reserving channels for
education. In setting up the 1940 FM band,
the FCC had set aside five channels for non-
commercial educational use. In the 1945
move, the commission reserved the first 20
of the new band’s 100 channels for noncom-
mercial educational stations.

FM radio was being touted as the coming
medium, perhaps even replacing AM radio.
In spite of the 1945 frequency shift, just three
years later the FCC had authorized over
1000 new FM stations (Figure 3.17). But FM's
time had not yet come. Audiences did not
find FM attractive. The receivers were expen-
sive and did not sound much better than AM
receivers. In many cases, FM programming
was exactly the same as AM; AM-FM licens-
ees would duplicate AM programming on
the FM station. Audiences were content with
AM radio and fascinated with a new broad-
cast medium, television. Advertisers put
their money in AM and TV. Almost without
exception, FM stations lost money. From
1949 through 1952, over 350 FM station
owners voluntarily returned licenses to the
FCC.

In the 1950s, a small coterie of “hi-fi” en-
thusiasts discovered the technical delights of
FM. They also enjoyed the classical music
that some independently programmed FM
stations featured. Then stereophonic repro-
duction hit the consumer market. In 1961,
the FCC authorized FM stations to broadcast
stereophonically.

In 1963, the commission adopted the FM
nonduplication rule. This rule required li-
censees of AM-FM combinations in all but



RADIO: FROM 1929 53

4

-
—3

700 —
4
©
: 2
'g 600 — H
H 3
S 500 —23
g $
s 2
E 4001 =
&
]
§ 3001
E - <
3 / Stations authorized 1

LUty // Stations on air

/ e Annual income
100 /
e
0 | 1 | | 1 | | |
1945 1946 1947 1948 1949 1950 1951 1952

Year

Figure 3.17 FM stations authorized, on alr, and income: 1945-1952, (Source: Federal

Communications Commission.)

the smallest cities to program the FM stations
separately from AM most of the time. Such
stations had to look for formats—preferably
formats that did not duplicate those already
in the market and that would show off FM's
technical advantages. Many went to “’beau-
tiful music.” Others went in an entirely dif-
ferent direction.

Rock music had begun to evolve and di-
vide into increasingly esoteric forms. Large-
market FM stations specialized and appealed
to the audiences generated by those forms.
Many new recordings were longer than nor-
mal and relied on electronic gimmickry that
AM could not reproduce adequately. These
were a “natural” for FM radio.

At the same time, rock fans discovered
stereophonic reproduction. They formed a
mass market for stereo discs, tapes, turnta-
bles, tape decks, amplifiers, speakers, and, of

course, FM tuners. They put stereo in their
cars. The stereo explosion boosted FM radio,
and FM boosted stereo.

FM stations also competed in formatting.
Programmers discovered that contemporary
popular music could thrive in quieter, less
frenetic surroundings than the top-40 format
of the period. They found that audiences ap-
preciated long, uninterrupted stretches of
similar music. They instructed announcers to
stop screaming, to play two or more selec-
tions at a time, even to track albums (play
them in their entirety without interruption).

These strategies succeeded. By 1970, FM
stations successfully competed for shares
with AM stations in some large markets. FM
programmers continued to refine techniques.
More listeners discovered the superior tech-
nical quality of FM. Stereo receivers dropped
in price. In 1979, FM passed AM in overall
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market shares, and in succeeding years FM
increased its lead. FM, once the unwanted,
ill-treated sibling of AM, had become the de-
sired, admired medium.

3.4 COMPETITION

From 1950 to 1980, the number of stations
increased markedly, about 276 percent. Dur-
ing the 1970s, the FCC made proposals that
would have further increased the number of
stations. One proposal involved reducing the
area in which dominant stations on AM clear
channels were protected from interference;
the commission put this into effect and cre-
ated room for some 125 new AM stations.

Another proposal would have reduced
AM channel width from 10 to 9 kHz. Such a
move required cooperation from neighboring
countries, and the commission proposed the
reduction at the international level. Most
U.S. licensees, however, did not want the ex-
pense of changing frequencies, feared tech-
nical problems, and did not look forward to
the hundreds of new competitors the 9-kHz
spacing would create. They fought the move,
and in 1981 the commission recommended
that the United States stay with 10-kHz
spacing.

Two years later, the commission paved
the way for hundreds of new FM stations. In
1980, the FCC had proposed changes in FM;
the proposal became known by its FCC file
number, “docket 80-90.” In 1983, the com-
mission approved most docket 80-90
changes; modification of station and channel
classifications made room for up to 1000 new
stations. In 1989, the FCC authorized a new
class of FM station, C3, a move that would
allow yet another 200 new stations to sign
on.

Even before docket 80-90, there were a lot
of radio stations. By 1990, nearly 12,000
radio stations were on the air, 90 percent of

them commercial. During
1980, radio advertising sales

fold, from $321 million to $3.4

spite increases in station numbers
penses, there was money to be un
especially in medium and large markew
Competition increased.

3.4.1 Stations

The increase in competition and the success
of FM led to three basic changes. First, the
programmer grew in importance. The suc-
cessful programmer used statistically based
quantitative research. Research helped to
define the station’s target audience, to tailor
content to capture that audience, and to spot
trends in audience tastes and habits. Re-
search helped make stations in competitive
markets highly formatted. Research helped
select records to play, news to report, jingles
to insert, things to say, commercials to run,
and times to do all these things—even the
talent to do them.

The second change involved decreasing
reliance on local programming resources.
Successful radio programmers sometimes
syndicated their services. A station could hire
such a programmer to come into the market,
study the competitive situation, and make
programming recommendations. Or the sta-
tion could automate and subscribe to a pro-
grammer’s service—large reels of tape that
contained all music and announcements. In
the late 1970s, some syndicators went to sat-
ellite distribution for the programming.

The third change involved overall pro-
gramming trends in AM and FM. FM sta-
tions tended to program formats that fea-
tured music, any kind of music in which
reproduction of sound was important to the
listener—rock, beautiful, country, jazz, clas-
sical, ethnic. AM stations tended to pro-
gram formats in which the range of



frequencies reproduced was not as impor-
tant—talk, news, nostalgia and oldies music
(which featured many pre-stereo recordings),
and country.

3.4.2 Technology and Regulatory
Policy

By the 1980s, the tables had turned; FM was
the dominant aural medium, and AM was
struggling. The FCC had helped in FM’s long
uphill battle; now it would do the same for
AM. Under one suggestion, an AM broad-
caster would be allowed to use several trans-
mitters in different locations, synchronized
to increase the station’s coverage.

AM licensees looked toward AM stereo as
a means to compete. The FCC authorized
AM stereo in 1982 but did not designate a
specific AM stereo system. Broadcasters
could use any of several competing systems;
“marketplace forces”” would determine
which would become the trade standard. In
1989, the FCC adopted rules to curtail inter-
ference in the AM band in the hope of en-
couraging the manufacture of better sound-
ing receivers.

Daytime broadcasters looked toward 24-
hour operation and the possibilty of owning
an FM station. The restriction to daylight-
only transmission (Section 3.2) put AM day-
timers at a competitive disadvantage to al-
most all other stations. The FCC began pro-
ceedings that would permit most daytimers
to operate at night with reduced power. The
commission also decided that a daytime
broadcaster who applied for a docket 80-90
FM channel (Section 3.4) would have a slight
advantage (a “preference’’) over other appli-
cations for the same channel.

Some AM broadcasters competed beyond
the limits of their broadcast programming.
They contracted with local cable compa-
nies to provide programming—channels
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for the cable audio service and even video
programming such as local newscasts, Oth-
ers explored new revenue-producing uses of
their carriers (Section 11.5.3).

Technological advances, however, also
strengthened FM’s claim to superior sound
reproduction. Equipment manufacturers in-
cluded digital (Section 11.3.2.3) circuitry in
the various devices and “black boxes’”” used
by radio stations to process their signal. This
allowed the audio signal to travel within the
station—from source to transmitter—with-
out picking up the distortion and extraneous
signals normally acquired from even the fin-
est nondigital equipment. Some radio net-
works digitally encoded their signals for sat-
ellite distribution; these signals arrived at the
station as clear as they left the network. Rec-
ord companies used digital technology for
cleaner, purer recordings. FM stations rushed
to incorporate compact discs (Section 5.10)
into their programming. All of these things
helped FM to do even better what it already
excelled at—produce a superior signal.

3.4.3 Networks

The heightened competition in programming
showed up at the network level as well. ABC
started a trend toward format-specific net-
works. In 1968, four separately programmed
ABC networks were offered—Contempo-
rary, Entertainment, FM, and Information.
Each offered brief newscasts; each was tai-
lored to a different type of station format.
None of the ABC networks dominated a sta-
tion’s weekend as did Monitor. ABC eventu-
ally increased its network services to six.
MBS followed ABC's lead four years later,
adding a network for black stations and an-
other for Spanish-language stations. MBS
dropped the Mutual Spanish Network after
seven months but continued the Mutual
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Black Network (MBN) until 1979, when MBS
sold its interest to Sheridan Broadcasting
Corporation. MBN was then renamed Sher-
idan Broadcasting Network.

Mutual itself had passed through the
hands. of a number of owners. In 1978, the
Amway Corporation, door-to-door marketer
of home and personal products, bought the
network. While under Amway, Mutual pur-
chased two radio stations, the first Mutual
had ever owned. These were later sold.

In 1973 a new organization, the National
Black Network (NBN), signed on, originating
hourly five-minute newscasts aimed at black
stations across the country. NBN soon added
sports and features.

NBC changed Monitor. and ﬁnally
dropped it in 1975. NBC retained what had
become conventional network service—brief
newscasts and features. In mid-1975, NBC
added the News and Information Service
(NIS), a program service separate from the
NBC Radio Network. Designed for stations
with all-news formats, NIS fed news, re-
ports, and features throughout the hour, giv-
ing affiliates the opportunity to insert local
news and advertising. Stations paid a
monthly subscription to use NIS. NBC could
not attract enough subscribing stations to
make it pay and took NIS off the air in 1977.

National Public Radio was formed in 1970
to serve noncommercial educational radio
stations. 'Numerous commercial state net-
works signed on to feed state, farm, and
other special-interest news and features to af-
filiated stations. In the 1980s, American Pub-
lic Radio formed to supplement NPR.

The late 1970s and early 1980s marked a
renaissance in national networking. Most ac-
tivity involved format-specific programming,
a trend accelerated by increased numbers of
stations and the development of domestic
satellite distribution. Two ABC networks
were added—Direction and Rock. CBS
launched RadioRadio; NBC, The Source.

Mutual used multiple satellite audio chan-
nels to deliver various types of programming
to affiliates. Sheridan and NBN expanded
program offerings, AP and UPI had both op-
erated news program services for a number
of years; now AP cooperated in a country-
music radio programming service and UPI
started a Spanish-language news service.

A number of new networks started during
this late 1970s-early 1980s period; some
failed. The successes included American
Public Radio, Turner Broadcasting System’s
(TBS) CNN Radio, RKO Radio Networks,

" Satellite Music Network, Transtar Radio Net-

works, and United Stations. The failures
were Enterprise Radio and Christian Broad-
casting Network’s (CBN) Continental Radio.
The former concentrated on sports, the latter
on adult contemporary and upbeat religious
music. CBN attempted radio networking
again in 1987 with CBN Radio.

In the mid-1980s, electronic media busi-
nesses began a series of major corporate and
financial transactions that would last for sev-
eral years (Section -4.5.3). Radio networks
were affected. In 1985, Capital Cities Com-
munications, Inc., bought ABC; United Sta-
tions bought RKO Radio Networks; and
General Electric bought RCA, parent com-
pany of NBC. In 1986, Transtar took over
distribution and marketing of CNN Radio;
TBS would continue to produce the pro- .
gramming. In 1987, however, Ted Turner
was forced to relinquish some control over
the company that bore his name (Section
5.2.5). :

The two most historically notable radio
network purchases were made in the mid-
1980s. In both cases, the buyer was West-
wood One, Inc., a producer and distributor of
sponsored radio programs. In 1985 West-
wood One acquired the Mutual Broadcasting
System from Amway; two years later, it
bought the NBC Radio Network/GE had de-
cided that the nation’s senior network—the



business that had started NBC—was ex-
pendable. NBC sold all its radio stations in
1988.

All told, radio networking seemed to be
on the rise, and even some state and regional
networks announced plans for satellite dis-
tribution. Most of these newer networks paid
no compensation, operating instead on some
form of barter basis.

Radio had begun its change because of
television. The arrival of television forced
radio to adjust and adapt. In the meantime,
even newer technologies had forced changes
on television, and that is the subject of the
next chapter.
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CHAPTER 4

Television: From

1941

In this chapter, we look at the development
of broadcast television. We see how trade
politics and economics helped to shape tech-
nical standards. We see how programming
evolved. We see how commercial networks
rose to dominate television, just as they had
radio. We see how television was affected by
scandal and corruption. We see how regula-
tory and citizen groups worked to reform the
trade. We see how commercial broadcasting
began to get what it had wanted for years—
less regulation. We see how less regulation
also had a few surprises for commercial
broadcasting—more competition and struc-
tural and financial changes in the trade itself.

4.1 GROWING PAINS

Chapter 2 brought us to the point at which
television was technically ready for wide-
spread public use (Box 4.1). There would be
a delay. But broadcast television would grow
and evolve into the dominant form of mass
communication. It would suffer growing
pains ethically and even technically, but
rarely economically.

58

4.1.]1 Freeze

The Federal Communications Commission
(FCC) adopted technical standards in 1941,
and commercial television operation began
in July of that year. A wartime stoppage on
station and receiving set construction was
imposed in 1942. Of the ten pioneer televi-
sion stations, only six continued through the
war. They broadcast four hours per week to
the 7000 or so sets in existence. Even after
the stoppage was lifted in 1945, shortages of
materials continued. Station and set con-
struction did not resume for almost two
years.

In 1947, television began to grow at a phe-
nomenal rate (Figure 4.1). Sales of receivers
soared. Television station license applica-
tions flooded the FCC. It soon became
evident that there would be many more ap-
plications than channels. In 1948, the com-
mission ordered a freeze (halt) on processing
station applications to allow time to work
something out. The freeze was supposed to
last 6 to 9 months. However, the issues in-
volved were so complex that the freeze
lasted 42 months. After a series of hearings,
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Box 4.1 Forty Years of RCA Camera Tubes

From left to right, these tubes are as follows: Iconoscope (1935)—first broadcast
camera tube. Orthicon (1939)—used during World War Il. Image orthicon (1954)—
high resolution tube, first to allow light levels low enough that performers were not
nearly parboiled by the heat from studio lighting (for black-and-white TV, when used
in multiples of three in the first color cameras, the lighting levels had to go back up
again). Vidicon (1950)—first practical industrial camera tube, forerunner of the
modern lead oxide tube. Image orthicon—improved production model. Vidicon
(1954)—improved, long-lived, inexpensive production model. Vidicon (1955)—this
half-inch vidicon, for years the smallest camera tube built, was used in TIROS, the
nation’s first weather satellite. Lead oxide vidicon (1967)—used in modern color
cameras. Silicon diode array vidicon (1969)—first commercial use of the solid-state
array for TV pickup. Silicon intensifier target (SIT, 1971)—highly sensitive and widely
employed for day and night production; it was used on the Lunar Rover to
broadcast color TV from the moon's surface on several Apollo missions. Silicon
imaging device (SID, 1974)—not really a tube at all, this charge-coupled device
(CCD) was the first all-solid-state TV pickup device capable of generating fully
standard TV pictures, and in 1984 RCA began marketing portable electronic color
TV cameras that utilized highly developed CCD descendants of the SID instead of
tubes. (Photograph courtesy of RCA Corp. Used by permission of General Electric

conferences, and negotiations, the FCC is- 4.1.2 Sixth Report and Order

sued the Sixth Report and Order' on April 14,

1952, and in July it resumed processing ap- The Sixth Report and Order was a new plan
plications for new stations. The freeze was for U.S. television. Under the order, existing

over. VHF channels 2-13 were to remain. Seventy
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Figure 4.1 Growth of television stations.

The distance from the top curve to the baseline

indicates the total number of television stations: that from the top curve to the second
curve, the number of VHF stations: and that from the second curve to the baseline, the
number of UHF stations. (Source: Television and Cable Factbook.)

additional channels numbered 14-83 were
opened in the ultrahigh frequency (UHF)
band. The table of assignments was revised
to provide for 2053 stations in 1291 com-
munities; 242 of these assignments were re-
served for noncommercial educational use.
Standards were established to reduce inter-
ference among stations—maximum power
outputs were specified, and minimum dis-
tances were set to separate stations operating
on the same or adjacent channels. This was
the plan under which the television broad-
cast service continued to operate.

4.1.3 Growth

The freeze had limited the number of tele-
vision stations to the 108 authorized prior to
the halt on construction. During the 30
months following the end of the freeze, 308
television stations signed on the air. There
were two good reasons for the rush to obtain
television licenses—audiences and money.
In 1948, there were 190,000 television sets in
use in the United States. In 1955, the number
was 32,500,000; in just seven years, 65 per-
cent of all homes had acquired at least one



television receiver. In 1948, total television
station revenue was $6.2 million; in 1955,
station revenue had multiplied over 6000
percent to $372.2 million.

The networks also grew rapidly. The
American Broadcasting Company (ABC), the
Columbia Broadcasting System (CBS), and
the National Broadcasting Company (NBC)
bought television stations and signed up af-
filiates. DuMont also formed a television net-
work and looked for affiliates.

Network distribution required the broad-
band capacity of coaxial cable. One televi-
sion channel was nearly six times wider than
the entire AM broadcast band, much too
wide for the limited capacity of normal tele-
phone wire. Therefore, the networks ex-
panded their reach as the telephone com-
pany extended its coaxial cable—from New
York to Washington, D.C., in 1946, to Boston
in 1947, to the Midwest in early 1949, and to
the West Coast on September 10, 1951. Af-
filiated television stations that were not yet
on the cable received network programming
in the form of kinescope film, a pre-video-
tape recording medium that involved mak-
ing a filmed recording from a television
screen as a program was telecast.

By 1955, CBS and NBC had developed
strong, nationwide lineups of affiliates in
major markets. ABC had many fewer affili-
ates. Over three times as many stations car-
ried the DuMont network as carried ABC.
But DuMont had trouble getting affiliates in
large cities, the network lost money, and
there was no DuMont radio network to offset
TV losses. The year 1955 was DuMont’s last
as a network.

As the networks expanded, so did their
advertising billings (Figure 4.2). In 1948,
total network billings were $2.5 million; in
1955, they were $308.9 million, up 12,300
percent. Gradually, the growth slowed. It did
not stop, and overall television billings in-
creased every year except during the early
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1970s, when a legal ban on broadcast ciga-
rette advertising went into effect.

4. 1.4 UHF Television

Many would-be broadcasters applied for the
new UHF channels. But the cards were
stacked against them. First, all other things
being equal, UHF signals do not travel as
far as VHF signals. The FCC, in an effort to
compensate, purposely allowed an inequal-
ity. Transmitter power affects coverage area,
so the commission allowed UHF stations to
operate with 5 million watts, 16 times the
maximum for any VHF station. However, no
UHF transmitters were available to operate
with such high power.

Second, few receivers could pick up
UHF channels. The 108 stations that were
on the air during the freeze were all VHF sta-
tions. During the 3} years of the freeze, the

" number of homes with television sets had

gone from 1.6 million in 1949 to 17.3 million
in 1952. Naturally, the television sets were
equipped to pick up VHF television stations
only. When UHF stations went on the air, no
one owned UHF-capable sets, so no one was
able to watch the new stations. Advertising
income, therefore, was difficult to obtain.
Third, many of the UHF stations were

" independents, not affiliated with a network.

The major networks had grabbed most of the
big-city VHF television stations as affiliates.
The public, primarily interested in receiving
network fare, did not buy converters to adapt
existing television sets to pick up both VHF
and UHF stations. Manufacturers continued
to build VHF-only television sets. They of-
fered UHF capability as an extra-cost option
on some models; few buyers of new sets
were interested.

UHF licensees found it nearly impossible
to compete with VHF stations and lost
money. Many let their stations go dark and
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Figure 4.2 Growth of television advertising revenue. The distance from the top curve to
the baseline indicates the total amount of money spent on TV broadcast advertising: dis-
tances within each horizontal segment indicate the amount spent in each of the four cat-
egories. (Sources: McCann Erickson and Television Bureau of Advertising.)

turned licenses back to the FCC. By 1956, the
pattern of UHF television station failure was
clear, and the FCC became concerned.

First, the commission tackled the trans-
mitter problem. Transmission tests were con-
ducted in 1961 and 1962. The FCC found
that high-power transmission was feasible
and did extend a UHF signal to a distance
comparable to that of VHF.

The commission could not force networks
to affiliate with UHF stations. But it could do
something about the lack of UHF-capable re-
ceivers. At the FCC’s request, Congress
adopted a law that empowered the commis-

sion to require all-channel tuning. Starting
on April 30, 1964, every new TV set sold in
the United States had to be able to receive all
VHF and UHF channels. Six years later, the
commission adopted rules to make UHF tun-
ing comparable to that of VHF; receiver de-
sign now had to be such that UHF channels
were as easy and convenient to select as
VHF.

The FCC took other steps, dealing with
both transmitter and receiver, to make the
quality of the UHF signal comparable to that
of VHF. The cable must-carry rule (Section
4.5.2.1) helped, too; a cable system’s channel



lineup usually placed VHF and UHF stations
next to each other on the dial. Eventually,
FCC efforts to make commercial UHF tele-
vision viable paid off. During the 1970s,
UHF television stations as a group lost less
money each year until 1975, when they fi-
nally showed a profit (Figure 4.3).

4.1.5 Color Television

Color television experimentation began as
early as the late 1920s. Subsequently, vari-
ous companies worked on and promoted dif-
ferent systems of color television, but the
main rivalry was between RCA’s dot se-
quential system and CBS's field sequential
system.,

In 1949, as a result of a petition by CBS to
the FCC, the major television interests dem-
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onstrated their color television systems.
CBS’s system was mechanical. Largely the
work of Dr. Peter Goldmark (Figure 4.4), the
CBS field sequential system used three fil-
ters—red, blue, and green. The filters rotated
past the camera pickup tube in rapid succes-
sion. When the filters were synchronized
with similar filters on the receiver picture
tube, the viewer’s eye would see the full
range of natural colors. Originally, the field
sequential system needed an 18-MHz chan-
nel, but CBS refined it to operate in the
6-MHz width of existing channels. The field
sequential system, despite its excellent color
reproduction, was incompatible; mono-
chrome (black-and-white) receivers got a dis-
torted picture when tuned to a field sequen-
tial color transmission. However, existing
monochrome television sets could be
adapted to receive black-and-white versions
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Figure 4.3 UHF television station income: The long climb toward profitability. (Source:
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Figure 4.4 The CBS field sequential color televi-
sion system. Dr. Peter Goldmark with the first CBS
color pickup equipment. (Source: William C. Eddy,
Television: The Eyes of Tomorrow. New York: Pren-
tice. 1945. Used by permission.)

of color transmissions for about $10 and to
receive color pictures for about $45! Further,
CBS contended that the system could even-
tually be refined to be completely electronic,
eliminating the mechanical color disc.

The FCC adopted the CBS color system,
effective November 20, 1950. The television
trade was unhappy because the system was
mechanical and incompatible. Before the
FCC order could go into effect, RCA filed suit
against its adoption. A number of manufac-
turers and service companies did the same.
The suit delayed implementation of the
order for six months while the case worked
its way up the federal court system. In May
1951, the Supreme Court unheld the FCC.2

In October, color receiver production was
halted because of the Korean War. CBS had
broadcast the first network color program
with the new system in June and continued
technical development. Congress questioned
the delay in introduction of color television,
and in March 1953 the war ban was lifted.

Meanwhile, RCA and its allies had been
busy. Another all-industry National Televi-
sion System Committee (NTSC) of engineers
was formed to study and recommend stan-
dards for an electronic, compatible color tele-
vision system. By mid-1953, NTSC had com-
pleted its work, and RCA petitioned the FCC
to adopt NTSC standards (Sections 12.2 and
12.3). In December, the FCC approved the
electronic system.

The first RCA color sets were expensive
(Figure 4.5). RCA’s basic color television re-
ceiver with 15-inch screen retailed for $1000
in 1954, and no $45 conversion kits were
made available. In addition, very few sta-
tions were equipped for color telecasting.
The public did not rush out to trade in old
monochrome receivers for new color sets. In
1955, there were only 5000 color sets in use
in the entire United States (Figure 4.6). Even
ten years later, less than 5 percent of all tele-
vision homes were equipped for color. In
1953, CBS and NBC each carried over 22
hours of color programming weekly. Both

Figure 4.5 1954 RCA color receiver. (Photograph
courtesy of RCA Corp. Used by permission of Gen-
eral Electric Co.)
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Figure 4.6 Growth of American homes with television.

The top curve indicates the per-

centage of all U.S. households equipped with at least one working television receiver: the
other curves show the households that can receive UHF stations, that have at least one
color receiver, and that have two or more working receivers. (Sources: Arbitron Ratings

Co., NBC, and Nielsen Media Research.)

cut back, and by 1958 only NBC still broad-
cast a regular schedule of color programs.

In the mid-1960s, prices of color receivers
dropped somewhat, and sales picked up.
Sales of color sets for the first nine months of
1965 doubled those of the same period in
1964. The lead oxide vidicon camera tube
was introduced, resulting in better color
cameras. Networks increased color telecast-
ing and, in September 1966, began full-color
programming in prime time. Stations in-
stalled color equipment; national advertisers
demanded it. By 1967, it was clear that color
television was an unstoppable trend. By
1969, one-third of all television homes in the
United States were equipped for color.
Twenty years later, color set penetration ex-
ceeded 95 percent.

4.2 TELEVISION PROGRAMMING
EVOLVES

4.2.] Station Programming

In the earliest days of television, there was
no large backlog of syndicated programs to
fill a station’s schedule. For much local pro-
gramming, stations used old feature films.
These were the only films Hollywood had
made available to its young rival medium, so
television acquired an old-movies reputa-
tion. Some stations even ran silent films,
adding narration and sound tracks. Some
stations used short musical films—well-
known bands, vocalists, and singing
groups—and put them together in the form
of a visual disc jockey show, anticipating a



66 HISTORICAL PERSPECTIVE

Figure 4.7 Local Production. Television sta-
tion WCPO, Cincinnati, did its Al's Corner Drug-
store the same way most stations did local pro-
gramming in 1950—Ilive, on the air. This
program, on which MC Al Lewis played a soda-
jerk character, soon evolved into the Uncle Al
Show. On the Uncle Al Show, the host’s stan-
dard uniform included straw hat, colorful
jacket, bow tie, and accordian. Uncle Al en-
tertained and taught his pre-school audience
using his own talent in music and art and the
fantasy available from television’s special ef-
fects. As the program matured, the cast in-
creased, adding life-sized characters, pup-
pets, and Wanda (Mrs. Al) Lewis. By 1952,
Uncle Al was one of television’s most-watched
performers, appearing on three programs
(three hours) daily, five days a week. The ABC
television network carried Al and Wanda's Sat-
urday show coast to coast for a year in 1957.
In 1985, after 35 years and 14,000 episodes,
the series went off the air, making the Uncle Al
Show, according to WCPO, the country’s long-
est running television program with the same
host. During all but the Iast of those years, the
program aired live with a studio audience of 30
or more youngsters. (Source: WCPO. Used by
permission.)

video format that Music Television (MTV)
would reinvent 30 years later. Most stations
ran lots of film travelogues.

But when the network was not feeding
programs and all the old movies and trave-
logues had been aired, a station had little
choice other than to devise and air its own
programs. There was no videotape, so they
were all live. The stations tried local pro-
duction (Figure 4.7) of all types of shows—
soap operas; cooking programs; interview
shows; the man/woman who played the
piano/organ/both and sang/recited poetry;
local talent shows; and children’s programs,
hosted by Captain/Uncle Somebody-or-
other, featuring old black-and-white movie
cartoons of Farmer Alfalfa or Felix the Cat.

4.2.2 Network Entertainment
Programming

At the network level (Figure 4.8) there was
much experimentation, attempts to find pro-
gramming suitable for the visual medium.
These efforts, however, had to await the
spread of AT&T’s coaxial cable. In June 1946,
the Joe Louis-Billy Conn fight for the heavy-
weight boxing championship was broadcast
on an ad hoc network to four East Coast cit-
ies. Sponsored by the Gillette Safety Razor
Company, the broadcast reached an esti-
mated 100,000 viewers and was reported to
have convinced skeptics that television was
here to stay.

Bristol-Myers became the first advertiser
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Figure 4.8 CBS 1940s television studio. Technicians felt that early TV cameras needed an
even wash of bright light to make good pictures. Incandescent lights would make a studio
unbearably hot, so some pioneer television production facilities were equipped with banks
of fluorescent lights, as was this CBS studio. After the wash was established, spotlights
beamed in additional light to give the effect of highlighting. (Source: Wiliam C. Eddy, Tele-
vision: The Eyes of Tomorrow. New York: Prentice, 1945. Used by permission.)

to sponsor a network television series. It was
called Geographically Speaking and started in
October 1946 on NBC. At that time, NBC
was a two-station network.

In the early days a network sometimes
took a radio series and made an adaptation
of it for television. Some series were simul-
cast, that is, aired concurrently on both radio
and television. Soon, the first prime-time hit
programs emerged. In 1948, the Texaco Star
Theater, a comedy-variety show, went on the
air, launching the television career of Milton
Berle (Figure 4.9a). “Uncle Miltie” was so
popular that he became known as "’"Mr. Tele-
vision.” That same year, Toast of the Town
began, produced and hosted by Ed Sullivan
(Figure 4.9b). This variety program was al-
most straight vaudeville. Later renamed the
Ed Sullivan Show, it ran for 22 years; for 10 of
those years, it was one of the 20 most pop-
ular programs. Sid Caesar and Imogene Coca
(Figure 4.9c¢) first teamed up in 1949 on the

Admiral Broadway Revue, carried by the com-
bined NBC and DuMont networks. They
moved to NBC’s new Your Show of Shows in
1950, and people deserted restaurants, thea-
ters, and parties on Saturday nights to watch
their comedy.

There was some reliance on film program-
ming, but much network television was live
and produced in New York. As today, most
early dramatic programs were episodic se-
ries—a complete story each week, evolving
out of the same situation, with the same
main characters.

4.2.2.1 Live Anthology Drama During the
early 1950s, another type of dramatic pro-
gram developed, the anthology series. Here,
the program title remained the same, but
each program featured a completely different
play—different characters, different actors,
different stories, different situations. The
programs included Philco Playhouse (which
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later alternated with Goodyear Playhouse),
Kraft Television Theater, Playhouse 90, and
Studio One. The plays they produced cata-
pulted their young authors into promi-
nence—Paddy Chayefsky, Rod Serling,
Reginald Rose, Tad Mosel, Horton Foote,
and others. Some of the plays were subse-
quently made into fine motion pictures—Re-

Figure 4.9 The first network superstars. (a)
Milton Berle. (b) Ed Sullivan. (c) Sid Caesar
and Imogene Coca. (Photographs a and ¢
courtesy of the National Broadcasting Com-
pany. Inc. Photograph b courtesy of CBS.
Used by permission.)

quiem for a Heavyweight, Marty, Dino, Twelve
Angry Men, and Patterns.

The anthology series reached their peak in
1953. By 1956, they were all but gone, vic-
tims of changing audience taste, sponsor
script interference, and the economics of
syndication. This brief period of live, anthol-
ogy series drama is often referred to as the



golden age of television drama. This may
overstate the case; much—perhaps most—of
the writing was mundane. But the plays were
live, they were theater, they were peculiarly
television. And when they were good, they
had a quality that transcended their time,
that is still evident today.

4.2.22 Trends and Synthesis Trends in
network programming emerged in the early
and mid-1950s. CBS had benefited in radio
from Bill Paley’s 1948 talent raid (Section
3.1.3). When the time came to beef up its
prime-time schedule, CBS stuck with suc-
cess. Its television forms and formats were
those of radio—fully sponsored, regularly
scheduled programs. Its programming nu-
cleus was its stable of big-name comedians.
CBS’s strategy worked, and by 1953 it had
captured the lead in prime-time network rat-
ings. CBS held that lead year after year, al-
most continually.

NBC'’s programming reflected the think-
ing of Sylvester L. “Pat” Weaver (Figure
4.10). Weaver, a former advertising execu-
tive, joined NBC in 1949 as vice-president in
charge of television. In December 1953, he
became president of NBC. Control of net-
work programs by sponsors and their adver-
tising agencies, a practice that developed in
radio (Section 3.1.4.1), had transferred to
television; Weaver now worked to shift con-
trol to the network. He pushed for a new
programming form, the magazine concept.
The network would produce and control the
program and sell time within it to advertisers
for commercial messages. Each program
would have a number of different advertis-
ers. Using this concept, NBC started the
Today and Tonight shows, which are both
still in existence.

Another Weaver idea was the spectacu-
lar. Spectaculars were one-time programs
made with extra care and money. Preceded
by a larger-than-normal publicity campaign,
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they were designed to stand out from the
usual programming, to create talk and
excitement.

ABC, weakest of the three major radio
networks, began video operations in 1948 as
an even weaker television network. In 1951,
ABC entered into negotiations for a merger
with United Paramount Theaters, former ex-
hibition arm of Paramount Pictures. The
merger was completed in 1953, bringing Par-
amount’s working capital and former Para-
mount executive Leonard Goldenson (Fig-
ure 4.11) to ABC. Goldenson used his
Hollywood contacts to get the major studios
interested in program production.

Using the themes and formulas popular
with movie audiences—cowboys, cops and
robbers, detective stories—ABC played a
catch-up game. Its first big successes were
Cheyenne, produced by Warner Brothers, and
Disneyland, produced by the Walt Disney or-
ganization. ABC-TV based its programming
strategies on action-adventure dramatic se-
ries—The Untouchables, 77 Sunset Strip, The
Rebel, The Rifleman, Hawaiian Eye. All were
produced on film; none was live. All were vi-
olent, but all attracted audiences.

ABC made a major commitment to sports
coverage. Starting in 1959, the network ac-
quired television rights to numerous sporting
events. It also acquired Sports Programs,
Inc., a production company. One of the com-
pany’s young producers was Roone Arledge
(Figure 4.12) Originally hired to produce
football telecasts, Arledge brought flair and
imagination to all types of sports coverage;
under his leadership ABC Sports helped
push the network closer to its competitive
goals.

Despite having weaker affiliates in large
markets and fewer affiliates overall, ABC-TV
managed to close the ratings gap between it-
self and the other networks. In the 1975-
1976 season, ABC-TV took the lead in over-
all prime-time ratings and did not lose it until
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Figure 4.10 Pat Weaver and his programming innovations. (a) Pat Weaver while at NBC.
(b) Dave Garroway, first host of Today. and J. Fred Muggs celebrate the program’s fifth
birthday. (c) The first Tonight cast included Gene Rayburn, Steve Allen (host), Eydie Gorme,
and Steve Lawrence (at piano). (d) Betty Hutton starred in Satins and Spurs, the first NBC
“spectacular.”” (Photographs courtesy of the National Broadcasting System, Inc. Used by

permission.)

the early 1980s. However, by this time, ABC
had picked up stronger affiliates, and its days
of running fourth in a three-network race
seemed to be over.

Each of these trends influenced the overall
shape of network programming. Regularly

scheduled programs formed the basis of the
prime-time schedule. Over the years, all
three networks have telecast specials (the
successor term to spectaculary and Today/To-
night-style programs. Film production dis-
placed live production of prime-time pro-



Figure 4.11 Leonard Goldenson. The man who
headed ABC for 22 years—from its 1953 merger
with United Paramount Theaters to its 1985 pur-
chase by Capital Cities Communications.
(Source: AP /Wide World.)

L
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Figure 4.12 Roone Arledge. After building ABC’s
reputation in sports, he was put in charge of the

network’s news operations. (Source: ABC Visual
Communication.)
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grams (although rising production costs
forced emphasis on videotape production).
The television production center shifted from
New York to Hollywood, and the action-
adventure series became a staple of network
prime-time programming.

Finally, few programs were completely
sponsored. The networks had moved pur-
posefully to take control of programming, as
urged by Pat Weaver (and spurred at least in
part by the quiz-show scandals; Section
4.3.3). At the same time, the cost of program
production—already many times that of
radio—had risen so much that most adver-
tisers could not afford to pay for an entire
program. In addition, Procter and Gamble,
television’s largest advertiser, adopted a pol-
icy of spreading commercials throughout a
number of programs. The result was partici-
pation sponsorship—the network controlled
the programs, and advertisers bought com-
mercial positions within them.

4.2.2.3 Compared to Radio Most of radio’s
major program types proved successful in
television. Some that were long-running fea-
tures on network radio, however, were not
regularly scheduled on television and ap-
peared only sporadically as specials after the
1950s—for example, experimental drama,
fine-arts programs, and programming for mi-
nority interests such as the old NBC radio
program for farmers, National Farm and
Home Hour.

Prime-time television series proved to be,
on the average, much shorter lived than
radio series. A television series was a veteran
if it survived 5 years, but many prime-time
radio series ran 10 or 15 years or even longer
(Figure 4.13). Because its program turnover
was higher, television was more cyclic than
radio. A theatrical film or a new program
type became popular, and it spawned a host
of imitators. For example, in the early 1970s,
the popular, so-called "social consciousness”
situation comedies multiplied by means of
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Figure 4.13 Long-running TV programs. (a) Star of The Red Skelton Show, on the air from
1951 through 1971. (b) Vivian Vance, Wiliam Frawley. Desi Arnaz, and Lucille Ball—cast of
I Love Lucy. which first ran on the network from 1954 through 1971 and then ran in syndi-
cation for years and years. (c) The Jackie Gleason Show started in 1952 and ran for 18
years. (d) Dan Blocker. Lorne Greene, Pernell Roberts, and Michael Landon, stars of Bo-
nanza, 1959-1973. Thanks to syndication—long-time domestic and wide-range foreign—
this program is perhaps the most popular western series in the world. (Photographs a, b,
and ¢ courtesy of CBS. Photograph d courtesy of the National Broadcasting Company. Inc.

Used by permission.)

the spin-off—secondary characters from one
series would become the basis on which new
series were built. All in the Family spawned
Maude and The Jeffersons; Maude spun off
Good Times, and so on. The box office success
of the 1981 theatrical film Raiders of the Lost

Ark inspired at least two prime-time 1982 se-
ries, Bring 'Em Back Alive and Tales of the
Gold Monkey.

Television, on the other hand, popular-
ized program forms that did not exist on
radio, such as children’s animated cartoons



and feature films. First introduced on net-
work prime-time television in 1961, feature
films proved to be extremely popular. They
also had the advantage of capturing and
holding audiences for long periods of time.
This inspired the networks to lengthen other
prime-time programming to 1 hour, 90 min-
utes, and even up to 4 hours on special oc-
casions. Sports events proved much more
popular on television than on radio, from the
early Friday Night Boxing and wrestling pro-
grams to sophisticated coverage of football,
baseball, golf, tennis, Olympic Games, and
other sports.

4.2.3 Network Informational
Programming

Forerunners of today’s early-evening net-
work news programs began in the late 1940s
(Figure 4.14). CBS’s Douglas Edwards with the
News went on first in 1948. NBC’s Camel
News Caravan with John Cameron Swayze
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began the next year, and ABC and DuMont
soon followed with their own newscasts.
These newscasts were 15 minutes long, and
the networks contracted with newsreel and
other film organizations for news film.

The networks strengthened their news op-
erations during the 1950s (Figure 4.15), add-
ing resources, personnel, and newscasts at
other times during the broadcast day. In
1963, CBS and NBC increased the length of
their evening newscasts to 30 minutes; ABC
followed four years later. Polls revealed that
the public saw television as the most relied-
on news medium as early as 1959 and as the
most believable news medium by 1961 (see
Figures 8.1 and 8.2).

In 1976, all three commercial television
networks prepared to lengthen evening
newscasts to one hour. Affiliates protested,
saying expanded newscasts would take away
30 minutes of valuable, salable local time.
Four years later, the networks again an-
nounced plans to expand their evening
newscasts; again the affiliates protested. Net-

(@)

(b)

Figure 4.14 Early nelwork news programs. (a) Douglas Edwards with the News. (b) John
Cameron Swayze on Camel News Caravan. (Photograph a courtesy of CBS. Photograph b
courtesy of the National Broadcasting Company, Inc. Used by permission. )
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Figure 4.15 Network news stars. (a) After doing well during the political conventions in
1956, Chet Huntley and David Brinkley took over the evening news spot from John Cameron
Swayze. This combination proved highly popular with viewers. NBC’s showcase news pro-
gramran for 14 years as The Huntley-Brinkley Report. (b) In 1962, Walter Cronkite replaced
Douglas Edwards as the CBS evening newscaster. Cronkite would remainin that job for two
decades, helping to move CBS past NBC in the news ratings. (Photograph a courtesy of
the National Broadcasting Company, Inc. Photograph b courtesy of CBS. Used by

permission.)

work news did expand in other ways. Short
summary newscasts—no longer than 60 sec-
onds—were added during prime time, as
well as long-form news programs during
other dayparts. These were all in addition to
other regular programming such as Today, 60
Minutes, and Good Morning America.

Broadcast news also expanded in two
other areas—the documentary and on-the-
spot coverage (Box 4.2). Edward R. Murrow,
along with Fred Friendly, began network tel-
evision’s first news documentary series, See
It Now, in 1951, and established standards
by which television documentaries are still
measured. NBC broadcast its Victory at Sea
series in 1952, recounting U.S. naval opera-
tions in World War Il. ABC’s documentary ef-
forts began in the late 1950s. By 1961, all
three networks produced stimulating, vital
news documentaries. Many local stations
produced documentaries, too.

Some of television’s finest work was live
coverage of various events—national politi-
cal conventions; elections; presidential inau-
gurations; the Kefauver Crime Committee

hearings in 1951; the Army-McCarthy hear-
ings in 1954; the debates between presiden-
tial candidates in 1960 (the so-called great
debates) and then, starting in 1976, every
four years; the deaths and funerals of Presi-
dent John F. Kennedy (Figure 4.16), Senator
Robert Kennedy, and Reverend Martin Lu-
ther King, Jr.; coverage of U.S. space efforts;
and the Watergate and Iran-Contra hearings.

During the 1970s and 1980s, the networks
lost impetus in documentary production and
live coverage. First, they cut back on the fre-
quency and impact of full-length documen-
taries. Later, they gave up extended, live cov-
erage almost completely, allowing Cable
News Network and C-SPAN (Section 8.3.2)
to fill the void.

4.3 PROBLEMS AND SCANDALS

Television, like radio, suffered its share of
problems. Many involved questionable eth-
ics and occurred during the 1950s—so many
that the 1950s may have been the most



Box 4.2 Documentary and Live Coverage impact: Senator Joseph McCarthy

Even in television’s earliest days, documentaries and live coverage had the power
to enhance the public weal, to help citizens keep a check on their government and
uncover rogues and wrongdoing, hype and hypocrisy. Such was the case with
Senator Joseph McCarthy.

In 1953-1954, Ed Murrow and Fred Friendly did what others in television news
could not or would not do. They focused the journalistic eye of several See /f Now
programs on McCarthy-inspired accusations of guilt by association. As discussed in
Section 3.2.3.1, McCarthyism was founded on a fear of Communist subversion that
had grown, cancer-like, into a national paranoia. Its basic structure was (1) a
presumption (2) of guilt (3) by association; its mechanism, simple—you were guilty if
accused. It had a built-in defense; those who opposed the methods of Senator
McCarthy and his allies were themselves branded “‘un-American’ or worse. The
accused lost their jobs and could not find work. They included people in radio and
television, as well as other areas of entertainment.

On March 9, 1954, Murrow and Friendly did a program on McCarthy himself,
juxtaposing excerpts of various speeches the senator had made to show the
inconsistencies and illogic of McCarthy’s rhetoric. Messages flooded into CBS,
overwhelmingly favorable toward the program. Senator McCarthy’s rebuttal, a
personal attack on Murrow, was broadcast by CBS on April 6. However, McCarthy’s
reply was such that it inadvertently proved Murrow’s points, and the mail ran two-
to-one in favor of Murrow,

Two weeks later, ABC and DuMont televised hearings before the Senate
Permanent Subcommittee on Investigations over a dispute between McCarthy and
the U.S. Army. The hearings ran 36 days, exposing the real, live McCarthy to many
for the first time. On the thirtieth day, McCarthy launched a vicious, unprovoked,
and irrelevant attack on a junior member of the Boston law firm of Joseph N. Welch,
the Army’s lawyer. The hastening of McCarthy’s fall seemed to date from that point.
The Senate voted to censure him later that year. In May 1957, he died. (Photo
Source: AP/Wide World)
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Figure 4.16 Live news coverage. A
nation wept with this bereaved
widow as she and her two children
waited to be driven to the Capitol,
where her late husband lay in state.
Television helped stunned citizens
work through their grief after the as-
sassination of President John F. Ken-
nedy. (Photograph courtesy of CBS.
Used by permission.)

shameful, scandal-ridden ten years in the
short history of radio and television. Televi-
sion’s share included plugola, FCC corrup-
tion, and the quiz show scandals.

4.3.1Plugola

Plugola was discovered a few years before
radio’s payola revelations (Section 3.2.3.3). If
a certain product was used on camera in a
television program, the publicity agent for
the product would pay the program'’s writers
and directors. This constituted, in effect, ad-
vertising, but the audience did not realize it
was advertising, nor was it so informed, a vi-
olation of federal law.

4.3.2 Government Corruption

In 1957, the Committee on Interstate and
Foreign Commerce of the U.S. House of Rep-
resentatives decided to look into the perfor-

mance of various regulatory agencies. Dr.
Bernard Schwartz, a professor from New
York University, was hired as chief counsel.
When Schwartz produced embarrassing
findings, Commerce Committee members
tried to impede his investigation and finally
fired him in 1958. Schwartz released his
findings to the press.

Schwartz found that FCC commissioners
were reimbursed for the same trip by both
government and broadcasters and received
from broadcasters gifts of television sets and
vacation trips. He found that one commis-
sioner, Richard A. Mack, had sold his FCC
vote to an applicant for a contested Miami
television channel. He discovered that Rep-
resentative Oren Harris, who chaired the
House Commerce Committee, had paid a
cash total of $500 for one-quarter interest in
an Arkansas television station, after which
the station reapplied to the FCC for an in-
crease in power—which had been refused
once before—and got it. Dr. Schwartz’s rev-
elations led to the resignation of FCC Chair-
man John C. Doerfer and Commissioner



Mack. Harris, however, went on to a federal
judgeship.

4.3.3 Quiz Show Scandais

Then there was the quiz show scandals. The
$64,000 Question (Figure 4.17), first of the
big-money quiz shows, started on CBS-TV in
1955. The amount of prize money, the diffi-
cult questions, the suspense of the game it-
self, and the gimmicky setting—all helped
make The $64,000 Question popular. Natu-
rally, it spawned imitators. By July 1955,
three of the top ten programs in audience rat-
ings were big-money quiz shows.

Four years and several government inves-
tigations later, the truth came out. The shows
had been rigged—contestants given answers
in advance—on a regular basis to enhance,
said the producers, their ‘“entertainment
value.” Ten persons pleaded guilty to per-
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Figure 4.17 The $64,000 Question. Host HalMarch
and a guest. (Photograph courtesy of CBS. Used
by permission.)
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jury for lying during the investigations, and
the careers of a dozen or so other persons
were ruined. The networks canceled the
shows and tightened program control.

4.4 REFORM AND ACTIVISM

After the problems and scandals of the
1950s, a reaction set in. The reaction was
characterized by activism—activism on the
part of the regulators to see that broadcasters
served the public interest, activism on the
part of educators and others to provide an al-
ternative television service, activism on the
part of citizen groups to ensure that stations
responded to the needs and interests of the
communities to which they were licensed.

4.4.] Regulation

The FCC started it. Beginning in 1960, there
was to be a new approach to regulation; the
public interest would come before the broad-
casters’ private interest. No more back
scratching between the regulators and the
regulated. The FCC issued the 1960 Program-
ming Policy Statement® defining what was
needed in programming to meet the public
interest. Licensees were to “ascertain” (find
out with certainty), and then program to
meet, the needs of the communities they
served. An FCC Complaints and Compliance
Division was created to receive and investi-
gate complaints from the public. The com-
mission developed a license application form
that required detailed information on public
interest programming. Congress amended
the Communications Act to make payola and
plugola illegal and to prohibit rigged quiz
shows.

In early 1961, Newton N. Minow (Figure
4.18) was appointed to chair the FCC. He
told broadcasters their programming was “‘a
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Figure 4.18 Newton N. Minow, Ill. Appointed by
President John F. Kennedy, Minow chaired the
Federal Communications Commission from March
1961 to June 1963. (Source: Bettman.)

vast wasteland” and warned that they would
have to live up to their promises regarding
programming on license renewal applica-
tions. The FCC subsequently stepped up dis-
ciplinary actions against erring broadcast
stations.

4.4.2 Noncommercial Broadcasting
Evolves

Noncommercial broadcasting began to de-
velop into a viable alternative to commer-
cial broadcasting. Congress passed the Ed-
ucational Television Facilities Act in 1962 to
build and improve stations. The Carnegie
Commission on Educational Television, a
blue-ribbon citizen panel, issued an influen-
tial report on funding and improvement of
programming in February 1967. In the same
year Congress, acting on recommendations
of the Carnegie Commission, passed the
Public Broadcasting Act, which created the
Corporation for Public Broadcasting (CPB).
CPB was to serve as the funding agency for
programming. Two years later, the Public

Broadcasting Service was formed to distrib-
ute television programming. In 1970, Na-
tional Public Radio was set up to produce
and distribute radio programming.

As a result of these changes, noncommer-
cial broadcasting improved and increased fa-
cilities and programming, attracted audi-
ences, and even began to influence the
programming of commercial broadcasters. In
the process, the generic term changed from

“educational broadcasting” to “public
broadcasting.”
4.4.3 Citizen Groups

Citizen groups established means to force
broadcast licensees to deal with them di-
rectly. In the 1966 and 1969 WLBT cases,* a
federal court of appeals ruled that the FCC
had to allow representatives of the public to
participate in license renewal proceedings
and had to give weight to their testimony in
arriving at decisions. The court’s ruling in the
WLBT cases touched off a rash of citizen
group challenges to station license renewals.
Stations entered into negotiations with the
groups, discussing policies, soliciting sugges-
tions, and making agreements; in this way,
the public could directly influence program-
ming. In the 1970s, the FCC adopted rules
whose net effect was to encourage the public
to take a more active interest in license re-
newal proceedings.

4.4.3.1 Use of the Fairness Doctrine Citi-
zen groups filed fairness doctrine complaints
about commercials and other aspects of
broadcast programming. According to a 1949
FCC statement,’ a broadcast licensee whose
station aired one side of a controversial pub-
licissue had to ensure that the other side was
presented too. Now citizen groups attempted
to use this requirement in a variety of situa-
tions and, thus, expand the types of issues to
which the fairness doctrine applied.



4.4.3.2 Programming Pressures Some
groups functioned on the national level.
They took note of research that showed in-
creasing evidence of links between exposure
to televised violence and aggressive behavior
in the viewer. Worried about the impact of
such programming, they worked to curb the
sex-and-violence trend. They used publicity,
complaints to the FCC, and meetings with
network officials. The groups themselves
were varied, ranging from the American
Medical Association to the PTA and Action
for Children’s Television.

44.3.3 Television Evangelism Activism
came to broadcasting in a quite different
form, also. During the 1970s, Christian evan-
gelists turned to television to reach audi-
ences. They packaged video ministries in
slick, often star-studded productions and
paid stations to carry them. Their audiences
were small but intensely loyal. Audience
contributions financed not only the programs
but also ancillary organizations such as col-
leges, broadcast stations, and theme parks.
Most television evangelists professed funda-
mentalist theology and conservative social
values. Some took advantage of the political
conservatism and “born-again’ faith that
swept the country to increase their influence.
They played active roles in politics. They
also joined an increasing number of voices
that called for the television networks to
eliminate gratuitous depictions of sex from
programming.

4.5 THE WINDS OF CHANGE

Despite all this “reaction,” television pros-
pered. Costs, particularly programming
costs, climbed alarmingly. But so did audi-
ence levels and advertising billings. Adver-
tising rates went up every year, and advertis-
ers had little choice but to pay the increases.
After all, television pulled in the people.
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There was no lack of advertisers; networks
came close to selling out their entire inven-
tories of prime-time availabilities, and sta-
tions adopted rate cards that encouraged ad-
vertisers to bid against each other for time. If
you wanted video advertising, broadcast
television—primarily network broadcast tele-
vision—was the only game in town.

But the winds of change had already
begun to blow. By 1990, it was apparent that
these winds had caused at least two radical
alterations in the structure of commercial
television broadcasting. First, new competi-
tive elements had begun to whittle away net-
work dominance of audiences and advertis-
ing dollars. Second, Wall Street had
discovered broadcasting. That, too, affected
the networks.

A major factor that cleared the wind-
breaks and so made possible these altera-
tions was a series of FCC actions. For years
the broadcast trade had continually and re-
peatedly requested these same actions—the
lifting of government regulation.

4.5. ] Dereguiation

As the years passed, the Federal Communi-
cations Commission had made more regula-
tions. The regulated media complained of
hours and money spent on FCC require-
ments—checking equipment, filling in
forms, completing reports, establishing and
updating files. Relief started in the 1970s.
President Jimmy Carter announced plans to
lift regulation on transportation industries—
trucking, railroads, and airlines. The FCC, in
turn, started proceedings to do the same for
communications media. The first major
achievement of FCC deregulation came in
1981, when the commission deleted certain
requirements of commercial radio broadcast-
ers; three years later, similar requirements
were lifted from commercial TV. Further de-
regulation was planned.
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Deregulation signaled the end of reform in
the FCC at least for a time. The commission
even eliminated some of its 1960s cleanup
provisions. For example, the FCC did away
with formal ascertainment procedures. In a
general reorganization, the commission re-
placed the Complaints and Compliance Di-
vision with a lower-level complaints branch.
The FCC adopted a ""postcard-size” license
renewal form and, in the process, eliminated
the requirement that licensees provide infor-
mation about the public-interest aspects of
their programming.

Among the commission’s many deregula-
tory actions, the most conspicuous had to be
its elimination of the fairness doctrine. Mark
Fowler, appointed by President Ronald Rea-
gan to chair the commission in 1981, made
no secret of his dislike for the doctrine. Fow-
ler acted as ramrod and head cheerleader to
accelerate the process of deregulation, and
the deletion of fairness was one of his pri-
mary goals. Fairness remained intact (if
somewhat unused) during his tenure, but the
commission did lay some groundwork for its
deletion. In August 1987, three months after
Dennis Patrick had succeeded Fowler to the
chair, the commission voted to cease enforc-
ing the 46-year-old doctrine. Several citizen
groups filed court appeals, and powerful
congressional leaders vowed to turn fairness
into law.

For years, broadcasters had argued for less
regulation. They based their arguments on
First Amendment grounds and asked for the
same freedom from regulation that newspa-
pers enjoyed. They said that competition—
the marketplace—should determine pro-
gramming, not some Washington bureau-
crat’s idea of “"the public interest.”

In theory, deregulation seemed to be the
answer to their prayers, but broadcasters
found that in practice it went further than
they wished. The commission agreed with
the marketplace concept and applied it
across the board. After all, if broadcasters

were to be free to compete in the market-
place, there had to be a marketplace in which
they could compete. And if there was to be a
marketplace, the commission had to lift reg-
ulatory barriers to make entry easier and
more available, to allow more people a
chance to compete. So the FCC used the
marketplace concept as a rationale for reduc-
ing regulation, adding more stations, and
creating new electronic media.

4.5.2 Competitive Elements

Broadcasters now faced less regulation but
more competition. Three elements in this
competition directly impacted the develop-
ment of traditional broadcasting: cable tele-
vision, independent programming, and
home video.

4.5.2.1 Competition from Cable Television
Cable systems first developed during the
1948-1952 freeze on new television con-
struction. They brought television broadcast
signals to communities where stations could
not be picked up directly off the air.

At first, television licensees thought cable
was a good idea. They were glad to see their
signals extended to new audiences and im-
proved in areas with poor reception. As cable
evolved, however, it added services and
moved into towns that already had television
stations. At that point, cable introduced com-
petition to broadcast television and, accord-
ing to broadcasters, not very fair competition
at that.

Broadcasters complained of signal impor-
tation from distant stations. Local stations
found themselves competing for local audi-
ences with stations miles away. Even worse
was leapfrogging, when a cable system car-
ried the signal of a distant station instead of
a local station.

But worst of all, cable television was
founded on the signals of television sta-



tions. The product that comprised the very
heart of a cable system’s service was the
group of broadcast signals it carried. The en-
tities that created these signals, the television
stations, had to pay for the programming
they broadcast. Yet, the cable system got this
programming at no charge and then sold it to
subscribers. In effect, television licensees
were actually financing and creating the vital
component of the competition’s product—
for which the competition received payment.

Broadcasters were at least partially molli-
fied when a number of legal requirements
were imposed on cable systems. The FCC
adopted cable programming rules in 1966
and 1972. Some rules were subsequently re-
pealed. The survivors included must-carry
and network nonduplication rules. The for-
mer required cable systems to carry the sig-
nals of local television stations; the latter
required them to blank out imported broad-
cast network programming when it dupli-
cated that of local affiliates.

Broadcasters complained loudly in 1980
when the FCC dropped two of the protec-
tionist cable rules. One had banned cable
systems from importing signals of distant
broadcast stations. The other had protected
stations’ rights to exclusive use of syndicated
programming in their markets. Eight years
later, however, the FCC reconsidered and
adopted a new syndicated exclusivity (syn-
dex) rule. Under the syndex rule, a station
could force local cable systems to delete pro-
gramming which duplicated that of the
station.

Broadcasters feared the worst when a
1985 court decision invalidated the must-
carry rules (Section 14.1.1.9). They breathed
somewhat easier when the FCC issued new
rules in 1987, but their relief was short lived.
That December, these rules, too, were struck
down by a court decision. Nine months later,
the FCC released results of a survey of TV
stations and cable systems concerning the ef-
fects since the 1985 decision. Some systems
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had indeed dropped, denied carriage of, or
repositioned from one cable channel to an-
other the signals of TV stations. Of the 912
responding stations, about one-third re-
ported one or more such actions by cable
systems.®

In 1976 legislation, Congress made cable
systems liable for copyrighted material on
broadcast signals they carried. But the new
law granted a compulsory license to carry the
material, in return for which cable systems
paid a set percentage of subscriber revenues
(Section 15.2.3.2). Many broadcasters argued
for additional programming protection and
for cable to have full copyright liability; that
is, a cable system would have to arrange and
pay for permission to carry each piece of
copyrighted material on every broadcast sig-
nal it carried.

Most anticable rhetoric centered on the
system operator’s role as carrier and gate-
keeper of broadcast signals—the ability to
allow and deny access to the local audience.
Implicit in these arguments was the realiza-
tion that cable subscribers constituted a
large percentage of the total television au-
dience. For the most part, however, such
rhetoric ignored the two factors with the
greatest ultimate potential to impact broad-
cast television: cable television, both systems
and networks, (1) offered a large number of
competing programming services and
(2) competed with broadcasters for
advertising.

Historically, the three TV broadcast net-
works together had a 90 percent share of the
television audience. Programming competi-
tion, however, started to affect viewing pat-
terns as early as the late 1970s. By the end
of the 1988-1989 season, three-network
prime-time audience shares had dropped
below 70. CBS predicted the drop would go
as low as the 60 range by 1995. Cable caused
at least part of this share erosion by offering
expanded choices for viewers.

Competition also affected program con-
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tent. For example, the networks decreased
their use of theatrical films (those originally
shown in theaters). Once a staple of prime-
time network programming, theatricals in-
creasingly reached audiences through other
media. In fact, home video and pay cable got
them before the networks. In response, the
networks scheduled more made-for-TV
films.

The networks also loosened standards to
compete with the so-called adult program-
ming that cable offered. During the first
month of the 1988-1989 TV season, for ex-
ample, the networks’ tabloidlike offerings in-
cluded an NBC special on Satan-worship; an
NBC miniseries that featured bondage, mas-
turbation, and a bisexual ménage; an ABC
movie in which a father burned his sleeping
son; and a CBS series that contained racially
motivated inflammatory language and vio-
lence.” The producers of Fox’s highest-rated
entertainment show took pride in what they
admitted were tasteless themes and content
in their Sunday-evening prime-time situa-
tion comedy.® (This loosening also allowed
the networks to cut standards department
personnel [Section 16.2.2], part of a general
downsizing of staff [Sections 4.5.3.4 and
4.5.3.5].)

Cable did not pose the same immediate
threat in advertising, however. During the
1980s, cable systems depended on subscriber
fees for 95 percent of their revenues; cable’s
total advertising revenue was less than 4 per-
cent of that of broadcast television. Still,
cable entities sold advertising at both system
and network levels, and their advertising in-
come increased every year. Cable continued
to expand its share of the advertising dollar
at the expense of broadcasting.

In addition to complaining, broadcasters
reacted to cable by competing and joining.
Responding to the 24-hour cable news chan-
nels (Section 8.3.2), all three networks added
additional news programming. By 1990,
nearly one-third of all cable systems had

ownership ties with broadcast-related facili-
ties; some of the biggest station group own-
ers were also some of the largest cable oper-
ators. Broadcasters, including the networks,
invested in cable programming ventures. Li-
censees of a few independent television sta-
tions profited from cable directly, becoming
nationally distributed “superstations” (Sec-
tion 7.4.2.2).

Many commercial broadcasters, however,
felt threatened. In 1989, for example, they
launched a campaign to enlist public support
for their very survival. The campaign aimed
to alert the populace that “free TV” was
being threatened by cable. They contended
that cable was draining off programming,
that cable threatened to divide the nation’s
television service into one system for the
“haves” and another for the “have-nots.”
“Free TV” was, of course, advertising-sup-
ported broadcast television which, at least by
implication, was being threatened with ex-
tinction by the “not-free” variety, cable
television.

4522 Competition from Independent
Programming At least part of the network
share erosion resulted from competing
broadcast television programming. Sources
included independent stations and indepen-
dent programmers.

The Federal Communications Commis-
sion put the Prime-Time Access Rule
(PTAR) into effect in 1971. The commission
believed that the three commercial television
networks controlled the entertainment pro-
gramming market and designed the rule to
encourage competition. One main provision
of the rule forbade network-affiliated televi-
sion stations in the 50 largest markets from
broadcasting more than three hours of enter-
tainment programming during the four
hours of prime time. This prohibition in-
cluded not only new but also off-net mate-
rial—syndicated programming that had run
on the network.



At first, most affiliates affected by PTAR
programmed this newly vacated slot poorly.
They aired the relatively few first-run (not
previously on the networks) programs avail-
able—game shows, cheap action-adventure
series, and other equally unappealing pro-
grams whose main virtue was low cost.
However, PTAR did not apply to indepen-
dent television stations.

The independents competed by program-
ming this time slot with popular syndicated
off-net series. This tactic paid off. The inde-
pendents’ ratings improved, not only during
this particular time period but also overall, as
audiences discovered they offered good, en-
tertaining alternatives to current network
fare. Meanwhile, the networks themselves,
through continuous competitive schedule-
shuffling, kept audiences confused—cancel-
ing new programs before they had time to
gather audiences, moving older programs
around the schedule, constantly substituting
specials for regular programming.

4.5.2.3 More Stations: UHF and Low-Power
Television PTAR helped independent
television stations to experience growing fi-
nancial success. The message seemed to be
that a television station had the potential to

make money in almost any market. Would-.

be broadcasters applied for the remaining
vacant channels in large and medium mar-
kets. Most VHF assignments were already in
use, so unused UHF channels became attrac-
tive to prospective licensees. As the remain-
ing channels were snapped up, applicants
competed for vacant UHF assignments even
in smaller markets. By the 1980s, it became
rather common to read that three, four, or
more parties had applied for channels and
locations that no one would have wanted a
few years before.

In 1980, the FCC proposed adding as
many as 4000 new stations through the cre-
ation of a completely new class of broadcast
service, low-power television (LPTV). LPTV
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stations would be awarded on a demand
basis similar to AM radio stations. This
meant they could be put anywhere as long as
they did not interfere with existing stations.
Since they would operate with low power,
their signals would not reach nearly as far as
those of full-power stations. On the other
hand, LPTVs would operate with few of the
programming restrictions and requirements
that applied to full-power stations. The FCC
adopted rules for the new service in 1982,

The number of applications for LPTV sta-
tions quickly reached 8000. The commission
announced that it would accept no more new
applications until it could deal with the back-
log. Licenses were awarded by computerized
lottery.

After revising its application procedures,
the FCC ended the freeze in 1987. By 1990,
over 630 LPTV stations were on the air, and
the FCC was authorizing as many as 15 new
stations each month.

4.5.2.4 Higher Off-Net Prices; More First-
Run Programming The number of televi-
sion stations increased, and so did the
competition to get good programming. Syn-
dicators were able to demand and get outra-
geously high off-net prices for series that had
proved popular on the networks. Some in-
dependents bought more than they could
afford.

PTAR and the increased number of sta-
tions also encouraged production and syn-
dication of new programming directly for
stations. Once the market opened, producers
turned out creative first-run syndicated pro-
gramming. Advertisers and advertising
agencies got back into the programming
business through barter syndication (Section
7.3.2.1). The stations themselves created pro-
gramming and syndicated their better efforts.
Groups of stations cooperated to produce
programming (Section 7.3.2.1), some of
which was designed to compete directly with
prime-time network offerings.
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4.5.2.5 Short-Term Competition: Subscrip-
tion Television During the late 1970s and
early 1980s, traditional television had com-
petition from yet another source—subscrip
tion television (STV): Similar to a pay cable
channel such as Home Box Office (HBO), an
STV station offered commercial-free pro-
gramming in scrambled form. Subscribers
paid monthly to use a decoder that unscram-
bled the signal. The difference lay in the
transmission medium—the STV station
broadcast the signal, rather than sending it by
cable.

Subscription broadcast systems had been
tested as early as 1950. The first full-scale
public tryout was launched in 1962 at
WHCT, channel 18, Hartford, Connecticut.
The Hartford STV experiment lasted seven
years. In 1968, despite bitter opposition from
commercial television interests (Figure 4.19)
and motion picture theater owners, the FCC
authorized regular STV service. The re-
sponse was not exactly overwhelming. Even
seven years after the Hartford experi-
ment, no station offered subscription
programming.

Cable television actually gave STV its big
boost. In 1975, HBO began satellite distri-
bution, becoming the first nationally distrib-
uted pay cable (premium) channel. It was a
success. Cable customers signed up in droves
to pay a monthly fee for (primarily) uncut
movies. Most big cities did not have cable,
but TV stations could provide similar service
by STV.

The STV boom started in 1977. Wometco
Enterprises, owner of movie theaters and
previously one of STV’s major opponents,
bought a New Jersey UHF station and began
subscription programming. Wometco’s move
seemed to signal the beginning. Five years
later, some 30 stations offered STV program-
ming, and subscription broadcasters formed
their own trade group.

As STV grew, so did its problems. Few op-
erations were profitable. A whole under-

ground industry developed around signal pi-
racy; nonsubscribers bought illegal decoders
and viewed without paying. Several group
broadcasters who owned STV stations
ceased subscription programming, citing lack
of subscribers. In some markets, two or more
stations started STV service and competed
with each other for subscribers.

Ultimately, however, it was cable televi-
sion—the medium that had inspired the
boom—that killed off subscription televi-
sion. An STV station transmitted only one
channel; cable, many—for about the same
price. STV subscribership dropped as pay
cable penetration increased. By the end of
the 1980s, most stations had converted
to advertising-supported, unscrambled pro-
gramming.

4.5.2.6 Competition from Home Video Al-
though it posed negligible competition for
the television broadcast advertising dollar,
home video threatened to become even more
formidable than cable as a competitor for au-
diences. The real worry for broadcasters and
advertisers was the ability of the videocas-
sette recorder (VCR) to rearrange program-
ming and eliminate commercials! Using a
VCR, a viewer could time shift—capture
otherwise ephemeral television program-
ming broadcast at odd hours, even when
asleep or not at home, and view the pro-
gramming at a convenient time; double
view—watch programming on one channel
while recording that on another; zip com-
mercials—fast-forward past them during
playback; and view prerecorded cassettes—
watch material that had never been
broadcast.

4.5.3 Structural and Financlal Changes
4.5.3.1 Evolution Evolutionary changes

continued in television broadcasting. At the
most visible level, the networks made key
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Figure 4.19 Broadcasters fight pay television. This advertisement ran in the Washington,
D.C.. Post on November 29, 1973. (Used by permission of National Association of
Broadcasters.)
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personnel changes. Fred Silverman signed
on as president of NBC in 1978. Earlier, as
CBS’s youngest programming vice-presi-
dent, Silverman had helped keep that net-
work firmly in first place in the ratings. Next,
as ABC’s head of programming, he had
taken that network from third place to first.
His assignment at NBC was to repeat for that
network the miracle he had worked at ABC.
NBC, however, stayed in third place. In 1981
Silverman resigned, and Grant Tinker,
founder of the highly successful production
firm MTM Enterprises, was named chairman
of NBC. Slowly, the programming fortunes
of NBC improved. NBC won the prime-time
ratings battle for the first time in the 1985-
1986 season.

Early in 1983, Frederick S. Pierce was
made president of ABC, confirming his role
as heir apparent to ABC chairman Leonard
Goldenson. Roone Arledge, who had taken
ABC to prominence in sports, was given
added duties as head of news. At CBS, Wil-
liam Paley went through several candidates
to take over as network head. In 1980, CBS
brought in Thomas H. Wyman as president.
Three years later, Wyman succeeded Paley
as chairman.

4.53.2 Revolution These evolutionary
changes, however, pale beside the revolution
that was brewing. It started about 1983. Be-
fore it was over, two of the major broadcast
networks would be under new ownership,
the third drastically reorganized to win an al-
most Pyrrhic victory in a hostile takeover
battle. And these were only the most obvious
of the many changes it caused in the televi-
sion trade. It was television’s financial revo-
lution, and—bromidic though the term may
be—it was indeed a true revolution.

The initial trigger was probably the grad-
ual recovery of the national economy and a
decline in interest rates. The cost of bor-
rowing money had dropped from record

highs to a level within the reach of most peo-
ple in business. This included broadcasters.

The was the year, too, in which media an-
alysts and bankers realized that broadcasting
would survive, despite cable television. Pre-
dictions that cable would decimate broadcast
television’s audience had not come true. And
the prediction seemed to become more un-
likely all the time.

Regional banks took an interest in under-
writing the purchase of broadcast stations.
For years, they had preferred to lend money
to businesses with fixed hard assets—inven-
tory, machines, and real estate they could
sell to recover their investment if the venture
went belly-up. Broadcasting had few such
assets, and banks were reluctant to lend large
sums for station purchases. Now, with eco-
nomic recovery loosening the money avail-
able to lenders, banks looked at broadcast
stations in terms of the amount of money
they made—specifically, the amount avail-
able to pay off long-term debt. The banks set
up communications departments and solic-
ited business from prospective buyers of
broadcast properties.

Station purchasers discovered “creative fi-
nancing.” Various financial devices were
used to raise money to supplement that
available from banks and other traditional
sources. Two popular devices—the limited
partnership and the leveraged buyout—were
basically means of using other people’s
money to buy control of a business.

Deregulation also helped spur the finan-
cial revolution. The FCC had repealed the
antitrafficking rule (Section 19.1.5) in 1982;
a licensee no longer had to own a station at
least three years before selling it. Two years
later, the commission raised the number of
stations a licensee could control. The limit
went from seven in each service (AM, FM,
TV) to twelve (Section 19.1.2.2). Station
group owners at or near the previous seven-
station limit now looked for additional sta-
tions to acquire.



Group owners were not the only compa-
nies to acquire stations. Management teams
put together financing packages and bought
out the stations and station groups for which
they had worked. Individuals and companies
who had no experience in the trade saw fi-
nancial opportunities in broadcasting and
looked for properties to buy. This rash of
acquisitions drove up stations’ prices
drastically.

The sale of television station KTLA illus-
trates. In 1982, Kohlberg, Kravis, Roberts &
Co. (KKR), a private investment banking
firm, put together a complicated leveraged
buyout to purchase KTLA, a Los Angeles in-
dependent station on Channel 5. This was
KKR's first station. The deal included invest-
ments from two limited partnerships, partic-
ipation by members of the KTLA manage-
ment team, and a loan underwritten by a
group of banks. The purchase price was $245
million. Just two years later, KKR sold the
station to Tribune Broadcasting Company for
$510 million, twice the original purchase
price. KKR, however, had continued to put
together station deals and, by the end of
1985, was one of the top ten TV group own-
ers in terms of percentage of population cov-
ered by its station’s signals.

When a company found a likely target for
acquisition, it could try a number of tactics.
It could buy the target company outright. It
could merge with the company. It could at-
tempt a takeover. Here, the target company
was usually publicly traded (that is, owned
by stockholders). In this tactic, the company
attempting the takeover would try to buy up
enough stock to get control of the target com-
pany. If the target was willing, the takeover
was said to be “friendly”; if unwilling,
"hostile.”

4.5.3.3 Hostile Takeover Attempt: CBS
The most prominent acquisition activities
were those involving the television net-
works. CBS was first to make news. In early
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1985, Fairness in Media (FIM), a group as-
sociated with U.S. Senator Jesse Helms,
urged political convervatives to buy stock in
and assert control of CBS. They wanted to
”do something” about what they perceived
as a "liberal bias” in CBS news. The FIM ef-
fort failed, but the attempt demonstrated that
CBS was vulnerable to takeover. In April,
Ted Turner, owner of superstation WTBS
and Cable News Network, announced an
offer to buy the shares of CBS stockholders.
In exchange, he offered no cash, only
paper—a package of common stock and
high-yield, high-risk debt securities in the
new company (CBS would be merged with
Turner Broadcasting System) that he would
control. Securities analysts dubbed the debt
paper “junk.”

CBS fought Turner’s takeover attempt
and, in july, offered to buy back 21 percent
of its outstanding stock at $150 a share—$40
in cash and $110 in interest-paying notes.
This would cost the network $1 billion. Tur-
ner challenged the CBS move in court and at
the FCC, but by August, both had ruled
against him. Turner’s hostile takeover had
failed.

In October, CBS management announced
that it had found a “guardian angel” to help
fend off future takeover attempts. Loews
Corporation, a New York-based conglomer-
ate, had acquired 11.7 percent interest in
CBS, and Loews’ chairman and chief execu-
tive officer, Laurence A. Tisch (Figure 4.20b),
had been asked to join the network’s board
of directors. Loews subsequently increased
its CBS holdings to just under 25 percent, be-
coming the network’s largest stockholder. In
September 1986, CBS chairman Thomas
Wyman was forced out, as were other top ex-
ecutives. Tisch was named chief executive of-
ficer, and William Paley came back to the
network as chairman. The FCC later ruled
that this was not a change of control. None-
theless, the fact remains that CBS manage-
ment had fought and won a costly battle
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with Turner, only to be ousted and replaced
by a third party.

CBS also had a $1 billion debt to pay off,
the result of its stock buy-back. The network
peddled subsidiaries and laid off employees.
CBS even sold the division that had given
the company its original name (Sections
2.1.6.3 and 3.1.3)—CBS Records (formerly

Figure 4.20 The next generation. Between
March 1985 and September 1986, ownership
of all three major broadcast television net-
works changed. The change brought these
newcomers to the helms of their respective
organizations: (a) Thomas S. Murphy, chair-
man of the board and chief executive officer,
Capital Cities/ABC, Inc.. (b) Lawrence A.
Tisch, president and chief executive officer,
CBS. Inc.; (c) Robert Wright, president and
chief executive officer, National Broadcasting
Company. (Source. Photographs a and b,
AP/Wide World: photograph ¢ © 1989, cour-
tesy of the National Broadcasting Company,
Inc.)

Columbia Records) was purchased by Sony
Corporation in 1987. By 1988, CBS had a
cash surplus of some $3.4 billion. By this
time, however, hundreds of CBS employees
had been released and numerous activities
had been closed down. Almost all depart-
ments lost personnel, several hundred from
the CBS News Division alone.



4.5.34 Ownership Changes: ABC, NBC,
and Others Even in a period characterized
by financial and structural change, one year
stands out: 1985. Broadcasting magazine
called 1985 a “30 billion-plus year . . . a rec-
ord 12 months of mergers, sales and acqui-
sitions.”” It counted 108 deals that involved
$10 million or more, seven worth over $1 bil-
lion each.” Some of these deals constituted
historical changes of ownership.

In March, while CBS was still fighting
FIM, American Broadcasting Companies,
Inc.,, was acquired by Capital Cities Com-
munications, Inc., for $3.5 billion. Capital
Cities was a group station owner that also
had publishing and cable properties. This
was the first acquisition of a television net-
work since ABC had merged with Para-
mount Theaters 32 years previously. Leon-
ard Goldenson retired; Thomas S. Murphy
(Figure 4.20a), Capital’s chairman and chief
executive officer, took on those same roles in
the new company, Capital Cities Communi-
cations/ABC, Inc. After a reorganization,
Frederick Pierce resigned. Roone Arledge
was made president of ABC News and
Sports, retaining direct supervision of news
activities but giving up that of sports.

In December, even the ABC acquisition
was dwarfed. A $6.3 billion deal was struck,
and history came full circle; RCA was ac-
quired by General Electric, the company
largely responsible for its creation 66 years
before. GE, a co-owner of NBC in the net-
work’s earliest days (Section 2.1.2.2), had
sold off its own station group several years
before. Now, with one deal, GE was back in
both the network and the station-group busi-
ness. Both ABC and NBC subsequently laid
off employees; the latter sold its radio sta-
tions and networks (Section 3.4.3).

In 1986, Robert Wright (Figure 4.20c), a
GE executive, was named president of NBC.
Wright had years of experience at GE, off
and on. During one of the off periods he had
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served a three-year stint as president of Cox
Cable. Two years after Wright took over at
NBC, the network moved decisively into
cable. The network first announced that it
would launch Consumer News and Business
Chamtiel (CNBC), an advertising-supported
cable network. Just before the end of 1988,
NBC agreed to purchase a half interest in
Cablevision Systems’ Rainbow Program En-
terprises. Rainbow, in turn, was to take a 50
percent share in CNBC. NBC already had an
interest in Arts & Entertaiment (A&E). The
Rainbow deal, then, meant that the broad-
caster would now have ownership stakes in
A&E and CNBC, as well as Rainbow’s
programming ventures—some half-dozen
SportsChannel networks, Bravo, American
Movie Classics, and Long Island News 12, an
elaborate local origination programmer serv-
ing cable systems and subscribers northeast
of New York City.

Despite new ownership, the big three con-
tinued to suffer share erosion. This limited
their ability to increase advertising rates. Yet
the cost of programming and other costs rose
steadily. Network executives sought ways to
cut expenses and tap alternative income
sources.

Rupert Murdoch (Figure 4.21a), Austra-
lian media tycoon, purchased 20th Century
Fox Film Corporation and Metromedia’s six
independent television stations for a total of
$2.5 billion. He put long-time U.S. television
executive Barry Diller (Figure 4.21b) in
charge. Murdoch, who became an American
citizen so that the FCC would approve trans-
fer of the licenses to his company, formed a
“fourth” television network, the Fox Broad-
casting Company (FBC). FBC recruited a
lineup of independent stations as affiliates
and launched its prime-time programs in
1987.

Home Shopping Network, Inc. (HSN) had
developed a 24-hour, satellite-delivered
cable program service based entirely on di-
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(@)

(b)

Figure 4.21 Fox Broadcasting Company. (a) Rupert Murdoch, chief executive officer,
News Corporation, Ltd., put together the new network and assigned responsibility for it to
(b) Barry Diller, chairman and chief executive officer, Fox, Inc. (Source: Photograph a AP/
Wide World; photograph b Broadcast Magazine.)

rect marketing (Section 7.4.2.3). So success-
ful was HSN that it formed a broadcast net-
work and bought 12 television stations.

4.5.3.5 The Down Side The buy-sell syn-
drome continued into 1987, driven at least in
part by tax law changes that took effect that
year. But the bloom had started to rub off the
boom.

Licensees of independent television sta-
tions seemed to be having financial prob-
lems. Many found themselves beset with
burdensome financing as a result of limited
partnerships and crippling payments for ex-
tensive programming purchases. According
to one estimate, some 24 independents filed
for bankruptcy between June 1986 and Jan-
uary 1988."°

Even religious broadcasters had problems.
CBN Continental Broadcasting Network,
Inc., sold stations, laid off workers, and can-
celed programming. In 1987, a sexual scan-
dal broke concerning Rev. James O. Bakker,
president of the PTL Television Network. An
investigation of the PTL ministry revealed
severe mismanagement, including huge back
payments due to cable and broadcast affili-

ates for carrying the programming. Some af-
filiates canceled PTL programming. The next
year, yet another sexual scandal broke, this
time involving a second TV preacher, Rev.
Jimmy Swaggart.

Critics expressed concern at the changes
in the trade. How could someone who
planned to buy a television station, they
asked, possibly have in mind to serve the
public interest (as required by law) when

1. the purchase would be highly lever-
aged, putting a drain on resources (for
example, firing personnel, lowering
programming and advertising stan-
dards in order to save money) to meet
the debt payments;

2. the new owner would demand that the
station show an immediate increase in
profits (resulting probably from reduc-
tions in expenses—which, again,
meant cuts in personnel and quality—
rather than from long-range planning
and investment to increase revenue) so
that it would look good to a subsequent
buyer; and

3. the station would be sold again as
quickly as possible, the whole idea of



the initial purchase being to realize a
fast profit?

These types of problems were not unique
to broadcasting. The fast-megabuck artists
bought and sold businesses to profit from the
transaction, to raise price without actually
adding value, in other trades. And it had hurt
these other businesses, too. But broadcasting
was different. The law required the FCC to
determine that the public interest would be
served before allowing transfer of license to
a new owner.

Demands came from all directions—pub-
lic interest groups, the U.S. Congress, even a
few broadcasters—to stop what was seen as
the damage done by deregulation, to reinsti-
tute some sort of antitrafficking rule. Such a
rule was, of course, highly possible—even if
the FCC chose not to impose one, Congress
could still write it into law. That would cer-
tainly go a long way toward stopping profit-
driven station trading.

But the changes, the fundamental changes
in the broadcast trade, that we have called a
revolution—these were accomplished, and
they could not be undone. “The die,” as Cae-
sar said when he crossed the Rubicon, “is
cast.”
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HAPTER 5

Cable and Other

Nonbroadcast

Technologies: From

1950

But more happened, much more. The history
of radio and television did not end with
broadcast television. Electronic technol-
ogy—that field of endeavor opened by Lee
De Forest’s 1906 invention of the Audion—
continued to evolve. This evolution led to (1)
additional electronic media that competed
with broadcasting for advertising and audi-
ence and (2) devices and concepts that af-
fected or became part of radio and television.

We begin with developments in electron-
ics, the “enabling” technology for the media
subsequently discussed. Then we examine
six delivery systems—cable television, satel-
lite master antenna television, wireless cable
(multichannel TV), satellite distribution and
relay, direct broadcast satellite, and elec-
tronic text. We follow with home devices—
personal computers, video games, videocas-
sette recorders, videodisc players, and ad-
vances in receiver technology. We look at
changes in broadcast television reproduc-
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tion—high-definition television and multi-
channel television sound. And we look at
changes in the tools of the trade and the uses
of those tools—miniaturization of produc-
tion equipment and growth of small-format
production. We end with common-carrier
developments.

5.1 SOLID-STATE AND DIGITAL
ELECTRONICS

Solid-state and digital electronics were much
more than a simple dislacement of tubes and
wires. They were revolutionary develop-
ments, such a departure from their predeces-
sors that they gave rise to Promethean ad-
vances in the ability to manipulate and
process electronic information. All phases
were affected—production, distribution,
transmission, and reception. Pretransistor
media such as broadcasting and cable were
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changed and improved. Newer media, in-
cluding many discussed in this chapter, were
created.

5.1.1 Transistors

The vacuum tube had limitations. It cost a lot
to make; many of the glass bulbs had to be
hand blown. It was fragile and bulky, con-
sumed a great deal of power, and generated
heat. It changed the temperature and thus
the operating parameters of the equipment of
which it was part. It burned out. Despite
these problems, the vacuum tube repre-
sented the state of the art in electronics for
40 years.

Then came 1948, the dawn of solid-state
electronics. That year, three scientists at Bell
Laboratories developed a simple, solid de-
vice that performed the same chores as the
vacuum tube, except better. The scientists
were John Bardeen, Walter H. Brattain, and
William Shockley. Their device consisted of
a sandwich of semiconducting materials, pri-
marily germanium crystals, later silicon. A
weak current entered the sandwich and, be-
cause of the arrangement of the crystals, con-

'T'

trolled a stronger current—just as in a vac-
uum tube. However, the device was smaller
and worked faster than a vacuum tube, failed
infrequently, gave off little heat, and was
cheap to make. It was called the transistor.

5.1.2The Chip

The next step was to manufacture electronic
circuits with all components included in one
device and in one process. Two engineers
working independently, Jack Kilby and Rob-
ert Noyce, developed variations of this idea
in 1959. As finally developed, the construc-
tion process produced a silicon bead or chip
that had been treated in several stages to cre-
ate an integrated circuit—a tiny printed cir-
cuit that incorporated transistors, diodes, re-
sistors, capacitors, and connections. A chip
could be programmed to do more than one
task—play a video game, run a chronograph
watch, guide a space vehicle, operate a video
effects unit. The chip made possible the per-
sonal computer and other digital electronic
devices. Further advances in solid-state tech-
nology allowed use of increasing numbers of
components on a single chip (Figure 5.1).

Figure 5.1 Evolution of solid-state electron-
ics. Computer chip from the late 1980s. This
tiny device contains the equivalent of
thousands of transistors and their associated
circuits. (Source: AP /Wide World.)
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Solid-state technology changed the con-
cept of electronic equipment manufacture
and repair. No longer was there “a circuit.”
TV cameras, switchers, amplifiers, receivers,
satellite transponders, uplinks, downlinks—
all consisted primarily of circuit boards,
filled at first with transistors and other elec-
tronic components and later with chips. If a
piece of equipment malfunctioned, techni-
cians did not look for and replace the spccific
resistor or condenser at fault; they tested and
replaced entire circuit boards.

5.1.3 Digital Technology

The chip was a digital electronic circuit. It did
not measure the size of an electronic signal;
it simply looked for the presence or absence of
a signal—that is, on or off. The chip utilized
various combinations of on (or 1) and off (or
0) to represent and manipulate any number.
This was digital calculation, using the binary
system of numbers (based on 2), the type of
processing done by most modern computers.
Alec Reeves, an English scientist, demon-
strated that digital techniques could be ap-
plied to information other than pure mathe-
matics. In 1938, Reeves patented pulse code
modulation, conversion of a telephone sig-
nal into varying combinations of 1 and 0.
Years later, solid-state technology paved the
way to the application of this principle to
radio and television. An audio or video sig-
nal that had been digitized (converted into
binary code) could be processed, altered,
transmitted, or copied multiple times and
then reconverted into audio or video—with
no loss of fidelity. (With nondigital technol-
ogy, each such action would almost always
degrade an electronic signal.) Digital equip-
ment could even create signals. Such capa-
bilities led to advances in audio and video ef-
fects, in networking, in video graphics and
animation, in production and postproduc-
tion, and in consumer electronic products.

5.2 CABLE TELEVISION

The first major video medium to emerge and
compete with broadcasting was cable televi-
sion. Originally called community antenna
television (CATV), the preferred term later
changed to cable television, often shortened
to “cable.” The solid-state revolution did not
generate cable television, but it did improve
the technology, eventually giving cable the
ability to offer more channels and more ser-
vices than had been possible with tube-
based equipment.

5.2.]1 Origins of Cable Television

Cable television originated to serve commu-
nities where television signals could not be
received (Section 10.2.4). One early system
began in 1949 in Astoria, Oregon. Other pi-
oneer systems started in 1950 in Lansford,
Mahoney City, and Pottsville, all in the
mountains of Pennsylvania.'

An entrepreneur would erect a tower atop
a tall building or mountain. Antennas on the
tower picked up signals from the nearest
television stations. The signals were ampli-
fied and sent by coaxial cable to TV sets of
residents who paid for the service. This re-
mained the basis of cable television—to pro-
vide subscribers (cable customers) with
higher-quality, and usually more, television
station signals than they could otherwise re-
ceive on their TV sets.

5.2.2 Cable Television Evolves—I

As cable television grew (Figure 5.2), inves-
tors and system operators looked toward
larger cities. Large populations would lead to
more subscribers and higher revenues. Most
city dwellers, however, already received
multiple TV broadcast signals. How could
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Figure 5.2 Growth of cable television. Note that growth in the number of cable systems
is shown in thousands of cable systems, while growth in cable subscribers is shown as the
percentage of television homes with cable. (Sources: Nielsen Media Research; Television
and Cable Factbook.)
they be sold on cable? Cable operators came operator could offer programming

up with four answers.

1. Signal improvement. The many elec-
trical devices in a city could cause in-
terference; the tall buildings could cre-
ate shadow areas and ghosting (Section
10.2.4). A cable system could provide
consistently strong, interference-free
signals.

. Additional broadcast signals. An op-
erator could import signals from dis-
tant stations, giving subscribers a wider
range of broadcast viewing alter-
natives.

3. Cable-only basic programming. An

available only on cable. Some might be
produced by the system itself. Some
might come from other sources. Most
would be supported by advertising.
The operator could bundle this pro-
gramming with the system'’s broadcast
signals and market it as basic service,
which provided for the system’s lowest
monthly rate.

. Pay cable. An operator could charge
extra for some cable-only program-
ming. This programming would have
to be special or exclusive—recent fea-
ture films, uncut and without commer-
cial interruption; sports events not cov-
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ered by broadcast entities; specially
commissioned series and specials; stage
performances and nightclub acts. The
channels carrying such programming
would be electronically scrambled;
subscribers would pay extra to receive
the signals unscrambled.

The trade was leaving the mom-and-pop
stage. As cable entered larger markets, its po-
tential to generate revenue attracted mon-
eyed corporate interests. These. companies
won new franchises in a number of cities.
They also bought out small entrepreneurs
who had started existing systems. A firm that
operated cable systems in more than one city
was known as a multiple system operator
(MSO).

5.2.2.1 The “Wired Nation” One coaxial
cable could carry huge amounts of informa-
tion, 40 or more television channels. With
proper equipment, signals could move not
only downstream (to subscribers) but up-
stream (from subscribers) as well. Cable sig-
nals could also be sent to a specified desti-
nation. Such capabilities gave rise to
conjecture about a “wired nation” based on
a broadband communications network.
The wired-nation concept got its big boost
in the late 1960s. The broadband communi-
cations network would consist of a grid of co-
axial cables covering the entire country. We
would hook into the network through an in-
teractive home communications terminal.
We could send and receive information as
audio, television, cathode ray tube (CRT) dis-
play, and facsimile—to work, play, commu-
nicate, exchange written documents, file and
retrieve information, do business and make
financial transactions, make reservations,
study, shop, visit with friends, hold group
conferences, have utility meters read, and
have police and fire departments monitor our
homes while we were away. This would
reduce traffic congestion, pollution, and

the drain on diminishing supplies of fossil
fuels.

5.2.2.2 Slump Cable television ran into se-
rious problems in the early 1970s. Many cen-
tered around Teleprompter Corporation, the
nation’s largest MSO. In 1971, Teleprompter
and its chairman, Irving B. Kahn, were con-
victed of bribing city officials to keep the
cable franchise in Johnstown, Pennsylvania.
Several years later, Teleprompter got into fi-
nancial trouble. In 1970, it had won a fran-
chise for New York’s borough of Manhattan;
but the company found the city difficult to
wire, encountering problems that ranged
from high installation costs and low sign-up
rates to vandalism and piracy (hooking up
without subscribing). By the end of 1973,
Teleprompter had invested $30 million in
the franchise without showing a profit. The
company undertook a major cost-cutting
program, and officials announced that Tele-
prompter might have to write off $62 mil-
lion in 22 uncompleted cable systems. The
Securities and Exchange Commission
investigated.

Shock waves spread through the cable
trade. The financial community viewed cable
as capital-intensive, needing a lot of money
to start and a long time to pay off. Cable op-
erators found money harder to get to build
new systems. The U.S. economy lurched into
recession. Profits were up. But stock prices
were down, investment money scarce, and
interest rates high. Several proposed mergers
by large MSOs were called off because of ad-
verse market conditions. Dreams of the
wired nation, now referred to as “blue sky
talk,” disappeared as financial realities set in.
The National Cable Television Association
(NCTA), a trade group for cable operators,
asked the Federal Communications Com-
mission (FCC) to ease regulatory controls,
which would reduce the equipment in-
vestment needed to meet technical re-
quircments.
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5.2.3 Cable Television Evolves—II

To a large extent, cable-only programming
brought cable out of its slump. Previous
cable-only programming had been primarily
locally produced or distributed by tape. By
contrast, the programming that helped re-
vive the trade was (1) nationally distributed
(2) by satellite relay. Its success generated a
new subset of the trade; “cable” would mean
not only “operators” but also “pro-
grammers.”

5.2.3.1 Pay Cable Pay cable already ex-
isted. It had not been a big business, in si-
multaneously delivered network form, or of-
fered by many cable systems. But now, pay
cable grew in importance to the cable trade.

Home Box Office, Inc. (HBO) (Figure 5.3)
helped launch the pay cable boom in 1975
when it announced plans for a satellite-inter-
connected national pay cable network. The
cable trade reacted with enthusiasm. Within
days, large MSOs began to sign up for the
new service and acquire receive-only satellite
dishes to receive HBO's signal. Cable stocks
climbed, and the trade began to crawl out of
its slump.

To operators, pay cable represented a
source of revenue without the high invest-
ment required to expand a system’s physical
plant—in other words, low investment and
fast return. To subscribers, pay cable repre-
sented a chance to see programming without
the annoyance of commercial interruption.

HBOQO'’s success inspired others. The key
seemed to be satellite distribution, a rela-
tively low-cost means to network on a na-
tional basis. Throughout the 1970s and
1980s, myriad companies tried to emulate
HBO or become ""the CBS of cable” with sat-
ellite-delivered programming.

5.2.3.2 Nonpay Services National satellite-
delivered nonpay services developed and
proliferated. The majority sold advertising
time and were called advertiser-supported
services. Cable operators usually offered
nonpay networks as part of basic service.
Some of the more attractive networks might
be scrambled and bundled as a separate tier
of service. Subscribers paid extra for this tier.

Most cable networks programmed more
like radio stations than like broadcast televi-
sion networks; they specialized. They had
much smaller audiences than ABC, CBS, or

£y
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Figure 5.3 Operations center for Home Box Office, Inc. Located at Hauppauge. New
York, on Long Island, the James R. Shepley HBO Communications Center handles origination
and transmission of HBO's program services. (a) Four 11-meter earth stations access HBO's
satellite transponders. (b) In the master control room, technicians monitor all programming
feeds and route them to the appropriate satellite transponder. (Photographs courtesy of

Home Box Office, Inc. Used by permission.)
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NBC; this factor prevented the cable net-
works from competing for national advertis-
ing on the basis of numbers. So they at-
tempted to make their medium an efficient
tool for marketing. They looked for an audi-
ence “niche,” then programmed to that
niche, targeting, for example, people who
spoke Spanish as a first language, or black
Americans, or people interested in fitness
and health.

Cable programmers were willing to exper-
iment, to attempt new programming forms.
Two such attempts were the music video and
home shopping formats. MTV, launched in
1981, targeted its rock music at people in
their teens and twenties, an age group highly
susceptible to the blandishments of advertis-
ing. Four years later, Home Shopping Net-
work (HSN) combined continuous advertis-
ing with direct marketing to become both
programmer and retailer. These format in-
novations led to financial success, were cop-
ied by other cable programmers, and spread
to broadcast television.

Some cable networks did program to a
broad, general audience. Two of these, USA
Network and Turner Broadcasting System'’s
(TBS) Superstation WTBS, were particularly
successful in attracting cable affiliates.

5.2.3.3 Ancillary Services Some “blue
sky’ actually came to pass. In 1977 Warner
Cable began testing Qube (Figure 5.4), an in-
teractive service, in its Columbus, Ohio,
cable system. Using special home terminals,
Qube subscribers participated in cable pro-
gramming—playing interactive games, test-
ing knowledge, and registering opinions. In
1981 Warner-Amex (American Express had
gone into partnership with Warner the year
before) started building Qube in other sys-
tems. There were even plans to interconnect
local Qube systems into an interactive na-
tional network. Qube failed to pay for itself,
however, and the company terminated pro-

duction and distribution of interactive pro-
gramming in 1984.

Other companies offered cable-based
home security systems; subscribers could get
police and fire surveillance of their homes
while they were away. In a few systems, sub-
scribers could make some transactions from
their homes (shopping, banking, bill paying,
and the like) and utilize information and
scheduling services (such as news, stock
prices, and airline schedules).

5.2.3.4 Shakeout National cable program-
mers faced an uphill climb toward profitabil-
ity. The ad-supported services did not reach
large numbers of people—at least relative to
broadcast television networks. Advertisers
and agencies included them in media buys
only reluctantly or experimentally. Most pay
services also ran in the red. Several cable net-
work ventures delayed signing on or even
went out of business. For example, CBS
Cable, ambitious and critically acclaimed,
folded in 1982 after losing an estimated $30
million in that year alone. The Entertainment
Channel, a pay service, closed in 1983 after
operating less than a year. Satellite News
Channel, having failed to overtake rival
TBS’s Cable News Network, was sold to the
competition and closed in 1983 after 16
months of operation. The next year, TBS shut
down Cable Music Channel after just 36
days.

During the mid-1980s, the older, larger
cable networks began to turn the corner to-
ward profitability. Cable penetration was ap-
proaching 50 percent. In cable homes, cable-
only programming captured increasing au-
dience shares at the expense of broadcast
network affiliates. MSOs concluded that con-
tinued growth lay in original programming,.
They underwrote programming develop-
ment by purchasing equity in (and thus pro-
viding funds for) various satellite cable
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Figure 5.4 Interactive television: The late Qube. A Qube subscriber used a home terminal
connected to the television receiver to participate in interactive programming. (Photo-
graph courtesy of Warner Communications, Inc. Used by permission.)

networks, including Turner Broadcasting
(Section 5.2.5).

The shakeout continued, however. Few of
the many Home Shopping Network clones
survived. NBC considered establishing a
cable news service but decided against it. In
the wake of the PTL scandal (Section
4.5.3.5), many cable operators stopped car-

rying that network. Pay cable subscriptions
declined as home video penetration and vid-
eocassette rentals increased. Cable operators
responded with pay-per-view (PPV) ser-
vices in which the audience paid by the pro-
gram; some of those PPV ventures failed. In
mid-1987, Broadcasting® listed 50 nonpay
services, 8 pay-cable services, and 2 pay-per-
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view services. There were actually more, and
more signed on subsequently. Not all could
succeed.

5.2.4 Cable Regulation

The mid-1980s were also years when cable
operators realized a major goal in their ef-
forts to stabilize the trade. Congress wrote
cable into law.

The Communications Act of 1934 had
said nothing about cable. A cable system
needed no federal license; a local govern-
mental authority—typically, a city council—
granted a cable franchise to operate a sys-
tem in a community. The FCC was at first
hesitant to regulate. So it backed into cable.

The commission began to apply carriage
(must-carry) and nonduplication rules (Sec-
tion 4.5.2.1) to some cable systems in 1962.
In 1966, the FCC asserted full jurisdiction
over the medium and adopted comprehen-
sive cable TV rules. These rules, however,
caused administrative problems for the com-
mission. After further study, revised rules
were adopted in 1972. In retrospect, these
1972 rules were restrictive of cable’s growth
and protective of existing broadcast televi-
sion stations, and in ensuing years the FCC
eliminated most of them. Nonetheless, cable
operators felt they could live with the rules
and broadcasters were at least partially sat-
isfied, so these 1972 rules represented a
landmark for the cable trade.

The nature of franchising, however, had
created friction between cable system oper-
ators and the cities. Cities awarded fran-
chises on a competitive basis and, according
to cable operators, made exorbitant demands
for facilities and payments. To win big-city
franchises, would-be operators felt forced to
promise fantastic systems. Their investment
was long range at best. Capital outlay was so
large that profit depended on subscribers
opting for extra-charge tiers, multiple pay
A

channels, and expensive ancillary services.
In addition, cable systems in cities had prob-
lems with high rates of subscriber turnover
(churn) and theft of service (piracy), both of
which lowered earnings. Further, contended
the cable operators, the cities used their rate-
regulation power primarily to refuse cable
system requests for needed increases in sub-
scriber rates.

The cities, on the other hand, looked on
operators as opportunists. Here were a
bunch of outsiders (with maybe a few local
people included to make it look good) re-
questing permission to use city easements
and rights-of-way (the basis of a franchise) to
lay cable. They would have a monopoly to
sell TV signals—something citizens really
did not need and could already get for free.
With demands for municipal services out-
stripping city resources, cable operators
should be happy to provide some of those
services and pay a franchise fee in exchange
for an exclusive franchise.

The FCC had little authority to deal with
franchising. Congress would have to address
this problem directly.

After several years of attempts, the Na-
tional Cable Television Association, the Na-
tinal League of Cities, and the U.S. Confer-
ence of Mayors agreed on legislation.
Congress enacted this legislation as the
Cable Communications Policy Act of 1984,
its first comprehensive cable law.

The Cable Act ended piecemeal local reg-
ulation of cable. It spelled out obligations of
the cable operator to the franchising author-
ity, and it limited demands the authority
could make on the operator. Among the
more welcome provisions for cable were
those that allowed an operator to raise sub-
scriber rates for basic service (without first
getting permission), made denial of franchise
renewal more difficult, and limited the fran-
chise fee. In effect, the Cable Act ensured a
profitable and predictable rate of return and,
thus, made cable more attractive to investors.
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The new law permitted unlimited basic-
rate increases beginning in 1987. The first in-
creases ranged from 5 to 20 percent. Many
operators, in efforts to lessen subscriber
shock, reduced other prices and increased
services—eliminated extra-charge tiers of
ad-supported networks, did away with
charges for hookup of additional receivers,
and decreased the price for premium chan-
nels. (As a result of the latter price drop, pay-
cable networks actually gained subscribers!)

5.2.5 Structural and Financial Changes

Some of the buy-sell fever of the mid-1980s
(Section 4.5.3) spread to cable. Among other
large-scale transactions were those involving
Group W, Storer, Turner Broadcasting Sys-
tem (TBS), Viacom, the USA Network, Cable
Value Network, Tele-Communications, Inc.,
and Time Warner, Inc.

Westinghouse Corp. (Group W), one of
the largest MSOs, sold most of its systems in
1986. This sale was at that time the largest in
the history of cable. Group W had gone into
big-time cable operation with its 1981 pur-
chase of Teleprompter. Five years later,
Group W sold out to a group of large MSOs
for some $2.1 billion. Included were approx-
imately 135 cable systems with 2.1 million
basic subscribers. Even this purchase was
eclipsed in 1988 when Storer Communica-
tions was sold for $2.8 billion.

Ted Turner (Box 5.1), after failing to take
over CBS (Section 4.5.3.3), turned his atten-
tion elsewhere. In 1985, he made a deal to
buy MGM/United Artists Entertainment Co.
for $1.5 billion. United Artists was spun off
as a separate company, and he later sold the
MGM production and distribution busi-
nesses. He bought the company primarily for
MGM'’s huge library of films, television se-
ries, and cartoons. The next year, he lost
money on coverage of the Goodwill Games,
an expensive cooperative effort with the So-

viet Union. This loss presented a problem; if
he could not make payments on his MGM
debt, he would gradually lose control of TBS.
In 1987, a group of MSOs agreed to pump
$575 million into TBS in exchange for a 35
percent share of the company and 7 of the 15
seats on the TBS board. This diluted Turner’s
control over the company that bore his
name. Nonetheless, the board approved the
1988 launch of a new, “events-oriented”
cable network, Turner Network Tele-
vision.

Several other cable programmers experi-
enced ownership changes in 1987. Viacom
International, part owner of Lifetime and
owner of Showtime and The Movie Channel,
was acquired by film theater operator Na-
tional Amusements. Time Inc., sold its share
of the USA Network to the other two own-
ers, Gulf + Western and MCA. Close-Qut
Merchandise Buyers (C.O.M.B.), discount
merchandisers and part owner of Cable
Value Network (CVN), merged with CVN.

Tele-Communications, Inc. (TCI), the na-
tion ‘s largest MSO, pursued an aggressive
program of investment and acquisition dur-
ing the mid-1980s. Included among the
many deals in which TCI was involved were
the Westinghouse, TBS, CVN-C.O.M.B., and
Storer transactions. TCI acquired stakes in
several other cable programmers. In one
transaction, TCI acquired Tempo Enterprises
and leased the programming arm to NBC
(Section 4.5.3.4).

In 1989, Time, Incorporated, and Warner
Communications merged. This merger
united the second and sixth largest MSOs. It
brought together the largest pay cable pro-
grammer (Time’s HBO and Cinemax) and
one of the leading producers of motion pic-
tures and TV programming. And it created
Time Warner, Incorporated, the world’s larg-
est media and entertainment company (Sec-
tion 20.3.3.1).

By 1990, the number of cable systems ex-
ceeded 8000; the percentage of subscribing
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Box 5.1 Ted Turner: Atlanta's Communications Gadfly

Robert E. Turner took a shaky family outdoor advertising business and parlayed it
into a communications empire. In 1970, Turner bought WTCG, a money-losing UHF
television station in Aflanta, programmed it with sports and movies, and made it
available by satellite to cable systems all over the country. He bought the Atlanta
professional baseball and basketball teams to guarantee access to sports
programming and formed Southern Satellite Systems to guarantee nationwide
distribution for his station. Turner thus converted his UHF television investment from a
98-pound weakling into superstation WTBS. He used WTBS as the cornerstone for
Turner Broadcasting System, the Cable News Network, Headline News, Turner
Network Television, and various other broadcast and cable enterprises. His
competitive tactics and his critical comments on broadcast networks made trade
press headlines and upset the broadcasting establishment. (Photograph courtesy of
Turner Broadcasting System, Inc. Used by permission.)

television homes, 55 percent; and the per-
centage of homes with pay cable, 30 percent.
Cable had hit the big time. With success,
however, came problems. In 1988, com-
plaints arose that the cable trade was anti-
competitive. Cable was accused of wielding
undue market power, of raising rates indis-
criminately, of merging into powerful own-
ership monopolies, and of preventing
programmers from dealing with independent
packagers for delivery to owners of home
dishes (Section 5.6.3). There were sugges-

tions that cable’s alleged abuses should be
corrected through amendments to the Cable
Act and the Copyright Act (which granted
cable systems a ‘“‘compulsory license” to
carry local television stations; Section
15.2.3.2). The National League of Cities and
the U.S. Conference of Mayors both adopted
resolutions urging that telephone companies
be allowed to operate cable systems. Legis-
lation was introduced, and in 1989, Congress
held hearings on proposals to re-regulate
cable.
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5.3 SATELLITE MASTER ANTENNA
TELEVISION

Satellite master antenna television (SMATV)
systems began to proliferate in late 1979.
That year, the FCC ended the requirement
that TV receive-only (TVRO) satellite ground
stations be licensed. In addition, with ad-
vances in technology the price of TVRO
ground stations had dropped.

SMATYV systems resembled cable systems
in physical structure and operation. Unlike
cable systems, however, SMATV systems
were installed on private property and did
not utilize public rights-of-way. An SMATV
operator would contract with the owner of a
multiunit dwelling or private housing devel-
opment to provide cable-type service. The
operator would put up a TVRO dish to re-
ceive national programming. In most cases,
the building’s existing master antenna sys-
tem was used to distribute the signals to in-
dividual living units. In other cases, the op-
erator had to upgrade, expand, or even build
a distribution system.

Since SMATYV operated on private prop-
erty, it was free from regulation—it did not
need a franchise, did not have the local reg-
ulations that usually accompanied a fran-
chise, and did not have to pay a franchise
fee. Further, most SMATVs did not meet the
FCC'’s definition of a cable system, so they
were exempt from federal regulation too.

5.4 WIRELESS CABLE

Wireless cable, also called multichannel
television, emerged in 1983. It consisted of
channels from the instructional television
fixed service (ITFS), the operational fixed
service (OFS), and the multipoint distri-
bution service (MDS). All transmitted om-
nidirectionally (360 degrees) in the micro-
wave frequencies (Section 12.7). Special
antennas picked up the signals (Figure 5.5).

Figure 5.5 MDS/ITFS receiving antenna. This an-
tenna features low wind resistance and is partially
parabolic in shape. The square box behind it is the
down-converter; it converts the signal from mi-
crowaves to frequencies that can be utilized by
the television receiver. From the down-converter,
the signal goes to a controller box that sits atop
the receiver. The controller allows the consumer
to select among broadcast and MDS/ITFS signals.
(Photograph courtesy of Texscan Corporation.
Used by permission.)

The FCC established the ITFS in 1963.
Originally ITFS had 31 channels; 3 were later
reallocated to OFS. Only educational insti-
tutions could get ITFS licenses; the channels
were to be used to distribute instructional
programming.

The three OFS channels were used mainly
by cities and oil companies. In 1981, the
commission amended its rules to allow OFS
licensees to supply pay television program-
ming to apartments, hotels, and other mul-
tiunit dwellings.

The MDS began in the early 1970s. A
common carrier service, MDS consisted of
two channels. Licensees leased channel time
to users, who provided material to be trans-
mitted to specific points.

MDS proved ideal for distributing pay
programming (usually movies) to multiunit
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dwellings. At first, receiving antennas cost
too much for home use. But prices dropped
over the years, and as early as 1978, entre-
preneurs offered MDS service to homes. By
March 1980, the FCC had authorized 131
MDS systems; two years later the number of
systems was over 350. As a home subscrip-
tion-programming service, however, MDS
was handicapped by its limited number of
channels. Cable television, with its multiple
basic and pay services, could offer a greater
variety of channels for the money. Whenever
cable penetrated a market, the MDS sub-
scriber count dropped.

In 1983, the FCC reallocated eight chan-
nels from ITFS to MDS, thereby creating two
new four-channel services (thus, multichan-
nel MDS, MMDS). The FCC also permitted
ITFS licensees to lease “‘excess” capacity
(time when ITFS channels carried no instruc-
tional programming) to others. Theoretically,
programmers in a given market might now
be able to lease as many as 15 channels full
time (2 MDS, 3 OFS, and 8 MMDS) plus as
many as 20 part time (ITFS channels)—a
total of 33 channels! That could surely com-
pete with cable.

Some 16,000 applications for MMDS
channels flooded the FCC. The commission
decided to select applicants by lot. Nearly
two years passed before the lottery awarded
the first licenses. In the meantime, investor
interest had flagged. Would-be multichannel
programmers had difficulty finding start-up
money and getting distribution rights to pop-
ular cable services, such as HBO and Show-
time. Nonetheless, by 1990, wireless cable
had appeared in a number of large markets.

5.5 SATELLITE RELAY AND DISTRIBUTION

The United States launched its first active
communications satellite in late 1958. The
satellite, in orbit above the earth, picked up
signals beamed from a ground transmitting
station and retransmitted them for reception

1

by ground receiver stations. As early as 1962,
AT&T launched a satellite that relayed tele-
vision programming between Europe and
the United States. In the same year, Congress
passed the Communications Satellite Act.
This act created the Communications Sat-
ellite Corporation (Comsat), a private cor-
poration that launched Early Bird, the first
commercial communications satellite, in
1965. Early Bird and its successors provided
international long-distance commercial com-
munication by use of space satellites for all
types of electromagnetic communication, in-
cluding radio and television programming.
As time passed, satellite communications
proved superior to most other forms of
relay—more reliable, less distortion and
noise, less expensive.

In 1972, the FCC revised its rules to en-
courage domsat service, satellite relay for
domestic use. Various companies launched
satellites and offered service. Cable and non-
commercial broadcast networks were first in
the radio-TV trade to distribute program-
ming to affiliates by satellite relay (Figure
5.6). Eventually, nearly every major cable
and broadcast network converted from land
lines to satellite.

In 1984, Hubbard Broadcasting opened
the door to satellite news gathering (SNG).
Hubbard organized Conus, a satellite-based
news distribution service. Stations picked up
video by satellite from truck-mounted uplink
dishes at remote locations. Conus coordi-
nated the stations’ satellite use. Subse-
quently, other organizations followed Hub-
bard’s lead, including the commercial
broadcast networks and CNN.

5.6 DIRECT BROADCAST SATELLITE

The first TVRO equipment had been expen-
sive—$75,000 and more. But prices dropped,
the necessary dish size decreased, and recep-
tion technology improved. With mass pro-
duction, surely ground stations would be
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Figure 5.6 Domestic satellite. Satcom Ili-R be-
came one of the main satellite relay vehicles for
cable and broadcast programmers. (Courtesy of
RCA Corp. Used by permission of General Electric
Co.)

possible for every home. Then a national
programmer could transmit directly to home
ground stations through a direct broadcast
satellite (DBS).

5.6.1 High- and Medium-Power DBS

Comsat proposed the DBS idea in August
1979. The following June, Comsat set up Sat-
ellite Television Corporation (STC) as its
DBS subsidiary. In December 1980, STC filed
application with the FCC to construct a pay-
supported DBS system for the United States.
The system would utilize new high-power
satellites whose signals could be received
with roof-mounted dish antennas 13 to 2 feet
in diameter. The DBS satellites would oper-
ate in the Ku frequency band rather than the
lower C band of most existing satellites.

The FCC accepted STC’s application and
invited others. Broadcasters fought the idea
of DBS. After all, if a programmer could
transmit directly to the public, what would
happen to the local station? Nonetheless, the

commission authorized a number of appli-
cants to construct direct broadcast satellites,
the first of which would be in orbit no earlier
than 1986. A trade group, the Direct Broad-
casting Satellite Association (DBSA), was
formed.

Several companies decided to get a jump
on the competition. They secured FCC per-
mission to use existing medium-power Ku-
band satellites. This would require a slightly
larger dish but would allow DBS service to
begin immediately. United Satellite Com-
munications, Inc. (USCI), was first, com-
mencing its multichannel DBS pay service in
the fall of 1983. USCI opened marketing ef-
forts in Indianapolis and then rolled out the
service eastward. The venture proved the
technology would work and eventually
signed up some 10,000 subscribers. But it did
not generate enough subscribers and reve-
nues to cover its high overhead and could
not attract investors to underwrite continued
operation. USCI, the only operating DBS
venture, went under in 1985. Most other
companies, including Comsat, abandoned
their DBS projects.

By the end of the decade, Europe had
launched its first direct broadcast satellites,
with as many as five services projected by
the early 1990s. NHK, Japan’s national net-
work, also had a high-power system operat-
ing. In the United States, only two of the
original eight applicants still had active plans
to go into high-power DBS. Other firms,
however, had taken note of foreign DBS
efforts and the growth of backyard
TVRO (below). Talk of U.S. DBS heated up
again.

5.6.2 Home TVRO Develops

Even when earth stations were still expen-
sive, a few individuals—mainly the very
wealthy and those who lived in remote areas
beyond the reach of cable and broadcast sig-
nals—invested in dishes and picked signals
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off satellites for their private enjoyment. This
started the television receive-only (TVRO)
or home satellite dish (HSD) trade.

Retail businesses specialized in sales of
"backyard earth stations” (Figure 5.7). Re-
tailers and manufacturers formed a trade as-
sociation, the Society for Private and Com-
mercial Earth Stations (SPACE). Home dish
prices dropped, eventually below $2000. As
prices fell, more people bought. The Cable
Communications Policy Act of 1984 sanc-
tioned home reception of unscrambled sig-
nals; none was scrambled at the time. The
number of home dishes rose from 4000 in
1980 to 1.3 million in late 1985. Sales hit
45,000 per month.

And this is where the cable operators
stepped in. According to one estimate, one-
third of all new home dishes went into cable
franchise areas; people bought dishes and
viewed all satellite networks free, rather than
pay the local cable company to view only
those carried by the system. Early in 1985,
cable operators demanded that satellite net-
works scramble programming (the Cable Act
provided stiff penalties for unauthorized re-
ception of scrambled signals).

TVRO interests objected and vowed to
fight any move toward scrambling. Manufac-

Figure 5.7 TVRO. The backyard satellite dish.

turers and dealers objected because they saw
their businesses going down the drain.
Home dish owners objected because they
could no longer receive free programming.
There was a certain irony in such objections,
since satellite programming had not been in-
tended for direct reception in the first place.
The cable networks used satellites to relay
programming to cable systems and had not
given permission for direct reception. In ef-
fect, the home dish owners had been pirating
the signals, at least until passage of the Cable
Communications Policy Act.

5.6.3 TVRO Legitimized

Satellite programmers necded access to ca-
ble’s large subscriber base. They acceded to
the operators’ demand to scramble. HBO
was first. It began full-time scrambling with
the Videocipher Il (VC-II) system in January
1986. VC-lI consisted of scramblers for
programmers, block descramblers for cable
systems, and addressable descramblers for
home dishes.

The 1984 Cable Act had also provided for
the marketing of satellite cable programming
for private viewing. VC-II technology pro-
vided the means for that marketing. Signals
could be transmitted to turn individual home
descramblers on and off, allowing sale of sat-
ellite programming on a subscription basis.
For example, home dish owners paid $12.95
a month for HBO or Cinemax, $19.95 for
both. Other programmers followed HBO’s
lead, and VC-II became the de facto scram-
bling standard.

The transition to scrambling was not easy.
Among many problems were the following;:

At first, no one was able to put together
a comprehensive package of signals to
sell to home dish owners, This was just
as well, because there was a shortage of
descramblers.
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Home dish sales dropped precipitously;
manufacturers and retailers went out of
business. Shortly after midnight on
April 27, 1986, an HBO movie was in-
terrupted for about four minutes by a
printed message: “Goodevening [sic]
HBO from Captain Midnight. $12.95?
No way! (Showtime/The Movie Chan-
nel Beware!)”” The FCC traced the mes-
sage to an Ocala, Florida, home dish
retailer whose business had been crip-
pled by scrambling; he was a part-time
employee at a satellite uplink facility,
from which he had transmitted the
message.

By 1986, technically adept spoilers had
developed illegal descrambler modifi-
cations to decode without payment.

When program packages were finally
put together, TVRO interests objected
that most were controlled by the cable
trade, either programmers or cable op-
erators (who promised discounted
packages of programming to dish own-
ers in their franchise areas). Noncable
firms that tried to put together a pack-
age faced refusals and high prices from
the cable networks.

To TVRO interests, theirs was a business on

.the verge of collapse, and they sought help
from Congress; to the cable trade, TVRO was
thriving and needed no governmental
interference.

Congress passed the Electronic Commu-
nications Privacy Act in 1987. This law
safeguarded private satellite feeds from
unauthorized interception and interference.
It protected broadcast television “‘back-
hauls”—relays of raw programming to net-
work headquarters for insertion of commer-
cials and other material before distribution to
affiliated stations. Some motels and bars had
used dishes to provide patrons with com-
mercial-free sports backhauls.

Despite all the problems, TVRO seemed to
be evolving into a full-time business. In

1986, SPACE merged with DBSA to form
Satellite Broadcasting and Communication
Association of America. By 1990, over 2.5
million homes had dishes, and about 25,000
more were sold each month. Estimates were
that as many as 20 million homes would
never receive cable service; these would be
prime targets for home dishes.

Meanwhile, the illegal box business flour-
ished. General Instruments (GI), VC-II's
manufacturer, launched an aggressive eradi-
cation program. With government aid, they
tracked down and prosecuted fabricators and
sellers and then started on consumers. Elec-
tronic countermeasures shut down many il-
legal boxes. Congress stiffened the penalties
for piracy and directed the FCC to consider
encryption standards (Section 15.2.3.3). Sev-
eral estimates, however, put the proportion
of pirate boxes as high as half the total num-
ber of decoders. After just 18 months, some
trade leaders pronounced VC-II dead as an
effective scrambling standard. GI introduced
a new, more secure system in 1989, the
Videocipher II-Plus. The II-Plus required
special security modules. Dealers could not
sell these modules; consumers had to order
them directly from distributors.

5.7 ELECTRONIC TEXT

Electronic text appeared at about the time
cable systems entered larger markets. It con-
sisted of printing and sometimes illustrations
supplied apart from or in addition to normal
video programming. Four primary forms de-
veloped: rotatext, closed captioning, teletext,
and videotex.

5.7.1 Rotatext

Many people first noticed electronic text as
rotatext (Figure 5.8). "Pages’ (screensful) of
news, weather, sports, announcements, and
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Figure 5.8 Rotatext. AP News Plus service for
cable systems. (Used by permission of AP/TMS
Information Services.)

advertisements were created and stored elec-
tronically. These screens were then televised
in a repeating cycle on one or more auto-
mated channels.

5.7.2 Closed Captioning

In the early 1960s, British broadcasters de-
veloped closed captioning to serve hearing-
impaired viewers. Viewers with special de-
coders saw printing superimposed over the
regular picture; other viewers saw only the
regular picture. PBS and ABC worked on a
U.S. version in the early 1970s, and the FCC
approved regular transmission of closed cap-
tioning in 1976. The National Captioning In-
stitute (NCI) was established and, in 1980,
began captioning selected network program-
ming (Figure 5.9).

5.7.3 Teletext

Like rotatext, teletext presented electronic
pages. Like closed captioning, teletext re-
quired a decoder and could be transmitted by
TV stations along with normal program-
ming. Unlike rotatext, teletext viewers could
select specific pages. Unlike closed caption-

PNEWS PLUS

ing, teletext content was unrelated to and
completely displaced program video.

In 1975, British broadcasters transmitted
teletext on an experimental basis. Soon after,
the British Broadcasting Corporation and In-
dependent Television used teletext to offer
newspapers of the air—CEEFAX and ORA-
CLE, respectively.

U.S. interests began to experiment with
teletext in 1978. They tended to follow the
British pattern and use teletext to offer infor-
mation—news, sports, and weather. Two in-
compatible systems developed—World Sys-
tem Teletext (WST) and the North American
Broadcast Teletext Specification (NABTS). Of
the two, NABTS produced better graphics
but required a more complex decoder. In
1983, the FCC said that broadcasters could
transmit teletext using any standard as long
as it did not interfere with their broadcast
signal.

In 1981, Field Enterprises, Inc., launched
Keyfax teletext service on WFLD-TV, Chi-
cago, using British technology. Keyfax went
national in 1982 with satellite distribution on
Superstation WTBS, but ceased in 1984.

CBS’s Extravision and NBC Teletext
started in 1983. Both used NABTS. A few af-
filiates promoted the service and inserted
local material. But NABTS decoders were
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scarce and expensive (models under $300 did
not reach the market until 1986). In late
1984, NBC discontinued its service; 15
months later, CBS drastically reduced its Ex-
travision staff.

Taft Broadcasting Company launched
Electra, a WST service, over its WKRC-TV,
Cincinnati, in 1983. Taft’s partner in the ven-
ture, Zenith Radio Corporation, manufac-
tured set-top WST decoders and television
receivers with built-in decoding circuitry.
Satellite distribution made Electra available
nationally for transmission by other televi-
sion stations.

Teletext had the potential to generate ad-
ditional revenues for a station. Should many
persons buy and use decoders, advertisers
would pay to place messages on the infor-
mation pages, as with print media. On the
other hand, teletext also had the potential to
turn a station into its own competitor. After
all, television viewers would most likely
check the teletext service during the most im-
portant (to the station) part of the program
schedule—the commercials!

Cable systems could also offer teletext ser-

vice. A cable system could dedicate an entire
channel—no programming, only teletext—
which allowed it to carry thousands of pages
(broadcast teletext was limited to about 200
pages) and a wide variety of information.
What would full-channel teletext do to
broadcast teletext? For that matter, what
would it do to newspapers?

Cable teletext, however, was no more suc-
cessful than broadcast teletext. Time Inc.,
after testing a 5000-page service for about a
year, shut it down with the explanation that
teletext was not yet economically viable as a
business. Westinghouse Corp. launched Re-
quest Teletext, a 1500-page system, at its
Buena Park, California, cable system in 1984.
In 1985, having decided to sell its cable sys-
tems, Westinghouse phased out Request.

5.7.4 Videotex

Like rotatext and teletext, videotex provided
information with electronic pages or frames.
And—again, like rotatext and teletext—
videotex frames could be displayed on the
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Figure 5.9 Closed capfioning. (a) Operator prepares captions at the National Captioning
Institute (NCI). (b) In 1989, NCI captioned the first daytime serial, ABC's Loving, with funding
from the U.S. Department of Education. (Photograph a courtesy of the National Captioning
Institute. Photograph b used by permission of Capital Cities/ABC. Inc.)
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screen of a TV receiver. But unlike rotatext
and teletext, videotex was interactive; a user
operated a home terminal to transmit inquir-
ies, requests, and directions and to receive
responses. And unlike rotatext and teletext,
videotex could offer encyclopedic informa-
tion resources.

Videotex, too, originated in England. De-
veloped in the late 1960s to eliminate the
need for live computer operators to take
postal orders and train reservations, the Brit-
ish post office named the service Prestel. In
the 1980s, France provided telephone sub-
scribers with free terminals and electronic di-
rectory service to replace printed telephone
books.

One of the biggest U.S. videotex ventures
was Viewtron (Figure 5.10), launched in
1983. This South Florida system was oper-
ated by Viewdata Corporation of America
(VCA), an arm of Knight-Ridder, Inc., news-

paper and broadcasting group owner. View-
tron featured color graphics and services
such as shopping, banking, news, reference,
education, stock quotations, and personal
message exchange (electronic mail). Tele-
phone lines connected home terminals to the
central computer. A subscriber paid initial
and monthly fees, plus $600 for an AT&T
Sceptre terminal. VCA found that its service
did not attract users and usage enough to
provide adequate revenue. Viewtron was
gradually restructured. Terminal costs were
included in monthly fees. A text-only version
was created that allowed personal computers
to substitute for the terminal. The monthly
fee was dropped, and subscribers paid pri-
marily for the time when they actually used
the service. The subscriber base began to
build, but VCA closed the operation in 1986.

Gateway videotex opened in 1984. This
Orange County, California, service was cre-

Figure 5.10 Viewtron. The Knight-Ridder service offered many services, including elec-
tronic mail, latest news, home banking, stock market, ticket reservations, travel and va-
cation planning, and home shopping and ordering. Here, a family checks Little League
scores. (Photographs courtesy of Viewdata Corporation of America. Used by permission.)



CABLE AND OTHER NONBROADCAST TECHNOLOGIES: FROM 1950 111

ated by the Times Mirror Company, owner
of newspapers, magazines, broadcast sta-
tions, and cable systems. Gateway, too, was
based on telephone lines and the Sceptre,
but the monthly fee included use of a termi-
nal. In 1986, with some 3000 subscribers and
after 15 months of operation, Times Mirror
shut down its videotex service.

In 1984, the Keyfax name was revived
and offered as a videotex service in Chicago
by Keycom Electronic Publishing. Keycom,
in turn, was owned by Centel, the telephone
company, in partnership with Honeywell.
Keyfax lasted until mid-1985, about six
months. It had attracted 800 subscribers.

Failure of systems in three large markets
raised questions. Was there really a demand
for consumer videotex service? If so, was this
demand being met elsewhere? When these
systems created text-only versions for use
with personal computers (PC), they resem-
bled existing national information retrieval
services—CompuServe, The Source, and
Dow Jones News Retrieval. Such services all
served PC owners, all used telephone lines,
all offered news, all featured little or no
graphics—just like PC versions of videotex
service. Further, financial institutions intro-
duced competing services in 1983—for ex-
ample, “"HomeBanking” from California’s
Bank of America and “Pronto” from New
York’s Chemical Bank. For $8 to $12 a
month, subscribers used PCs to transfer
funds, get current balances, review or cancel
transactions, send messages by electronic
mail, and pay bills.

By the late 1980s, the success or failure of
videotex seemed linked at least in part to its
ability to create color graphics. One form of
graphics-capable consumer videotex was al-
ready in continuous use for specialized ser-
vices such as kiosk systems in shopping
malls, hotel lobbies, and airports. Color
graphics were also used in various profes-
sional-based videotex services, developed for
such fields as engineering and agriculture.

But graphics-capable terminals were special-
ized, costly, and time-consuming to use. And
there was some doubt as to whether con-
sumer demand for color graphics in the home
would grow strong enough in the near future
to overcome the drawbacks.

Despite the failures and competition, com-
panies continued to explore the possibilities
of consumer videotex. In 1985, Time, Inc.,
AT&T, Bank of America, and Chemical Bank
formed Covideo, a PC-accessible national
system that would build on the banks’ exist-
ing services. In 1986, Citicorp (banking),
NYNEX (telephone), and RCA created CNR
Partners to investigate opportunities in inter-
active electronic services. In 1988, Prodigy
Services, a joint venture of IBM and Sears,
Roebuck & Co., launched an interactive ser-
vice for owners of personal computers. Sev-
eral Bell operating companies had plans to
offer videotex gateway services (Section
5.15).

5.8 COMPUTERS

The concept of a device to perform calcula-
tions dates back at least 2500 years to the de-
velopment of the abacus in China. As early
as the 1930s, computers used the binary sys-
tem of numbers, now standard in digi-
tal computers. The first electronic com-
puters used relays—electromechanical
on-off switches that physically clack-clack-
clacked open and shut to respresent combi-
nations of 1 and 0.

Vacuum tubes, however, eventually re-
placed relays and greatly speeded calcula-
tions. Tubes were the heart of the first elec-
tronic digital computer, the ABC (Atanasoff-
Berry Computer), developed during 1938-
1941 at Iowa State University by Dr. John V.
Atanasoff in collaboration with Clifford
Berry. Five years later, a large-scale elec-
tronic computer was put into productive use
at the University of Pennsylvania. This was
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Box 5.2 ENIAC

ENIAC (an acronym for Electronic Numerical Integrator and Calculator) was one of
the first fully electronic digital computers built in the United States. Constructed at
the University of Pennsylvania to calculate artillery firing tables, ENIAC was made
public in 1946. It cost $487,000, weighed 30 tons, took about the space of a two-
car garage, had to be manually rewired every time a new operation was required,
and contained 70,000 resistors, 10,000 capacitors, 6,000 switches, and 18,000
vacuum tubes. It worked only in short bursts; the vacuum tubes failed at an average
of one every seven minutes. Nonetheless, it beat working out those artillery
trajectories by hand because it could perform 5,000 additions or subtractions a
second—about the same as almost any of today’s home computers in the $700-

$900 price range! (Photograph courtesy of the University of Pennsylvania.)

Sperry Univac’s ENIAC (Electronic Numeri-
cal Integrator and Calculator) (Box 5.2).

The development of the chip resulted in a
major breakthrough in computer construc-
tion. Using these miniaturized integrated cir-
cuits, designers could make computers more
powerful (that is, do more in a shorter time),
smaller, and more reliable. As chips im-
proved, so did the capabilities of computers.

5.8.1 Personal Computers
The first microcomputers (personal comput-

ers) appeared about 1975. Many owners
used television receiver screens for computer

display. Most purchased “peripherals,” de-
vices that connected to, and operated in con-
junction with, the computer. Entrepreneurs
wrote and marketed application programs or
software. Software allowed consumers and
businesses to use computers without having
to write programs.

In 1980, two dozen computer firms sold
just under 750,000 units for $1.8 billion. The
next year, 20 more companies sold personal
computers, and consumers spent almost $3
billion for 1.4 million units. The rush was on.

Young people adapted quickly to the per-
sonal computer. They had made the arcade
video game popular. They had brought
Atari and Intellivision video game units into
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the home. Now they could use personal
computers to play games, to make up their
own games, to learn in school, and to explore
the creative possibilities offered by the
microprocessor.,

5.8.2 Broadcasting and the Computer

The computer entered the broadcast station
fairly early, except for the newsroom. In the
1970s, more and more stations turned to
computer control of billing and accounting,
payroll, proof-of-performance affidavits, and
traffic (Figure 5.11). Radio stations, particu-
larly FM, automated on-air programming.
Technology existed to do the same for TV,
including automation of camera shots and
movement. By 1988, NBC had taken the first
steps toward computerization of the entire
production process (Section 6.2.1.2).
Television newsrooms seemed an obvious
place for computer assistance. During the
1970s, newspapers had automated and in-
stalled computer-driven word processing
systems. But TV news people circulated hor-
ror stories—one involving a station’s com-
puter that irrevocably locked up a complete

Figure 5.11 Computerized station traffic sys-
tem. An operator enters program and commer-
cialinformation into the computer. The computer,
in turn, generates the station’s daily program log
(being typed on the printer in the background).

Figure 5.12 Ampex VR 1000. Ampex introduced
this machine, the first commercially available vid-
eotape recorder, in 1956. Its 2-inch-wide tape
was the standard for broadcast stations for years.
(Photograph courtesy of Ampex Corporation.
Used by permission.)

newscast script just before air time—and
were reluctant to automate. Eventually, news
automation systems developed that featured
foolproof, user-friendly control. In the early
1980s, a few pioneer stations successfully au-
tomated newsrooms, and others followed. At
last, electronic news did what newspapers
had done ten years before—went electronic.

5.9 VIDEOCASSETTE RECORDERS

Ampex introduced the first commercially
available videotape recorder (VTR) in 1956
(Figure 5.12). It used 2-inch-wide tape and
four video recording heads. Later, helical-
scan VTRs were developed using 1-inch
tape, fewer heads, and a different principle
for recording. Cassette versions of these ma-
chines reached the marketplace by the early
1970s.

Sony Corporation first marketed its Beta-
max videocassette recorder (VCR) in 1975,
thereby launching the VCR or home video
revolution (Figure 5.13). Two VCR formats,
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Figure 5.13 Home videocasselte recorder.
Competition forced prices to drop. Buyers used the VCR to play recorded tapes. to time
shift broadcasts, and to make home movies. The VCR also gave rise to a “'pirate’ industry.
(Photograph courtesy of Sony Corporation of America. *‘Sony’’ is a registered trademark
of the Sony Corporation.)

Beta and VHS, evolved. Eventually, VHS
began to overtake Beta in the consumer mar-
ket. Competition dropped prices. Sales
climbed steadily until 1979, when they
soared; home VCR ownership went from less
than 500,000 in 1979 to over 2 million in
1981. Six years later, Arbitron and Nielsen
reported that VCR penetration of U.S. homes
had surpassed that of cable television.> By
1990, VCR penetration had passed 66
percent.

Viewers used VCRs for time shifting, dou-
ble viewing, and zipping (Section 4.5.2.6).
They also used VCRs for programming other
than cable and broadcast. They could rent or
purchase cassettes. Their favorites were fea-
ture films, but they also viewed tapes made
especially for the home market, such as how-

The VCR was first produced in 1975 by Sony.

to, self-improvement, physical fitness, and
music “videos.” They used portable VCRs
with cameras to make ““home movies.”

5.10 VIDEODISCS, LASER DISCS, CDs,
AND DATs

About the time Betamax hit the market, Phil-
ips Company developed the videodisc sys-
tem. The videodisc player (Figure 5.14) con-
verted information from a digital ““record”
into video and stereophonic audio for play-
back on a TV receiver.

MCA-Universal teamed up with Philips to
market DiscoVision in the United States.
Philips launched sales of the players through
its Magnavox subsidiary during the 1978
Christmas season; MCA sold movies on
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Figure 5.14 Magnavox videodisc player. Discs
are seen to the right of and below the player.
(Photograph courtesy of Philips Consumer Elec-
tronics Company. Used by permission.)

discs. In 1981, RCA introduced its Selecta-
Vision videodisc system, and Japan's Mat-
sushita Company (Panasonic) announced
that it would market yet a third system. CBS,
IBM, and GE formed partnerships with the
various videodisc pioneers to get in on the
action. Sales of players, however, fell far
short of projections, and by 1983 most vid-
eodisc plants and operations had closed
down. Pioneer Electronics continued to mar-
ket players in the United States and even
sold discs.

Consumers rejected videodiscs for at least
two reasons. First, owners of videodisc play-
ers complained that too few interesting discs
were available. Second, the videodisc was
playback-only technology; it could not re-
cord. On both counts, the videodisc suffered
in comparison with the VCR.

The videodisc had advantages, however,
for business and education (Section 22.10).
By 1987, there were indications that market-
place success of the compact disc (below)
might revive the consumer videodisc, now
dubbed the laser disc. Films looked and
sounded better on laser disc than on even the
best videocassettes. Consumers found laser
disc players easier to use than VCRs, and
newer models—combi machines—played
both CDs and laser discs. Record companies

planned a CDV single—a disc containing a
five-minute music video and twenty minutes
of audio.

Digital technology also improved con-
sumer audio. In 1983, the Sony Corporation
launched the compact disc (CD), on which
the very recording itself was digitally en-
coded. CDs were capable of clean, distortion-
free reproduction of sound, loud or soft, at
almost any audible frequency.

While the recording industry adapted to
the CD quickly, it was less enthusiastic about
another audio development, the digital
audio tape (DAT) recorder. The Recording
Industry Association of American (RIAA)
threatened lawsuits to block Japanese and
European companies from retailing DATs in
the United States. RIAA said that the digital
recorders, with their ability to make perfect
copies of a CD, represented a threat to cop-
yrights of recoding artists. In 1989, however,
the two sides agreed on a compromise that
would allow the sale of DATs. Under the
compromise, manufactures could sell DAT
recorders in the United States so long as
those recorders had a built-in “’serial copy
management system.”” Using a DAT recorder
that includes the sysem, a comsumer can
make one digital copy from a CD machine
but cannot then make a copy of that copy.
The consumer can make two digital copies of
audio recorded from an analog source (one
copy and then one copy of that copy). The
system consists of a digital subcode that sig-
nals the DAT machine when an attempt to
record a second-generation tape is made and
blocks the recording. The subcode is not au-
dible when the tape is played back.

5.11 ADVANCES IN RECEIVERS

During the 1970s, manufacturers improved
television receivers, particularly in color re-
production, pushbutton tuning, and remote
tuning. These improvements benefited UHF
stations, making them easier to tune and en-
hancing their reception. They also led to flip-
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ping (tuning from channel to channel), graz-
ing (constant sampling of separate program
choices), and zapping (electronically tuning
away from commercials). In the 1980s, man-
ufacturers used digital technology on expen-
sive models to add multiple-image screens
(to view two or more programs at once
[Figure 5.15]), on-screen time readouts, zoom
capability (to allow the viewer to enlarge a
portion of the picture), voice-actuated con-
trols, built-in telephone answering devices,
and improved sound.

Multichannel television sound (MTS)
sets were equipped to receive stereophonic
and second-audio-program channel (for ex-
ample, foreign language) television sound
transmissions. Cable-ready sets, capable of
receiving 100 or more cable channels, con-
nected directly to the cable system drop line
(Section 12.9.3), eliminating the need for a
converter to pick up basic cable service. The
cable television receiver had only two
channels (3 and 4) and required a converter
to pick up all channels on the cable system.

In the component television system,
consumers were to buy video components—
video monitor, stereo amplifier and speakers,
and source selector (which fed the system

Figure 5.15 Digital technology in the home re-
ceiver. This TV set can display two channels at
the same time. (Photograph courtesy of RCA/
Thomson Consumer Electronics, Indianapoilis.)

from various sources, such as a personal
computer, a broadcast TV tuner, a videotex
decoder, and a VCR). Most large-screen re-
ceivers utilized projection on a reflective
screen; since they simply blew up what was
already there, imperfections and all, the pic-
ture often looked blurry.

Tiny microminiature receivers used elec-
tronic chips and the liquid-crystal display
(LCD). LCD technology, often utilized for
pocket calculator readouts and digital watch
faces, was adapted for high-resolution video
applications such as screens for lap-top com-
puters and pocket television sets; Seiko even
marketed a “wristwatch” TV receiver. The
same technology also seemed to hold the key
for development of the flat, hang-it-on-the-
wall color television screen.

5.12 PICTURE AND SOUND
IMPROVEMENTS

Various groups worked to better the video
signal delivered to the viewer. Proposals
ranged from improving the existing NTSC
system to creating a new wide-picture, high-
resolution system (Section 12.5). Most would
require new television receivers especially
designed to pick up the improved signals. An
industrywide committee was formed in 1983
to study the various proposals and subse-
quently generated several recommendations
for new standards.

Traditionally, television sound had re-
ceived secondary consideration at best. The
few telecasts that featured two-channel
sound required viewers to tune in a cooper-
ating FM station for the full stereophonic ef-
fect. Japan’s NHK network launched regular
multichannel television sound (MTS; Section
12.3.3) service in 1978, and U.S. manufac-
turers started considering standards in 1979.
In 1984, the FCC established an MTS system
developed by Zenith and by dbx [sic], Inc. as
the industry standard for stereophonic and
second-audio-program television sound
transmissions.
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5.13 PRODUCTION EQUIPMENT

Video production equipment increased in so-
phistication. Digital technology made pos-
sible advances in special video effects, audio
and video editing, and video graphics and
animation. Miniaturization, a result of
solid-state electronics, led to greater flexibil-
ity in nonstudio production—smaller, more
rugged video equipment, including the self-
contained camera/recorder. Several firms in-
troduced cameras that used the charge-
coupled device (CCD)—in effect, a tubeless
pickup tube.

5.14 SMALL-FORMAT VIDEO

In 1968, Sony introduced a low-cost, porta-
ble video camera in the United States. That
camera, combined with helical-scan video-
tape recorders, made possible small-format
video—use of compact equipment for non-
broadcast production.

5.14.1 Underground Television

Sony’s camera attracted the attention of
young people interested in nonbroadcast
video. Their efforts to free video from estab-
lishment concepts led to what they called
underground television. They used small-
format equipment for fun, social comment,
analysis, archival purposes, documentaries
and documenting, and a dozen or more other
purposes. They showed their efforts pri-
vately, in public storefront showings,
through videotape exchanges, on college
campuses, and on cable public access chan-
nels (Section 7.4.1.2).

5.14.2 Education, Business, and
Industry

Small-format video also attracted notice in
education, business, and industry. During
the 1950s and 1960s, school systems pur-
chased video gear for closed-circuit use.

Many schools successfully used television re-
ceivers in the classroom for instructional pro-
grams transmitted by the local educational
station or by the ITFS (Section 5.4) facility.

At first, the business world utilized tele-
vision primarily to scan manufacturing pro-
duction lines, entryways, and security areas.
As nonbroadcast video gear improved, busi-
nesses and industries of all kinds discovered
that television could serve other purposes.
They hired video specialists and equipped
small studios. They took advantage of the
small, less expensive, more rugged video
equipment to create in-house production fa-
cilities for training, sales, information, and
myriad other intracompany uses.

5.15 COMMON-CARRIER DEVELOPMENTS

From the earliest days of electromagnetic
communication, technical innovation had
come from ongoing research by common car-
riers—firms such as telephone and telegraph
companies that hired out facilities and chan-
nels to others. During the 1970s and 1980s,
common-carrier research yielded a number
of devices and concepts that utilized or had
the potential to affect radio and television.

A flexible strand of glass about the size of
a human hair, an optical fiber (Figure 5.16),
could carry dozens of TV signals. Charles
Kao and George Hockham of ITT undertook
the first industrial research in 1966. Corning
Glass marketed optical fibers as early as
1970. Experimental communications links
were set up in 1976. During the 1980s, opti-
cal fiber supplanted some telephone lines,
replaced coaxial cable supertrunks in a few
cable systems, and connected New York and
Washington on an experimental basis for
ABC. Common carriers began to build the
first links for a national grid of optical fibers,
a fiber-optic network.

Teleconferencing developed as an alter-
native to some business travel during the
1970s and early 1980s. A teleconference al-
lowed groups of people to confer without
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Figure 5.16 Optical tiber. Storer Communica-
tions has been a pioneer in the use of optical fiber
in cable television. (Photograph courtesy of Storer
Communications, Inc. Used by permission.)

leaving their home cities. These electronic
meetings were primarily person-to-person
(through audio or video) but could also be
conducted by computer. For interconnection,
they utilized telephone company channels,
cable, satellite relay, or some combination of
these.

Teleconferences were set up and mar-
keted by common carriers, some cable com-
panies and television stations, and special-
ized consultants. The telephone company
offered elaborate and expensive facilities for
interactive (two-way) video/audio telecon-
ferences among certain cities. On the other
hand, technology was such that most tele-
conferences featured one-way video and
were interactive only for audio.

The FCC paved the way for cellular radio
in 1982. Cellular radio used multiple trans-
mitter /receiver units to increase the number

of automobile telephones that could operate
in an area. Many radio news departments in-
stalled cellular radio telephones in station
automobiles to enhance spot news coverage
activities.

Perhaps the biggest common-carrier de-
velopment was the breakup of AT&T. In
1984, under federal court supervision, the
giant firm divested its seven regional Bell op-
erating companies (RBOCs). Each former
Bell System telephone company now com-
peted with the other six and with AT&T. As
a result, all were allowed to enter new busi-
nesses—computer manufacturing, cellular
telephony, joint ventures with foreign com-
panies, and various innovative services—
and to pursue aggressive marketing and
product development strategies.

Four years later, the court gave the RBOCs
permission to establish videotex gateways.
These telephone-computer systems would
provide links between information service
providers (ISP) and users. ISPs could include
companies ranging from newspapers to legal
research firms to travel bureaus. Users would
include anyone—individuals, businesses, in-
stitutions. In connection with these gate-
ways, the RBOCs could also offer certain
electronic services—voice messages, mail,
and “white pages” directories. Within six
months after receiving court permission, the
telephone companies had gateway services
up and running on a test-market basis.

The telephone companies wished to ex-
pand into video delivery, too. To a large ex-
tent, legal restrictions prevented such expan-
sion (Section 19.5.1). Nonetheless, RBOCs
invested in cable systems outside their tele-
phone areas and lobbied for unrestricted
ownership.

The RBOCs could carry information, but
they could not provide it. Neither could
AT&T. The 1982 court judgment that led to
the breakup of the giant telephone company
prohibited the eight resulting firms from en-
tering the field of electronic publishing for at
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least seven years. The RBOCs requested that
their ban be lifted. The court refused, and the
regional companies appealed the decision. In
1989, AT&T asked that its ban be allowed to
expire on schedule and not be renewed.
Marketplace regulation advocates (Section
4.5.1) within the federal government urged
further freedom for RBOCs. They argued
that the telephone companies could provide
universal information service” for consum-
ers, an optical-fiber delivery system that
would handle telephone service, data trans-
port, videotex, and cable television program-
ming. But the telephone companies earned
huge revenues, many times larger than those
of even the largest mass media empires. Pub-
lishers, cable operators, and many broad-
casters feared that the RBOCs would use
their overwhelming financial resources to
crush or control existing newspaper and tele-
vision media. The first two groups fought
telephone company entry into their areas of
endeavor. Television broadcasters also wor-
ried that they would have to pay for tele-
phone company carriage of station signals.
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Chances are good that you will feel this section is the real meat of this book.

And you may be right. '

The glamour and excitement of radio and television definitely grow out of
programming and program creation. There is a feeling of creativity and
accomplishment and vitality in programming that stretches from the disc jockey
shift at the local cable radio station to the highest-paid directing positions for
network television.

It’s fun. It’s hard. It's long hours, crises, and heartbreaks. You have to want to
do it—more than pay, pride, or privacy. And if you dont, you had better choose
something easier for your life’s work, such as brain surgery or corporate
accounting. :

End of sermon.

At any rate, this is the section in which you find out how it all works—how
programs are put together, Chapter 6; how programmers operate, Chapter 7;
how news works, Chapter 8; and how commercials are created, Chapter 9. But
watch out! It's addictive.






CHAPTER

Production,

Programs, and
Performance

e —ban - —

A program is like a many-faceted jewel that
can be examined from many different angles.
At this point, we are interested in its struc-
ture, the program as a creative endeavor.
Thus we focus on five of the facets: audio
and video production, types of programs,
procedures for getting programs on the air,
talent, and critical review.

6.1 AUDIO PRODUCTION PROCESS

The production process in almost any me-
dium can be divided into three phases. Pre-
production includes activities necessary to
prepare for broadcast or recording; produc-
tion, actual broadcast or recording; and post-
production, creative treatment after produc-
tion to put the production into final form for
the audience. We shall look at the production
process for audio—radio and other aural-
only media—in these terms.

é.1.1 Audio Preproduction

The exact procedures covered by the term
preproduction vary with the medium and the
intended finished product. In a radio station,

preparation for broadcast includes a variety
of activities, from choosing the overall pro-
gamming specialization and devising the for-
mat to selecting recordings for air play and
preparing newscasts. Preproduction for a
radio program or a commercial often in-
volves preparation of a script or rundown
sheet, selection of talent, and acquisition of
special music and other creative compo-
nents. In the recording industry, preproduc-
tion may cover selection of artists, music,
backup musicians, and the recording facili-
ties themselves.

é.1.2 Audio Production

In most cases, audio production centers on
the mixing process. Audio from several
sources is fed to a central point for selection,
control, and amplification, then sent on to
broadcast or recording. Audio sources may
include microphones and playback devices,
such as tape machines, turntables, and com-
pact disc players. Mixing takes place at an
audio control board (Section 11.3.2.1).

Titles and duties of audio production per-
sonnel vary—in radio broadcasting, they

123
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even vary from one station to the next. In a
fairly common arrangement, one person
makes on-the-spot creative decisions and su-
pervises (but does not actually manipulate)
control board operation. Board operators are
usually given the title audio technician (or
audio engineer). In the recording industry,
the supervisor is a producer. In radio, the su-
pervisor is a director; however, more times
than not, the same person is both technician
and director and is called the producer. On
most local disc jockey programs the techni-
cian works alone, combining two jobs—tal-
ent and audio technician. This is called
combo (combination) operation (Figure 6.1).

Radio stations that broadcast live tele-
phone call-in programs use a special produc-
tion technique, audio delay, to retain control
over content. (The term “delay” is also used
to refer to an audio technique, the effect of
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which sounds similar to echo or reverbera-
tion.) A delay device picks up the audio sig-
nal coming from the audio console and holds
it up a specific number of seconds. If some-
one utters an objectionable remark during a
program, the station has those several sec-
onds in which to react and cut the remark be-
fore it actually goes over the air.

The recording industry strives for absolute
control of audio quality (Figure 6.2). When a
studio makes a record of a musical group, it
sets up a separate microphone for every sec-
tion, often every performer. In popular music
the studio may even record each component
separately. The band may record one day,
the special rhythm section the next, the back-
ground voices on the third day, and the so-
loist on the fourth. The result is a multitrack
recording; each signal records on a separate
track or channel (horizontal section) on the

Figure 6.1 Radio combo operation. In front of the operator is the audio console. Meters
at the top of the console indicate relative loudness of the audio signal. The microphone,
over the console, is on an adjustable boom. Note the stack of audiotape cartridges (lower
left) and the line of cartridge playback units (below the console); this station “'‘carts”
(transfers to audiotape cartridges) all records, and the operator plays the cartridges in-

stead of records over the air.
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Figure 6.2 Recording session. The recording engineer and the producer work at the audio
console. The recording artist sings and plays into the microphone in the studio next door.

(Source: Wolinsky, Stock, Boston)

same special wide audiotape. (So it is en-
tirely possible that the musicians on your fa-
vorite pop music record have never even met
each other!) Production houses sometimes
use the same technique for radio commer-
cials, sound tracks for television commer-
cials, and some radio programs.

6.1.3 Audio Postproduction

For ongoing radio station programming, any
postproduction processing is normally pas-
sive. A station may put electronic devices in
the line that process the audio signal before
transmission. The usual aim of such process-
ing is to make the average audio level louder
so that radio receivers will pick up and re-
produce the transmitted signal “loud and
clear.” Some devices, however, add effects
such as echo.

Radio programs and commercials pro-
duced on audiotape often require postpro-
duction editing. The producer or director (or
an editor under supervision) edits the tape.
The editing process involves cutting out,
adding, or rearranging segments of the taped
material or splicing together two or more
tapes. Typical motivations for editing include
time (to lengthen or shorten) and continuity
(to append, delete, or restructure material).

In preparing a popular music recording for
final release, the studio plays back the com-
pleted multitrack tape while adding effects
to the various channels, making some louder
than originally recorded, some softer, some
in echo, and sundry other electronic gim-
micks. After such effects have been added,
the multichannel recording is rerecorded
down to two channels. Again, production
houses may do the same for commercials
and other elaborate audio projects.
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6.2 TELEVISION PRODUCTION

An entertainment television program begins
as someone’s idea. The idea, typed in a brief
descriptive form called the presentation, is
submitted to a production company. If the
company likes the submission, it buys the
idea from the creator, sometimes outright,
sometimes on a royalty or percentage basis.
Often the creator is hired as story consultant
or script consultant.

Most production companies do not accept
unsolicited program ideas from an individ-
ual. Instead, a recognized agent deals with
the company on behalf of the individual. The
agent is extremely important in television
production; a larger agency may, on its own,
put together a program idea and pitch it to a
production house or network as a package
deal-—concept, writer, director, stars, all
under contract to the agency, of course.

The production company may decide to
aim the program idea at the syndication mar-
ket. In that case, a pitch is made to local out-
lets and, often, to advertisers. If the pitch
draws enough commitments to pay for the
program, the company puts it into pro-
duction.

The company pitches an idea for a net-
work program to network executives. The
network may commission (contract for) an
elaboration of the idea, ranging from a treat-
ment (simple outline or descripton of a sam-
ple show) to a pilot. A full pilot is a sample
program, often in the form of a made-for-
television movie, and is generally produced
only for proposed prime-time broadcast tele-
vision network shows. The network may
then commit to a limited number of epi-
sodes, in which case the program goes into
production.

By the time it hits the production stage,
the original program concept has gone
through many changes at the hands of
agents, production company executives, net-
work people, and so on. Sometimes the fin-

ished product resembles the creator’s first
idea only in the most general manner. The
script, for example, will be changed contin-
uously, even during production.

The producer is in overall charge of the
program. The producer first shepherds the
program through preproduction—has the
script written, cost estimates and budgets
made, personnel hired, sets built, and so on.
Then the producer oversees production as
the director chooses various camera shots to
translate the written script into visual im-
ages. Generally, these shots include the fol-
lowing: close-up shots showing the head and
shoulders of performers; medium shots
showing the upper part of performers; long
shots showing all or most of the performers
and a large part of the background; reaction
shots showing performers seeming to watch
or listen to someone or something else; and
cutaway shots of objects showing, for exam-
ple, the close-up of the murder weapon or
the glass with the lipstick on it.

Finally, the producer supervises postpro-
duction, in which the visual images are
turned into a finished program. Sometimes
writers or directors, to retain creative control
of their material, take on the role of pro-
ducer. They are called hyphenates because
of the hyphens in their job titles—for exam-
ple, producer-writer.

We can divide television production tech-
niques into two overall classifications. In
electronic production, the resulting me-
dium—the output of the production process
that carries the picture information—is
video, an electronic signal. Video may be
transmittted immediately or stored on vid-
eotape. In film production, the output is ex-
posed and developed motion picture film.

6.2.1 Electronic Production Techniques

The following paragraphs describe electronic
production. Four electronic production tech-
niques have evolved—multicamera, auto-
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mated multicamera, multivideotape, and sin-
gle-camera—as well as the stop-and-go
method, which is sometimes used in corpo-
rate video settings.

6.2.1.1 Multicamera As the name implies,
multicamera production involves two or
more cameras. During production, every
camera produces a picture different from that
of every other camera, and all cameras pro-
duce pictures at the same time. Only one pic-
ture, however, is used—broadcast or re-
corded—although that one may be a
combination of several that are available.
Multicamera production involves a series of
on-the-spot, as-it-happens answers to the
question, “What one best picture should be
the ultimate video product of this production
right now.” Multicamera production is tradi-
tionally used in many studio and location
productions—for example, news programs,
sports remotes, and comedy/variety shows.

For a dramatic program, the director
blocks (plans) all performer and camera
movement in advance. Television studio
time is expensive, so the director rehearses
performers elsewhere, perhaps in an empty
rehearsal hall. By the time they move into
the studio, sets have been erected, dressed
(props put in place), and lighted. Only then
are cameras and performers rehearsed
together.

When the program is finally telecast or
taped, the director usually works in the con-
trol room. There, the director has two prin-
cipal tasks, selection and instruction.

Selection involves the decisions discussed
above, the ongoing choices of video for in-
clusion in the production from among the
varied sources available, such as studio and
remote cameras, videotape playback, and
character generators. The control room (Fig-
ure 6.3) contains video monitors (television
screens), each showing the output from one
video source. The director observes these
monitors and “calls the shots,” that is, in-

structs which picture or combination of pic-
tures is to be selected. A technical director
(TD), also in the control room, operates the
mixing controls and other devices to carry
out the director’s commands.

The instruction task consists of issuing di-
rections to production crew members. Most
crew members are usually located outside
and away from the control room, so the di-
rector communicates through two-way head-
sets. Each studio and remote camera has an
operator, and the director tells the operator
what camera shot to get. Similarly, the direc-
tor gives other instructions to the production
assistants and technicians who make up the
rest of the crew. Thus, the director simulta~
neously directs (tells the camera operators
what shots to get) and edits (tells the tech-
nical director which shots and what order of
shots to use.

Television audio uses basically the same
equipment and follows the same principles
as audio-only production. Unlike audio-only
production, however, the performer in tele-
vision is often in motion. Therefore, TV
sound pickup (the capture of sound by mi-
crophone) requires some specially adapted
equipment and techniques.

The postproduction phase includes vid-
eotape editing (Box 6.1). The amount of ed-
iting varies with the program. For example,
many local public affairs programs use live-
type videotaping. Here the videotape re-
corder (VTR) begins recording, and the pro-
gram is done as though it were being tele-
vised live. The tape is later broadcast with
little or no editing. At the other extreme is a
program produced in segments and assem-
bled later, almost like editing a film (Section
6.2.2.5). Somewhere in between is the vid-
eotaped situation comedy. Typically, the
program is recorded several times all the way
through; then separate scenes or shots are re-
corded again as needed. The best of each re-
cording is edited together to make one com-
plete program.
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(a)

Figure 6.3 Production control room. (a) The technical director (TD; left) and the director
for the noon news at WESH-TV sit at the video mixing console and face a bank of monitors.
(b) Looking over the shoulder of the director (right) to see the TD and the controls he op-
erates. The box to the left of the video mixing console (partially obscured by the TD's head)
contains controls for videotape machines that are located in another room. (c) The direc-
tor's view of the video monitors. (d) At Channel 2's Orlando studio, the audio control op-
erator sits behind and slightly above the TD in the production control room.

6.2.1.2 Automated Multicamera A varia-
tion of the multicamera technique eliminates
production crew members, particularly cam-
era operators, through automation. This
works best in one-set studio situations with
little or no movement by on-air talent—pri-
marily in newscasts. A remote-control de-
vice allows one person to manipulate all
cameras. Levers, switches, and pushbuttons
on a central panel activate servomotors that
pivot the camera and move its zoom lens.
Most remote-control systems allow advance
programming of all camera movements.

In 1988, NBC News introduced robotics
to production; it put into use a remote-con-
trolled camera (Figure 6.4) that could pivot,
zoom, and move around the studio floor. The
network also planned to replace technicians
who play back videotapes and video graph-
ics with robotics technology and then tie all
robotically operated devices into a computer.
At that point, one individual could produce
a newscast from the computer keyboard.

6.2.1.3 Multivideotape Multivideotape
production also employs two or more cam-
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-

Figure 6.4 NBC's remote-contirolled camera.

Broadcasting Company, Inc.)

eras. In this technique, however, all pictures
are used—that is, recorded for postproduc-
tion editing. Each of a number (say, four) of
electronic cameras feeds a separate VTR. All
operate simultaneously. The result is four
complete videotapes of the same scene, each
from a different angle or shot. On-line
switching is completely eliminated, and the
director works in the studio with the per-
formers. After production, an editor selects
various shots and angles from the four vid-
eotapes and edits them together into the fin-
ished production. Thus all editing is done in
the post-production phase, in motion picture
style.

6.2.1.4 Single-Camera/Electronic Field
Production A single-camera production
employs one camera, usually a high-quality
minicamera, which feeds a VTR. Through
stop-and-go taping, the camera records
every scene and sequence in the script, one
shot at a time. The various shots may even
be taped out of sequence, just as in film pro-
duction (Section 6.2.2.3). However, when
well done and skillfully edited, the shots go
together to form a unified whole that looks
as slick as the best standard multicamera

(Photo © 1989, Courtesy of the National

production. The single-camera technique
works well in situations where the program
creator wants hands-on control of produc-
tion or must work with less than a full pro-
duction crew.

When used out of the studio, the single-
camera technique is called electronic field
production (EFP) (Figure 6.5). It is particularly
well suited for production of commercials
and documentaries, and independent video
documentary makers and corporate televison
producers often use it. Some broadcast and
cable program producers have experimented
with single-camera production and predicted
that it would become the norm, particularly
in high-definition television (Section 12.5.3).

6.2.1.5 Corporate Video Corporate video
refers to in-house use of small-format video
by a business, governmental, or educational
organization. Therefore, it is not so much a
separate production technique as it is a pur-
pose for use of production techniques.

In some corporate settings, however, a
special technique has developed. Often, the
organization does not staff its “media de-
partment” on a grand scale. So the corporate
television producer may not only produce
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Figure 6.5 Electronic field production. EFP crew sets up in a county courtroom. The direc-
tor checks out the videotape recorder (right background). Channel 2 used the single-cam-
era technique to produce this series on the criminal justice system for use by Orange
County middle schools.

the production but also direct, make do with
a skeleton crew, and—even with multiple
cameras—use the stop-and-go production
technique mentioned above. For example,
suppose the director (the corporate television
producer acting as director) has three cam-

eras and only one other person to help. The
director could switch and run audio, and the
helper could run the cameras and give cues.
But at some point, the director will need two
cameras moved at once, and there just are
not enough people to do it. In such a situa-

Box 6.1 The Videotape Editing Process

Typical equipment in a videotape editing suite (a) includes two editing recorders
(lower left; operator’s left hand is on bottom recorder), three video monitors (on
desk—two 19-inch and one 5-inch): editing controller (on desk, under operator’s
right hand), special effects generator (to right of operator—control board on top,
electronics below), and a printer (above small monitor). Minimum equipment for
videotape editing consists of two VTRs (b). One plays back and the other records
program material in the order in which it is to appear in the final edited version. This
recording becomes the edited tape. More sophisticated editing can be done by
adding a conftrol console (c). The tape editor operates the console to command
electronically the two recorders when and where to cue up, play back, and record.
The most elaborate consoles (d) allow insertion of special effects such as fades,
dissolves, mattes, and keys. (Photograph courtesy of JVC PROFESSIONAL PRODUCTS

CO. Used by permission.)
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tion the director would set up all cameras on
their shots, turn on the VTR, tape as much as
possible, stop the VTR, reset the cameras for
the next group of shots, and tape some more,
until the entire production is on tape and
ready for editing.

6.2.2 Film Production

Much television program material is pro-
duced on film. After discussing multicamera
and kinescope, this section focuses on the
feature film technique, film animation, and
film postproduction.

Film Production

6.2.2.1 Multicamera

Some half-hour situation comedies use elec-
tronic-style production technqiues with film
cameras. The program is often performed on
a stage before an audience. A number of film
cameras are placed so as to film the produc-
tion simultaneously from different angles.

The result is a number of film copies (prints)
of the program.

6.2.2.2 Kinescope Recording Though not
currently used in cable or broadcasting, an-
other method of film production uses elec-
tronic cameras and a switcher. The picture is
fed to a kinescope, a high-intensity televi-
sion picture tube. A film camera is aimed at
the tube and films the picture. This prevideo-
tape method of recording television is called
kinescope recording.

6.2.2.3 Feature Film Production Most film
television dramas and many commercials
(Figure 6.6) are produced using feature film
production techniques (Figure 6.7). One
camera is used. Each time the camera moves,
it is a new setup, and often the lights and mi-
crophones must be reset as well. A setup
takes anywhere from a few minutes to most
of a day, according to its complexity.

Scenes are filmed out of sequence; that is,

Figure 6.6 Location film production. (Photograph courtesy of Victor Duncan, Inc. Used by

permission.)
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Figure 6.7 Film production process. Audio, opticals, and many other steps have been

omitted for the sake of clarity.

they are not filmed in the order in which
they appear on the program. In the finished
program, a particular section might open on
a close-up of a performer speaking the first
line, cut to a reaction shot of another per-
former as the original performer speaks the
second line, and then cut to a long shot as the
third line is spoken. In filming, however, the
entire section was first filmed in one or a se-
ries of long shots. These master shots cor-
respond to the scenes as written in the script.

Then the director filmed supplementary
scenes—first, medium shots; then, close-up
shots; and finally, reaction shots and cut-
away shots. By the time the director has
filmed the section from all angles and views,
much more film has been shot than will be
used. On the average, 10 feet of film are shot
for every one used in the program.

To confuse matters further, the sections of
the program are also filmed out of sequence.
The script may call for the first section to take
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place in an office, the second in a house, the
third in the office again, the fourth in a bar,
the fifth in the house, the sixth in the office,
and the seventh back in the bar. But in film-
ing the program, the first, third, and sixth
sections will be filmed one after the other in
the office set; the second and fifth, in the
house set; and the fourth and seventh, in the
bar set. This filming method saves time and
money by reducing major camera move-
ments from one set to another, thus cutting
fees for sound stage rental and location (at
someone’s actual office, house, and bar)
usage.

Dialogue is recorded at the same time as
the picture, but separately. While the camera
records the picture, sound is recorded on
audiotape.

The director supervises the entire produc-
tion, directs performers in rehearsal and dur-
ing filming, and decides how to film each
scene and section. The director of photog-
raphy is in charge of the camera crew, ad-
vises the director on how to use the camera
in filming a scene, and designs and directs
the setup of lighting. The film production
crew consists of specialists, and there are in-
dividuals or teams that handle properties,
sets, lighting, heavy equipment, sound, cler-
ical functions, logistics, and transportation.

6.2.2.4 Film Animation Film animation be-
gins with a series of drawings, and each sec-
ond of screen time may require at least 24
separate drawings. The total number of
drawings required for even a short animated
section can be in the tens of thousands.
These drawings are then photographed
using special cameras that film one frame at
a time, stopping after each frame to allow the
drawing to be changed.

Highly articulated, lifelike film animation,
such as that used in the Walt Disney classics,
is very expensive compared with live-action
filming. Computer animation, on the other

hand, allows the artist to draw the basic
shapes once and then animate them elec-
tronically. This saves a great deal of time
and, thus, money. Despite the high initial
costs for equipment, television makes in-
creasing use of computer animation.

6.2.2.5 Film Postproduction Each day, ex-
posed film is delivered to the processing lab-
oratory. The laboratory processes the film
overnight. The next day the film is viewed as
dailies or rushes to determine whether any
scenes need to be refilmed.

The film next goes to the editor. The edi-
tor chooses scenes, sets them in the order
that will best tell the story, and edits the di-
alogue to match the picture. Other sound is
added—sound effects, music, voice-over
narration (if used). Finally, picture and sound
are put together on one film, the completed
program.

6.2.3 Electronlc Production Versus Fllm
Production

We have described two different types of
television production. In traditional elec-
tronic production the program is largely pro-
duced in sequence and in real time. There
may be some postproduction editing, but for
the most part the shots have gone together
in the proper, finished order at the time of
production. In film production, on the other
hand, the program is produced out of se-
quence and is edited after production. The
director films; then the editor assembles.
There is a difference, too, in quality of pic-
ture. As viewed on home receivers by audi-
ence members, electronic cameras give
brighter, sharper pictures, more intense col-
ors, better color reproduction, and greater
feeling of simultaneity—of watching a per-
formance as it happens. Film programs seem
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less alive than electronic productions (and
remember, we mean here only quality of pic-
ture, not program content) chiefly because of
their intermedium nature.

Intermedium nature simply means that a
program is produced on film and played
back on television. Film stores information
by photochemical means; television trans-
mits information using electrons. Each me-
dium has its own limitations on amount and
types of information it can reproduce. The
combination of these two sets of limitations
makes for a picture that is not as crisp as a
direct, electronic picture. Videotape, on the
other hand, is actually part of the electronic
production medium. Videotape avoids loss
of crispness because it stores signals from
electronic cameras, reproducing them with
nearly total fidelity on demand. In fact, un-
less the viewer is so informed, it is impossi-
ble to tell whether a production is live or on
videotape. :

Film production, however, is still the
method that allows greatest flexibility in pro-
duction—scheduling performers, crews, and
sets—and moving from location to location.
Hollywood, California, is the home of most
major production companies, and film is the
medium with which they are most experi-
enced. And though videotape production is
slightly less costly, the initial investment for
equipment is much higher than for film
production.

A sort of trichotomy has evolved based on
live, videotape, and film production charac-
teristics. Programs in which the element of
time is important—to get it on the air as soon
as possible—are produced live using elec-
tronic techniques. These include news,
sports play-by-play, on-the-spot coverage,
local church services, and, occasionally, in-
formational and public affairs.

However, most television programs are
produced on either videotape or film. Both
allow some degree of flexibility in production

scheduling and postproduction editing. Per-
haps more important from an economic
standpoint, both allow the program to be
syndicated.

Videotape is used for programs in which
the illusion of aliveness and simultaneity is
thought to be important. These include soap
operas, a number of network prime-time sit-
uation comedies, almost all of the Public
Broadcasting Service’s dramatic programs,
talk shows, children’s programs, game
shows, commercial network music and vari-
ety programs, some syndicated religious pro-
grams, and various pay television specials
such as plays and nightclub acts. Videotape
is also used for most instructional television
programs, for the time and money saved
over comparable film production.

Film production is used for programs
where production flexibility is important,
while time and apparent simultaneity are
not. These include most regularly scheduled
commercial network dramatic programs,
some situation comedies, and made-for-tele-
vision movies. Film is the oldest and the tra-
ditional medium for animation as well; thus
children’s cartoon programs are on film.
Most film sizes are also compatible all over
the world, an advantage in international pro-
duction and syndication.

6.2.4 Electronic Production and Film
Production

On the other hand, in production the bound-
aries among various media have become
blurred. Film uses production techniques
once associated only with video, and vice
versa. For examples, look at earlier para-
graphs in this chapter—multicamera film,
multi-VTR video, single-camera video, stop-
and-go production, computer animation. The
first four mix film and video production tech-
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niques. The last marries video and computer
technology to produce moving drawings, an
effect developed in, and for years possible
only in, film. Yet even theatrical film produc-
tion now uses computer animation.

Also, film crews routinely use video
equipment. They strap a video camera onto
the film camera. The video camera feeds a
VTR. When they film a scene, they switch on
both the film camera and the VTR. Immedi-
ately afterward, they play back the tape and
determine whether the shot was good—
without having to wait for the next day’s
rushes. In postproduction the tape becomes
a video work print, and the editor uses a
video editing console to assemble a tape ver-
sion of the completed production. Finally,
the editor physically cuts and splices the film
to match the tape. This saves time and work.

High-definition television (HDTV; Section
12.5.3) opens even more possibilities. HDTV
differs from conventional television in at
least one respect and perhaps two—resolu-
tion and aspect ratio. Resolution refers to the
amount of picture elements or information in
the frame, and HDTV features such high res-
olution that it can be projected onto a motion
picture screen and look as sharp as film. As-
pect ratio refers to the height of the picture
as compared to its width. Some HDTV pro-
posals would widen the television screen so
that its shape more closely matches that of
the motion picture screen. Thus, a director
could make a movie using HDTV video cam-
eras and record it on videotape. The com-
pleted movie would then go to the theaters
in two ways. For smaller theaters, the studio
would transfer the tape to film to be shown
by the traditional method, on a film projec-
tor. For larger theaters, the studios would
play the taped "“movie” and relay it by
satellite to the theaters. The theaters would
feed the satellite signal directly to large video
projectors to show the movie on their
screens.

6.3 RADIO PROGRAMS

Most radio stations emphasize programming
as a whole (Section 7.2.1), not individual
programs. Radio audiences tend to listen to
rock radio stations, not rock radio programs;
to country music stations, not country music
programs; to jazz stations, not jazz programs.
However, many stations air individual pro-
grams, and even an ongoing programming
format is a program. Therefore we examine
types, scripting, and syndication of radio
programs.

Live programming at most radio stations
consists of the disc jockey, the telephone
call-in, or the news format. Except for some
commercial copy (script) that must be read
live, the disc jockey and call-in formats do
not use a script in the formal sense of the
term. Even a public affairs program often
takes the form of extemporaneous discus-
sion, with the moderator’s list of questions
being the only written script. News pro-
grams, sports programs, and weather reports
are fully scripted, and sports play-by-play
broadcasts uses partial scripts. For the most
part, scripted network- and station-produced
programs are commentary, editorials, docu-
mentaries, and (rarely) dramas and comedy.

A great variety of scripted, recorded radio
programs is available from syndication
sources. The term syndication implies pro-
duction, sale, and distribution of programs
designed primarily for the station to attract
and interest an audience. There are firms that
produce such programs, and the programs
themselves range from one minute to several
hours in length and from commentaries and
features to drama and musical anthologies.
Syndicated music services offer automated
stations literally weeks of music program-
ming. Some syndicated material is offered to
stations on a barter basis—the station pays
little or no money, and the programming
contains positions into which the station
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may insert commercials, but it also contains
commercial messages (which the station
must carry) that the syndicator has sold.
Programs are available that promote the
opinion or stand of the producing organiza-
tions. These organizations include churches
and church-related groups, various levels
and branches of government, educational in-
stitutions, political organizations, industry
and trade groups, labor unions, and other
special-interest groups. Sometimes stations
are asked to air these programs free; at other
times they are paid rate card prices (the
amount charged to advertisers) to run them.

6.4 TELEVISION PROGRAMS

Television programming consists of individ-
ual programs. Some cable programmers, in-
dependent television stations, and low-
power television outlets have adopted on-
going programming formats, most of which
are based on comtemporary music. But, for
the most part, television schedules comprise
discrete units of entertainment and informa-
tion. In this section, television programs are
divided into eight broad categories—enter-
tainment, information, sports, advertising,
special audience, cultural, educational, reli-
gious, and miscellaneous.

é.4. 1 Entertainment

The first concern of any TV programmer is
entertainment. To a certain extent, this holds
true even for television news (Section 8.1.5).
Most TV programming consists of pure enter-
tainment—it has no other purpose but to
hold our attention so as to bring us pleasure
(and, of course, to expose us to the advertis-
ing messages it contains). Nearly every
broadcast and cable network and outlet
telecasts the various entertainment program

types; these may be categorized as drama,
comedy, music, variety, talk, game, and
reality.

6.4.1.1 Drama The weekly dramatic series
is a continually popular program type, espe-
cially in prime time. A program in a dramatic
series is generally one hour. Each program in
the series features a complete and different
play. The same performers play the same
main characters every week; only supporting
characters change.

The daily serial, also called soap opera
(Figure 6.8) or simply “’soap,”” runs 30, 60, or
90 minutes per daily episode. Usually, sev-
eral main plots unfold at once in a soap. Dra-
matic pacing is slow, and plot and characters
carry over from one program to the next.
Soaps generally air during the day; however,
themes and characters in some popular
prime-time network weekly series bear a
strong resemblance to those in the daytime
soaps and are even called prime-time soaps.

The miniseries (Figure 6.9) combines el-
ements of both the dramatic series and the
soap. The miniseries is finite; it runs for a
specific number of episodes and then ends.
Individual episodes have continuing charac-
ters, and each program is a complete story.
But the series also tells an overall story—for
example, a family evolving with the times or
an individual going through a particularly
critical phase of life. There may be a trace of
the soap’s cliff-hanging element in the mini-
series; an individual episode, while complete
in itself, may close with a tacit question con-
cerning the fate of a major character or
endeavor.

As is the case with a number of other pro-
gramming innovations adopted by commer-
cial broadcasting, the first successful mini-
series appeared on public broadcasting. This
was The Forsyte Saga, a British Broadcasting
Corporation production aired by the Public
Broadcasting Service in 1969. By the late
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Figure 6.8 Soap opera. ABC’s General Hospi-
talis one of daytime television’s most popular
network programs. (Photograph © 1989, Cap-
ital Cities, ABC., Inc.)

1980s, the most popular miniseries was still
ABC-TV's Roots, broadcast over eight days in
1977.*

The docudrama recreates an actual inci-
dent, situation, or individual, usually in the
form of a made-for-television film. The
docudrama is scripted to highlight the dra-
matic elements, uses professional actors, and
is produced as an entertainment program.

Rarely, a broadcast network telecasts a
theatrical production. Plays and revues are

*The single program that had the largest audience
was CBS-TV’'s 1983 “Goodbye, Farewell and Amen,”
the 24-hour final episode of the long-running comedy se-
ries M*A*S*H; CBS estimated that over 125 million peo-
ple watched some part of that program. The highest-
rated program was a January 1953 episode of I Love
Lucy, in which the female lead gave birth to a son (Lu-
cille Ball, the actress, was pregnant in real life); that
show averaged a 71.8 rating and a 92 share, but the total
number of television homes in the country was only
21.2 million at that time,

seen slightly more often on some cable
networks.

6.4.1.2 Comedy Comedy programs may
feature a funny person, the humor that de-
rives from putting certain types of people in
certain types of situations (the situation com-
edy [Box 6.2]), or a string of seemingly un-
related funny lines and situations.

6.4.1.3 Music and Variety In pure form,
musical programs would feature only
music, and variety programs would feature
various changing acts and performers. Early
in television’s history, there were such pure
forms; later, however, music and variety
were usually combined. For example, an in-
dividual gained fame as a singer of popular
music and, as a result, hosted a network mu-
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sical variety series; on the program the star
introduced performing guests and acted in
comedy skits, as well as singing in musical
numbers. By 1990, musical variety TV shows
were mostly a thing of the past. However,
comedy programs sometimes still contain
music and variety; Saturday Night Live is an
example. Even some dramatic programs may
include musical numbers.

Two musical program forms really qualify
more as television disc jockey shows. One,
the dance program, dates from the 1950s. A
host introduces each recording, and the
video accompanying the music shows the
dancing of a studio full of audience partici-
pants. The other program form is the music-

video show, a product of the 1980s. Inspired
by the success of Music Television (MTV), a
national cable program service, this program
features "videos”’—videotapes of visual in-
terpretations of popular music—often intro-
duced by a “video jockey.” Cable pro-
grammers and TV stations put such
programs in their schedules; a few devoted
their entire program day to music videos, be-
coming, in effect, television radio stations.

6.4.1.4 Talk The basic talk show format
features a moderator who converses with
one or more guests. Talk shows may have el-
ements of comedy, music, and variety as
well. In another variation, the moderator

Figure 6.9 Miniseries. ABC aired the record-setting Roofs, based on the best-selling book
by Alex Haley, in 1977. (Source. AP/Wide World.)
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Box 6.2 Cosby: The Sitcom Phenomenon

A hit from the outset, The Cosby Show founded an unbeatable Thursday night
comedy lineup for NBC during the middle and late 1980s and helped push the
network into its first-ever prime-time-season ratings victory. Cosby set records in
syndication, too; Viacom, distributor for the off-net Cosby episodes, used an
“auction’’ format to demand and receive the highest prices ever paid for a
syndicated series. Trade press reports had WWOR-TV, New York, paying slightly
more than $40 million for the initial cycle of Cosby episodes; KCOP-TV, Los Angeles,
paid close to $40 million. This first cycle was said to have generated a total of $600
million to $650 million in revenue. Most came from fees paid by the station. Not only
the most expensive, Cosby was also the first off-net strip to be sold on a cash-plus-
barter (Section 7.3.2.1) basis. More than $100 million of its total revenue was
generated by the one minute of barter time in each episode. Here, Theo (played by
Malcolm-Jamal Warner, right) has brought his friend Denny (Tory Winbush, center) to
seek advice from CIliff (Bill Cosby) in the episode titled “*‘What He Did For Love."”
(Photograph © 1989, courtesy of the National Broadcasting Company, Inc.)
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Figure 6.10 Confrontational talk. Television newspeople often described these and other
“redlity’” programs as ‘‘cheap,” “‘sensationalist,” and “‘exploitative.” Along with The Mor-
ton Downey Jr. Show. one of the most condemned (and one of the most popular with view-
ersl) was Geraldo! A melee during a November, 1988, taping of the latter program resulted
in the host suffering a broken nose—which, in turn, was milked for its publicity value.
(Source: AP /Wide World.)

also calls for studio audience participation. In
the advice show variation, an "expert” re-
sponds to questions from the audience; dur-
ing the 1980s one of the most popular and,
at the same time, titillating such shows fea-
tured Dr. Ruth Westheimer answering que-
ries concerning sexual conduct.

By the end of the 1980s, personality-
based, audience participation talk shows had
emerged as one of the staples of “reality”
programming (Section 6.4.1.6). Among the
best-known such programs were Donahue,
The Oprah Winfrey Show, Geraldo! (Figure
6.10), and The Morton Downey Jr. Show. The
latter two, particularly, gained notoriety for
their confrontational nature. Downey, how-
ever, suffered loss of audience and advertis-
ers, and its syndicator took it out of distri-
bution in 1989.

6.4.1.5 Game Game shows use a host or
hostess who sets up the game situation or
asks the questions and one or more contes-
tants who try to win the game and collect a
prize. This theme seems to have endless
variations, and television broadcast sched-
ules nearly always include game shows. Dur-
ing the late 1980s, one company, King
World, distributed the three most popular
syndicated shows (Figure 6.11)—Wheel of
Fortune and Jeopardy!, both game shows,
ranked one and two, while Oprah Winfrey, a
talk show, came in third.

6.4.1.6 Reality Inthe early 1980s, program-
ming interests in the trade began to use the
term reality programming to cover a number
of different types of programs. By the latter
part of the decade, a two-part distinction had
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@

Figure 6.11 King World’s winners. During the
late 1980‘s, one company, King World, distrib-
uted the three most popular syndicated shows.
(a) Wheel of Fortune and (b) Jeopardy!, both
game shows, ranked first and second, while (c)
Oprah Winfrey, a talk show, came in third.
(Source: AP /Wide World)

emerged. "Reality programming” featured
nonactors dealing with issues of personal
concern. It included shows such as The Peo-
ple’s Court, Group One Medical, On Trial, and
America on Trial. In "reality-based program-
ming”’ paid talent dealt with nonfictional
material. Examples included Fox’s The Re-
porters, A Current Affair, and America’s Most
Wanted; NBC’s Unsolved Mysteries; and al-

()

most any Geraldo Rivera special (such as the
syndicated Mystery of Al Capone’s Vaults and
NBC’s Devil Worship: Exposing Satan’s
Underground).

These programs resembled both fiction
and news or public affairs but were neither.
Most were strictly entertainment fluff yet left
the viewer with the impression of "having
learned something.” Some TV news person-
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nel condemned them as trash TV and wor-
ried that they blurred the line between jour-
nalism and entertainment for TV audiences.

6.4.1.7 Miscellaneous Into this subcate-
gory go the entertainment programs that do
not easily fit into the other slots. For exam-
ple, various exercise and aerobics shows
might conceivably be construed as educa-
tional, since they supposedly aim at how-to
and self-help needs. On the other hand, most
such programs feature well-developed, at-
tractive people clad in skintight clothing who
bounce around energetically to popular
music—more than a little entertainment
even for the most unathletic voyeur. Simi-
larly, Entertainment Tonight and its clones are
not readily categorized, nor are the several
movie-review programs.

6.4.2 Information

Information programs include news, discus-
sion, documentaries, on-the-spot coverage,
and commentary and editorials. Section 8.4
deals with these at some length. Cable net-
works have greatly expanded the availability
of information programming. On the other
hand, there are cable networks and televi-
sion stations that broadcast little or no infor-
mational programming.

6.4.3 Sports

Sports programs fall into two categories—
sports reports and play-by-play. A sports re-
port is structured much like a newscast. An
anchor reporter reads sports news—who
won, who got hired, what stadium is nearing
completion. Sometimes the sports report in-
cludes an interview with a prominent sports
figure. In broadcast television, local stations
do most of the regularly scheduled sports re-
ports. In cable television, however, several

national networks telecast daily sports
reports.

Play-by-play is a remote telecast of an
entire sports event—a football game, a horse
race, a golf tournament. Several sports an-
nouncers offer commentary, statistics, expla-
nations, and interviews during the event.

In addition to reports and play-by-play,
there are documentaries on sports person-
alities or events, program series devoted to a
single sport (such as fishing or hunting), and
sports magazine programs (spot coverage of
various events on one show, sometimes live,
sometimes recorded and edited for time).

The major broadcast networks and some
independent stations carry sports program-
ming. In cable, at least one national network
(ESPN) and several regional networks spe-
cialize in sports and telecast extensive play-
by-play programming. Superstations and
some other cable networks carry sports pro-
gramming. Various pay television outlets oc-
casionally offer full play-by-play coverage of
individual sporting events on a pay-per-view
basis.

6.4.4 Advertising

This category comprises programs designed
solely to sell things (Section 9.1.2.1). An ad-
vertising program may contain elements of
entertainment, information, or instruction,
but these are incidental to the advertising
message.

6.4.5 Special Audience

Special-audience programs are designed to
appeal to a particular segment of the public
(Figure 6.12). Common special audience pro-
grams include those for women, children,
farmers, and specific ethnic groups. This pro-
gram category overlaps others somewhat;
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Figure 6.12 Special-audience program-
ming. Examples of programs for (a) women,
Lifetime’s Attitudes; (b) children, Peewee’s
Playhouse, and (c) racial minorities, Univision’s
Portada (Cover Story). (Source: a courtesy,
Gene Nichols & Associates, b AP/Wide World,
¢ Univision)

many of these programs could also be clas-
sified as entertainment or information.

In recent years, stations have done less
and less locally produced programming for
women and children and have relied more
and more on network and syndication

sources. Cable systems, however, have
begun to provide women'’s programs.

The Public Broadcasting Service runs
some of the finest children’s programming
in existence. Cable networks also offer good
children’s programming; Nickelodeon, in
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fact, aims its entire program schedule at chil-
dren. By contrast, CBS systematically
squeezed out its fine, long-running daily
Captain Kangaroo and reduced it to a week-
end slot in the Saturday morning children’s
programming ghetto. On the other hand,
critics have noted improvement in both in-
tellectual and entertainment levels of Satur-
day morning broadcast network pro-
gramming,.

Stations and cable systems produce pro-
grams for farmers. Such programs occur par-
ticularly in agricultural areas, usually in the
early morning.

Programs for special ethnic groups orig-
inate from local stations, cable systems, cable
networks, and PBS. Racial and ethnic minor-
ities are targeted by some cable networks, for
example, Black Entertainment Television
and Univision (Spanish language). The com-
bination of cable television and the low-
power television service (Section 4.5.2.3) of-
fers possibilities for even more programming
for ethnic groups, as well as for other groups
such as women, farmers, and country music
fans.

6.4.6 Cultural

Cultural programs focus on arts, letters, and
scholarly pursuits. This is perhaps the broad-
est of all program categories, the one that of-
fers the most diversity. While most programs
must focus on the “now,” the current, and
the popular or are otherwise limited as to
content, cultural programs select subjects
from the whole range of human achievement
and study, from the past as well as the pres-
ent. They range from films to plays to sym-
phony concerts to dramatizations of lives
and literature to documentaries of wild life
and archaeological explorations. Public tele-
vision broadcasts much cultural program-
ming. At least three cable channels—Arts &
Entertainment, Discovery, and Bravo—focus

all or most of their programming on cultural
subjects. Advertising-supported broadcast
stations rarely carry cultural programs.

6.4.7 Educationai

Educational programs are designed to teach
or to supplement the teaching process. Many
focus on conventional educational goals,
particularly those related to schools and the
teaching of children. They may take the form
of for-credit lessons for classroom or home
use. They may supplement or offer assis-
tance in formal school instruction; these pro-
grams range from PBS shows that have been
integrated into school curricula to local
“homework hot line” programs. They may
offer informal, less traditional instruction
that aims, nonetheless, at teaching some of
the concepts taught in a classroom, as does
the perennial Sesame Street. They may teach
more abstract concepts, such as the self-
esteem and positive social values offered by
another perennial, Mister Rogers’ Neigh-
borhood.

The educational category also includes
programs that focus on self-improvement,
health, and how-to instruction, subjects that
often have little to do with schools or chil-
dren. Subjects range from beauty and
makeup hints to home repair, from fitness
and health to landscape painting and
cooking.

Most educational broadcast programs are
telecast by public television sources. The
Learning Channel, a national cable network,
specializes in educational programming, and
some cable systems carry instructional pro-
gramming originated by local school sys-
tems. Self-improvement/how-to programs,
once the nearly exclusive domain of public
television, grew in popularity during the
1980s, appearing on local commercial sta-
tions, on cable networks, and in home video
stores.
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6.4.8 Religious

Religious programs are telecast chiefly on
commercial and religious broadcast stations
and religious networks. They originate lo-
cally, from networks, or from religious syn-
dication sources, such as a denominational
radio-television-film agency or an evangel-
istic association. The programs themselves
range from local worship services to slick,
star-studded productions of major evangel-
ists, from children’s programs that teach
moral lessons to intellectually stimulating,
professionally produced dramatic presen-
tations.

6.5 ON THE AIR

Somehow, the programs must be transmit-
ted. They must be strung together into some
sort of whole and then embedded into the
proper channel and dispersed to the in-

tended audience. The decisions that go into
that “stringing together’” are called program-
ming, the subject of the next chapter. In this
section, we are concerned with the proce-
dures by which those decisions are translated
into the stuff you hear and see on your re-
ceiver, how it gets on the air (or the cable or
whatever).

6.5.1 Program Log

In the United States, radio and television
programs begin and end at exactly the time
they are supposed to, and every second dur-
ing the programming day is accounted for.
Most broadcast stations (and many other
media outlets) achieve this precision with the
program log (Box 6.3). The log lists in chron-
ological order information such as the fol-
lowing: each program and announcement,
its length, when it begins and ends, the type
of program material (such as news, religion,

Box 6.3 Deciphering the Program Log

The program log provided is used to control and keep track of programming
content. Many stations use a computerized system to schedule programming
elements and to generate the log. The page pictured here is the 11 to noon
segment of a computer-generated log for a radio station. Abbreviations are
defined across the top. The Sponsor-Program-Title-Product column lists programming
elements that will run during the hour. Entries under Scheduled Time indicate when
each element is to be aired; those under Length specify how long each lasts in
hours, minutes, and seconds (HMS); and those under Source and Type show the
origin and classification of the element, respectively. The remainder of the columns
apply to commercials. The numbers under INST (instructions) indicate audiotape
cartridges that contain the recorded commercials; Reference No. entries refer to
the client contract and the affidavit (the certification that the commercials have
run); Ordered Time shows the daypart during which the commercial is to run. An
entry under Make Good for Date would indicate a commercial scheduled for
previous broadcast that had not run correctly or had not run at all. This station
originates its own AOR format (Quality Rock n’ Roll), so the first entry is marked LIV
(live) under Source. The Psychedelic Psnack entries list WWO as the source,
indicating that they come from Westwood One. (Log courtesy of WRUF-FM. Used by

permission.)

2
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or entertainment), whether it is recorded, the
source of the audio and (in television) the
video, and sponsor and advertiser infor-
mation.

In a broadcast station the traffic depart-
ment publishes the log. The staff maintains
and constantly updates records concerning

the program elements that are to go on the
air. Program elements are all individually
scheduled items, such as programs, commer-
cials, and public service announcements; rel-
evant information includes when and how
these items will run and for how many days,
weeks, or months they will run. Each day,
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the traffic department uses its records to
compile information about the next day’s
programming and to generate the log, ready
for the sign-on crew the next morning.

6.5.2 Program Sources

To understand how the log is translated into
ongoing programming, you must know
about the physical places from which the
programs originate. We shall call these
places of origin sources, although it must be
understood that this is a special use of the
term. Sources of programs here mean where
the programs come from when they are ac-
tually transmitted, not who produced or dis-
tributed them. The term program is also used
here in a special sense to refer to anything
listed on the program log and thus includes
commercials, station identifications, and
other such elements, as well as the produc-
tions we normally think of as programs.
With that understanding, programs originate
from four main sources—studio, network,
remote, and recordings.

6.5.2.1 Live from the Studio Most pro-
grams that originate in the studio also have
input from other sources. For example, a disc
jockey radio program includes disc record-
ings and audiotape commercials and jingles.
A tele ision news program includes film and
tape reports and commercials.

6.5.2.2 Network Sources In this category,
we include interconnected program services
as will as networks. For example, a radio sta-
tion may subscribe to a satellite-delivered
music program service and, at the same time,
be affiliated with a national radio network, a
network to broadcast major league baseball
games, a network to broadcast the state uni-
versity’s football games, and a farm news
network. Even an independent television
station (a station not affiliated with one of

the three major commercial networks) may
occasionally carry programs from a network
of one kind or another.

6.5.2.3 Remote In a remote, the program is
relayed live to the studio from a distant lo-
cation. The transmission of a local high
school basketball game, the weekly service at
a local house of worship, and the annual
Thanksgiving Day parade are examples of
remotes.

6.5.2.4 Recordings These may be syndi-
cated programs or locally produced pro-
grams. Most syndicated radio material ar-
rives at stations on tape or disc; the stations,
in turn, usually “cart” (transfer to tape car-
tridges) for easy handling and instantaneous
cuing those programs not already in car-
tridge form. Recorded television programs
are on film or videotape. Short program ma-
terial is often transferred to videotape car-
tridges for ease of handling. Television audio
and video can originate from separate
sources; a news story, for example, might
consist of a silent film narrated live by the
newscaster.

6.5.3 Gatekeepers: People and
Machines

The operator at a radio station (usually the
announcer or disc jockey on duty) sits at the
audio console and feeds the programs to the
transmitter as prescribed by the log—origi-
nating some live, throwing the switch to
bring in the remote, loading and playing
back taped programs, opening the micro-
phone in the booth for the newscaster, bring-
ing in the network on time.

The person in charge of getting television
programs on the air on time and in correct
order is the duty director (Figure 6.13) or
residue director. The duty director starts
and stops film projectors and videotape play-
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Figure 6.13 Duty director. At Orlando’s Channel 2, the duty director’s station is a centrally
located, glass-enclosed booth. A computer feeds an electronic version of the program log
to a video monitor (lower teft). The switching equipment (lower center, in front of the duty
director) handles video and audio simultaneously, so one person operates both. In the
background-—actually on the other side of the booth’s glass wall—video monitors show the
various program sources available.

back units, joins the network, cues the booth
announcer, signals directors of live studio
and remote programs when to begin, and
goes into and out of various program
sources.

Sometimes no person actually throws
switches or pushes buttons. Instead, techni-
cians program sophisticated automation de-
vices to choose sources and get programs on.
These devices can operate at varying levels
of automation. For example, all television
switching functions can be funneled to a lim-
ited number of simple control devices; an op-
erator watches clock and log to punch the
button at the correct time, and the automa-
tion system programs that one button to
punch up a VTR playback, punch out of the
VTR playback, join the network, cut away
from the network, punch up an identification
frame, cut away from the frame, and so forth.

Or, the system can handle the whole routine,
with no human intervention. In this case, the
logging information can go directly into the
system, without first having to be printed
out. Listen to a good automated radio station
(the good ones do not sound automated!), or
watch certain pay cable services. They are
smooth, they never make mistakes, they do
exactly what they are told, and they work lit-
erally for pennies.

6.6 TALENT: CREATORS AND PERFORMERS

The two major production centers for nation-
ally distributed television programs are New
York and Hollywood. People who wish to
write, direct, and perform in “the big time”
congregate around these two cities. While
the pay is high and the life seems glamorous,
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the work is hard and long, and job security
is low. To put together an hour-long televi-
sion film show every week is all-involving
and demanding, requiring early morning to
late evening production schedules and, for
the director, producer, and other key creative
personnel, seven-day work weeks for most
of the year. Programs using electronic pro-
duction techniques take just as much time;
taped half-hour situation comedies are usu-
ally produced on a seven-day-per-week
schedule.

Perhaps the hardest grind of all is the
daily soap. Writers must prepare five scripts
a week in advance. The directors must work
out camera and actor blocking on five pro-
grams per week. Actors must memorize lines
from five scripts a week.

The term the big time does not necessarily
equate with stardom or fame. In the talent
realm, it can mean simply getting steady
work. The foregoing discussion of hard work
applies only to the few—the very few—who
stay employed. Bit parts, small supporting
roles, commercial work—such jobs are not
glamorous, do not qualify you as one of "'the
beautiful people,” and do not grant you au-
tomatic entry into the current fad night spot.
But they do bring in paychecks, and that
equates with success. Even at this level, get-
ting to “the big time” as talent in television
usually involves “paying your dues.”
Chaper 21 discuss the concept of dues pay-
ing at some length.

6.7 CRITICISM

A play in the theater runs for a number of
performances. A motion picture plays for
days or even weeks at theaters around the
country. A book remains on sale in book-
stores over a period of time. A painting or
sculpture exists for the ages. Critics of the-
ater, motion pictures, literature, and other
fine arts report on what they see as good,

bad, or indifferent and can influence future
attendance and sales. A television critic can-
not do this. A television program is here and
gone in an instant, to be repeated rarely and
at widely spaced, unannounced intervals as
reruns or in syndication, making it difficult
for the TV critic to influence future
attendance.

What is criticism? You have probably
heard some people say they never watch
television because it is so bad, so violent, so
immoral, or so commercial. That is criticism,
but it is not the type we mean here. Usually,
the I-never-watch-TV criticism implies (1)
use of critical standards from other media
such as literature or painting to judge televi-
sion and (2) judgment of the medium as a
whole, rather than its individual parts. After
all, few people have stopped reading books
because there is so much “trash” in the
bookstores; why then should television be
judged by such an inclusive standard? To
condemn television out of hand is to con-
demn the consistently high standards of net-
work news organizations; the occasional pre-
sentation of outstanding drama, music,
dance, and film; and the entire schedules
of PBS and the arts cable services, much
of which qualifies as fine art by any
standards.

Aside from television’s presentation of
journalism and fine art, one should be able
to distinguish between good and bad televi-
sion, even among the more popular enter-
tainment programs. This is the job of profes-
sional critics, people who review programs
and other aspects of television, particularly
broadcast television, in newspaper and syn-
dicated columns. These critics look at a tele-
vision program and, recognizing the limita-
tions of the medium—it has to draw a large
audience, has to fit within a time slot, has to
be sponsorable, and all the rest of the “has-
tos”’—judge the worth of the program. They
look at its overall premise or theme or idea,
the writing, the directing, the acting, the
opening and closing titles and credits, the
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music, the setting. They judge these ele-
ments on originality, cleverness or quality,
depth, and taste. And based on prior experi-
ence and their individual, absolute stan-
dards, they make distinctions between good
and bad situation comedies, game shows,
comedy-variety shows, action-adventure
dramas, soap operas, sports play-by-play,
talk shows, children’s programs, political
convention coverage, documentaries, and so
on.

Critics pay particular attention to the new
broadcast network programs each September
and January. The repetitive nature of televi-
sion series allows a critic to look at the first
one or two programs and to make fairly ac-
curate judgments about the entire series. If
the initial judgment is wrong, the critic can
reexamine and rereview the series later in the
season.

Unlike their colleagues in art, music,
drama, and literature, television critics are
expected to comment on nonprogram as-
pects of their medium. So you read in their
columns information and observations on
business developments, laws and regulation,
station and network personnel changes, and
advertising practices.
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CHAPTER 7

Programming

The “product” of commercial radio and tele-
vision is time—time you spend listening and
viewing. You donate such time to stations,
cable channels, and networks; they, in turn,
sell it to advertisers to air commercial mes-
sages. In exchange, you receive elements of
entertainment and information put together
in a particular way. This is programming. At-
tractive programming convinces you to do-
nate time to a particular radio or TV outlet.
Poor programming results in few listeners
and viewers, low prices for commercial mes-
sages, few advertisers, and low profit. Ulti-
mately then, success in commercial program-
ming is measured in terms of profit, and
successful programming is vital to a com-
mercial radio or television operation.

To a large extent, pay programming is
driven by the same motivations. The audi-
ence pays for programming directly; in the-
ory, at least, this could bring in enough
money to allow the programmer to appeal to
narrow, minority tastes. By and large, how-
ever, through the 1980s, most pay
programmers still selected materials and ar-
ranged schedules to attract mass audiences.

In this chapter we start with the daypart
concept and radio programming. Then we
look at television programming—Ilocal and
network, broadcast and nonbroadcast. Fi-

nally, we examine audience promotion and
its role in programming,.

7.1 AUDIENCES AND DAYPARTS

The trade divides the programming day into
standard time periods—dayparts (Box 7.1).
Much planning and evaluation in radio and
television revolve around the concept of the
daypart. Programmers, sales personnel, ad-
vertisers, audience research firms—all deal
in dayparts.

For the most part, audience levels and pat-
terns define dayparts. For example, during
television’s daytime daypart (morning until
about 4:30 p.m.), homemakers, preschool
children, and, later, school-age children do
most television viewing. During early fringe,
audience composition and size change as
wage earners return home. Radio’s audience
patterns differ from those of television, so it
also has different dayparts.

7.2 RADIO PROGRAMMING

Physically, broadcast radio is portable, more
so than any other medium. People turn on
the radio primarily when doing something
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Box 7.1 Dayparts

TELEVISION*

Early morning

Daytime**
Morning
Afternoon

Early fringe

Early evening
Access hour

Prime time

Late fringe

Late night

| Overnight

6-9 a.m.

9 a.m.-4 p.m.
9 a.m.-12 Noon
12 Noon-4 p.m.

4-6 p.m.
6-7 p.m.

7-8 p.m.
8-11 p.m.
11-11:30 p.m.
11:30 p.m.-2 a.m.
2-6 a.m. >

different dayparts.

RADIO*

s»Times given for Eastern time zone. Daypart
groupings differ slightly depending on time zone.
Saturdays and Sundays are divided into fewer and

»»Defined and used primarily by networks.

Morning drive
Mid-day
Afternoon drive
Evening
Overnight

6-10 a.m.

10 a.m.-3 p.m.
3-7 p.m.

7 p.m.-12 Midnight
12 Midnight-6 a.m. |4

*Times given for Eastern time zone.

else. The radio audience is the commuter
driving to work, the homemaker cleaning
and cooking, the student doing homework,
the counter people scooping ice cream at
Baskin-Robbins. The radio audience tunes in
and tunes out; it does not listen for extended
lengths of time. Yet, radio reaches over 95
percent of all persons 12 years and older
every week.

Radio draws its largest audience 7:00-
9:00 a.m. Figure 7.1. Audience levels decline
gradually until early afternoon, then build to
a secondary peak 5:00-6:00 p.m. Radio au-
diences abate as television sets light up.

The implication for the programmer is
clear. Program elements must be arranged so
that audience members may tune in and tune
out and not feel they have missed anything.
This usually means that program elements
will be short—music, 2} to 3 minutes; news,
1 to 4 minutes; commercial messages, no
longer than 60 seconds. It also means there
will be repetition; if you do not hear the
news or your favorite record while getting
dressed in the morning, listen as you drive to
work, and you will probably hear both. Sta-
tions and networks design most radio pro-
gramming around these concepts.



7.2.1 Radio Stations

Most radio stations specialize. Rather than
attempting to program for the general public,
a radio station chooses a target audience,
then devises a programming format to reach
that audience. The format is often built
around music that appeals to the target au-
dience, and a disc jockey/host alternates
among records, commercials, and self-con-
tained information capsules.

Essential to format programming is consis-
tency—insurance that the listener can hear
the expected programming at any time. Most
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programmers use some variation of a clock
chart (Figure 7.2) to control for consistency.
The clock specifies which program elements
are to be aired at what time during each
hour. A news station’s news wheel indicates
when to run the various types of hard news
(local, state, national, international), sports,
weather, business news, headlines, traffic re-
ports, time checks, features, station identifi-
cations (ID), and commercials. A music sta-
tion’s hot clock or music wheel stipulates
types of music, when and for how long the
disc jockey is to speak, when to air commer-
cials, when to give time checks, when to play

- Radio
D Television

Audience levels

12:00
midnight

Figure 7.1 Radio and television audience levels. Radio’s audience patterns are almost
exactly opposite those of television. (Source: Radio Advertising Bureau. Used by

permission.)
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Clock Hour

Up & Coming

Down
&
Going

Promo

S

:30

:00
Time and Jingle S [') S
Add l
Up &
Coming
Gold |
S
S
145 115 ‘
Time and Time and
Jingle Jingle

Up & Coming

Gold

Time and Jingle

|

Figure 7.2 Radio format clock. The large S stands for “‘spot,’’ indicating a commercial or
a public service announcement. (Source: KNTU(FM).)

a musical station ID jingle, and so on. Sta-
tions may have different clocks for different
dayparts. The news station might increase
traffic and weather reports during drive time;
the music station might vary the music ac-
cording to time of day and types of people in
the audience.

7.2.1.1 Formats The term format in this
context refers to the type of content a radio
station uses to attract listeners. Formats, es-
pecially music formats, vary with time and
changes in taste. No firm definitions exist for
most formats. One station calls its music mix
adult contemporary; another using the same
mix calls it soft rock. During the late 1980s,
country and adult contemporary were, by
far, radio’s most widely programmed for-

mats. The others followed in the order listed
below.

Country attracted a broad audience. It at-
tracted listeners aged 25 to 64, in all parts of
the country, from urban as well as rural
areas. Despite its universality, country com-
peted more successfully in markets below
the 25 largest. Country’s variations extended
from a traditional, down-home style featur-
ing older songs to a smooth, big-city mode
with a wide-ranging play list (often called
”modern country”’).

Adult contemporary (AC), comprised a
number of variations, each aiming at a seg-
ment of the aging post-World War II “’baby
boom” generation. In one form, AC aired
current hits mixed with popular music from
the preceding few years and attracted a



young, nonteen audience (ages 18-34). A
second form featured personalities and news
during drive times, played music that in-
cluded AC standards (artists such as Neil Di-
amond and Barbra Streisand), and focused
on the 25-54 age group. A third form, “soft
rock” or “soft adult contemporary,” pro-
grammed in a less-talk-more-music setting
and went after an older (35-54) audience.
AC was particularly successful in large
markets.

Contemporary hit radio (CHR) used a
tight (relatively few records on it) play list of
the week’s most popular recordings. It ap-
pealed to a young (12-24) audience. Essen-
tially a 1980s revival of the pioneer top-40
format, CHR was consistently one of the
most popular in large markets.

Religious radio stations increased in
number dramatically during the 1970s and
1980s. Fundamentalist Christian groups op-
erated most. They programmed religious
music, talk, advice, preaching, and worship
services. Music ranged from traditional
hymns to gospel to so-called ““Jesus rock’ to
beautiful-music-style songs of worship. A
few stations, licensed to mainstream reli-
gious groups, aired less didactic pro-
gramming.

Middle-of-the-road (MOR) featured pop
and jazz standards from the big-band era
mixed with compatible music from recent
years. One of the oldest formats, MOR orig-
inally played what was then mainstream
pop. avoiding minority-taste music such as
rock and country. Over the years, popular
music tastes changed, and the audience for
standards aged. By the 1980s, MOR itself
had become a minority format, targeting an
audience aged 45 and older. Still, MOR (also
called “nostalgia” or “big band’’) was one of
the four most widely programmed formats.

Easy listening, also called beautiful
music, comprised melodic recordings, often
lush orchestral arrangements, in a less-talk-
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more-music setting. It drew an affluent, well-
educated 35-64 audience. As the general
population matured and new generations
moved into this age range, easy listening ex-
panded from an instrumentals-only play list,
adding compatible vocals and even popular
recordings from past years. In most large
markets, the top ten stations usually in-
cluded at least one that programmed easy
listening,.

Album-oriented rock (AOR) featured
album cuts and, often, whole albums (Figure
7.3). Originally, AOR had targeted males,
18-34. In the 1980s, AOR stations went after
aging baby boomers by playing more album
selections from the late 1960s and early
1970s. In fact, one growing AOR variant was
classic rock, which focused on such older
albums.

Oldies formats usually feature 1950s and
1960s hits on AM and 1960s and 1970s hits
on FM. Oldies stations encountered increas-
ing competition in the 1980s as AC and AOR
“aged” their demographics by including
older recordings. The oldies format is also
called golden oldies.

Talk and news/talk were more expensive
than most music formats and therefore usu-
ally limited to medium and large markets.
The basis for talk radio programming was
the telephone call-in show. Most talk sta-
tions also made a hefty commitment to news.
News /talk stations programmed news full
time during drive times then talk, inter-
spersed with frequent news and information,
during other dayparts. Audiences for these
formats often included a high percentage of
older people. Much of the audience actually
listened to these formats (unusual for modern
radio) instead of using them for background.

Black and urban contemporary (UC) fea-
tured records, news, features, and comment
aimed at the black community. The music of
black radio encompassed a range from gos-
pel to rhythm ‘n’ blues to jazz. UC, primarily
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ARTIST TITLE c SOURCE TIME
QUALITY ROCK AND ROLL 105
HEART THESE DREAMS F CD H-6 4:12
HEART
4:17 WRUF-FM LEGAL ID CART s 05
QUEEN BOHEMIAN RHAPSODY J CD @-99 S:55
A NIGHT AT THE OFERA
GUNS AND ROSES KNOCKING ON HEAVENS DOOR D CD G-60 4: 40
GUNS AND ROSES LIVE UNRELEASED LIVE IMPORT TRACK
ZOMBIES TIME OF THE SEASON G CD Z-15 3130
ODYSSEY AND ORACLE
FABULOUS THUNDERBIRDTUFF ENUFF L CD F-26 3:21
TUFF ENUFF
21:48 LINER/ABC NEWS/SHORT WEATHER 2100
uz GOD PART II A CD u~é 3:15
RATTLE AND HUM
TRAFFIC LOW SPARK OF HIGH HEELED J CD 7-35 12:01
LOW SPARK OF THE HIG
TOMMY CONWELL I‘M NOT YOUR MAN E CD C-75 4:15
RUMBLE
43: 19 SFEED BREAK -~ PRE-SELL "C" RECORD 105
FIXX DRIVEN 0OUT D CD F-9 4300
CALM ANIMALS
SUPERTRAMP GIVE A LITTLE BIT I CDhD §~29 4:07
EVEN IN THE QUIETEST
BULLET BOYS FOR THE LOVE OF MONEY c CD B-61 3:44
BULLET BOYS
55:15 OPTION RECORD (PLAY ONLY IF NEEDED) : 05
GUESS WHO NO SUGAR TONITE/NEW MTHR K €D 6-9 4:52
AMERICAN WOMAN
60112 LINER/COMMERCIAL BREAK 1:00

Figure 7.3 AOR play list. In the WRUF-FM control room, air personnel use printed play lists
instead of a music wheel. The programming department issues the lists, which specify the
selections to play and the order in which they are to be played. WRUF-FM features an AOR
format, employs Jeff Pollack as consultant, and consistently places first in ratings in the

Gainesville market. (Source: WRUF-FM. Used by permission.)
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a large-market format, tended to feature me-
lodic recordings with a prominent beat—
music that could be hummed and danced—
but the precise mix varied from market to
market. UC audiences consisted of a plural-
ity of blacks, with large percentages of
whites and Hispanics.

Spanish radio stations targeted Hispanics.
During the 1980s, American citizens or resi-
dents of Spanish descent were the fastest-
growing segment of the U.S. population.

Block programming was done primarily
in small, one-station markets. Block or diver-
sified programming offered something for ev-
eryone, changing format every two or three
hours according to who was in the audi-
ence—for example, farmers in early morn-
ing, homemakers during the day, teens at
night.

Classical/fine arts, ethnic, all-news, and
jazz were primarily large-market formats.
Commercial classical/fine arts audience
members were few, were well educated, had
high incomes, were fiercely loyal, and used
the format for foreground listening. Ethnic
stations broadcast to minority or nationality
groups, often in their own languages. All-
news stations programmed in repetitive cy-
cles, focused on state and local stories, and
required a large, expensive staff. Some com-
mercial jazz stations did very well, although
they frequently competed for audiences with
noncommercial and new-age stations.

Commercial programmers experimented
continually, especially in large markets.
They changed existing formats and created
new ones, striving to define and reach audi-
ences efficiently. In the late 1980s, for ex-
ample, a new-age format developed to target
upscale baby boomers with light instrumen-
tal jazz/fusion music (“yuppie jazz") in a re-
laxed setting. New age, in turn, generated
new adult contemporary, a light jazz—soft rock
format.

AM programmers spearheaded the search
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for new formats. Hoping to regain lost listen-
ers (Section 3.3), AM stations tried highly
targeted formats—all-weather, all-comedy,
all-business. One station even focused on
traffic reports.

Educational radio is used here as a ge-
neric term to mean no advertising. The largest
number of educational stations was in the re-
served part of the FM band, but some were
AM stations or on commercial FM channels.
Frequently, programmed formats included
fine arts/classical, jazz, AOR, black, and
CHR. Many programmed electrically, com-
bining a variety of programming types in one
format. Most were operated for genuine ed-
ucational purposes, but dozens were licensed
to sectarian organizations that programmed
a "religious” format promoting their partic-
ular brand of orthodoxy.

The forgoing does not cover all formats.
With over 10,000 radio stations, one short
listing could hardly be inclusive. Even
among the categories we have discussed,
permutations are legion. The larger, more
diverse the community, the more format
variations are broadcast. Categorization is
confused, too, by crossover records. For ex-
ample, the popularity of a recording made by
a country music performer may spread be-
yond country music fans and show up on
other types of stations.

7.2.1.2 Competition Various elements can
be manipulated in the competition for audi-
ence. A station will improve methods to de-
termine locally popular records. It will adjust
play lists and clock hours, seeking just the
right mix of current top-10 hits, golden old-
ies, and hit-bound records. It will change on-
air personnel—shift them to different time
periods, hire new ones, remove those who
have lost rating points. The station will alter,
juggle, add, or delete various nonmusic ele-
ments—news, sports, features. It will up-
grade weather and traffic reports with new
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equipment, personnel, and services. It will
change production gimmicks, air personali-
ties’ deliveries, musical station identifi-
cations.

Some stations hire programming con-
sultants. The consultant studies the market,
listens to the client station and the competi-
tion, lays out a competitive strategy, then al-
ters the format of the client station. The con-
sultant is often highly successful, pushing a
station low in the ratings to first, second, or
third in its market.

Some radio programming firms offer syn-
dicated music services. Used mainly in au-
tomated or semiautomated programming sit-
uations, they give even a small-market
station a big-market sound. Some syndica-
tors function much like a consultant; they
customize their services for each situation
and can help a station’s ratings. Most syndi-
cators send the music on big reels of tape;
some have gone to satellite transmission and
deliver a live” service, much like a full-time
music network.

7.2.1.3 Cable Audio Services Many cable
systems offer audio services. Cable audio
services frequenty take three forms—cable
radio stations, audio basic services, and
audio premium services. Outfit a studio for
radio production, feed the output to a cable
system, and you have a cable radio station
(Figure 7.4). Station operation may take
three forms—Ilocal origination (the system
does the programming; Section 7.4.1.1), ac-
cess (programming comes from the public or
public institutions; Section 7.4.1.2), and
leased—channel (programming comes from a
third-party operator who pays the system;
Section 7.4.1.3). Access operation often par-
allels that of a college’s student station; the
others, a commercial station.

Cable subscribers receive audio services
by attaching the drop line (cable lead-in) to
an FM receiver. Audio basic service often

Figure 7.4 Cable radio station. A cable radio
station needs no license from the FCC and is not
subject to broadcast regulation, not even cali-
letter requirements. Many cable stations, how-
ever, adopt and use call letters for promotional
reasons—for example, "KRNB: Kable Rhythm ‘N’
Blues.”” Further, the actual operation of a success-
ful commercial cable radio station often parallels
that of a successful commercial broadcast radio
station—right down to control room checks by
the general manager to ensure that commercials
for a new advertiser are aired properly.

comes as part of the basic fee for cable ser-
vice. Typically, the service includes signals
from cable stations, local radio broadcast sta-
tions, and radio superstations (Section 7.2.2).
Subscribers pay an extra fee for audio pre-
mium service. Premium service frequently
consists of commercial-free national services
(Section 7.2.2) and special audio channels,
such as stereophonic sound for the MTV
cable network.

7.2.2 National Networks and Program
Services

By the late 1980s, any listing of major na-
tional radio programmers would include at
least the following (Figure 7.5). Still predom-
inant were the “traditional” networks, those
that programmed news, features, and enter-
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tainment scattered throughout the hour
aimed at a general or “adult” audience—
CBS Radio Network, NBC Radio Network,
Mutual Broadcasting System (the latter two
owned by Westwood One), United Stations
Radio Network Two, and three ABC net-
works, Information, Entertainment, and Di-
rection. NBC, Mutual, and ABC also offered
talk program services.

A number of programmers packaged
news and information for specific segments
of the national audience. Young adults were
targeted by CBS’s RadioRadio, NBC’s The
Source, United Stations Radio Network One,
and three ABC networks, Rock Radio, Con-
temporary, and FM; blacks, by Sheridan
Broadcasting Network and National Black
Network; Hispanics, by Cadena Radio Cen-
tro, Spanish Information Service, and UPI
Spanish Radio Network.

AP Radio Network, UPI Audio, and CNN
Radio all programmed news; Reuters fed a fi-
nancial news service. Opryland USA, Inc.,
and Group W Satellite Communications op-
erated The Nashville Network Radio. Satel-
lite Music Network and Transfer both fed a
number of music program services.

National firms also distributed cable sys-
tem services. Several offered multiple chan-
nels, each carrying a different format. Some
offered specialized programming—reading
service for the sight-impaired, background
for text channels (Section 7.4.5), religious.
Some offered radio superstations such as
WFMT, Chicago (fine arts, music), and
KKGO, Los Angeles (jazz).

7.3 BROADCAST TELEVISION
PROGRAMMING

Unlike radio, television typically demands
blocks of time and full attention from its au-
dience. Despite miniaturization, television is
not a mobile medium. We sit down to watch
at home, and we usually watch in blocks of

half or whole hours. Such blocks are avail-
able to most of us in the evening, after din-
ner. Audience levels (Figure 7.6) build rather
gradually until 7:00 p.m. eastern time, when
they shoot up, far out of proportion to pre-
vious levels. The levels stay up until bed-
time, and after 11:00 p.m. they drop dramat-
ically. This 7:00-11:00 p.m. period is prime
time for getting large audiences.

7.3.1 Broadcast Networks

Broadcast television programming aims to
attract and hold large, general audiences.
Therefore, the dominant programming in
television, in terms of audience drawing
power, is that produced by and for the
broadcast networks. The networks, through
their affiliated stations, draw huge, nation-
wide audiences for which they charge adver-
tisers the sums necessary to finance pro-
gramming. An affiliate benefits from its
network’s audience-pulling power; network
programming draws high audience levels,
which allow the station to charge more for its
own advertising. Whereas in radio the em-
phasis in programming rests with stations, in
television it rests with networks.

7.3.1.1 Costs and Control Prime-time pro-
gram production is expensive. And it gets
more expensive every year. By 1990, one ep-
isode of a half-hour situation comedy could
cost anywhere from $325,000 to $500,000.
Hour-long action shows started at $750,000.
Networks do not pay the full cost; nonethe-
less they encouraged videotape production
as a way to save money. They changed the
system of pilot programs for prospective se-
ries. They used more extended treatments
(Section 6.2) and scripts and fewer pilots to
make decisions on proposed series. In some
cases they ordered partial pilots—two or
three scenes—rather than a finished pro-
gram. Even when a project reached the full-
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Figure 7.6 Average daily home television viewing. Television viewing levels increase
gradually through the day. They climb sharply from about 5:00 p.m. as people arrive home
from work, peak between 8:00 and 10:00 p.m., and drop rapidly at bedtime. During the
winter, when many people stay indoors a good part of the time, viewing levels are high. In
summer, more people go out and viewing levels are lower, particularly in late afternoon
and early evening. (Source: Nielsen Media Research. Used by permission.)

pilot stage, the network might order it as a
television movie; if rejected as a series, the
pilot could still run as a movie.

Early on, the high per-episode cost of
prime-time series programming led to two
developments—repeats of an episode and
increasing importance of syndication. In
most cases, advertising revenue from one
broadcast does not cover the cost. A repeat,
however, generates enough additional reve-
nue to yield a profit. Over the years, the net-
works ordered fewer new episodes for each

series. By 1979, the norm was 22 or less a
year; most were repeated. A decade later,
however, competing media had lured away
so much prime-time audience (Section 4.5.2)
that the networks increased new-episode or-
ders to 25 or 26 for most series, 28 to 30 for
prime-time soap operas (Figure 7.7).

The majority of network entertainment
programming comes from independent pro-
ducers. The networks purchase exclusive
rights—to air the program first and to air it a
designated number of times—that last a
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Figure 7.7 Brandon Tartikoff and the 52-week sea-
son. Brandon Tartikoff, NBC’s chief programmer,
has advocated a 52-week season—all prime-
time episodes new, none repeated. He would use
this all-new-programming scheduling as one
means to stem the drain of TV audiences to other
media. (Photograph © 1988, courtesy of the Na-
tional Broadcasting Company., Inc.)

specified period of time. Network payment
often covers only about two-thirds of the
huge production costs cited above. In other
words, the producers may take a loss in mak-
ing prime-time network programs. This is
deficit production. When series episodes
have completed their run on the network,
they are put into syndication (made avail-
able at a price for use by local stations, cable
programmers, or other media). This is where
the producers hope to recoup their invest-
ment and make a profit.

7.3.1.2 Competitive Tactics So far, this
discussion of programming has applied pri-
marily to ABC, CBS, and NBC. However,
many of the concepts presented in the para-
graphs that follow pertain to other networks
and to individual stations as well. Fox Broad-

casting Company, for example, programs di-
rectly against “’the big three” in selected day-
parts. Specialized networks such as
Univision (Spanish language) use these
scheduling practices and, insofar as they vie
for a targeted segment of the general audi-
ence, may even counterprogram the big
three. (Highly specialized programmers such
as MTV do not schedule in quite the same
way; they counterprogram with format, their
entire programming concept, instead of in-
dividual programs.)

The networks strip program (Figure 7.8)
during every weekday daypart except prime
time. This means that they schedule series
programming Monday through Friday, the
same series at the same time each day. Tra-
ditionally, ABC, CBS, and NBC have sched-
uled informational "‘magazines” to start the
day, game shows and dramatic serials in
daytime to capture homemakers, and major
newscasts in early evening. They program
weekends and prime time individually. Chil-
dren’s shows air Saturday morning. Satur-
day and Sunday afternoon sports lineups tar-
get adult males. In other words, they
schedule programs that appeal to the group
most prevalent in the audience during any
given daypart. This is dayparting (Section
7.1).

Within each daypart, the commercial tele-
vision networks compete for audiences. But
network competition for audiences is great-
est during prime time, and we shall use this
8:00-11:00 p.m. period to illustrate broad-
cast network program competition at its
sharpest.

The aim of a network is to capture a large
share of audience and to keep it throughout
the evening. This is audience flow. One way
to achieve audience flow is to schedule long-
form programming. All other things being
equal, an hour program gives a viewer only
half the opportunity to switch networks as
do two half-hour programs. Over the years,
networks have lengthened many program
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Monday through Friday
Station A Station B Station C
(ABC affiliate) (PBS affiliate) {independent) USA CeN
A Family Feud Electric Company Big Valley B 700 Club
) ) {Game) (Children) (Western) (Health)' (Religious talk)
10:30 Leave It To Beaver 3-2-1 Contact
: (Situation comedy) (Children) }
]
. Benson Mister Rogers Jim Bakker Designs for Livi
11:00 (Situation comedy) {Children) (Religion) A AL
L
Wild, Wild World of
11:30 Loving ' Ar||ima|:r ° The Great American Another Life
' (Seriat) (Nature) Homemaker (Serial)
\
. In-School | Love Lucy .
12:00 Noon (Local intarview) Programming (Situation comedy) Movie Sl
. Ryan’s Hope .
12:30 P.M., (Serial) Movie
. All My Children
Ui (Serial)
1:30
Y y
Sewing, cooking
2:00 One Life to Live Sonya and other
* (Serial) (Talk) homemaker
! programs
2:30 Woody Vfloodpecker | Married Joan
: (Children) (Situation comedy)
3 A
inspector Ative and
3:00 General I:iospital Gadget Well 799 Club
(Serial) (Children) {Health) {Religious talk)
4
Electric He Man and
3:30 Company the Monsters
(Children) (Children) y
4:00 Edge of Night Sesame Street Tom and Jerry Another Life
: (Serial) (Children) (Children) (Serial)

Figure 7.8 Strip programming. During weekdays, stations and networks generally program
the same shows at the same time, Monday through Friday.
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slots from the traditional 30 minutes to 60
and even 90 minutes, with regularly sched-
uled slots for movies of two hours and more.

More vital than length, however, is the
strength of individual programs. If one pro-
gram has high ratings, the following pro-
gram has a built-in advantage because it "'in-
herits’’ the lead-in (high audience level). If
the following program is strong, it will main-
tain or improve the rating; if weak, it will
“waste” the lead-in by losing audience and
may even reduce audience levels for a
stronger third program. A network attempts
to capture and keep its audience (positive au-
dience flow) on any given night through
block programming. It schedules—one after
another—either similar programs (for exam-
ple, all comedy and musical variety) or dif-
ferent types of programs that have proved
individually strong. If block programming is
successful, the network could win the ratings
race for the entire evening.

ABC also came up with the idea of the
seamless night. In 1989, the network pro-
posed to schedule prime-time advertising so
that it would not interrupt the flow of an
evening’s series. Commercials would air in
clusters, with fewer breaks throughout the
evening. This practice would start probably
with one night a week and no earlier than
1990.

At any given time, total prime-time audi-
ence levels for ABC, CBS, and NBC are fairly
constant, and one gains audience at the ex-
pense of the other two. In planning its sched-
ule, a network will try to counterprogram, to
figure what types of shows (say, comedy and
musical variety) the competition will put in a
certain time slot, then program a completely
different type (say, crime drama or reality) in
that slot. The hope is that the other networks
will fragment the audience, leaving the
greatest share to the counterprogrammer.

Another counterprogramming tactic in-
volves length of program, as when one net-
work starts an hour-long program 30 min-

utes before a competitor’s popular half-hour
situation comedy; this is bridging. A net-
work may counterprogram by ratings, as
CBS did in January 1975 when it replaced
Paul Sand’s Friends and Lovers, a show rela-
tively weak in ratings, with The Jeffersons,
which turned out to be one of the most pop-
ular shows of the season. With this change,
CBS also improved the ratings of the pro-
gram that followed in its Saturday night
comedy block; this is an example of lead-in
placement. Other tactics that attempt to use
programs with high ratings to build audience
for weaker shows include the tent-pole—
putting a strong program between two weak
ones—and the hammock—putting a weak
or new show between two strong ones.

In January or February, network execu-
tives begin to plan schedules for the follow-
ing fall. They use a scheduling board, a
graphic display of days and time slots. Pro-
grams that rival networks are expected to
offer are placed in their proper slots, each
rival represented by a different color. The ex-
ecutives then enter programs of their own
network, yet another color, in an attempt to
program competitively. They must deter-
mine which programs to keep and which to
drop, what the other networks will do at
each time slot, what programs are needed to
maintain successful audience flow and to
counterprogram on evenings that are not so
successful, and what is available as new
programming.

In most cases, the factor that determines
whether a series is continued is its share—
the percentage of all homes using TV that
tune to the series (Section 18.2.4.2). When
ABC, CBS, and NBC attracted 90 percent of
all viewing, a program was a hit with a 30
share—about one-third of the audience.
With the drop in network viewing (Section
4.5.2.1), the share needed to qualify a hit
dropped also. By 1990, the figure was in the
low to middle 20s. Nonetheless, network
competition for ratings is still keen—so keen




that a network will often cancel a new series
with a low share, even before the end of the
season. The practice of canceling some series
and adding others at midseason began in the
late 1960s. ABC gave these January changes
the name second season. By the end of the
1970s, the second season had evolved into
one with nearly continuous programming
changes.

7.3.2 Stations

Network affiliates receive highly promoted,
big-audience programming for relatively lit-
tle effort. As a result, in most markets net-
work affiliates usually draw the highest over-
all ratings and earn the greatest revenues.
Rarely can an independent station become
first overall in market ratings. But it can win
in certain dayparts and among certain seg-
ments of the audience. However, when the
network is dark (not feeding programming),
the affiliate and the independent compete
head to head.

7.3.21 Competitive Programming Ele-
ments A key element in competitive pro-
gramming is syndicated material. Syndi-
cated programming includes that which ran
previously on networks (off-net) and origi-
nal material prepared especially for syndica-
tion (first-run). A station looks for program-
ming that will be popular in its market, then
buys the rights to that programming. Typi-
cally, these rights allow the station sole use
of the programming in the market for a
stated period—say two years—during which
time the station may broadcast it a specified
number of times, frequently two or three.
There is no set or “catalog” price for a
syndicated program. The price varies with
factors such as success of the program (on
the network or in other markets), size of the
market in which it will be run, and the num-
ber of stations in the market that want it.
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Buying and selling television programming
resembles the proverbial Persian market-
place—the price paid represents a compro-
mise between all the syndicator can get and
as little as the station can pay.

As the number of stations increases, com-
petition for successful programming grows
more keen. A station may buy and shelve
(not use) a series; this keeps the series off the
market and out of the competition’s schedule
until the buyer is ready to use it. Stations
sometimes buy futures on hit network series
(pay for first off-net rights in its market), an
investment of which they may not be able to
take advantage for years. Syndicators even
have stations bid on futures, one market at a
time, for an especially desirable off-net se-
ries. This can drive prices very high.

In the past, syndicators avoided topical
programming. It went out of date quickly—
even while being shipped!—and could not
be stored and used again. However, the de-
velopment of satellite communication of-
fered distribution that was instantaneous
and relatively inexpensive. In the 1980s, syn-
dicators successfully offered topical pro-
gramming via satellite (Figure 7.9).

Some syndicated programming is offered
on a barter basis. A barter program is offered
to a station free, but it contains some com-
mercials (for which the syndicator has been
paid) that must be run. The station may sell
the remaining availabilities (slots for com-
mercials). In the time banking variation, the
program contains no commercials; the sta-
tion may sell every availability locally. Avail-
abilities are, however, “banked”” by the syn-
dicator, often an advertising agency or
independent media-buying firm (Section
17.2.1). This means the station “owes” the
syndicator a specified number of commer-
cials, which the syndicator will use at a later
time.

Yet another wrinkle in the distribution of
syndicated programming is cash-plus-bar-
ter. Here, the program contains some com-
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Figure 7.9 Syndication and the satellite. With satellite relay offering the possibility of in-
stantaneous delivery, syndicators could offer programming that contained dated material,
such as the daily Entertainment Tonight. (Source: Exley, © 1988, Paramount Pictures Corp.)

mercials that the station must air (plus avail-
abilities that it can sell), and the station must
pay a fee. Syndicators contend that such an
arrangement helps pay for better production
and allows higher-quality shows without
raising the price to the station. In the past,
most programming distributed on a barter or
cash-plus-barter basis has been first-run.
Another source of programming is the sta-
tions themselves. In the Operation Prime
Time (OPT) venture, for example, cooperat-
ing stations provided financing for produc-
tion of their own miniseries. Large-market
stations occasionally put their production ef-
forts into syndication. Group-owned stations
sometimes cooperate to produce program-
ming for use among themselves; if success-
ful, this programming may be syndicated to
other stations. For example, Group W's
KPIX, San Francisco, created Evening, a pro-
gram that focused on the town’s people,
places, and things. Evening, aired in KPIX's
access time, drew impressive audiences and

good reviews. The other Group W stations
produced their own versions of Evening.
They agreed to exchange Evening portions
and features among themselves. The ex-
change succeeded, and Group W decided to
syndicate the formula and certain key seg-
ments. The result went into general syndi-
cation in 1978 as P.M. Magazine.

A second key element in successful com-
petitive programming is feature films. Films
need not be new to attract large audiences.
For example, local-station showings of the
film Casablanca have often given network
fare heavy competition for ratings. Wide-
spread conversion of black-and-white films
to color began in 1986 when Turner Broad-
casting colorized a number of old MGM mov-
ies. Film buffs decried the practice. But—in a
generation raised on color television—many
who would tune away from the original
monochrome version might watch these co-
lorized movies.

A third element—perhaps first in impor-



tance for affiliates—is local news program-
ming. A strong news department takes time,
money, and effort. But local news, well done,
draws high audience levels, good advertising
rates, and enough revenue to pay for itself
and turn a profit.

Local productions can be assets or liabili-
ties in overall programming strategy. Well-
planned and slickly produced local pro-
grams—discussion ~ programs,  cooking
shows, children’s programs, community
magazines—can augment local news efforts
in building a positive public image and high
circulation for the station. Poorly done pro-
grams drive audiences away and give the
station a bad name.

Stations use many of the programming
tactics discussed in Section 7.3.1.2. Daypart-
ing, audience flow, counterprogramming,
lead-in programs, block programming—all
are concerns of the station programmer. In
1986 and 1987, a few stations revived a tactic
from earlier days. They used checkerboard
programming (Figure 7.10)—a different se-
ries (same type and length) each weekday at
the same time. Most tried five half-hour first-
run situation comedies in access time.
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7.3.22 The Network-Affiliated Station
ABC, CBS, and NBC supply nearly two-
thirds of a station’s program schedule. Affil-
iation thus significantly reduces the station’s
programming burden. On the other hand,
network affiliation can cause problems with
positioning—making the station stand out
in the minds of the audience. As you have
probably noticed, the big three TV networks
program very much alike. Differences exist
in program titles and specific performers, but
basically all run the same type of program-
ming. That means the affiliates, too, look
very much alike. An affiliate often puts great
effort into overcoming this sameness, into
convincing viewers that it really does differ
from the other two affiliates. Such effort fo-
cuses on promotion (Section 7.6) and local
programming, primarily news. A station ad-
vertises its helicopters, or its satellite news
capability, or its pretty, chatty anchor report-
ers, or whatever to convince the public that
it is unique.

With local news programming filling part
of the schedule, an ABC/CBS/NBC-type af-
filiate has relatively few hours to fill with
syndicated programming. Often, too, affili-
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ated stations are financially the strongest in
the market. In other words, a network affili-
ate usually has more money and fewer slots
to spend it on than an independent station.
So the affiliate, when playing the game of
programming, should hold the winning
hand at every deal. Independent station
programmers, however, take the opposite
view: affiliates are most vulnerable during
those few key times (below) when they use
syndicated entertainment to compete directly
with independents.

The FCC actually created one of these di-
rect-competition times. The commission’s
prime-time access rule (PTAR; Section
14.1.3) had the effect of prohibiting network
programming during the period 7:00-8:00
p.m. eastern and Pacific time, 6:00-7:00 p.m.
central and mountain time. Even before
PTAR, the three networks had not pro-
grammed the first half-hour of prime time, so
they actually gave up only 30 minutes. Fur-
ther, the top-50 markets contain such a large
percentage of the total television audience
that the networks did not find it economi-
cally feasible to program entertainment dur-
ing that period for affiliated stations below
the top-50 markets. So this first hour of
prime time became access time, a program-
ming arena that pits affiliates against inde-
pendents in a battle of syndicated enter-
tainment.

7.3.2.3 The Independent Station An inde-
pendent station builds its schedule from
scratch and can usually position itself more
easily. It might, for example, program and
promote itself as “the more movies station.”
Some independents target particular audi-
ences with specialized programming. Most,
however, compete for a general audience;
they counterprogram the local affiliates and,
therefore, the networks. In this respect, the
chief programmer plays a more crucial role at
an independent than at an affiliate, literally
matching wits against “the best program-

ming minds in New York.” A programmer
who can utilize research, gauge audience
taste, purchase series rights on favorable
terms, and effectively package and promote
programming is a living profit center.

In pursuing these goals, independent sta-
tions have perfected the art of counterpro-
gramming. When networks schedule game
shows in the morning, independents may
counter with movies or situation comedies.
Later, when networks run soap operas, in-
dependents air situation comedies, musical
variety programs, children’s shows, and fea-
ture films. During early fringe time, affiliates
aim for adults with syndicated courtroom,
game, and talk shows and off-net action-ad-
venture; independents target children. In
early evening, independents do particularly
well, capturing a large number (often a plu-
rality) of people who would rather watch sit-
uation comedies or Star Trek reruns than
news. Competition is more difficult against
network prime-time programming; however,
an independent may get enough tune-in/
tune-out audience to raise its average ratings
to respectable levels. At 10:00 p.m. eastern
time (ET), independents begin to recapture
audiences and often put their major news ef-
forts at this time. Then, while network affil-
iates run news at 11:00 p.m., independents
are back to entertainment programming.

Independents achieve success through
creative packaging and marketing of feature
films and off-net series. They group old and
familiar films into thematic packages—for
example, “The Films of Bogart,” “The Char-
lie Chan Series”—and draw respectable rat-
ings. They count on the fact that most people
in the TV audience did not see series epi-
sodes when they aired on the network.

Some independents have gone heavily
into local production. They produce talk
shows, interview programs, children’s
shows, and community magazines. Some
broadcast play-by-play of local sports events.

Independents occasionally carry program-



ming from one of the networks. If an affiliate
decides not to run a particular network pro-
gram, the network will offer it to another sta-
tion in the market, often an independent. In-
dependents may also broadcast programs
from special networks, such as the ad hoc
chain Mobil put together in early 1983 to
broadcast The Life and Adventures of Nicholas
Nickleby. Some specialty networks even offer
programming primarily for independent sta-
tions; Independent Network News, for ex-
ample, provides the daily USA Tonight news
program. Fox Broadcasting commenced pro-
gramming in 1986 and drew its affiliates en-
tirely from the ranks of independents.

7.3.2.4 The Narrowcast Station As men-
tioned above, some television stations nar-
rowcast—they target particular segments of
the general audience with special program-
ming. Examples include religion, ethnic,
music-video, direct marketing, and informa-
tion. By 1990, most ethnic stations pro-
grammed for the burgeoning Hispanic pop-
ulation; most religious stations, primarily for
conservative Christians.

Narrowcast station programmers often
took advantage of existing networks. For ex-
ample, a number of the Spanish-language
broadcasters were actually Univision affili-
ates. The religious stations frequently aired
programs from the cable religious networks.
The information-based stations took feeds
from Cable News Network, The Weather
Channel, and Financial News Network.

Many narrowcast programmers actually
broadcast a variety of program types; His-
panic stations, for example, may schedule
Spanish-language programming that in-
cludes everything from comedy to news to
sports play-by-play. Others operate much
more like radio stations, programming a con-
tinuous schedule of rock videos, or news and
information, or direct marketing. Most of the
narrowcast stations are licensed to big cities.
Full-service (that is, not low-power) narrow-
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cast stations tend to be in the UHF band;
many narrowcast stations, however, are low-
power.

7.3.2.5 The LPTV Station The Community
Broadcasters Association (CBA), trade group
for low-power television (LPTV) stations,
held its first convention in November 1988.
By that time, 427 LPTV stations had signed
on the air. One CBA official estimated' that
about 150 produced local news, sports, and
public affairs programs and sold local adver-
tising. Another 60 stations were affiliated
with educational institutions or PBS, 15 aired
subscription programming, 75 were “satel-
lators” (transmitting programming received
from a satellite), and the remainder were
translators, automated repeaters of other TV
stations. Most locally programmed LPTVs
also aired syndicated material and programs
from national networks (Section 20.3.7).
Most were also narrowcasters. The range of
LPTV ethnic programming, for example, in-
cluded Hispanic, black, Indian, Hunan, and
Korean. The one major key to success was
cable carriage. In some cases, LPTV licensees
aired programs that promoted their local
cable system in exchange for being carried on
the system.

7.4 NONBROADCAST TELEVISION
PROGRAMMING

In this section we focus on a number of al-
ternatives to the programming of full-ser-
vice, advertising-supported broadcast sta-
tions. Sources of these alternatives include
local production, satellite-delivered basic ser-
vices, satellite-delivered pay services, TVRO
packagers, and what we shall call unconven-
tional services.

Locally produced programming is created
in the area served by, and often using the fa-
cilities of, the local outlet. Our “unconven-
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tional” category embraces several disparate
programming options. They may be locally
originated or national.

Satellite-delivered services ordinarily pro-
gram for national audiences. Local outlets re-
ceive them by satellite and put them on local
channels for relay to homes in the commu-
nity. Most originated to serve cable systems
and are called national cable programmers,
satellite networks, or cable networks. Other
media, however, also distribute them.
Hotel/motel, wireless cable (multichannel
TV), and satellite master antenna television
(SMATV) systems carry them. LPTV stations
may carry them, particularly in areas without
cable. Some services allow TVRO packagers
to retail their signals to home dish owners.

7.4.1 Locally Produced Programming

Cable system practices have evolved three
types of locally produced programming.
Local origination is programming produced
by the cable system’s staff; access program-
ming, that produced by others for which the
cable system neither pays nor receives direct
payment; leased-channel content, that pro-
duced by others and which the cable system
is paid to carry.

LPTV stations that have production capa-
bility may also originate programming.
Other video distribution systems rarely have
the capability or desire.

7.4.11 Local Origination Programming
Local origination efforts by cable systems
(Figure 7.11) range from automated cam-
erascan of temperature, news, and advertis-
ing cards to feature films, high school and
college sports, and live telecasts of city coun-
cil meetings. Some systems and LPTV sta-
tions operate their own studios and produce
a daily schedule of newscasts, discussions,
children’s shows, educational materials,
commercials, and other programming.

7.4.1.2 Access Programming Access pro-
gramming is cable program material pro-
vided by groups or individual members of
the community. If your community’s cable
system has an access channel, you can prob-
ably use it to cablecast your own TV pro-
gram. The choice of subject and presentation
is yours. You can do a round-table discussion
on macramé, play-by-play coverage of a
chess game, your own dramatic efforts, po-
litical commentary, whatever you want.

Access channels have other uses. They
may carry meetings of governmental bod-
ies—city commission, zoning and planning
council, school board. They may run mate-
ria] for the school system or community col-
lege—enrichment, courses, announcements.
For this reason, access channels are often
called PEG (public, educational, govern-
ment) channels.

7.4.1.3 Leased-Channel Content A cable
system may lease channels to others on a
full-time or part-time basis. Possible uses for
these leased-access channels vary. Some
lessees might offer regular programming—
advertising-supported or pay. Others might
use leased channels to provide home security
service (Section 5.2.3.3). Still others might
use them for exchange of computer data
among several locations; access to such con-
tent would, of course, be restricted.

7.4.2 Sateliite-Delivered Basic Service
Programming

Any description of cable networks (Figure
7.12) risks being dated as soon as it is pub-
lished. However, by 1990 some patterns had
emerged. Satellite-delivered basic services,
for example, divided into advertiser sup-
ported, superstations, direct-response market-
ing, and noncommercial. They were basic ser-
vices because most were designed to run on
a cable system’s basic tier (Section 5.2.2).
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Figure 7.11 Local cable origination. (a) This cable crew videotapes an interview with a
member of the U.S. House of Representatives for later playback on alocal origination chan-
nel. (b) An announcer adds commentary to a cablecast of a Little League game. (c) For
more elaborate out-of-studio cablecasts, the cable company uses a remote unit—a con-
trol room that travels in a van—the interior of which is seen here. (Photographs courtesy of
National Cable Television Association. Used by permission.)
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Figure 7.12 National cable networks.




7.4.21 Programming by Advertiser-Sup-
ported Services In some ways, advertiser-
supported satellite services resemble broad-
cast networks. They program nationally and
depend on advertising revenues. They have
also started to go after original programming.

In other ways, ad-supported services re-
semble modern radio and magazines. Most
focus on content. Their programming divides
into seven broad categories. One group in-
cludes cable services that program horizon-
tally. Like the broadcast networks, they aim
for a general audience. The other groups
make up the majority of ad-supported ser-
vices, those that program wvertically. Like
radio stations and magazines, these net-
works aim for specificity.

General and consumer. USA Network
and the CBN Family Channel both offer a
mix of programs for all types of people. USA
focuses on entertainment. CBN takes a fam-
ily entertainment approach and also carries
religious programming (below). The Nash-
ville Network features country program-
ming—music, comedies, game and variety
shows, and sports. Turner Network Televi-
sion (TNT; Section 5.2.5) focuses on major
programming events (specials), plus a regu-
lar schedule with increasing amounts of orig-
inal (made-for-TNT) programming. In 1989,
both HBO and MTV networks announced
plans for all-comedy basic networks—The
Comedy Channel and the “HA” Comedy
Network, respectively.

Information. Cable News Network
(CNN), Galavision’s ECO, and CNN's Head-
line News present general news. CNN pro-
grams frequent news updates and a variety
of informational features and material. ECO
does somewhat the same ir Spanish. CNN
often provides continuous live coverage of
breaking news events. Headline News uses a
tightly formatted half-hour news cycle. Fi-
nancial News Network (FNN) reports on fi-
nance, business, and the economy during the
business day. Consumer News and Business
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Channel (CNBC; Section 4.5.3.4) programs
market reports, business and news updates,
and consumer pieces in an hourly format
during weekdays and talk and other busi-
ness-consumer programming evenings and
weekends. The Weather Channel originates
weather information, forecasts, and features.

Sports. Entertainment and Sports Pro-
gramming Network (ESPN) has grown into
one of the most successful networks with its
schedule of professional, amateur, and col-
legiate sports events. ESPN experienced sig-
nificant audience increases in 1987 when it
first carried National Football League games.
SCORE, a sports news service, shares distri-
bution channels with FNN. In 1989, FNN in-
creased its evening and weekend financial
programming, reducing SCORE to a part-
time weekend schedule and eliminating a
companion overnight shopping channel,
Telshop.

Regional sports networks. Typically
based on a large market, a regional sports
network features play-by-play of profes-
sional and college teams identified with the
market. It feeds programming by satellite to
cable systems in the market and the sur-
rounding area. These networks carry adver-
tising, and most cable systems put them on
the basic tier. Some systems put them in a
pay tier at the center of the market and on
basic in the outer areas. Some of the sports
networks include Home Sports Entertain-
ment (Texas), Home Team Sports (Washing-
ton/Baltimore), Madison Square Garden
Network (New York), New England Sports
Network, Pirates on Cable (Pittsburgh),
Prime Ticket (Los Angeles), Prism (Philadel-
phia), Pro-Am Sport Systems (Detroit),
SportsChannel America (a national service
that provides programming for co-owned
and affiliated regional services); Sports-
Channel Florida, SportsChannel Los Ange-
les, SportsChannel New England, Sports-
Channel New York, SportsVision Chicago,
and Sunshine Network (Florida).
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Music. MTV pioneered music-video pro-
gramming and enjoyed great success. It in-
spired others to try the format. MTV includes
some series programming but focuses on the
latest rock-music recordings. The co-owned
VH-1 uses a more inclusive popular-music
play list. Country Music Network plays the
music indicated by its name.

Special-interest. Arts & Entertainment
(A&E) targets people who enjoy drama and
fine arts. A&E almost qualifies as a general
network. Its programs, many British in ori-
gin, include dramatic, adventure, and com-
edy series; family classics; plays; documen-
taries; variety specials; movies; music; opera;
and dance. The Discovery Channel (TDC)
appeals to the intellectually curious. TDC’s
programs feature science, nature, history,
technology, adventure, and world explora-
tion. The Learning Channel offers adult ed-
ucation courses, business and career devel-
opment, hobby, how-to, and personal
improvement and enrichment. Lifetime pro-
grams for women, including medical and
health information. Movietime appeals to
film fans with previews of movies, celebrity
interviews, profiles, and local movie listings.
Nickelodeon, a children’s service, broadens
its appeal to family/nostalgia entertainment
in the evening as Nick at Nite. Nostalgia
Channel aims for an older audience. The Si-
lent Network serves deaf and hearing-im-
paired audiences with information and en-
tertainment in sign language, open captions,
and sound.

Racial and ethnic. These services sched-
ule a variety of programming and, in that re-
spect, resemble general and consumer net-
works (above). The difference, of course, is
that these networks target major subgroups
in the U.S. population. Black Entertainment
Television (BET), for example, provides
black family programming around the clock.
Univision (Section 20.3.2.1) and Telemundo
(Section 20.3.2.4) both present a full sched-
ule of Spanish-language family program-

ming to cable systems as well as to their af-
filiated stations. Galavision also programs in
Spanish, both its ECO news service and its
entertainment programming.

Religion. The CBN Family Channel,
which schedules family fare during most of
the day (above), programs religion evenings
and weekends. Evangelist and CBN founder
M. G. “Pat” Robertson hosts the network’s
best-known program, The 700 Club. Vision
Interfaith Satellite Network reflects the ecu-
menical nature of its support with both reli-
gious and value-oriented programming. In
1988, Rev. Jerry Falwell’s (Section 7.6.2) Lib-
erty Broadcasting Network cable service
transformed into FamilyNet, production arm
of the for-profit Family Television Network.
FamilyNet planned to acquire family-ori-
ented programming that would capture rat-
ings and advertisers. That same year, the
Southern Baptist Radio and Television Com-
mission sold its ACTS Satellite Network to
Friends of ACTS, a for-profit corporation.

7.4.2.2 Superstation Programming A su-
perstation is a television broadcast station
whose signal is distributed by satellite to
many cable systems. A firm picks up the sta-
tion’s programming and utilizes satellite
relay for national distribution. A cable oper-
ator that takes the station’s programming off
the satellite and puts it on a system must pay
the firm.

The most popular superstations are inde-
pendents. Like the majority of full-service in-
dependents, the superstation programs to a
general audience. Beyond this, however, its
”superstation” appeal—the reason the sta-
tion attracts audiences across the country—
is usually its heavy schedule of professional
sports and movies.

As a broadcast station, the superstation
must serve the market to which it is licensed.
If the station does not actively promote its
“super” status, that may be as far as it
goes—it’s a good independent that serves its



market, and its national audience can take it
or leave it. On the other hand, Atlanta’s
WTBS actively seeks such status and pro-
grams with its national audience in mind. It
counterprograms the broadcast networks
around the clock but, because of time zone
differences, not specific stations in specific
markets. Instead, WTBS schedules to provide
alternative program choices throughout the
broadcast day.

During the 1980s, three firms turned six
independent TV stations into superstations.
Eastern Microwave distributed WWOR, Se-
caucus, New Jersey (New York City). Tempo
Enterprises carried Atlanta’s WTBS. United
Video distributed KTLA, Los Angeles; KTVT,
Fort Worth; WGN-TV, Chicago; and WPIX,
New York.

Some firms distributed the signals of other
stations, mostly network affiliates. They
marketed these to small cable systems that
did not carry a full complement of broadcast
TV signals and to the television receive-only
(backyard) dish market (Section 7.4.4).
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7.42.3 Programming by Direct-Response
Marketing Services Direct-response mar-
keting services retail goods to their audi-
ences. Programming consists of pitches for
the various items. Viewers are encouraged to
call toll-free telephone order lines and make
credit card purchases. Since these services
generate revenue directly from viewers, they
normally do not need to sell advertising time
to others or pay heed to ratings.

Direct marketing developed as full-time
cable programming during the 1980s, thanks
largely to the success of Home Shopping
Network (HSN; Section 20.3.2.3) (Figure
7.13). The idea of these services seemed
great—the ultimate merger of show business
and marketing. Skip the programming costs;
let’s get down to business and sell full time.
Low investment; high return. Many tried it.
Many went under. They could not get cable
systems to carry them. Even large-capacity
systems resisted carrying more than one or
two specimens of such a specialized ser-
vice.

Figure 7.13 Home Shopping Network. Others fried to cash in on HSN's initial success.

(Source: Home Shopping Network)
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In researching this chapter, one count
showed ten national services. These included
two HSN channels plus America’s Shopping
Channel, Cable Value Network, Fashion
Channel, QVC Network, Shop TV, Telshop,
Travel Channel, and Video Mall Network.
Not all will survive, not even until this book
reaches print. Some local and regional ser-
vices have also developed. In 1988, GTE
began testing Main Street, a two-way inter-
active home shopping service.

7.4.24 Programming by Noncommercial
Services Noncommercial services carry no
paid advertising. The best known is C-SPAN,
an acronym for Cable Satellite Public Affairs
Network. C-SPAN consists of two channels.
They normally carry coverage of the U.S,
House and Senate. When Congress is not in
session, they carry other public affairs pro-
gramming. C-SPAN is financially supported
by cable system operators.

This noncommercial category includes
some religious services. Although their pro-
gramming may include appeals for dona-
tions, they do not run commercials as such.
Eternal Word Television Network, a Roman
Catholic service, originates a limited sched-
ule from Birmingham and features spiritual-
growth programming. PTL provides multi-
denominational religious programming.
Fighting for survival in the wake of scandal
(Section 4.5.3.5), PTL changed its name to
the Inspirational Network in 1987 and con-
sidered advertising support. The Trinity
Broadcasting Network offers Christian reli-
gious programming all day long.

Two services program to the Jewish com-
munity. The Jewish Television Network
(JTN) schedules material in the areas of
news, arts, Israel, religion, and features. In
1988 JTN considered accepting advertising.
The National Jewish Television Network of-
fers a Sunday afternoon program of infor-
mational, cultural, and religious material.

7.4.3 Satellite-Delivered Pay Service
Programming

Satellite-delivered pay services may be cate-
gorized as pay cable and pay-per-view. Cable
subscribers who opt for such channels are
normally charged fees over and above the
cost for basic service (Section 5.2.2); thus,
they are pay services.

7.43.1 Programming by Pay Cable
Services Pay cable services are also called
premium or subscription services. Most offer
three inducements to potential subscribers.
First, they offer material that is uncut. A pay
cable service generally does not cut program-
ming to eliminate objectionable content or to
squeeze it into a time slot. Second, they offer

- uninterrupted material. A pay cable service

may declare a recess in the middle of a long
presentation to give viewers a break, but it
does not insert commercials or promotional
announcements (promos).

Third, they offer unique material. The
pay cable services acquire some original ma-
terial. You see it first (or only) on pay cable.
They also acquire much material that is not
original—movies, for example, that have
shown in theaters. But they acquire it on an
exclusive basis. Networks and stations may
not program such material while a pay cable
service has it.

Pay cable services look at cumulative rat-
ings for the month, rather than per-program
or daypart ratings. They try to run a variety
of material so that, over a month’s time, they
appeal to both sexes and diverse ages. View-
ers usually turn to most pay-service channels
to watch a particular offering, rather than for
continuous viewing. Nonetheless, pay cable
services do make some attempt to counter-,
program the broadcast networks and estab-
lish audience flow.

In the development of pay cable services,
movies played a key role. They figured large




in the initial success of the services. Since the
services made money directly from viewers,
they could pay premium prices for first TV
rights, rights that allowed them to show re-
cent films long Dbefore their release to
broadcasting.

By the mid-1980s, however, so many con-
sumers owned videocassette recorders that
the home video trade could outbid pay cable
services. Films were released on videocas-
sette before they went to cable. The novelty
of premium movie channels wore off. Sub-
scribers complained of repetition (not
enough good new films) and duplication (the
various services all showed the same films).

The services responded in several ways.
First, they produced more original program-
ming. Second, they signed contracts with
film studios to get exclusive rights for movies
during the cable window (the time during
which they can be shown on cable); this
strategy involved primarily archrivals Home
Box Office and Showtime/The Movie Chan-
nel. Coincidentally, cable systems dropped
subscriber rates for premium channels, a re-
sult of deregulation under the Cable Com-
munications Policy Act (Section 5.2.4). By
the end of the 1980s, subscriber defections
had slowed. Still, predictions were made that
the future of pay cable was pay-per-view.,

Pay cable networks attempt to position
themselves through programming and pro-
motion. Home Box Office and Showtime
compete head to head. Each promotes the
variety on its programming schedule—mov-
ies, specials, documentaries, sports, comedy
series, music, and original programs. Cine-
max, HBO’s companion service, aims at a
young adult audience with select and broad-
appeal films and with original music and
comedy programming. Bravo focuses on fea-
ture films and the performing arts. Playboy
At Night (formerly the Playboy Channel)
and the Disney Channel program polar-op-
posite material. Playboy At Night, which op-
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erates in the evening and overnight, uses
mature-audience feature films and made-for-
Playboy original programming. Disney uses
family entertainment from its own studios
and other sources. (In 1988, Festival, created
by HBO as another family-oriented service,
closed after operating one year.) The Movie
Channel (TMC) and American Movie Clas-
sics (AMC) promote their film content.
TMC'’s schedule includes recent films and
aims at young adults. AMC emphasizes
older movies that have been critically ac-
claimed or otherwise made their mark. Dur-
ing the late 1980s, AMC was considering
conversion to a basic service.

7.4.3.2 Pay-Per-View Programming Mov-
ies, sports events (often, championship box-
ing matches and wrestling matches), rock
concerts, hit plays and revues—these are the
types of material that pay-per-view (PPV)
services program. By 1990, several satellite-
delivered services provided PPV program-
ming for cable systems and other pay outlets.
Technical systems had improved, including
true impulse technology (permitting the
viewer to watch simply by pressing a but-
ton). Still, relatively few cable systems had
the necessary equipment, so overall PPV au-
diences figures were low compared with
those for pay cable. Pioneer PPV services in-
clude Viewer’s Choice (merged with compet-
itor Home Premiere Television in 1988) and
Request TV. In 1989, the Playboy Channel
converted to Playboy At Night, available on
either a per—night or a monthly basis.

The NBC-Cablevision Systems deal (Sec-
tion 4.5.3.4) included PPV plans. Under that
agreement, NBC'’s broadcast coverage of the
1992 summer Olympic Games in Barcelona,
Spain, was to be complemented by PPV cov-
erage. Some predicted that carriage of such
popular and prestigious programming would
constitute a landmark in the development of
PPV.
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7.4.4 TVRO Programming Packages

TVRO packagers retail groups of program-
ming services to backyard dish owners. Most
satellite programming services scramble their
signals to prevent unauthorized reception.
Packagers provide the TVRO audience with
legal means to pick up and descramble the
services.

The packager must get permission from
and make arrangements with the individual
program services. To subscribe, a dish owner
buys a descrambler and then contacts a pack-
ager. Once the packager has signed up the
dish owner, the descrambler is activated for
the services in the package. The dish owner
can pick up satellite signals other than those
of the services in the package, but they re-
main scrambled. The dish owner pays a
monthly fee for the package.

The packages consist primarily of basic
and pay cable services, such as those de-
scribed in the preceding sections. C-band
satellites carry most of these services, and the
majority of the TVRO audience can pick up
only C-band transmissions. Packagers often
sell pay cable channels separately from their
groups of services. National Rural Telecom-
munications Cooperative (NRTC), one of the
largest packagers, retails through its local co-
ops. Other packagers retail through local
cable systems or directly to the customer.
These include Netlink, Tempo Development,
and Showtime/The Movie Channel. A few
programmers do not scramble so that TVRO
dishes can pick them up; one of these is the
Public Broadcasting Service. Some individ-
ual services have begun specifically to serve
the TVRO market.

7.4.5 Programming In Unconventional
Services

Most of us think of television programming
in terms of “shows”—formal, fixed presen-
tations by people for a relatively large audi-

ence that normally cannot affect the nature
of the presentations. This has been the con-
vention in TV since its beginnings. By exten-
sion, content that does not fit this mold is un-
conventional, and that is the subject of this
section,

We discussed electronic text at some
length in Section 5.7. Cable systems com-
monly use rotatext (Section 5.7.1) to program
a channel with news, weather, announce-
ments, advertising, even cable channel pro-
gram listings. Several firms provide satellite-
delivered text services of various types—
news, sports, and financial information; cus-
tomized (to the local system) electronic pro-
gram logs; and even specialized services a
cable system could feed to its subscribers’
personal computers.

By contrast, none of the 1980s attempts at
teletext (Section 5.7.3) and videotex (Section
5.7.4) service succeeded. Still, both seemed
to have the potential for success, given the
right combination of equipment, cost, and,
most important, content.

Videotex, of course, is an interactive me-
dium. There are others. Warner-Amex, for
example, operated Qube for seven years be-
fore shutting it down in 1984 (Section
5.2.3.3). Other cable systems have experi-
mented with or operated other types of in-
teractive services, particularly those involv-
ing PPV programming and direct marketing.
Additional interactive video services include
information retrieval, home banking, and ki-
osks, all discussed in Section 5.7.4.

Some cable systems and program services
offer a form of interactive programming in-
volving the telephone. Viewers watch pro-
gramming on a cable channel and interact by
using the telephone. According to the spe-
cific program, they can ask for more infor-
mation or order advertised merchandise, call
in opinions for polls, and participate in talk
and game shows. Direct-response marketing
cable services (Section 7.4.2.3) consist of
such telephone-interactive programming.




7.5 CABLE SYSTEM PROGRAMMING

Most cable systems offer four distinct types
of services—the signals of local broadcast
television stations, local productions, satel-
lite-delivered basic networks, and satellite-
delivered pay services. Many also program
rotatext channels; a few offer home security
and other unconventional services. These
can add up to a lot of channels. For example,
a market may have seven or more full-ser-
vice broadcast television signals, and the
cable system carries them. Big cable sys-
tems—may carry a large number of local
origination and access channels. And, ac-
cording to when and how you count, there
are 55 to 65 nationally distributed basic and
pay services.

Certain requirements and restrictions
apply to cable system programming. The
franchise agreement, for example, may call
for access programming and put curbs on ob-
scenity. Federal regulation includes the net-
work nonduplication rule, the syndicated ex-
clusivity rule (Section 4.5.2.1), and the
political-candidate equal-opportunities re-
quirement (Section 14.1.1.4).

Some cable systems have marketed their
service using a scheme called tiering. Typi-
cally, the basic tier consists of all local broad-
cast signals, all local origination and access
channels, and a number of national basic ser-
vices. Subscribers pay a certain monthly sum
for this first tier of service. The second tier
may consist of additional national basic ser-
vices. Subscribers pay an additional fee to
get the second tier. The third tier may consist
of one or more pay channels in various com-
binations and at various prices.

For years, cable systems sold additional
services only in combination with basic ser-
vice. In 1988, the first operator broke that
marketing custom. Cablevision Systems of-
fered residents in its New York franchise
pay-cable-only service.

One of cable’s major selling points is the
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variety of programming it offers. Nonethe-
less, a 1982 study sponsored by NCTA, the
cable trade association, showed that most
viewers would be happy with just five non-
broadcast channels in addition to local
broadcast television signals. This could be
achieved any number of ways by rival media
without the high capital outlay needed to in-
stall cable. For example, wireless cable (mul-
tichannel television; Section 5.4) could grow
into a real threat. Direct-broadcast satellites
(DBS; Section 5.6) could also provide multi-
channel service. Cable systems, however,
could offer to carry (and share the proceeds
from) both wireless cable and DBS signals as
additional tiers. Also, each person’s combi-
nation of five favorite channels could be dif-
ferent. Two years later, another NCTA study
reported that consumers overwhelmingly fa-
vored cable over wireless cable or DBS; fur-
ther, lower installation charges and greater
channe! capacity would allow cable to con-
tinue its dominance in the multichannel
marketplace.

7.6 CONSTRAINTS ON PROGRAMMING

Certain limitations affect programming.
Some are set by law or federal regulation.
These limitations are discussed in Sections
14.1.1 and 15.3. Various government bodies
and elements of the court system restrict cov-
erage of their activities (Section 15.2.4). For
years, the Radio Code and the Television
Code of the National Association of Broad-
casters (NAB) influenced radio program-
ming. However, the NAB eliminated its code
operations in 1983 (Section 16.2.1). Each op-
erator of a radio/TV outlet has a set of per-
sonal values that affect programming (Sec-
tion 16.1).

Factors outside law, regulation, and ethics
also affect programming. Two of these in-
clude the fact of advertising support and the
activities of some pressure groups.
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7.6.1 Advertising Pressures

Advertisers today rarely attempt to dictate
policy to programmers. Occasionally, an ad-
vertiser will attempt to influence program-
ming or news coverage, threatening to with-
draw advertising unless the programmer
takes some specific action. But, for the most
part, the decline of single-sponsor programs
caused a parallel decline of direct advertiser
control of content.

On the other hand, advertising sup-
port—the fact that advertising revenue pays
for programming—affects content directly.
Consider the three major TV broadcast net-
works, for example. The larger the audience,
the more money ABC, CBS, and NBC can
charge for advertising time. Therefore, they
attempt to maximize audiences by program-
ming material that appeals to the broadest
spectrum of the public and that avoids
themes and depictions that might alienate
major segments of the audience. Such
programming ordinarily precludes that
which challenges or might offend prevail-
ing established political beliefs, economic
systems, social norms, standards, or cus-
toms.

Critics contend that the practice of maxi-
mizing audience limits not only the range
and treatment of subjects within programs
but also the amount of certain types of pro-
grams. Programming that draws relatively
low audiences—usually “serious” drama
and music, documentaries, public affairs, and
discussion programs—is scheduled rarely or
at odd hours and, when programming
changes are made, is first to be cut.

Defenders say that networks give the au-
dience what it wants, that the consistently
high ratings for entertainment programming
prove it. The question then arises: How does
the audience know it does not want more se-
rious programming if it rarely has access to
it? Still, ratings are relatively low for even the
finest public television programs and for se-

rious artistic and public interest programs*
from the commercial networks. Yes, the net-
works lost audience in the 1980s, but most
was lost to entertainment—on independent
stations, cable, and home video—not culture
and public affairs.

7.6.2 Pressure Groups

Occasionally, outside groups attempt to in-
fluence programming. One example is the
blacklist of the 1950s, discussed in Section
3.2.3.1. Another is the continuing efforts
of Action for Children’s Television to im-
prove programming for youngsters (Section
4.4.3.2). Still another is the fight against ex-
cessive or gratuitous depictions of violence
and sexual activities. As mentioned in Sec-
tion 4.4.3.2, several organizations have op-
posed overuse of sex and violence on televi-
sion programming. None was as large or had
as much potential clout as the Moral Major-
ity, with its estimated 21 million sympathiz-
ers (which meant that it was actually a mi-
nority). When Moral Majority entered the
debate, it focused on sex more than violence.
Many critics felt the issues had taken a
frightening turn.

Moral Majority was led by Rev. Jerry Fal-
well, a television preacher. An evangelical
Christian conservative movement, the group
took an active role in the 1980 election of
Ronald Reagan to the presidency. Later, Fal-
well focused efforts of the Moral Majority on
television programming. The networks had
discovered sex in 1977 and started the T ‘n’
A' programming fad with series such as

*The exception was CBS’s 60 Minutes. In 1976, 60
Minutes began to earn ratings in the top ten programs.
By the 1980s, it often placed first. By any measure, 60
Minutes was the most popular public affairs series in
television’s history.

TApproximate translation: "bosoms and buttocks’’;
characterized by camera shots of women'’s bottoms and
what the trade called “jiggle”—bouncing female
breasts. Themes and dialogue were often suffused with
sexism, leering innuendo, and suggestive language, usu-
ally unrealistic and unmotivated.




Charlie’s Angels and Three’s Company. Fal-
well organized opposition and threatened
consumer boycotts of products advertised on
programs that featured gratuitous sex.

Detractors said that Moral Majority’s very
name epitomized its tactics, the implication
being that those who did not agree with its
stand were not moral and, by extension, not
Christian. Thus many who might also have
objected to the T ‘'n’ A fad did not join Fal-
well’s campaign. A rival group organized to
counter the Moral Majority’s stand on tele-
vision programming. This group, People for
the American Way, included a number of
mainstream religious leaders and was orga-
nized by Norman Lear, producer of televi-
sion series including All in the Family. They
used TV spots and other publicity vehicles to
fight the Moral Majority philosophy.

7.7 ROLE OF AUDIENCE PROMOTION

Effective as a programming strategy may be,
it will not do any good unless the potential
audience knows about it. Networks and sta-
tions cannot rely on audience dial switching
and schedule listings in newspapers to in-
form the public of new programs and time
changes in old ones. The role of audience
promotion is to draw an audience. It is, of
course, up to the programming to keep the
audience. No amount of clever promotion
can hold an audience for poor programming.

For a broadcast medium, one effective
promotion tool is its own airwaves. On-air
promotion includes contests, promos for up-
coming programs, mentions on programs of
other programs, call letters ("KBIV—Best in
Viewing"), thematic graphic designs (to cre-
ate an easily recognized symbol or logo of
the station) worked into local production,
clever station identification devices (special
musical signature or animation), and even
public service (“The KBIV Action Line
Ombudsman”).
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Figure 7.14 Promotional materials. WOGX-TV,
an independent television station, uses outdoor
advertising along a busy street to promote itself
as “'The Great Entertainer.”” Signs in other parts of
the WOGX coverage area promote individual
programs on its schedule. Outdoor advertising Is
just one part of the station’s extensive promo-
tional activities. (Used by permission of WOGX-
T™V.)

Off-air promotion may include advertise-
ments in other media (newspapers, maga-
zines, billboards, [Figure 7.14], even other
stations); stunts and personal appearances by
station personalities; display of the logo on
station vehicles, equipment, and jackets; and
giveaways, such as bumper stickers and pro-
gram guides. In many promotional activites,
the station seeks additional publicity through
a printed release of information about the
station, its personnel, and its programs to
newspapers and trade publications to be run
as news stories.

Good programming and good promotion
are year-round requirements. During ratings
surveys, however, stations want to maximize
audiences, so promotion efforts intensify.
Some even run promotional contests. Con-
tests violate the spirit of Arbitron and Niel-
sen guidelines and, when staged during a
survey period, are noted in the resulting rat-
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ing report. Broadcasters refer to such prac-
tices as hypoing the ratings and, over the
years, have come to tolerate it as part of the
promotion game. (Ratings distortion, how-
ever, is another matter; see Section
18.2.11.3)

The promotion function has grown in im-
portance for broadcasters. Television sta-
tions, for example, faced increasing compe-
tition during the 1970s on at least four fronts.
First, affiliates’ local news efforts developed
into fierce rivalries. Second, independent sta-
tions made audience gains in all dayparts.
Third, many more television stations signed
on. Fourth, rival video media developed. Sta-
tions responded by increasing promotional
activities. They started promotion depart-
ments or expanded existing ones, budgeted
additional money for promotion, and, in
general, changed promotion from a sideline
to a major activity.

Cable and other media use some of the
same promotional activities as broadcast-
ing—promos, catchy logos, musical and an-
imated identifications, advertising, and pro-
gram guides. They use others that are quite
different. Cable systems, for example, use
door-to-door and telephone sales to sell ser-
vices. They may offer special limited-run
"packages” as inducements (for example, no
installation fee for new subscribers, or three
pay services for the price of one for one
month). At the national level, a pay network
may offer a free week of programming. It
will urge affiliated cable systems to run the
network’s programming unscrambled on a
vacant channel in the basic service so that
every subscriber can see it; then it will sched-
ule “commercials” that urge subscribers to
sign up for the service.

By 1990, both broadcast and cable televi-
sion networks had tried promotional tie-ins
with national retailers and marketers. For ex-
ample, certain Sears 1989 customer mailings
included a contest designed to familiarize
viewers with new NBC shows for the up-

coming prime-time season. CBS had a simi-
lar tie-in with K mart. ABC planned to give
away a million promotional video cassettes
through the Pizza Hut chain. Showtime Net-
works, Inc. worked out a promotional tie-in
with Beatrice Hunt Wesson, marketer of Or-
ville Redenbacher Gourmet Popping Corn;
Home Shopping Network, with Maxwell
House Coffee.
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CHAPTER §

News

- pa)

"Did you see the news last night?”’ someone
asks. You assume the question refers to a
television news program or service, and you
are probably right. The wording of the ques-
tion and your assumption illustrate a fact of
life—most of us rely on television news re-
porting so much that we think of it as the
news. Dating from 1963, biennial national
polls show that people mention television
more than any other medium as one of their
main sources of news (Figure 8.1). Dating
from 1961, the same polls show people
choosing television as the most believable
news medium (Figure 8.2).

Radio is also an important source of news
for many people, although it does not dom-
inate the news field as does television. Large
numbers of individuals listen to radio news
as they get ready for work in the morning,
travel in automobiles, and work in their
homes or businesses. In a 1982 nationwide
survey, respondents specified local, national,
and world news, along with traffic and
weather reports, as the most important ele-
ments of their radio listening,.’

In this chapter, our subject is radio and
television news. We first explore the mean-
ing of “news.” Next, we inspect radio news-
casts, television newscasts, and television
news services. Finally, we look at other
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forms of news programming—documenta-
ries, on-the-spot coverage, interviews.

8.1 NATURE OF NEWS

As a broad definition, we can say that news
is the reporting of recent happenings. But
more specifically, we are interested primarily
in processed news—news that has been
gathered to a central point, put into a form
suitable for public distribution and pre-
sentation, and disseminated to a mass
audience.

8.1.1 What Are the Origins of News?

Technology has played a crucial role in the
history of news processing. The very origins
of mass news—and, in fact, all mass com-
munication—derive from a technological de-
velopment: reusable metal type combined
with ink, paper, and a compress; in other
words, the printing press.

8.1.1.1 The Newspaper Evolves According
to tradition, Johannes Gutenberg of Mainz,
Germany, introduced movable metal type in
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Figure 8.1 Where people get most news. About every two years, from 1959 through 1988,
the Roper Organization conducted nationwide surveys of people 18 and older for the now
defunct Television Information Office. Television has led all other media as a source of most
news since 1963. In the 1988 survey, out of the sample of 2000 people, 65 percent men-
tioned television as a source of most news—a full 30 percentage points higher than the
next most frequently mentioned source. newspapers. (Survey respondents could name

more than one medium.) (Source: Television Information Office.)

Europe about 1450. Just over 50 years later,
newspapers appeared in Germany and Hol-
land aimed at merchants and other persons
in business. These first primitive newspapers
contained mainly news of shipping and com-
merce. England’s first regularly published
newspaper began in 1621; its first daily
newspaper, in 1702.

Juan Pablos brought printing to the New
World in 1539 when he set up a press in
Mexico City. Stephan Day came to Massa-
chusetts Bay in 1638 and helped to start a
printing establishment. In 1690, Benjamin

Harris published Publick Occurrences, a news
sheet. Authorities closed it down after one
issue.

The Boston News-Letter, America’s first
continuously published newspaper, began in
1704, and by 1715 it had some 300 subscrib-
ers. The News-Letter contained local financial
news and foreign political news. It copied the
latter from English newspapers. By 1750, the
American colonies had 12 newspapers; 25
years later the number had multiplied four-
fold. All were weeklies; America did not get
its first daily until 1783.
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Figure 8.2 What news medium people believe most. In the biennial TIO surveys, television
has led as the most believable mass medium since 1964. In the 1988 survey, however, tele-
vision lost ground, while newspapers gained. (The distance from the bottom of the chart
to the top represents all responses; distances within each horizontal segment indicate the
percentage of survey respondents who gave each reply.) (Source. Television Information

Office.)

In 1765, England imposed on the colonies
the Stamp Act, a heavy tax on paper. Most
colonial newspapers united to oppose the
Stamp Act. The act was repealed in 1766, but
a majority of the colonial press continued to
be active in the cause of rebellion and
revolution.

After the American Revolution, newspa-
pers retained partisanship but lost unity,
splitting over politics. Some newspapers
supported the Federalist party, made up of
large landowners, merchants, manufactur-
ers, and bankers. Others backed the Repub-
lican party, made up of salaried workers and

farmers. There was little attempt at objectiv-
ity. Newspapers freely mixed news and
opinion in the same report.

The first newspapers had published
mainly news sent to their offices by inter-
ested parties or copied from other newspa-
pers. Early in the ninteenth century, news-
papers made an important change in news
gathering practices; they started hiring re-
porters to go out and gather news.

8.1.1.2 Metamorphosis to Mass Commu-
nication Before the 1830s, newspapers had
been written primarily for the privileged



classes. Prices were high, circulations low.
However, a new class—wage earners—
moved to the cities, received the right to
vote, and learned to read in free, tax-sup-
ported schools. Publishers saw opportunities
for large-circulation newspapers. Power had
been added to the printing press in 1811, and
by 1833 the steam press produced thousands
of copies per hour. Publishers altered content
to attract these newly enfranchised readers,
filling papers with material the urban masses
found interesting and easy to read. Circula-
tions grew so large that publishers could sell
space in their newspapers for commercial
messages aimed at the public, and the reve-
nue from this advertising financed the pub-
lication. Newspapers were almost given
away at one cent (later two) per copy, earn-
ing them the name penny press. The first
penny newspaper, the New York Sun, started
in 1833 and, by 1836, had a circulation of
over 30,000. The press was on its way to be-
coming a mass medium, dependent on large
circulations and large advertising rev-
enues.

8.1.1.3 The News Wire Services In 1848,
the first news agency wire service was orga-
nized. Six New York newspapers agreed to
share the costs of telegraphing national news
from Washington, D.C., and foreign news
from Boston through formation of the Asso-
ciated Press (AP) of New York. Other news-
papers asked to join. Newspapers still
slanted reports to match party, cause, or ed-
itorial policy. The papers AP served had a
variety of editorial policies. So AP decided to
adopt no slant—to report only facts. Each AP
newspaper would be free to rewrite the wire
service stories to fit its editorial slant. Some
did. Many more did not, printing stories as
they came over the wire. Eventually, this be-
came the practice at most newspapers. Thus,
necessity gave birth to objective reporting,
fathered by the telegraph, a technical
development.

A competing wire service, the United
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Press, was organized in 1882 but went bank-
rupt in 1897. In 1907, E. W. Scripps founded
the United Press Association (UP), and in
1909, William Randolph Hearst formed the
International News Service (INS). In 1958,
UP and INS merged into United Press In-
ternational (UPI).

8.1.1.4 Metamorphosis to Big Business A
bitter rivalry led to the age of yellow jour-
nalism. Joseph Pulitzer's New York World
and Hearst’s New York Morning Journal (and
imitators across the nation) emphasized sen-
sationalism in efforts to appeal to working-
class audiences and to build huge circula-
tions. Yellow journalism peaked in the
1890s; both the World and the Morning Jour-
nal circulated to some 700,000 readers each.
As they grew, however, newspapers also be-
came big business. Publishers identified with
working-class readers less and less and with
business interests more and more. By 1910,
the age of yellow journalism had ended. It
left its mark on the shape and form of the
daily press—comics, editorial crusades
against crime and corruption, and investiga-
tive reporting.

Sensational journalism reappeared in the
1920s. During this era of jazz journalism,
the tabloid newspaper appeared. New York
provided three leading examples, the Daily
News, the Daily Graphic, and the Daily Mir-
ror. All played up sexual and sensational as-
pects of news, featured lots of photographs,
and were printed on smaller paper sheets
than other newspapers, which made them
easy to read on crowded subways and buses.

Despite the excesses of jazz journalism,
newspapers overall had become distinctly
middle class in outlook. This complemented
another trend that began when Scripps put
together the first chain of commonly owned
newspapers. Hearst and others followed,
buying newspapers in different cities and
managing them from one central office.
Gradually, chain and absentee ownership
became the norm, and interests of owners
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shifted away from editorial influence to
profits.

8.1.2 What Are News Outlets Like?

As we have seen, the pattern for mainstream,
public news media was set early in the twen-
tieth century. These media evolved into what
LeRoy and Sterling® have called mass
news—distributed by organized, large, im-
posing systems; attended by huge audiences;
relied on by the public for reports of recent
happenings.

8.1.2.1 Ownership and Motivation The
main news outlets—organizations that pack-
age and present news to the public—are gen-
erally big business, large, bureaucratic. Typ-
ically, they are owned by publicly held
corporations. The corporate-owned news
outlet is an investment and may be one of
many commonly owned businesses. Corpo-
rate officers answer to stockholders and are
interested chiefly in profits, not editorial
policies. The manager of a particular news
outlet is usually free to adopt any editorial
stance, as long as the outlet earns a profit.
With this freedom, editorial policies vary
among commonly owned outlets, from con-
servative to liberal. Even liberal outlets,
however, identify primarily with a middle-
class, within-the-system approach to politi-
cal and social issues.

8.1.2.2 Content Although editorial policies
vary, most news outlets report most news as
objectively as they know how. (More subtle
aspects of news reports, such as story place-
ment, phrasing, and emphasis may contrib-
ute to the public’s perception of bias.) Some
observers attribute objective reporting to a
feeling of responsibility on the part of news
outlet managers. Historically, objectivity
also springs from at least two other
sources—reliance on wire services and
need for large circulation.

News outlets are linked together by the
two dominant domestic wire services, AP
and UP], and to a lesser degree by a number
of specialized, limited, and foreign-based
services. AP and UPI provide the bulk of na-
tional and international news for many dif-
ferent news outlets, a situation which—as
pointed out in the preceding section—re-
quires the services to be objective. Because of
the wire services, this news tends to be
identical, often verbatim, from outlet to out-
let, city to city.

As to circulation, news outlets are sup-
ported primarily by advertising revenues. To
keep advertising rates up, outlets need the
largest possible circulation or audience, in-
cluding people who disagree with editorial
policies. Therefore mainstream news out-
lets—and here we do not mean National En-
quirer-type publications—report the news
straight and objectively and reserve opin-
ion for clearly labeled editorials.

As part of the effort to increase and hold
circulation and audience, news outlets pro-
duce much that is not, strictly speaking,
news. Look carefully at your daily newspa-
per; most of its space is devoted to advertis-
ing, syndicated features and columns, sports,
family, and other specialized information.
The national cable news services allot a great
deal of time to commercials, sports, weather,
features, and other nonnews content. Broad-
cast stations and networks, of course, are pri-
marily entertainment/advertising media. Yet
even on newscasts, much of the already lim-
ited time goes to material other than hard
news.

8.1.3 What Is News?

Which brings us to the problem of defining
news. What exactly is this thing we have
been calling “news”? Earlier we said that
news is the reporting of recent happenings
that have been gathered and prepared for
dissemination to an audience. We have



added to that definition by describing the de-
velopment and present structure of news
outlets and their motivations for turning out
the type of product they do.

8.1.3.1 News Value News is further de-
fined by the way in which news outlet man-
agers decide on a news story’s news value—
its ability to attract a large audience. A
major factor in determining news value is
whether a story is hard or soft. Hard news is
the reporting of current events that are of in-
terest because of their timeliness and general
importance or their violence (crimes and ac-
cidents). Hard news declines rapidly in news
value with passage of time. Soft news, on
the other hand, consists of features and news
of current events that lose news value rela-
tively slowly. Although there are exceptions,
sports and other specialized news are usually
of secondary importance to hard news.

8.1.3.2 Controls over News There are
other characteristics of news, characteristics
that serve as means of control over, and thus
limitations on, content. One classification
system lists seven types of control>—mo-
nopoly, source, government, internal, ad-
vertiser, self, and public. The giant owner-
ship monopolies that control news media
tend to reduce the diversity of, and impose
sameness on, content. Soruces—people and
institutions, private and government—con-
trol news about themselves through secrecy,
news management, and manipulation and
shaping of news before it reaches the media.
Government influences news media through
the court system, agencies, and policies. In-
ternal control is exercised by media person-
nel. Publishers, managers, editors, produc-
ers, reporters, camera crews—all act as
informational gatekeepers, allowing some
news to flow through media pipelines (to
mix metaphors!) to the audience, stopping
other news. Advertisers exercise control
sometimes directly but usually indirectly
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through media acceptance of establishment
viewpoints and conceptions of reality. Self-
control through professional codes and stan-
dards of good practice and public control
have relatively little effect (although some
citizen groups succeeded in affecting broad-
casting during the 1970s [Section 4.4.3]).

8.1.4 What Is Radio and Television
News?

So far we have discussed news in general
terms. Now we examine radio and television
news specifically. Broadcast stations transmit
news, for the most part, at regularly sched-
uled times. A station occasionally interrupts
other programming (but never commercials)
to present a news bulletin, a news report so
important that it cannot wait for the regular
news broadcast. News radio stations and the
cable news services use news as their pri-
mary programming content; they run news
and news-related material throughout the
day. Electronic text services can also offer
news full time.

8.1.4.1 Characteristics As yet, no medium
matches radio for its ability to do on-the-spot
reporting. A radio reporter needs little equip-
ment and can telephone a report from the
scene of a news event, even getting it on the
air live. A television reporter is also mobile,
but camera operation usually requires at least
one other person at the scene, plus some co-
ordination and frequently on-line or postpro-
duction editing at the studio. Cable news ser-
vices have been notably successful in
overcoming these problems and presenting
extended, live on-the-spot coverage of pro-
tracted news events.

Cable news services and radio stations
have the ability to report immediately. Elec-
tronic text services can update news contin-
uously. Broadcast television, on the other
hand, programs on a relatively rigid schedule
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that inhibits extending newscasts or breaking
into other programs with bulletins. Never-
theless, broadcast television will have a re-
port on a late-breaking news item—often
with tape—long before the newspaper is
published. But the newspaper account often
includes detail and background information
for which broadcast and cable have no time
and electronic text has no space. The news-
paper also contains a good many stories that
the other media did not even report.

8.1.4.2 Local News Outlets Radio stations
that carry news (other than those with all-
news formats) typically schedule it once an
hour, at the same time each hour. (This pat-
tern can vary by daypart; music stations, for
example, may carry newscasts during morn-
ing and afternoon drive times, but not during
midday and at night.) For the most part,
major news items are rewritten and repeated
on each newscast, with perhaps a few
changes in details. The five-minute news-
cast, once standard, is now the exception and
has been all but replaced by the 3}-minute
newscast (which, after commercials, may
contain just over two minutes of actual
news). One-minute newscasts are not un-
common, and many stations broadcast no
news at all.

To be fair, some radio stations present ad-
ditional news each hour, perhaps a network
newscast for national and international news
and a local follow-up for area and state news.
They may also carry extended or more fre-
quent newscasts during morning and after-
noon drive times.

All-news radio stations broadcast contin-
uous news interspersed with features and
commercials. News is repeated in cycles, 20
minutes or longer in length, so that a listener
may tune in at any time and hear the full
complement of news stories within a short
period.

Television stations broadcast news less
frequently but for longer periods than most

radio stations. As a rule, network affiliates
carry more news than independents. There is
usually an early morning newscast that may
range from a 15-minute summary off the
wire to an elaborate, hour-long, locally pro-
duced Today-type magazine-format pro-
gram. A second newscast, 5 to 30 minutes in
length, airs around noon. The station broad-
casts its showcase news program—longest,
most elaborate, with the greatest number of
recent or updated stories and videotape—in
the early evening. This lasts 30 minutes or
longer. Affiliates broadcast this program ei-
ther before or after, or before and after, the
network news. A final newscast airs at 10:00
or 11:00 p.m. and is 15 to 30 minutes in
length. Some television stations also present
short news summaries at sign-off and sign-
on and one-minute news capsules between
prime-time programs.

8.1.4.3 Network News There are many
radio networks (Sections 20.3.8 and 20.4-
20.6), and most provide a news service.
Radio networks usually schedule news at
least once an hour, increasing news feeds
during morning and afternoon drive times.
Larger radio networks may feed newscasts
two or more times an hour along with fea-
tures, commentary, and sports. National
Public Radio’s Morning Edition and All
Things Considered air during morning and
evening drive times, respectively.

The three commercial broadcast television
networks feed extended presentations in the
early morning, the oldest being NBC's long-
running Today. The television networks all
air weekday showcase newscasts in the early
evening (Figure 8.3). They have shorter feeds
at other times, do one-minute news summa-
ries during prime time, and provide individ-
ual reports that affiliated stations can record
and use on their own newscasts.

The year 1982 seemed to constitute a peak ~
in the development of network news pro-
gramming. That year, in response to the rise
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Figure 8.3 Broadcast television network anchor reporters. During the late 1980s, these
reporters anchored the network early evening news programs: (a) Peter Jennings, ABC; (b)
Dan Rather, CBS: (c) Tom Brokaw, NBC: and (d) Robert MacNeil and Jim Lehrer, PBS. (Pho-
tograph a courtesy of Capital Cities/ABC., Inc.. b of CBS. Inc., ¢ of the National Broadcast-
ing Company, inc., and d of WNET and WETA. Used by permission.)
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of the cable news services, all three networks
converted their news divisions into 24-hour
operations and added a variety of late night
and early morning newscasts. Just three
years later, they weakened their reporting
ability. During the period 1985-1987, the
networks went on a staff-cutting binge;
among those eliminated were hundreds of
news employees, including respected and
well-known veterans.

The programming of the cable news ser-
vices varies. Cable News Network (CNN),
for example, carries a number of extended
newscasts interspersed with other informa-
tional programs. When important news
breaks, CNN does not hesitate to suspend
regular programming and provide extended
coverage. C-SPAN (Section 7.4.2.4) supple-
ments congressional cablecasts with unique,
in-depth reporting on politics and public af-
fairs. Informational programmers such as Fi-
nancial News Network (FNN) and CNN's
Headline News schedule repeating cycles,
similar to those of news radio stations. ECO
programs news and information in Spanish.

Public Broadcasting Service feeds its affil-
iates the MacNeil /Lehrer News Hour a little

later than the commercial networks’ early
evening newscasts. This PBS news program
differs from those of the commercial broad-
cast networks in that it has a full hour. The
News Hour covers major news in summary
fashion and also selects a few stories for
treatment in depth. Weekend news sched-
ules are different for all four television
networks.

8.1.4.4 Other Radio-TV News Sources
During the 1980s, satellite relay capability
spawned additional sources of television
news. The birth of satellite news gathering
(SNG; Section 5.5) (Figure 8.4), for example,
gave rise to SNG cooperatives. A co-op con-
sists of SNG-equipped television stations
and a coordinating unit. The coordinator sur-
veys the co-op’s stations daily to assess what
they will cover, identifies stories of general
interest, and puts them on the satellite for
other cooperating stations to use. It also
helps arrange individual news exchanges—a
co-op station in one city covers a story that
is relayed to the requesting co-op station in
another city. Co-ops formed at national, re-
gional, and state levels. Organizers included

(a)

Figure 8.4 Satellite news gathering. (a) WESH-TV’s SNG vehicle being readied to transmit
a story through Conus. (b) Inside the truck, the Channel 2 technician establishes contact
with the Conus coordination center by satellite reiay.



Conus Communications (Section 5.5), Group
W’s Newsfeed, the three major broadcast
networks, and the stations themselves.

The communications satellite spurred
growth of firms that syndicate video news,
provide custom video coverage services,
and create video public relations releases.
The news syndicators put together news and
information packages, which they distribute
to stations and other clients. Their product
ranges from soft news to hard, from individ-
ual stories to complete programs. A custom-
service firm provides news coverage support
in its market for out-of-town news outlets. A
Jacksonville TV station, for example, wants
to do a story in Washington, D.C., and con-
tracts for support with a Washington firm.
Support varies with the client’s need and
may consist of a production crew, editing fa-
cilities, raw footage (unedited video), or even
a complete news package (a finished story).
Some companies offer the same support for
public relations purposes. Businesses and
special-interest groups contract with these
firms to create and disseminate video news
releases and other promotional material to
television news outlets and other destina-
tions. By 1990, among companies that pro-
vided one or more of these services were AP
Express, Broadcast News Service, Financial
News Network, Independent News Net-
work, Los Angeles News Service, Medialink,
Mobile Video Services, Newslink, Potomac
Communications, Professional Video Ser-
vices, Sun World Satellite, Turner Broadcast-
ing, TV Direct, Visnews, and Washington In-
dependent News.

8.1.5 Limitations and Problems of
Radio-Television News

Time is a major factor. How many stories
can be reported in a two-minute “news sum-
mary’’? How many details can be given for
each story? In both cases, not many. Formal
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newscasts are longer, but the problem is still
the same. The script of an evening 30-minute
network newscast actually accounts for only
22 to 23 minutes; commercials, credits, and a
station break take up the rest of the time. A
“half-hour” network news script, if set in
type, would not even fill the front page of the
New York Times.

News radio stations and cable news ser-
vices operate continuously and would seem
to have all the time they need. On occasion,
they do operate that way, particularly C-
SPAN and CNN. But most of the time, most
all-news programmers package news in
short, repeating cycles. Thus television news,
news radio, and cable news service editors
must be extremely selective in the detail they
include in each story.

Television’s visual element presents a
whole set of problems. First, what gets vid-
eotape and SNG coverage? Those events
that are predictable, where the assignment
editor can schedule the equipment and per-
sonnel and the crews can set up in advance.
This means heavy visual coverage of public
figures arriving and departing; of meetings;
of ribbon cuttings, grand openings, and the
like; of speeches; and of press conferences.

Second, what gets on the air? Those sto-
ries that have visual coverage—videotape
and SNG. Coverage of the opening of a new
building, with tape of the mayor cutting the
ribbon, may get as much newscast time as
the less visual but more important story of
the city auditor’s report of a missing $3.5
million dollars in city revenues, or the story
of a violent school bus accident that hap-
pened too late for camera crews to get to the
scene. Of course, people turn to television
news to see things, and if the station does not
use a lot of pictures—regardless of content—
the audience tunes to a station that does.
Thus we see the trivial given as much or
more coverage than the important.

Third, there are those who manipulate
news coverage—demonstrators who await
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the arrival of television cameras before be-
ginning action; political thugs who plant
bombs, hijack airplanes, take over embas-
sies, and kidnap people in such a manner as
to make the 6:00 p.m. newscasts in the
United States; major political parties that or-
chestrate national conventions to take ad-
vantage of television coverage; public figures
who plan announcements and news confer-
ences for major visual impact.

A fourth problem stems from subtle pres-
sures on news crews to emphasize certain
aspects in covering stories—action, blood,
simplification, and, above all, conflict. These
are visual news values that get audiences.
Unfortunately, real life is rarely so clear-cut
that it can be accurately depicted as a battle
of two sides, us versus them, good versus
bad, black versus white. Camera crews feel
they must force their coverage into these
terms, and the result gives a distorted pic-
ture. For example, during the war in South-
east Asia, network news film from Vietnam
emphasized conflict and blood because re-
porters knew that was what the New York
offices wanted. Supposedly, the sight of
wounded and dead American military per-
sonnel brought war home to the public as
never before, helping turn public opinion
against the war. Yet subtle and equally im-
portant issues of the war were undercovered
or unreported, simply because they did not
lend themselves to visual presentation.

Questions of ethics confront television
reporters and technicians. Certainly, faking a
scene and coaching responses from subjects
for the camera is unethical, and most televi-
sion news organizations have established
policies to prevent faking. But some situa-
.tions are not easy to define as ethical or
unethical. Suppose you were covering a
demonstration protesting atomic weapons,
taping a group of people praying in unison.
You could hear the prayer clearly, but your
microphone could not pick it up. What
would you do? Ask the group to pray louder?

Would that be ethical? Further, the very in-
troduction of a television camera into a situ-
ation changes the nature of that situation.
People behave differently from the way they
would if the camera were not there. How
would you correct for that? Would you tape
them (in spite of their changed behavior) and
use the tape anyway? Would that be ethical?
Would you hide the camera? That, of course,
would be clearly unethical—in most situa-
tions. But what would you do?

Some problems with.camera coverage de-
rive from the conception held by news per-
sonnel of how it should be shot. Warren
Breed* once noted that novice newspaper re-
porters adopt news practices not from per-
ceptions of audience needs but from what
older newsroom hands do and say. It was the
same in television news, including produc-
tion of spot news reports and documentaries.
News film and documentary producers put
together products that looked good. In the
process, they used production and editing
techniques that did not necessarily depict ex-
actly the way the event had happened. They
did this not to distort or alter reality but be-
cause that was the way they had learned to
produce news film and documentaries. The
results often came as a shock to those who
had been filmed. The film would appear on
television, and subjects would see them-
selves seeming to say or emphasize things
they had not intended, commenting on
things they had never seen, arguing with
people they had never met.

Television’s ability to alter reality was
noted as early as 1952.5 However, it was not
until 1967 that this ability assumed the pro-
portions of a public issue. During the 1960s,
American news media reported on the civil
rights movement, riots, assassinations, and
the war in Vietnam. Angered and frustrated
by such reports, certain politicians and seg-
ments of the public began to look askance at
the media carrying these reports, particularly
television. In 1968, television provided pic-



torial coverage of demonstrations and events
surrounding the Democratic National Con-
vention in Chicago. Charges were leveled
that coverage was biased and unfair, that
news reports had been staged and distorted
through editing. Subsequently, similar
charges were made against a number of tele-
vision documentary projects (Section 8.4). As
a result, most television news and documen-
tary personnel have become sensitized to
production techniques that they had previ-
ously taken for granted; the networks and
many stations have instituted policies to
eliminate deceptive use of production
techniques.

A final problem involves the charge that
television news is more show business than
news. In the past, critics made the case that
television management, striving for high
news ratings, has emphasized entertainment
values at least as much as news values in
news operations. Television personnel even
refer to newscasts as news “'shows.” Televi-
sion trade and news leaders have responded
that theirs is a legitimate journalistic en-
deavor, albeit limited in comprehensiveness
and depth compared with, say, a large city
daily newspaper. Then along came the news
consultants, and the trade blew its whole ar-
gument as licensees and managers stumbled
over each other in efforts to turn their news-
casts into the prettiest, warmest, fuzziest,
most likable (and, therefore, most highly
rated) news “show’’ in town.

In the early 1970s, competition for local-
news audiences became so keen that some
stations hired news consultants to boost rat-
ings. Many in TV news felt the consultants’
suggestions emphasized cosmetic changes—
use of youthful and attractive anchor report-
ers with little or no actual reporting experi-
ence; light and humorous banter (“happy
talk”) among anchor personnel; emphasis on
stories with pictorial coverage, even when
content might be inconsequential; inclusion
in the newscast of more human interest (soft
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news) stories; weather reporters with a shtick
as well as a forecast. Often, experienced sta-
tion news personnel resented the consult-

‘ants, saying their changes degraded journal-

istic integrity of news.

8.2 RADIO NEWS

Radio station news efforts vary greatly from
station to station. At one extreme is the prof-
itable service-oriented station with five or
more full-time news and public affairs staff-
ers. At the other extreme is the station that
runs no news at all, in the belief that radio
deregulation (Section 8.4) lifted the “bur-
den” and “intrusiveness” of even a minimal
news operation. Just above this is the station
whose sole news effort is its rock network’s
one-minute "‘newscast’” each hour. Or the
rip 'n’ read operation, where the disc jockey
on duty runs to the wire service machine,
rips off the latest five-minute news sum-
mary, runs back to the control room before
the record ends, and then—without even
looking over the copy first—opens the mi-
crophone and reads the latest news '‘from
the news room of KXZX"" or wherever.

Many stations fall somewhere in between.
Let’s look at a hypothetical small-market sta-
tion with a full-time news staff of two. Al-
though we call these staffers reporters, each
actually fills additional roles as producer, ed-
itor, writer, and newscaster. A typical day
might start at 5:00 a.m. The early-shift re-
porter arrives at the station before sign-on to
prepare for a group of extended newscasts—
10 to 15 minutes each—starting at 6:30 and
scheduled several times through wake-up
and morning drive time. There may even be
a news block of 30 to 60 minutes starting
at7.

First, the reporter clears the wire. The re-
porter examines the copy that the AP or UPI
wire machine has printed and pulls (sepa-
rates for immediate use) the most recent hard
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news. Other material—sports, features, stock
reports, commodity prices—is filed for later
use. If the station is not a network affiliate,
the reporter prepares local, state, national,
and international news; if it is an affiliate of
a network with full-service news, the net-
work covers national and international news,
and the reporter concentrates on state and
local.

A station may have more than one wire
service and network. For example, in addi-
tion to AP or UPI and a national network,
some stations subscribe to a financial news
wire and affiliate with a state news network.
Also, AP and UPI produce extensive audio
services that carry both regularly scheduled
newscasts and feeds of actualities (voices of
people involved in a news event) for use in
locally originated newscasts.

The reporter checks other news sources.
There may be audiotape cartridges made the
evening before that could be used on the
morning newscast—Ilocal reports telephoned
to the station, local news makers’ statements

or comments, special network news feeds
(reports by network personnel sent as indi-
vidual news stories to stations for use in lo-
cally originated newscasts).

The morning newspaper is checked. If it
contains late-breaking local news on which
the station has no information, the reporter
may—although the practice is ethically and
legally questionable—rewrite the story in
broadcast news style directly from the news-
paper and use it on the air.

Then the reporter makes telphone calls
(Figure 8.5)—to the police station, sheriff’s
office, hospital, U.S. Weather Service, high-
way patrol, and any other institutions that
might have had overnight activity that is
newsworthy—the university, the U.S. Coast
Guard, the army base, and so forth. During
the telphone calls, the reporter sometimes
records (with permission) the voice of the re-
spondent for playback on the air; other times
the information is simply jotted down.

After gathering all available, pertinent
news material, the reporter assembles the

“w

Figure 8.5 Radio newsroom. Inside reporters use telephones to track down stories and
record sound bites. These are two of the work stations in the newsroom of WRUF and WRUF-

FM, Gainesville.



newscast. Some items are standard features
every morning and are automatically in-
cluded—the commodity report, the farm re-
port, the extended weather report. In hard
news, however, decisions must be made as
to which stories will be included and how
much time to devote to each one. The news-
cast format allows a preset amount of time,
and the reporter must select and prepare
news, based on news value judgments, to fit
within that time.

News material must be processed for use.
Processing varies from editing (adding or
subtracting a word here and there, deleting a
sentence or two) a wire service story to writ-
ing a local story from scratch and preparing
a tape actuality for playback as part of the
story.

After the stories have been processed and
the newscast is assembled, the reporter con-
fers with the audio technician or disc
jockey on duty. Both reporter and technician
have format sheets that indicate when and
how long each part of the newscast is to be—
the weather, the local news, the commer-
cials, and so on. Both have done this together
many times, every weekday morning.
Hence, the conference is less a matter of how
to do the newscast than of what is unusual
or different from the norm today. If the tech-
nician handles technical duties during the
newscast, the reporter hands over tapes for
playback on cue. A well-equipped station,
however, will have a small studio set aside
just for news, complete with audio control
board and tape playback, and the reporter
can engineer the newscast.

At the scheduled time, the reporter goes
on the air. Although they are in separate
rooms, technician and reporter can see each
other through a window of soundproof glass.
They exchange hand signals to communicate
information such as when to start news tapes
and when commercials are almost over.

Between newscasts, the reporter updates
(rewrites to include new information) some
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stories, deletes some, adds others. After the
heavy early-morning schedule of newscasts,
the reporter has only two-minute hourly
news summaries to prepare until the next ex-
tended newscast at noon.

After a well-deserved cup of coffee, the re-
porter begins gathering local news. A num-
ber of sources and tools are available. The
handiest is the telephone, and the reporter
makes liberal use of it, calling news makers
for comments (to be recorded and aired),
calling for background information, confirm-
ing news tips and leads. The reporter may
call and record on-the-spot reports by col-
leagues at stations in other cities, when big
state or regional stories break in those cities.

The newsroom may contain radio receiv-
ers that monitor police, fire, and other emer-
gency frequency bands so the reporter will
know when and where something happens
as soon as it happens. Stories may be tele-
phoned in by stringers, people—often resi-
dents of outlying communities or regions—
whom the station pays on a per-story basis
to be part-time reporters. Listeners may call
in tips on news stories.

The publicity and public information of-
fices of various institutions mail, bring, or
call in material they hope the station will
use. Some is legitimate news; some, puff
pieces or self-serving propaganda. Individu-
als and organizations send or call in notices
of meetings, elections, actions, stands taken,
and press conferences.

Sometimes groups of commonly owned
stations share exclusive news stories and
coverage among themselves; a large station
group may even maintain its own news
bureaus in key cities. Finally, the station
monitors the competition, checking other
radio stations, television news, and newspa-
pers for leads on major local stories.

Notice of a coming event is filed in a fu-

‘ture folder. There are 31 such folders, num-

bered consecutively for days of the month.
Each day’s folder is examined to see what
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news conferences, meetings, and special
events are scheduled. This is where a second
reporter comes in handy. Usually, a radio re-
porter uses the telephone to cover most
beats (places where news often originates,
which are checked on a frequent, periodic
basis, for example, city hall and the police
station). Nonetheless, someone has to at-
tend, physically, the school board meeting,
the mayor’s press conference, and the sena-
tor's address at the Rotary Club. With a sec-
ond reporter going on duty at midmorning to
cover outside events, the first reporter can
stay at the station, run the newsroom, pre-
pare newscasts, and receive and record tele-
phone reports from the second reporter for
use on the air.

When the first reporter goes off duty, the
operation reverts to semi-rip 'n’ read. The
announcer reads wire-service copy until the
second reporter returns to the station to pre-
pare the afternoon drive-time newscast. If
there is no second reporter, afternoon and
evening newscasts are network-only or rip
‘'n’ read. Night events, if covered, require
overtime or juggling of schedules.

8.3 TELEVISION NEWS

Addition of the visual element makes tele-
vision news much more complex than radio
news. Whereas in radio news one or two
people may do everything, television news
usually requires more people and more
specialization.

8.3.1 Local Television News

We shall look at the news operation of a hy-
pothetical typical television station in a mar-
ket of, say, 150,000 to 300,000 homes. News
operations for larger and smaller stations and
for cable system news departments consti-
tute variations—elaborations and trunca-
tions—on this theme.

The head of the department is the news
director, usually a television news specialist
by training and experience. The news direc-
tor sets policy for and acts as overall super-
visor for news activities and personnel. The
producer is in charge of a news program and
decides what news stories go on, how long
they are, and in what order they are
presented.

The assignment editor designates per-
sonnel to cover specific stories. Reporters are
the station’s on-the-spot observers and ex-
plainers. They cover stories, interview peo-
ple, write reports, supervise camera crews,
and appear in taped spot coverage. A camera
crew usually consists of a reporter, a camera
operator, and sometimes an audio techni-
cian. Videotape editors help prepare, trim,
and arrange visual reports for the newscast.

Writers (Figure 8.6) take material from
various news sources and type them into
script form, to assigned length, and in the
writing style preferred by the station. They
write the script to include instructions on
how and when live location shots, videotape,
electronic still frames, slides, and other pic-
torial materials are to be used.

Newscasters or anchor reporters narrate
the newscast on the air, reading the script
and tying together the various visual and
aural elements of the program. Separate
staffs prepare sports and weather news,
often with a graduate meteorologist in
charge of the latter. There may be additional
news employees—clerical and research per-
sonnel, drivers, SNG operators, and even pi-
lots of helicopters and light planes.

News sources are basically the same as
those for radio. Tips and leads come from the
public and competitive media. Stories and
visuals (stills, tape, satellite feeds) come from
the station’s own news staff, special network
feeds, news syndication services, stations in
other towns, stringers, public relations of-
fices of private and public institutions, and
station group news bureaus. In addition to



Figure 8.6 Television station newsroom. Midmorning in the WJXT newsroom, and writers
work at their CRTs preparing stories for the upcoming newscast. Looks are deceptive —
television newsrooms usually appear chaotic, but they produce smooth, polished news-
casts. Television newsrooms are mechanisms that require frequent lubrication with copious
supplies of coffee and soft drinks, as is evident from the many cups in this picture. from the
foreground all the way to the back wall. (Photograph courtesy of WJXT.)

the broadcast news wire machines of both
AP and UPI, the station may have the AP
and UPI newspaper wires, special sports
wires, a financial wire, photo transmission
wires, weather wires, and city news service
wires.

The time actually available for news in a
newscast is absolute; it cannot be stretched
or compressed. The producer, therefore, pre-
pares a news lineup (Figure 8.7). All news
material available or due is reviewed. Each
item is judged by standard news values,
whether there are pictures to go with it, and
how it would fit in the program for maxi-
mum appeal. Then specific items are chosen
for inclusion on the newscast. They are put
into a certain order and assigned running
times. This is the news lineup.

Using the news lineup, writers put to-

gether the stories. They type scripts into the
computer, work with reporters and tape ed-
itors, and select other visual materials from
slides and electronic still frames. As stories
are completed, the producer calls them up on
a monitor screen and adds them to the mas-
ter script being assembled in the computer.
The producer adds instructions on each page,
where appropriate, indicating such directions
and procedures as which newscaster is to
read the story and when to lead into or out
of a commercial. Meanwhile, the videotape
editor is preparing all tape stories so they can
be called up on the newscast in sequential
order. Slides and other visual elements are
stacked in order. During this time, the news-
casters have been reading over and rehears-
ing the script (Box 8.1).

Finally, the deadline arrives. Copies of the



Newscenter2 DATE TIME_12P___ pRODUCER

CAMERA | PAGE |TALENT| VISUAL SLUG VIDEO | AUDIO | TIME
1 AC HEADS: MTA, COOKING EJ'S |vOT :15
2 BREAK AND OPEN ACR |ACR 1:40
3 AC IRIS:MTA MTA RADIO DEBATE 1llpM | EJ V0/S0T|1:30
4 AC HIGH SPEED RAIL AP NC NC :25
5 AC HIGH SCHOOL REZONING 11pm | EJ voT :30
6 AC IRIS:DEATH | DEATH PENEALTY VOTE AP NC NC :30

PENALTY
7 AC MACHINE GUN SALES NET EJ SOT 1:30
8 AC SOVIET SPACE WALK NET EJ voT :30
9 AC SOVIET-AID NC NC :15
10 | AC TX WX/FADE NC NC :05
11 BREAK #1 ACR |ACR 1:40
12 [ AC/DS | MONITOR WEATHER WP/DB |LIVE (2:00
13 [ DS/AC |MONITOR TAG/TX SPORTS NC NC :10
14 BUMP SPORTS ACR |SOT :10
15 BREAK #2 ACR  [ACR 2:00

MORE ———

Figure 8.7 News lineup. Each element of the news program is assigned a sequential num-
ber: that is the figure in the “'page’ column. The *‘talent’’ column contains the initials of the
individual(s) in the studio who will introduce or report news items. *Visual’’ lists accompa-
nying pictorial matter. The “'slug’ is the “'title’” at the top of the script page that describes
the news item’s content (Figure 8.10). The “‘video’ and "“audio’ columns identify sources
for sound and picture. "'Time’ gives the length of each element. The program director uses
the leftmost column to plan and mark assignment of studio cameras to the various ele-
ments of the program.
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Box 8.1 The Noon News at Channel 2

These are the activities at WESH-TV, the NBC dffliate for Orlando-Daytona Beach,
just moments before the 12 o’clock newscast. (a) The producer (back to camera)
finishes last-minute details. The program’s director (right) marks her copy of the
script. The glass wall in front of the video monitors (right background) shows a
reflecton of other parts of the newsroom. (b) Just moments before the program
begins, Andrea Coudriet, anchor reporter, studies and marks her script. In the
background, the floor manager walks by toward her crew position. (¢) Cue her!
The floor manager receives the command from the director through the
intercommunication headset she wears and signals Andrea to begin. (The lens of the
camera that made this photograph was adjusted to the relative darkness behind
the cameras so that details of the cameras and crew would be visible; that is why
the background appears overlighted or washed out.)
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script are printed and distributed to the pro-
ducer, the newscasters (Box 8.2), the director
of the newscast program, and key members
of the production crew. Tapes go to the vid-
eotape operator, still pictures are loaded in
the frame store (Section 12.2.7), and captions
are created on the character generator.

The director marks the script with stan-
dard directing cues (Box 8.3) and checks to
ensure that all elements are in place and
ready to go. At the instant the newscast is to
begin, master control gives the go-ahead,
and the director starts the program. As with
the radio newscast, the television news team
and the production crew have used the same
format for so long that actual production
(Box 8.4) is second nature, a matter of plug-
ging each day’s script into the routine.

8.3.2 Network Television News

Broadcast network television news programs
are put together much like those at local sta-
tions. Their emphasis, of course, is on na-
tional and international news. The networks’
news operations include bureaus at key cities
across the nation and around the world. Pic-
torial coverage from these bureaus is trans-
mitted by satellite to the New York studios.
Evening showcase network news programs
do not include sports and weather news on a
regular basis.

Cable news services rely heavily on up-to-
the-minute news and video, with live video
feeds whenever possible. They operate con-
tinuously, 24 hours per day. Much like the
broadcast networks, CNN operates an exten-
sive system of domestic and foreign bureaus.
CNN also picks up international material
from video news services and stringers and
domestic material from television stations
with which it has reciprocity agreements.

As mentioned earlier, the two C-SPAN
channels operate differently. First, they are
noncommercial. Second, their coverage of

Congress (Section 7.4.2.4) exemplifies their
significant departure from the very concept
of television news; whenever possible, C-
SPAN covers an event in its entirety, from
beginning to end, with no interruptions or
cutaways.

Headline News (Figure 8.8) focuses pri-
marily on hard news in capsule form, using
as much video as possible. During any par-
ticular half-hour, the anchor reporter may
appear on camera as little as two minutes. In-
formational programmers such as Financial
News Network and the Weather Channel
concentrate on a particular type of news.

8.4 OTHER FORMS OF NEWS
PROGRAMMING

Full-service news departments often produce
not only newscasts but also other types of
programs. These may include interviews,
news panel programs, remote (on-the-spot)
coverage, news specials, editorials and com-
mentary, and documentaries.

Interviews are programs in which a news
maker or knowledgeable person is ques-
tioned at length. If two or more people ask
questions or answer them, the format is a
panel program. NBC’s long-running Meet
the Press is an example of the former; PBS’s
Wall Street Week, the latter. A panel program
may also feature a group of people discuss-
ing a subject among themselves, often with a
moderator. PBS’s Washington Week in Review
is an example.

Remote coverage is live transmission
from the scene of a news event. On-the-spot
reporting of the national political conven-
tions; the Watergate hearings of 1973; the
space shots of the late 1960s; the space shut-
tle landings of the 1980s; the funerals of John
Kennedy, Robert Kennedy, and Martin Lu-
ther King, Jr.; the presidential debates of
1976 and succeeding campaigns—all are ex-
amples of remote news coverage.
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Box 8.2 Why They Don’t Often Look at the Script

They use prompters in front of the camera lenses. A prompter is a closed-circuit
television system that feeds an image of a large-print version of the script to small
video monitors, one of which is attached to each of the television cameras. A one-
way reflecting glass mounted in front of the camera lens reflects the images from
the monitor like a mirror. The image is not visible from the lens side of the glass, so
the camera shoots through it as if it were not there. But a newscaster looking at the
camera sees the image of the script. The script “'scrolls’” upward on the monitor as
the newscaster reads, its speed controlled by the operator. This device allows the
newscaster o read and deliver the news by looking directly (and sincerely) at the
camera during the newscast, glancing down at the desk copy of the script only
occasionally and for effect. (a) The operator (left) gets ready to put the script on
the lighted horizontal stage (left center). Just above the stage are two lamps. Just
to the right and above the lamps, a small, vertically mounted TV camera points
down toward the light stage. At right, the bottom video monitor will show the script,
allowing the operator to see what the newscaster sees and control the speed of
the scrolling script. The top monitor will show the program video. Through the
window (center) is a view of the news studio. (b) Close-up view of the stage (lower
left) with a script on it, the words of which can be seen in the monitor on the right.
Above the stage are the lamps. Look carefully for the camera’s fixed-focus lens
between the lamps, about one-quarter down from the top of the picture. (¢) The
newscaster (left) can look straight at the camera to read the script. The floor
director stands between cameras so the newscaster can see cues without looking
off-camera.
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Box 8.3 TV News Script: Deciphering the Director’'s Copy

Each news story is typed on a different page. The writer, Vihlen, has slugged the
story at upper left, indicating that it deals with the mayor and has videotape (V-T)
as part of the story. The writer has also indicated that during the opening of the
story, the newscaster should be seen in front of a picture of the city hall. The
newscast producer has noted that the story contains 13 lines (not counting the
single-word lines) which, at a reading speed of 2 seconds per line, add up to 26
seconds. The videotape lasts 31 seconds for a total of 57 seconds on the story. The
big "'3" in the upper left means that the story will be the third one reported on the
newscast. Newscaster Ball will read the story, and (as noted at the bottom),
Wekerle will read the next story. The director has marked the script, too. The story
will open on camera 3 with camera 6 (in a film chain) on the city hall side matted in
behind. Videotape rolls on the term “‘four-year,”” and the director dissolves to
videotape on the word “finances.”” During the tape, the director readies camera 2
with a close-up of Ball and. at the end of the tape, dissolves to 2. As Ball wraps up
the story, the director readies camera 4 with a shot of Wekerle, who will read the
next story and, on Ball’s last word, takes (cuts to) camera 4.

7 a;‘!‘ : ' »~ ‘a‘/l'q’s
e " 26 src.
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Box 8.4. Those Weather Graphics Are Really Not on That Back Wall

The weather reporter appears on-screen in front of a huge map on the wall,
periodically turns to and looks at the map. and points out things we should notice
about the weather patterns. That map is replaced by other huge graphics—another
map, satellite pictures of the continental cloud cover, a summary of the five-day
weather forecast—and the reporter looks at and works with each of them in turn.
How do they change those graphics so fast? Actually, that wall behind the weather
reporter is blank. The graphics are electronically generated stills, prepared in
advance, stored in a frame store (Section 12.2.7). then called up by the director
according to cues in the script. The director uses an electronic effect called a
matte to superimpose the camera image of the reporter over the electronic
graphic. While appearing to look at the back wall, the reporter is actually viewing
an off-camera video monitor showing the composite picture, the reporter-over
graphic. By watching that monitor, the reporter can tell where to stand so as not to
block vital information from the audience’s view and where to point. The director
switches background graphics instantaneously simply by calling the next still from
the frame store.
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Figure 8.8 Headline news program format. This
Turner Broadcast news service operates on a 30-
minute cycle. Each half-hour contains four
segments.

News specials are coverage or programs
that deviate from the regular schedule. As
such, they may include interviews, panel
programs, remotes, election returns, and
wrap-ups or summaries of important stories,
as well as a group of correspondents evalu-
ating and discussing a news event.

Commentary and editorial are expres-
sions of opinion. The word “editorial”’ car-
ries the connotation of taking a for or against
position, of being more hard-hitting than
commentary. Networks and cable news ser-
vices label most expression of opinion as
commentary. Some local news operations air
true editorials, usually on local issues and
delivered by the news director or the general

manager. Most do not editorialize; they ei-
ther just do not care or they fear that edito-
rials could alienate advertisers and the com-
munity. Many broadcasters said they did not
editorialize because of fairness doctrine im-
plications (Section 15.3.4.1).

A documentary shows or analyzes an
issue—for example, a news event or a social
conditon—in nonfictional but dramatic form.
Documentaries are primarily television pro-
gramming. However, a few radio stations oc-
casionally put together and air a news doc-
umentary. Broadcast networks and stations
both air television documentaries. They
range in length from minidocumentaries of 5
to 10 minutes to (rarely) two or more hours;
most single “stand-alone’” documentaries are
30 to 60 minutes long. Subject and approach
vary.

Television minidocumentaries often run
daily as a regular feature in a station’s early
evening newscast. Each may deal with a sep-
arate subject, or one subject may be serial-
ized over several evenings. Each 60 Minutes-
and 20/20-type program consists of several
minidocumentaries. Some cable news service
reports are actually minidocumentaries.

Television documentaries have generated
public controversy and criticism. In the late
1960s, when politicians and others attacked
general news practices (Section 8.1.5), tele-
vision documentaries also came under fire.
Congress investigated a number of network
documentaries for bias and deception in pro-
duction. Following that, the private sector
took over. Gun clubs, food trade associa-
tions, a psychiatric professional association,
and others attacked various documentaries
during the 1970s. Accuracy In Media (AIM),
a Washington-based organization, sprang up
and devoted full time to searching for biased
reporting on the networks, as well as in
major East Coast newspapers and
magazines.

Various tactics were used against docu-
mentaries—pressure on advertisers, public-



ity, civil suits for libel and trespass, com-
plaints of fairness doctrine violation to the
Federal Communications Commision (FCC).
Normally, the FCC acts in such matters only
if it has extrinsic (i.e., outside the documen-
tary itself) evidence of deliberate distortion
or staging involving a licensee or station
management. However, in 1973, the FCC
agreed with an AIM complaint that NBC’s
Pensions: The Broken Promise violated the
fairness doctrine because it described only
the negative side of private industrial pen-
sion programs. The commission told NBC to
explain how it would rectify the situation.
An appeals court, however, reversed the
FCC’s decision, saying opposing viewpoints
do not have to be presented on the same
program.®

Over the years, CBS faced a number of
legal problems stemming from documentary
efforts. Two involved former military officers
and the Vietnam War. In 1969-1970, An-
thony Herbert, a lieutenant colonel, received
widespread media attention when he ac-
cused his superiors of atrocities and other
war crimes. In early 1973, 60 Minutes did a
report on the matter. Herbert, now retired,
sued, saying the report portrayed him as a
liar. Herbert sought a court order to force the
producer, Barry Lando, to submit to ques-
tioning. The questions would inquire into
Lando’s state of mind, his thoughts and rea-
soning as he had edited the program. In
1979, the U.S. Supreme Court ruled in favor
of Herbert.” CBS won the overall libel case on
appeal in 1986; the 1979 state-of-mind deci-
sion, however, remained as precedent.

In early 1982, CBS News broadcast The
Uncounted Enemy: A Vietnam Deception. As a
result, General William Westmoreland, for-
mer U.S. commander in Vietnam, sued CBS
for $120 million, charging that the 90-minute
documentary falsely implicated him in an al-
leged conspiracy to misrepresent enemy
troop strength. The general dropped his suit
in 1986.
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Some entertainment programs masquer-
ade as news documentaries or remote cov-
erage of news events. They take the form
and tone of news yet focus on subjects such
as Al Capone’s bank vault, the opening of an
Egyptian tomb, or interviews with convicted
murderers. This type of coverage is more ac-
curately classified as reality programming
(Section 6.4.1.6) than as news.
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CHAPTER O

Commercials and
Other Persuasive
Announcements

Commercials. Everybody has something to
say about them, mostly bad. But they work.
And for those who pay for the sponsored
programming which you listen to and view,
that is good. It is almost impossible to show
direct cause-effect relationships—that one
buys a product because of a commercial. Still,
the fact remains that increased sales follow
effective radio and television advertising.

"Commercial”’ is short for commercial an-
nouncement, and we sometimes forget there
are other kinds of announcements. In this
chapter, we use announcement to include any
(usually relatively) short unit of program-
ming created to attract your attention in
order to persuade you. We deal with the fol-
lowing aspects of announcements: types,
creation (pitches, approaches, and produc-
tion), criticism, praise.

9.1 TYPES
Announcements may be classified in several

ways. Some of the more common classifica-
tions include the following: distribution me-

dium, placement, length, purpose, marketing
interest of advertisers, basis of payment, pro-
duction medium, and method of production.

9. 1.1 Distribution Medium

Commercial broadcast stations and basic
cable services carry advertising.* Can we
say that other forms of radio and television
do not? For example, what about noncom-
mercial educational broadcast stations? By
legal definition, those stations may not run
advertising. But, as discussed in Section 22.5,
they do carry persuasive announcements,
many of which bear a strong resemblance to
commercials. In fact, there have been pro-
posals to allow public stations to run
commercials.

Generally, pay services do not run adver-
tising. After all, that is one of the major rea-
sons why we pay for such services—for
uncut, advertising-free programming. But is

*Proposals for some direct-broadcast satellite (DBS)

and wireless cable (multichannel TV; Section 5.4) sys-
tems have also included advertising support.

211
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it really advertising-free? Look at pay service
programming between movies and features.
It consists of promotional announcements,
advertising for upcoming programming and
the service itself. True, it is self-advertising
and runs between (rather than interrupting)
program material. Nonetheless, it is advertis-
ing. Also, some sports-oriented pay services
and pay-per-view sports telecasts do carry
regular commercials.

9.1.2 Pilacement

When classified by placement, announce-
ments may be divided into five types as fol-
lows: as programming, within sponsored
programs, within participation programs,
within barter syndication programs, and at
major programming breaks.

9.1.2.1 Advertising Programs and Formats
In some cases, the advertising is the pro-
gramming. An advertising program may sell
one product or many different products. It
may, for example, take the form of a half-
hour program that extols the virtues of a
home exercise machine. It could show up as
a five-minute “infomercial” on nutrition or
cooking “brought to you by”” a manufacturer
of food products. On the other hand, the di-
rect-marketing program format (Section
7.4.2.3) and cable advertising channels both
feature a variety of brands or advertisers. For
many years, radio and television did not run
long-form advertising (Section 9.1.3.3) ex-
cept for political and campaign messages.

9.1.2.2 Sponsored Programs Most other
programs, by contrast, clearly separate ad-
vertising from program content into avail-
abilities (places for announcements). In the
sponsored program, all advertising pertains
to a single sponsoring entity (two, if the pro-
gram is cosponsored). A sporting goods store
may sponsor a five-minute radio sports re-
port on weekday evenings. An automobile

company may sponsor a network television
special to introduce its new models.

9.1.2.3 Participating Advertising In partic-
ipating advertising, each availability may
contain an announcement for a different ad-
vertiser. Advertisers usually prefer to spread
announcements over a number of different
days and dayparts during the week, so par-
ticipating advertising is the dominant form of
radio and television advertising.

The form of advertising time buying var-
ies with the medium. An advertiser who
buys 100 availabilities on television or on
network radio usually contracts for 100 spe-
cific dates and times. An advertiser who
purchases 100 availabilities on a radio sta-
tion usually buys time periods; the station
decides exact times. For example, the radio
advertising contract may specify that the
purchased availabilities will all occur within
two weeks and during a particular daypart
(say, morning drive time) or scattered
throughout the day—ROS (run of schedule),
BTA (best times available), or TAP (also
called maximum impact—a certain number to
run in each of a number of different time
periods).

Although not the norm, an advertiser can
buy specific positions on a radio station (for
an additional charge), buy ROS on a radio
network, or sponsor a program on a radio
station or network. The advertiser can also
buy rotations on a television station. In ro-
tations, an advertiser's commercial runs ei-
ther at different positions in the same pro-
gram every day (horizontal rotation) or in
different programs during the same time pe-
riod every day (vertical rotation).

At the local level, advertisers may “partic-
ipate” on both syndicated and network pro-
grams. Programming from radio networks
and advertising-supported national cable
services contains local windows (availabili-
ties) that affiliates may sell. Broadcast tele-
vision network programs contain local avail-
abilities, too, in some dayparts. One
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exception is prime time; here, the affiliate has
little to sell except at programming breaks
(Section 9.1.2.5).

Advertiser-supported basic cable net-
works sell time in much the same way as
broadcast TV networks. Cable systems, how-
ever, sell time in terms and for rates similar
to those of local radio.

9.1.24 Barter Syndication Advertisers
may place announcements on a barter or
cash-plus-barter program in two ways. As
explained in Section 7.3.2.1, such programs
contain some advertising sold by the syndi-
cator and some availabilities that the local
programmer may sell. Therefore, an adver-
tiser may deal with the syndicator or with
the local programmer. The form is usually
participating advertising.

9.1.2.5 Programming Breaks Programming
breaks consist of formal interruptions for
local advertising during network television
programming. They include station breaks
and middle break positions. Station breaks
are the announcement positions between
programs; middle breaks are those within
the temporary cut back to affiliates every 30
minutes during programs of one hour or
longer. Advertisers pay hefty prices for pro-
gram-break availabilities during prime time;
viewing levels are high, and affiliates charge
dearly. An advertising-supported national
cable service normally does not draw nearly
as large an audience as a broadcast network.
Nonetheless, some cable systems charge
higher prices for programming-break avail-
abilities during prime time on the more pop-
ular services.

9.1.3 Length

When classified by length, announcements
may be divided into three categories. These
consist of 60 seconds and less, longer, and
program length.

9.1.3.1 Sixty Seconds and Less At one
time, the normal length for radio and televi-
sion announcements was 60 seconds. Ra-
dio’s standard length is still the 60, although
more and more advertisers buy 30s. Also
available in radio are 20s and 10s.

The cost of television advertising, how-
ever, rose to expensive levels, and research
seemed to show 30-second commercials to
be about as effective as 60s. A shift to the
shorter length started during the late 1960s,
and television adopted the 30 as standard.
You still see a few 60s, particularly on cable
services and late at night on television sta-
tions. These are often direct-response mar-
keting spots run as Pls (Section 9.1.6.5) or as
a standing order for unsold availabilities,
bought at the lowest possible rate (Section
17.3.6).

Television stations also offer a limited
number of 10-second availabilities. Some are
called IDs because they constitute the
“extra’’ ten seconds immediately before the
station identification during a station break
or middle break. Normally, 10s cost about 50
percent of the price of a 30.

By 1990, however, another “standard”
length emerged—the 15. The cost of televi-
sion advertising had continued to rise un-
abated. Some advertisers sought to save
money by piggybacking; they would at-
tempt to buy one availability and put in it
short commercials for two different products.
For example, if a 30 cost $100, the advertiser
could run two 15-second commercials in a
split 30 for $100—the same price as two IDs.
The Television Code of the National Associ-
ation of Broadcasters (Section 16.2.1) prohib-
ited piggybacking availabilities of less than
60 seconds, unless the pitches for the two
products were integrated and appeared to be
a single commercial. However, in 1984, with
the Code barely one year in its grave, the un-
integrated split 30 became a fact of life. Al-
berto-Culver, marketer of personal grooming
products, had used various means (including
an antitrust suit) to persuade the networks
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and several large-market station group own-
ers to drop bans on the split 30. By 1987, all
three networks sold stand-alone 15s (indi-
vidual availabilities); by 1988, 15s accounted
for one-third of all network commercials.
The 15 was not yet the standard, but adver-
tisers regarded it as an attractive alternative
to the 30.

9.1.3.2 Longer Announcements Some an-
nouncements run longer than one minute.
Some single-sponsor television specials, par-
ticularly certain fine-arts presentations, are
of such a nature that the sponsor forgoes the
usual number of interruptions, opting in-
stead to let commercial announcements run
at natural breaks in content—between acts,
or at the end of a long piece of music. In
these cases, the sponsor uses specially pre-
pared commercials of 90 seconds or longer.

During election years, candidates for of-
fice sometimes use longer announcements.
In presidential races, networks edit down
scheduled programs (generally in prime
time) to make time available for five-minute
political announcements.

9.1.3.3 Program-Length Announcements
Until the 1980s, responsible broadcasters did
not air advertising programs for products
and services. Some advertisers attempted to
disguise their extended pitches as programs.
These “program-length commercials” would
interweave “program content so closely with
the commercial message that the entire pro-
gram must be considered a commercial.””
For example, a group of garden supply deal-
ers sponsor a program on home garden care,
a program liberally sprinkled with mentions
of the dealers’ products. The Federal Com-
munications Commission (FCC) banned
such commercials, and the NAB Code said
they were ““not acceptable.”

These length restrictions, however, ap-
plied to broadcast television. Cable had none.
The cable trade touted its freedom to develop

long-form commercials, to mix program and
commercial content, as an advantage over
broadcast television. Cable television, there-
fore, provided advertisers with the opportu-
nity to develop and refine the program-
length commercial or advertising program.
“Infomercials,” half-hour commercials, ad-
vertising channels, the home shopping for-
mat—all were nurtured on cable.

Prohibition  against  program-length
broadcast commercials disappeared in the
1980s. The FCC, as part of an ongoing pro-
gram of “deregulation” (Section 4.5.1), lifted
its ban in 1984. The Television Code had
died the year before. As a result, some tele-
vision stations air programs; some, advertis-
ing formats.

9. 1.4 Purpose

The purposes of announcements can be di-
vided into four broad categories. These cat-
egories are straight advertising, institutional
advertising, issue advertising, and corrective
advertising.

9.1.4.1 Straight Advertising A straight ad-
vertising announcement is one whose ulti-
mate aim is to have you do something that
will supposedly benefit someone—you,
someone else, or both. Many persuasive ad-
vertising announcements contain a direct call
for action. These include commercials that
try to get you to purchase some product or
service, political advertising that urges you to
vote a particular way, public service an-
nouncements (PSAs) that ask you to donate
time or money, and promotional announce-
ments (promos) that urge you to tune to the
advertised programs.

Some announcements do not contain a di-
rect call for action but instead attempt to cre-
ate awareness, promote understanding,
shape attitudes, or enhance recall. However,
the ultimate aim of many such announce-
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ments is still to get you to do something, and
thus they may be included in our definition.
For example, during the 1970s, the Advertis-
ing Council (Section 9.4) developed televi-
sion PSAs that showed an American Indian
shedding a tear over litter and pollution.
Their immediate purpose was to create
awareness that we each play a role in the
quality of the environment with the slogan,
“’People start pollution. People can stop it.”
Ultimately, of course, this PSA asked us to
put trash in receptacles, commute by car pool
or public transportation, and take other ac-
tions to reduce environmental abuses.

9.1.4.2 Institutional Advertising The aim
of institutional advertising is to enhance a
company’s image, that is, the general publ-
ic’s concept of the company. In other words,
institutional advertising attempts to make
you feel a certain way toward the advertiser.
As an example, in the wake of the 1973~
1974 fuel shortage, prices for gasoline and
other petroleum products rose. At the same
time, major oil companies ran television

commercials, not to sell gasoline, but to
show what they were doing to alleviate the
shortage—offshore drilling, construction of
the Alaska pipeline, and research into alter-
native forms of fuel. Several years later,
American Telephone and Telegraph (AT&T)
tried to dispel its image of a faceless, corpo-
rate bureaucracy. AT&T’s “Hello America”
television commercials depicted the com-
pany as a group of smiling employees whose
only concern was to make America’s tele-
phone system the best in the world. More re-
cently, Dow Chemical commercials have en-
couraged young people to ““do great things.”

9.1.4.3 Issue Advertising In issue advertis-
ing, the advertiser pays for broadcast time to
expound one side of an issue. In the past,
issue advertising sometimes resulted in fair-
ness doctrine (Section 15.3.4.3) problems.
For example, Esso (which later changed its
name to Exxon) paid for and NBC ran the
commercials on the Alaska pipeline men-
tioned above (Figure 9.1). Environmental
groups filed a fairness doctrine complaint

1. GRANDFATHER: So what are you
doing at Dow these days, Peggy?

2. GRANDDAUGHTER: Well, right now,
I'm working in agricultural research,
Grandpa.

3. We're trying to help farmers find new
ways to make every dollar work harder.

Figure 9.1 Institutional advertising. Frames from the "Farm’ commercial of the series
“Dow lets you do great things.” (Courtesy of the Dow Chemical Company)
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about the Esso spots. NBC maintained the
commercials were institutional advertising,
but the FCC ruled that they presented one
side of the controversial issue of the pipe-
line’s ecological impact in Alaska and thus
were subject to fairness doctrine obligations.?

9.1.4.4 Corrective Advertising The goal of
corrective advertising is to set the record
straight concerning previous advertising.
Corrective advertising is a regulatory device
used by the Federal Trade Commission
(FTC). If the FTC finds certain advertising to
be false or misleading, it may seek a consent
order by which the advertiser promises to
devote a certain percentage of its advertising
expenditures for a certain period of time to
corrective advertising,

The first such advertisers were ITT Conti-
nental Baking Company in 1971 and Ocean
Spray Cranberries, Inc., in 1972. Both ran
television commercials as part of their cor-
rective advertising. ITT Continental had al-
legedly touted its Profile bread as a dietary
product and so agreed to advertise that Pro-
file had about the same number of calories
per ounce as other breads. Ocean Spray had
said that its cranberry juice cocktail had more
"“food energy” than orange juice or tomato
juice; its corrective advertising made clear
that food energy was not protein and vita-
mins but calories.

The FTC won judicial sanction for correc-
tive advertising in 1978. Three years earlier
the commission had ordered Warner-Lam-
bert Co. to state in future advertising that its
Listerine mouth wash would not help pre-
vent colds or sore throats as previously ad-
vertised. Warner-Lambert appealed. In 1978,
a federal appeals court ruled in favor of the
FTC and thereby upheld the commission’s
authority to order corrective advertising.’
Listerine advertising, including broadcast
commercials, had to contain the message,
"Listerine will not help prevent colds or sore
throats or lessen their severity” until the

company had $10 million in
advertising.

At one time, the FTC attempted to create
yet another announcement category—the
countercommercial. The FTC proposed
counteradvertising to the FCC as an extension
of the fairness doctrine; consumer groups
would have the right of access to radio and
television to present negative aspects of ad-
vertising claims. In 1974, the FCC rejected .
the idea of countercommercials, and there-
fore they have never been run as such on
television and radio.

spent

9.1.5 Advertiser

Announcements may be classified by mar-
keting interest or scope of advertiser. These
classifications include local, network, barter,
spot, and cooperative advertising.

9.1.5.1 Local Advertising Local advertising
aims at people living in the advertiser’s com-
munity. The owner of a hardware store, a
hairdresser, or a restaurant advertises on
local broadcast and cable channels to reach
local consumers.

9.1.5.2 Network Advertising An organi-
zation that has some product or service used
by all types of people and distributed nation-
wide would probably wish to place advertis-
ing on one or more of the national net-
works—broadcast and cable. Almost
everyone brushes teeth, drinks beverages,
and uses soap, so manufacturers of such
products buy advertising on networks to
reach large, nationwide audiences.

9.1.5.3 Barter Advertising In barter adver-
tising, a company pays to have its commer-
cial announcements run on a barter or a
cash-plus-barter program (Section 7.3.2.1).
The syndicator tries to place the program in
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every market, so barter advertising appeals
to firms that offer widely used, nationally
marketed goods and services.

9.1.5.4 Spot Advertising The same types of
firms that use network and barter advertising
may also use spot advertising. In national
spot, the advertiser “spots” commercials
around the country by choosing specific
media outlets, programs, and time periods
that deliver the desired audience. A house-
hold detergent manufacturer may, in addi-
tion to network advertising, use national spot
to get commercials on radio stations, televi-
sion programs, and cable channels whose
audiences have high percentages of women.

National firms with specialized products
and regional advertisers also use spot. A trac-
tor manufacturer, for example, places adver-
tising in markets where it reaches many
farmers. A brewery whose beer is available
only in a three-state area advertises only
within that area. In both cases, network ad-
vertising would be inefficient, reaching too
many people, and local advertising would
reach too few.

Vertically programmed cable services
(Section 7.4.2.1) could pose a threat to na-
tional spot business. Consider, for example,
a cable network that specializes in health
programming, aiming at people concerned
with health and fitness across the country. A
marketer of vitamins would pay less money
and encounter less paperwork if it advertised
on such a network rather than using national
spot. (Choice of advertising media, however,
involves additional factors; the advertiser
still might have to use national spot.)

9.1.5.5 Cooperative Advertising Coopera-
tive (co-op) advertising combines spot and
local advertising. In co-op, the local dealer
buys advertising. The ad features the product
of a national firm and ties it to the local
dealer; for example, “Gant shirts are avail-
able at Silverman’s, downtown.”” The man-

ufacturer then shares the cost of the advertis-
ing time with the retailer.

9.1.6 Payment

Announcements are classified by payment to
the medium. Categories include rate card, cut
rate, sustaining, make-good, per inquiry,
barter, plugola, promotional announce-
ments, and payola.

9.1.6.1 Rate Card A rate card is a published
list of a medium’s charges for advertising
time (Section 18.1), including discounts and
other price differentials. In most cases an ad-
vertiser pays rate card prices for a
commercial.

9.1.6.2 Cut Rate Some media sell off the
card—that is, below their published rates—
an ethically questionable practice (Section
18.1.3). In such cases, the advertiser is said
to pay a “cut rate.”

9.1.6.3 Sustaining The medium receives no
payment for running a sustaining announce-
ment. This category includes, for example,
most PSAs,

9.1.6.4 Make-Good A medium will re-
schedule a paid announcement that does not
run correctly—that runs, for example, dis-
torted, at the wrong time, not at all, or with
some element missing. The medium does
this to “make good” the problem; the adver-
tiser does not pay for the rescheduling.

9.1.6.5 Per Inquiry In per inquiry (PI) (Fig-
ure 9.2), the advertiser pays the medium
based on the number of responses to the PI
announcement. Pls include, for example,
most of those 60-second commercials that
give a toll-free number on which to order
knives, pots, food steamers, or three-record
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. ABDO

Dept. 355
Canton, OH 44750

Add $3 Shipping & Handling / ABow 2-4 Weeks Delivery
NMMOMYBACKGUARANTEE{LESS S&H)
Fitness Quest Inc,, 1400 Raff Rd. S.W, Canton, OH

Figure 9.2 Perinquiry. The how-to-order frame. (Used by permission.)

albums of the greatest hits in gospel or coun-
try or oldies rock. Each medium has a differ-
ent telephone number and receives payment
according to the number of viewers who
order on its number.

9.1.6.6 Barter In barter, the advertiser pays
the medium in some form other than money.
As a category, barter encompasses several
forms of exchange. In one, the payment con-
sists of goods or services. A cable system, for
example, runs commercials for an office sup-
ply firm in exchange for new furniture; a
television station runs commercials for a
radio station in exchange for radio advertis-
ing. At the local level, this is tradeout; at the
national level, barter. In time banking, a na-
tional barter firm offers a radio or TV outlet
the opportunity to obtain goods-and-services
payment before running any advertising; the
outlet then owes the firm availabilities.

In another variation, the payment consists
of programming. This includes barter syn-

dication and time banking syndication
(Section 7.3.2.1).

9.1.6.7 Plugola In plugola, a program in-
cludes a plug—a free boost or advertisement
for a product or service. The “‘advertiser”
pays the individual who slipped in the plug,
a performer, writer, director, or someone else
affiliated with the program’s creation. Nei-
ther audience nor medium is aware of the
payment. Plugola is illegal.

9.1.6.8 Promotional Announcement A
thin line divides a promotional announce-
ment from plugola. With a promotional an-
nouncement, however, the mediun receives
payment and is aware of the announcement.
Television game shows contain examples.
Appearance and description of the prizes are
plugs. Donation of prizes (and sometimes
even additional compensation to the pro-
grammer for using them!) is payment.
Phrases such as “Prizes, courtesy of . . .” and
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“Promotional fees paid by ...” identify the
donors. Promotional announcements are
often not based on rate card prices.

9.1.6.9 Payola Payola is payment by a rec-
ord company to a disc jockey for playing the
company’s records. Again, neither audience
nor station is aware of the payment. Plugola
and payola are both illegal and unethical
(Sections 3.2.3.3 and 4.3.1), but evidence of
both surfaces from time to time.

9.1.7 Production Medium

Radio announcements may be live, on tape,
or (rarely any more) on record. Sometimes
an announcement will combine elements—
for example, a co-op commercial produced
on tape by the national manufacturer’s ad-
vertising agency followed by a live tag giving
the local dealer’s name.

Television announcements may be (in de-
scending frequency of use) on videotape, on
film, on slides, live, or some combination.
For example, a television co-op commercial
might consist of a sound film featuring the
manufacturer’s product, followed by a slide
displaying local dealer information with a
booth announcer reading additional copy.

9.1.8 Production Mode

In radio, a straight announcement features
an announcer reading copy, with no produc-
tion frills. A production announcement
mixes in effects, music, and multiple voices.
On a musical announcement or jingle, one
or more persons sing the advertising mes-
sage. Many radio announcements combine
elements of two or more production
techniques.

In the television on-camera talent tech-
nique, the performer speaks and is in view;
in the voice-over, the speaker does not ap-
pear on screen. Either technique may be used

with realistic or nonrealistic action. Realistic
action features real people. Nonrealistic ac-
tion often takes the form of some kind of an-
imation. Animation includes drawn cartoon
characters, charts, and two-dimensional
models with moving parts. It includes “real”
but normally inanimate objects given life by
stop-motion techniques—Pillsbury’s Pop-
pin’ Fresh doughboy and various raisins,
stomachs, and other commercial anthropo-
morphisms. Another production technique is
to use a series of still pictures. And, of
course, one commercial may combine several
production techniques.

9.2 CREATIVITY IN ANNOUNCEMENTS

While marketing may claim to be a science,
much of advertising is still art. The effective-
ness of an announcement depends in large
part on the creative elements that make it
up—format, appeals, approach, production
skill.

9.2.1 Formats

The format of an announcement is the way
the message is presented. Formats include
description, demonstration, problem, dra-
matic, spokesperson, testimonial, interview,
suggestion, symbolic, and abstract.

9.2.1.1 Description In the description for-
mat the announcement simply describes the
product. The description is phrased in terms,
for example, of what the product can do for
you, why your help is needed, what the
product’s properties are, or how it works.

9.2.1.2 Demonstration The demonstration
format shows what the product is or does.
The commercial shows, for example, how
the product removes spots from clothing,
how it coats the stomach, or what a one-dol-
lar donation will do.
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9.2.1.3 Problem The problem announce-
ment poses a problem, preferably one with
which the audience can identify, and shows
how the product solves that problem. You
must, for example, shop for a specific item;
the solution: use the Yellow Pages, and let
your fingers do the walking.

9.2.1.4 Dramatic The dramatic (also called
slice-of-life) format is often based on a prob-
lem situation, too. But it sets up the problem
within a miniature dramatic plot. Over the
years, for example, we have watched dra-
matic commercials in which Mrs. Olson rec-
ommended Folger’s coffee, Mr. Goodwin
told youngsters to use Crest, and Mr. Whip-
ple tried to prevent the squeezing of Char-
min (Figure 9.3). In the late 1980s, we saw
youngsters with personal problems and
heard “Grandpa” Jimmy Stewart’s voice of-
fering Campbell’s soup as a solution.

9.21.5 Spokesperson Some announce-
ments take the form of a recognized spokes-
person extolling a product’s virtues. Ed Rei-
mers, Ed McMahon, and Arthur Godfrey
were for years associated with Allstate Insur-
ance, Budweiser, and Lipton Tea, respec-
tively. More recently, Bill Cosby has ap-
peared on commercials for Jello; Telly
Savalas, for Players Club; and John House-
man for Smith Barney (Figure 9.4).

9.2.1.6 Testimonial The testimonial format
is autobiographical, allowing individuals to
describe personal experiences with the prod-
uct. The testimony may be given by a famous
person, by experts, or by unknown citi-
zens—or a combination, such as the ""‘nurse
and mother” who touts Pampers.

9.2.1.7 Interview The interview format fea-
tures one person asking questions and an-
other responding. Campbell Soup used a
variation during the late 1970s on radio com-

Because Folger’s has
. that *““just right”...mmm,
a

Your teeth need extra
protection, too. (SFX)

(b)

WHIPPLE: Ladies, please

don’t squeeze the Charmin.
(c)
Figure 9.3 Dramatic format. (a) Mrs. Olson rec-
ommends Folger's coffee. (b) Mr. Goodwin ad-
vises the use of Crest. (c) Mr. Whipple asks that
Charmin not be squeezed. (Photographs courtesy
of The Procter & Gamble Company.)
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Figure 9.4 Spokesperson commercial for-
mat. The late John Houseman telling us *‘Smith
Barney makes money the old fashioned way; they
earn it.’”” (Photograph courtesy of Smith Barney
Harris Upham & Co., Inc. Used by permission.)

mercials that were recordings of an an-
nouncer telephoning homemakers and get-
ting them to sing the Campbell theme song.

9.2.1.8 Suggestion The suggestion format
takes an oblique approach. Instead of em-
phasizing the product’s merits, the commer-
cial shows it being used in happy or desir-
able settings or otherwise associates it with a
particular way of life. Before they were leg-
islated off the air (Sections 15.3.1, 15.3.4.3),
tobacco companies often advertised ciga-
rettes this way. The Marlboro man and Sal-
em'’s cool glades and icy springs sold many
more packs than would any straightforward
description of the benefits that derive from
drawing smoke from a burning weed into the
lungs. Coca-Cola has used this format clev-
erly and successfully (from “I'd like to teach
the world to sing . . .”” [Figure 9.5] to the Flor-
ida A&M University Marching Band) to sell
its caramel-colored carbonated beverage.

[ ad ) ‘w. e

-

Figure 9.5 Suggestion format. Still photo from one of Coca Cola's original *I'd Like to
Teach the World to Sing” commercials. (Courtesy of the Coca Cola Company.)
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9.2.1.9 Symbolic The symbolic format uses
analogy, representing traits of the product by
featuring completely different objects. Ani-
mals have been particularly popular. In the
1960s, television commercials for the Drey-
fus Fund showed a lion strolling through
New York’s financial district, finally jumping
onto and becoming part of the company’s
logo, to represent the strength and solidity of
that mutual fund. During the 1980s, cattle
grew in popularity; for example, bulls ap-
peared in commercials for Schlitz malt liquor
and for Merrill Lynch (Figure 9.6).

9.2.1.10 Abstract A final production format
could best be described as abstract. Uncon-
ventional editing, the synthesizer, digital ef-
fects, computer animation—all are utilized to
produce acoustically or graphically offbeat
announcements. Advertisers often employ
the abstract format to appeal to younger au-
diences, to represent the product as innova-
tive, to represent concepts and forces in ab-
stract symbols. Exciting at first, use of this
production style in countless music videos
eventually made it almost a cliché.

9.2.2 Appeals

Appeals are implicit or explicit arguments
used to get the attention of the audience.
Most of us share certain psychological needs
and wants, and an announcement plays on
these. An insurance company’s television
commercial shows a family breadwinner ill
or incapacitated and poses the question,
"How well would your family be provided
for if you were not able to work?” The com-
mercial then urges that you be sure of such
provision by taking out a policy with the
company. The commercial targets your de-
sire for security.

There are many ways to categorize the
various motivational needs and urges to
which broadcast commercials appeal. One

At Merrill Lynch, we know that size
and strenath can be verv valuable..

@)

o ‘_!_5 &

-

ALL SING. No Ore 3oes .t uxe the Sull

Figure 9.6 Symbolic format. (o) Merrill Lynch
uses a bull in its “"A Breed Apart’* campaign, as
typified here in the **China Shop’* commercial. (b)
Schlitz Malt Liquor also uses a bull, as shown here
inits *'Bachelor Party’* commercial. (Photograph a
courtesy of Merrill Lynch Co. Photograph b cour-
tesy of The Stroh Brewery Company. Both used by
permission.)

set of appeals is that listed by Heighton and
Cunningham (see bibliography), which in-
cludes the following: security, threat, sex,
love and sentimental, humorous, conve-
nience, curiosity, ego, hero worship, and
sensory. Usually, an emotional appeal by it-
self is an inadequate persuasive device; facts
and arguments must be presented to support
and augment the appeal.
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9.2.3 Approaches

The approach is the way the appeal and its
supporting data are presented. Approaches
include straightforward, hard sell, direct
humor, self-ridicule or understatement, di-
rect comparison, and suggestion.

9.2.3.1 Straightforward The most effective
approach is often the simplest—straightfor-
ward. The straightforward approach features
no yelling, no humor, no direct comparison,
just persuasive arguments and data.

9.2.3.2 Hard Sell A second approach—and
one its adherents contend is particularly ef-
fective for brand name recall—is the hard
sell. The hard sell is a high-pressure, unre-
lenting pounding at the audience with per-
suasive data and repetition. In hard-sell an-
nouncements the audio often sounds loud—
even louder than most commercials—and
there is a lot of copy read by the announcer.
Television hard-sell announcements often
flash key words and phrases on the screen as
the announcer says them and pound home
the sales point with simplistic diagrams and
demonstrations.

9.2.3.3 Direct Humor Another approach is
to use direct humor. Over the years, Alka
Seltzer has been particularly successful in
using direct humor in television commer-
cials. Alka Seltzer’s “"Stomachs,” ""Meatball
Commercial” (“Mama mia, that’s a spicy
meatball!”’), ”’I can’t believe I ate that whole
thing,” "Try it; you'll like it”"—all became
classics of commercial humor. Humorous
television commercials for Wendy’s Old-
Fashioned Hamburgers generated what de-
veloped into a national catch phrase—
“Where’s the beef?”” (Figure 9.7). And Mi-
chael ]. Fox in a reprise of the silent movies
made getting a Pepsi almost as funny as a
Charlie Chaplin short.

CUST #3. Where's the beef?
Figure 9.7 Direct humor approach. This perfor-
mance by the late actress Clara Peller recycled
the phrase. “"Where's the beef?’’ (Source: The
Wendy National Advertising Program.)

9.2.3.4 Self-ridicule or Understatement
Closely related to direct humor is self-ridi-
cule or understatement. Benson and Hedges
ran a whole series of television commercials
illustrating the disadvantages of smoking
their long cigarettes—they bent or burned a
hole when the smoker got too close to some
object. This campaign continued in print
long after cigarette advertising left the air in
1972.

9.2.3.5 Direct Comparison Until the late
1960s, commercials for a product never men-
tioned the name of a rival product. Advertis-
ers equated stimulus (brand name) with re-
sponse (purchase). They assumed that if the
audience saw or heard a competitor’s name,
that was free advertising for the competition.
Comparisons were made between the adver-
tiser’s product and Brand X or "'the other two
leading manufacturers’ or "greasy kid stuff.”
Most advertisers have abandoned this sim-
plistic view of consumer psychology, and
commercials do occasionally compare a
product to its rival by name. Two of the best-
known comparative-commercial series were
those by Schick for its Flexomatic electric
shaver, challenged by competitors before an
advertising industry self-regulatory group
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Figure 9.8 Direct comparison approach.
1981. Reproduced with permission.)

(Section 16.2.2) in 1973, and those by Coca-
Cola and Pepsi Cola (Figure 9.8), comparing
the two rival beverages by taste test, which
led to a comparative advertising battle in a
number of markets in 1976.

9.2.3.6 Suggestion A final approach is part
and parcel of the suggestion format (Section
9.2.1.8). Here, the announcement features
something intangible, often not an intrinsic
part of the product. It suggests—without ac-
tually saying—that use of the product leads
to the good life, or sexual attractiveness, or
power and domination over others.

9.3 CREATION AND PRODUCTION

The history of an announcement begins with
the origin of the advertising campaign of
which the announcement is part. To illus-
trate, we posit a national advertising cam-
paign, a fairly complex situation compared

Pepsi won in this one. (Copyright PepsiCo, Inc.,

with, say, the corner hardware store adver-
tising a special on the local radio station. The
advertiser has secured the services of an ad-
vertising agency (Section 17.2.1) and estab-
lished a budget for the campaign.

The agency first analyzes the product that
is to be advertised. The analysis is a process
of asking and answering questions about the
product—for example, What is it? What does
it do? What is better about it than its com-
petitors? At the same time, the agency makes
a similar analysis of the product’s buyers—
Who are they? What is their life-style? When
do they buy? Where? This study is called
marketing research and is carried on before,
during, and after an advertising campaign.

After analysis of product and buyers, ad-
vertising objectives are formulated. Con-
trary to what we might think, advertising ob-
jectives do not aim toward goals such as
increasing sales by 15 percent or share of the
market by 5 percent. These are marketing
goals. Advertising is certainly one means of
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working toward a marketing goal, but adver-
tising objectives are stated in specific terms
and reach toward communication goals, such
as introducing a new product, suggesting
new uses for an old product, or publicizing a
new feature for an existing product.

After objectives are defined, strategies are
planned to meet those objectives. Campaign
strategies include at least the following: de-
vising content and form of messages, choos-
ing the target audience at which to aim the
messages, and selecting media to deliver
messages to the audience.

As aresult of the first strategy, a copy pol-
icy (or copy platform or campaign plat-
form) is developed. Copy policy guides the
creation of advertising in all media; it states
the theme or idea of the campaign, consumer
appeals, and significant product charac-
teristics. '

The second strategy results in a consumer
profile. This is a detailed analysis of the tar-
get audience by age, sex, life-style, buying
habits, education, and other factors.

The third strategy, the media strategy,
builds a media profile to match the con-
sumer profile. The media profile is the selec-
tion of vehicles that will best deliver the mes-
sage to the target audience—this kind of
mailing list for direct mail; that type of mag-
azine; newspapers and spot television in
these areas; spot radio on this type of station
in those markets; participating advertising
during that time of day on network television
or cable; sponsorship of this special on net-
work, cable, or barter syndication.

The agency prepares the campaign plan
for presentation to the advertiser client. The
plan includes general advertising strategy
and concepts as well as creative, media, and
marketing recommendations. Storyboards,
commercials, layouts, and copy are
presented.

If the campaign is approved (usually with
client-suggested changes), the media-buy-
ing phase begins. After careful study, the

agency recommends specific media; in radio
and television, this means particular stations,
cable systems, broadcast networks, national
cable services, times, and programs. Upon
client approval, the agency prepares a final
schedule and cost estimate. When the client
signs the schedule, the agency negotiates
contracts for purchase of advertising time.

Agency writers develop commercials.
They work from the copy platform, the ad-
vertising objectives, the campaign role as-
signed to electronic media, and the product,
its buyers, and other market data.

Storyboards and sometimes even precom-
mercials are prepared for television commer-
cials. Fact sheets may be prepared for certain
radio stations. A storyboard is a depiction of
what the finished commercial will look like.
Similar to a comic strip in appearance, it rep-
resents each scene of the planned commer-
cial with a small sketch, below which is
typed dialogue, sound, and description of
action.

A precommercial is an actual production
of the commercial. However, it is done by
the agency on its own videotape equipment
and is not broadcast quality. The precom-
mercial serves the same purpose as the sto-
ryboard—to help the client visualize what
the commercial will look like—and is not
used on the air.

A fact sheet is not a complete script but
contains only key facts on the product or ser-
vice. Fact sheets are supplied to radio per-
sonalities who are especially effective at ad-
libbing commercials.

9.3.1 Radio Commercials

The entity that produces a radio commercial
varies with the situation. In the local adver-
tising of small markets and small retailers,
the radio station often produces the com-
mercial at no charge above that for broadcast
time. For example, the owner of the corner
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hardware store might deal directly with sta-
tion sales personnel; no agency is involved.
The station staff writes and records the com-
mercial, then plays it back as scheduled for
broadcast; occasionally, the announcer on
duty will read a commercial live each time.

Most large advertisers have commercials
professionally produced on tape and sent to
stations for use. In this case, the advertising
agency either puts the job out for bids to pro-
duction houses or handles the production
itself.

A production house does all creative
work. Often, this even includes the script,
based of course on the copy platform and
subject to agency and advertiser approval.

If done in-house, the script is written at
the agency. A staff producer/director han-
dles talent and creative arrangement—audi-
tioning and hiring talent, contracting for
original music, securing musicians and a
music director. Completed, taped, client-
approved commercials are duplicated, and
copies are sent to radio stations.

9.3.2 Television Commercials

Before a commercial commences production,
the client (the advertiser) must approve the
storyboard. The advertising agency produc-
tion supervisor then writes a spec (specifica-
tion) sheet describing the commercial and its
production requirements and puts the project
out for bids to selected production houses.
The production houses submit bids, state-
ments of how much money they would need
to produce the commercial. Usually, the
agency accepts the low bid, subject to nego-
tiation over certain cost factors.

Once the client has accepted the agency’s
bid recommendation, representatives from
agency and production house meet to iron
out preproduction details—set design, loca-
tion, crew, talent, director. An agency repre-
sentative is designated producer. Agency
producer and contract director work closely

during the production phase. The commer-
cial is completed during postproduction, the
finished commercial is duplicated, and cop-
ies are sent to the networks, stations, cable
systems, and other media selected for
distribution.

At the local level, production may be han-
dled by the media outlet—TYV station, cable
system, or whatever. Local outlets are usu-
ally eager to rent facilities at bargain prices
(relative to the cost of large-market produc-
tion houses). With local production, a com-
mercial rarely has the same high quality and
slickness as one produced by a large produc-
tion house. However, for local advertising
the savings may more than make up for the
lack of slickness.

9.4 ADVERTISING COUNCIL

Established as the War Advertising Council
in 1942, the Advertising Council reorganized
under its present name after World War I1. Its
constituent and sponsoring organizations in-
clude major advertising and media trade
groups. The Ad Council selects noncommer-
cial organizations as clients, for which adver-
tising campaigns are prepared as a public
service. Advertising agencies volunteer their
services to the Ad Council, and each volun-
teer agency is assigned a client for which to
plan and execute a campaign. The client pays
only for materials—art, engraving, printing,
paper, tape, slides. The various media carry
the campaign free. Materials may cost up to
several hundred thousand dollars annually,
but this out-of-pocket expenditure by a client
yields millions of dollars worth of advertis-
ing and publicity. Ad Council campaigns
have created memorable symbols and slo-
gans (Figure 9.9)—Smokey Bear; Iron Eyes
Cody, the Indian whose eyes brimmed with
a single tear; A Mind Is a Terrible Thing to
Waste. Some of radio and television’s finest
minutes have been Ad Council-produced
PSAs.
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Stations and cable systems also produce
PSAs. They run these for local charities and
other good works.

9.5 CRITICISM

Commercials are the announcements most
often criticized. This is understandable. In
American radio and television, commercial
announcements are ubiquitous, frequent, in-
terruptive, repetitious, intense, unavoidable,
packed with highly persuasive elements, and
often the product of (what many see as)
large, profit-at-any-cost businesses.

In print, the audience controls the situa-
tion. You choose whether, how much of, and
when to read a newspaper or magazine ad-

p America Beautiful ﬂ ’:

(b)
Figure 9.9 Memorable symbols from the Ad Coun-
cil. (a) For years, Smokey Bear reminded us that
only we could prevent forest fires. (b) The Indian with
a tear was part of an eloguent and poignant visual
appeal to stop pollution. (c) “"He could be delivering
crates instead of babies. A mind is a terrible thing to
waste. Give to the United Negro College Fund.”
(Photographs courtesy of The Advertising Council,
Inc. Used by permission.)

vertisement. In radio and television, the me-
dium controls the situation. Without a remote
control or a VCR, you must endure all ad-
vertising on the channel you view. If you
switch to another channel to avoid commer-
cials, you find more commercials. If you turn
off the set or leave the room, you miss the
program.

Any feature that conspicuous and un-
avoidable on media as popular as radio and
television is bound to come in for at least
some criticism. A great deal of criticism is
leveled at television commercials particu-
larly, since television is the more popular
and attention-getting medium.

Critics fault commercials for lying, for
making claims for products and services that
are not true. The commercial might, for ex-
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ample, misrepresent some features of the
product or service. It might falsely describe
the advertiser’s financial situation or ability
to do business. It might feature bait-and-
switch advertising; the bait (often a bargain
price advertised for a particular product)
lures you into a store, whose personnel pull
the switch (attempt to sell you a higher-
priced model once you are there). Local and
federal authorities, better business bureaus,
and others bear down hard on false advertis-
ing, and there is relatively little outright lying
on commercials.

Puffery, however, is another matter. Puff-
ery denotes use of superlatives and general
terms, such as “new,” "improved,” “better,”
"best.” It is the half-lie, telling only the good
points about a product or service, making
good points even better, not mentioning neg-
ative aspects. Puffery traditionally formed
the basis of most advertising. But in 1971,
the Federal Trade Commission adopted a re-
quirement that advertisers be able to sub-
stantiate claims about performance, quality,
effectiveness, safety, or comparative price.
No longer could the advertiser tout a product
as “‘number one in performance” or “more
effective than the three leading competitors”
without defining terms and proving claims.

Somewhere between lying and puffery
goes the false demonstration. Here, the
commercial shows that a product has certain
qualities, but special techniques are used
during production to display these qualities.
In other words, the product is not like or will
not do exactly what the commercial purports
to show. Two notorious false demonstrations
took place on television commercials for
Rapid Shave and Libbey-Owens-Ford auto-
glass (Section 14.2.2).

Critics complain that commercials assume
and aim at insultingly low intellectual lev-
els. Wording, repetition, arguments, for-
mat—every element seems to patronize lis-
tener and viewer.

Many people object to the salience of
commercials, their unavoidable conspicuous-

ness. At least three elements contribute to sa-
lience—number of interruptions per pro-
gram, clutter, and loudness.

As for the number of commercials, there
actually is a high ratio of commercial min-
utes to program time. The NAB Television
Code allowed stations to program over 25
percent of every hour during most of the day
in commercials, promos, and other nonpro-
gram content. The Radio Code allowed ad-
vertising to constitute 30 percent of every
hour, with provision for even more in special
circumstances. The FCC adopted restrictions
on commercial time that paralleled those of
the NAB Codes. However, the Codes are
gone and the commission repealed its restric-
tions, so the broadcast trade no longer has
even these liberal guidelines to restrict total
commercial time. Stations may now cram in
as many minutes of commercials as they feel
the audience will tolerate; some do (Sections
9.1.2.1 and 9.1.3.3). The cable trade, of
course, never even had a code that restricted
commercial minutes.

As for complaints about the number of
interruptions per program, again there
would seem to be justification. The Televi-
sion Code placed liberal restrictions on the
number of interruptions and the number of
commercials per interruption. Even then, ad-
vertisers and audience complained of clutter,
too many different announcements during
each program interruption. Advertisers said
that clutter caused their messages to be lost
and forgotten in the sea of other commercials
at each break. The audience just felt there
were too many. The Radio Code placed no
restrictions on interruptions; neither does the
cable trade.

Women'’s and minority groups have com-
plained that commercials reinforce negative
stereotypes. For years, women were de-
picted as dependent on men, concerned pri-
marily with children and household, unable
to cope with financial or mechanical com-
plexities, valued primarily as ornaments or
sex objects, and, when seen in occupations
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other than homemaker, employed as secre-
taries and teachers. Commercials rarely in-
cluded racial and ethnic minorities except in
highly stereotyped roles—servants, cooks,
and peons who were lazy, shuffling, inscru-
table, or sombrero’d.

Since the early 1970s, many advertisers
have attempted to eliminate from their com-
mercials objectionable role depictions. They
contend, however, that they have to use
some stereotypes to set up and resolve a sit-
uation within a commercial’s 15 or 30 sec-
onds. As a result, we still see an unreal TV
commercial world, in which middle-class
families buy hamburgers, fried chicken, and
new automobiles and women worry about
clean clothes and shiny floors and succumb
to men wearing after-shave lotions.

Consumer groups say that commercials
attempt to sell products to the wrong people
or to sell the wrong products to all people.
Over the years, commercials have been crit-
icized for selling toys, vitamins (which can
be fatal if swallowed in large doses), and
junk food to children; for selling quack med-
icines, nostrums, money-hungry religious
charlatans, useless gadgets to those least able
to afford them—the old, the poor; and for
selling large cars and leaded gasoline (which
contribute to atmospheric pollution), ciga-
rettes (Section 15.3.4.3), and over-the-
counter drugs to everybody.

Critics question the value that commer-
cials promulgate. Commercials teach. And,
goes the argument, they teach more than ad-
vertising slogans. They teach the values, phi-
losophies, and behaviors they depict, values
that may be dysfunctional (i.e., working to-
ward undesirable goals) for both the individ-
ual and society. Commercials teach that it is
good to be acquisitive, highly competitive,
and conscious of status. They teach narcis-
sism and that physical beauty is an end in it-
self. They teach us to take a pill when we feel
bad, to see issues—no matter how com-
plex—in black-and-white terms, to think in
slogans, to look no farther than the surface,

to aim for a Ken-and-Barbie doll existence of
eternal, middle-class, plastic-wrapped youth.

Many people criticize the way in which
commercials appeal to certain human mo-
tivations. In the 1973 CBS Reports: You and
the Commercial, Dr. Eric Fromm, the late re-
nowned psychoanalyst, noted that commer-
cials often use as motivation the fear of not
being loved—attributable to body odor or
split ends or baggy panty hose—which some
product promises to alleviate. A second and
related theme is the miracle; use this soap or
that cooking oil and a miracle will happen.
Commercials imply that love depends on a
gadget. Use the advertised gadget, and attain
the good life. Commercials promise the
fountain of youth, that the product will turn
us into beautiful young people who never
change. Fromm also said advertising molds
us, makes us greedy, makes us want more
and more instead of trying to be more and
more.

Commercials do not convince, Fromm
said; they suggest. Convincing attempts to
persuade through rational argument. Sug-
gesting breaks down rationality and powers
of criticism to get audiences to believe the
promises of commercials. Therefore, con-
cluded Fromm, people know on a rational
basis that claims for the products are non-
sense, but at the same time, they would like
to hope there might be something to the
claims. The result is a mixture of reality and
fantasy that operates on the subconscious
level.

While most criticism is directed at com-
mercial announcements, PSAs have also
come under fire. In 1976, public service
groups and sympathizers in Congress peti-
tioned the FCC to require that broadcasters
air PSAs from a wider variety of sources.
Over 70 disparate parties called for new
rules, including Action for Children’s Tele-
vision, Sierra Club, National Gay Task Force,
Public Media Center, and the United Church
of Christ (UCC). The UCC commented that
licensees had abdicated responsibility for
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Box 9.1 *. .. Such a Big Production’

Stan Freberg produced this one-minute extravaganza for Great American Soup.
Asked by her husband what was for dinner, Ann Miller replied by chucking her apron
and tap dancing out of the kitchen and into a fantasy world of a chorus line, a huge
soup can that rose out of the floor, and sundry visual effects—all while she belted
out a song about ‘Great American Soup,”” accompanied by a brassy, fully
orchestrated musical arrangement. She finally danced back into the kitchen and
into her apron. The commercial ended with her husband asking why she had to
“make such a big production out of everything.” (Photograph courtesy Heinz U.S.A.

Used by permission.)

PSAs to outside agencies, such as the Ad
Council, which provide broadcasters with
slick, noncontroversial PSAs. (See Section
22.5 for complaints about public broadcast-
ing announcements.)

9.6 PRAISE

Not all words spoken about commercials are
critical. For example, there is no doubt that,
well done, broadcast advertising is effective.

Merchants and manufacturers who use radio
and television successfully are among the
first to praise broadcast commercials.
Certainly, too, the skill and imagination
that go into making a commercial must be
admired. Commercials are among the most
carefully, painstakingly crafted productions
in radio and television. Their original use of
locations, props, actors, animals, and other
elements to translate the fantasies of a
copywriter into 30 seconds of sales pitch is
legend (Box 9.1). The Clio, cousin to Oscar
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and Emmy, is awarded to the winning com-
mercial in each of several categories based on
cleverness and artistry.

The skilled personnel and persuasive
techniques honed on advertising are used to
create messages designed to improve the
common good. The success of Ad Council
campaigns is due almost entirely to the sell-
ing skills of its agencies.

Let us not forget, too, that advertising
pays for programming on commercial broad-
cast stations and cable channels. The music,
the stars, the news operations—all are fi-
nanced by advertising dollars. Even some
programming on public broadcasting is
funded by advertising or restricted forms of
advertising (Section 22.5).

Finally, commercials, as integral parts of
advertising, serve as key forces in the Amer-
ican economy. Our economy is based in large
part on mass production, mass distribution,
and mass consumption. Commercials and
the rest of advertising are vital to the main-
tenance of such an economic system.
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PHYSICAL PERSPECTIVE



Broadcasting was the first nonmechanical mass medium. Printing, recording,
and cinema each originated from different technological devices. All, however,
were mechanical contrivances.

Broadcasting’s bases—electronics and electromagnetic radiation—were
radically different from those of older media, so different that they even
involved a different branch of physics. These physical bases have, in turn,

affected all other aspects of broadcasting, from audience size to station licensing.

The fact that broadcasting travels by electromagnetic energy, energy that has
certain properties, has profoundly affected the history, regulation, and
economics of radio and television, including nonbroadcast forms of radio and
television. If you are going to understand radio and television, you must
understand those physical properties.

We begin this section with a review of radio energy in Chapter 10. We look
at its nature and some of its propagation characteristics. In Chapter 11, we
" survey the physical aspects of aural media—the sound and audio, AM and FM,
and other radio services. We conclude the section by examining the workings of
television and other electronic visual media, from light and the human eye,
through video and various video services.
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CHAPTER 1()

Radio Energy

Programs from broadcast stations, wireless
cable (multichannel TV; Section 5.4), and di-
rect-broadcast satellites (DBS) are radiated
from a transmitting antenna and sent to your
receiver via radio energy. You cannot smell,
feel, or see it, yet radio energy is the basis on
which the entire structure of broadcasting,
wireless cable, and DBS are built. To a large
extent, the peculiar characteristics of radio
energy determine how these media are or-
ganized—the frequencies assigned to trans-
mitters, the power they may use, their phys-
ical location, their very licensed status. In
this chapter, we examine the concept of radio
energy waves and then the various charac-
teristics of waves in different frequency
bands. The term radio is used here in the ge-
neric sense to include television, microwave,
and other such transmissions.

10.1 WAVES

Imagine that you hold one end of a long
rope. Shake the rope rapidly up and down.
Your arm’s oscillation sets up a wave motion
that travels the length of the rope. Hit a
water glass with a spoon, and the glass vi-
brates, creating waves of sound that you can
hear.
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Radio waves, too, result from oscillation.
Unlike the rope waves and the sound waves,
however, radio waves require no material
medium (such as a rope or molecules of air)
for transmission. They can travel not only in
the earth’s atmosphere but also in the near
vacuum of space.

A radio transmitter produces radio waves
by feeding an oscillating form of electric cur-
rent into a transmitting antenna. The current
alternates direction of flow, first in one direc-
tion, then the other. Each change of direction
is a half-cycle. Two successive half-cycles,
one in each direction, make one complete os-
cillation or cycle (Figure 10.1). Called alter-
nating current (AC), this form of electricity
includes normal household current, which
flows at a rate of 60 cycles per second. The
rate for radio transmission is much higher,
usually above 400,000 cycles per second.

In the transmitting antenna, the electric
current creates coexistent electrical and
magnetic fields of force around the antenna
(Figure 10.2). The direction in which the cur-
rent flows determines the direction toward
which these fields’ lines of force point, that
is, their polarity. When the alternating cur-
rent in the antenna reverses direction, it cre-
ates new electrical and magnetic fields
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Figure 10.1 Sine wave as radio wave. The sine wave is a graphic representation of a radio
wave. (To further confuse things, the sine wave is also used to represent the radio-fre-
quency current that generates the radio waves, the audio that modulates the radio fre-
quency. the sound waves that cause audio, and the vibration of the sound source from

which the sound waves originate!)

around the antenna. These new fields, op-
posite in polarity, push the old fields away
from the antenna (Figure 10.2). The alternat-
ing current again reverses direction, and the
whole process starts over again.

Since newly created fields push previous
fields away from the antenna, they continu-

ally radiate outward. Two successive sets of
electrical and magnetic fields of force—the
positive phase and the negative phase, ac-
cording to their respective polarity—consti-
tute one radio wave.

The strength or amplitude (Figure 10.3)
of the alternating current in the transmitting

Antenna

Fields of
force
broken free

of force force

Fields of

broken free

Figure10.2Linesof forceradiatingfrom antenna. If the frequency of the alternating cur-
rent is high enough, the fields of force break free and continue to travel as electromagnetic

waves.,
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I.—- Wavelength
|

Figure 10.3 Wavelength and amplitude.

antenna determines the strength of the radi-
ated waves. The amplitude of the waves, in
turn, determines the strength of the signal
you get on your receiver.

At the receiving end, radio waves are
“picked up” with yet another antenna. They
induce (cause) in the receiving antenna a
pattern of alternating current exactly like the
oscillations in the transmitting antenna, al-
though of much lower amplitude.

10.1.1 Attenuation

As they travel, radio waves attenuate (lose
strength) for a number of reasons. This is il-
lustrated in Figure 10.4. A radio wave radi-
ates outward from a transmitting antenna.
As the wave travels, the circle becomes
larger and the wave spreads itself ever more
thinly, diminishing in amplitude as it covers
a greater area. Eventually, the point is

reached at which the amplitude is so low
that, for purposes of reception, there is no
more wave. This is when the signal fades on
your radio or television receiver.

Certain structures and electrical interfer-
ence (particularly in cities) and terrain obsta-
cles may create dead spots within a station’s
coverage area; that is, places where you
should be able to receive the station but can-
not. Overlapping signals or interference
occurs when the radio waves from one sta-
tion collide with and distort or weaken those
from another.

Absorption involves expenditure of en-
ergy by a wave as it travels, When radio
waves travel through a vacuum, there is little
absorption. But in anything denser, such as
the earth’s atmosphere, radio waves lose en-
ergy. The denser the medium, the more ab-
sorption occurs. In AM radio, for example,
the earth conducts (allows to travel) the
ground wave (Section 10.2.2.1), but it also

Amplitude

Figure 10.4 Attenuation.



absorbs much of the wave’s energy. The
ground waves of even the most powerful
US. AM radio stations, operating with
50,000 watts of power and no interference,
lose most of their punch after about 100
miles of travel. Sky waves, on the other
hand, do not undergo much absorption. If
the transmission is powerful and meets with
minimal interference, its sky waves may
bounce from the ionosphere to earth and
back again to deliver powerful, clear signals
thousands of miles away.

10.1.2 Veloclty

Radio energy has a velocity of (travels at)
300 million meters per second in a vacuum
(it travels somewhat slower in the atmo-
sphere). That figure should sound familiar to
you because it is the speed of light. All elec-
tromagnetic energy (which includes radio
waves and visible light) travels at that speed.

10.1.3 Frequency

Transmitters emit radio waves at a rate of
thousands and millions per second, the exact
rate varying according to service (AM or FM
radio, TV broadcast, MDS, and so forth). The
number of waves a transmitter emits per sec-
ond is, of course, determined by the number
of cycles per second of alternating electrical
current energy flowing to the transmitting
antenna. The term hertz has been adopted as
a name for cycles per second, honoring Hein-
rich Hertz, the scientist who first demon-
strated the exitence of radio waves. The
number of hertz a station generates is its fre-
quency. Since such large numbers are in-
volved, prefixes are used as shortcuts; kilo-
means times 1000, and mega- means times
1,000,000. Thus 850 kilohertz (kHz) would
be 850,000 cycles per second, and 98.3
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megahertz (MHz) would be 98,300,000 cy-
cles per second.

10.1.4 Wavelength

Since radio energy’s velocity is constant, the
only way to increase frequency (number of
cycles/waves per second) is to shorten
wavelength (Figure 10.5). This is easy to il-
lustrate. Draw a horizontal line 3 inches
long. Now use it as the middle line, and
draw on it three sine waves (backward Ss,
lying on their sides; see Figure 10.5) repre-
senting three radio waves, each of equal
length, so that they take up the whole space.
How long will each sine wave have to be?
Obviously, 1 inch. Now draw another line 3
inches long, and put four sine waves on it.
This time each will have to be # inch long.
You have to shorten wavelength to get more
waves in the same 3-inch space.

Now, reread the previous sentence, sub-
stituting “"time” for “3-inch space,” and the
same principle applies—speed being con-
stant at all frequencies and wavelengths,
you have to shorten the wavelength to get
more waves (that is, to increase frequency)
in the same time period. If you are confused
at this point, just remember “longer and
lower”’—the longer the wave, the lower the
frequency. And the converse holds, too—the
shorter the wave, the higher the frequency.

With radio energy velocity constant at
about the speed of light, we should be able
to figure frequency if given wavelength and
wavelength if given frequency. The formula
is frequency equals velocity divided by
wavelength or wavelength equals velocity
divided by frequency. For example, an AM
broadcast station operating at 1500 kHz is
using a wavelength of 200 meters
(300,000,000 =+ 1,500,000 = 200); that is,
the length of each wave the station transmits
is 200 meters long.
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Figure 10.5 Frequency and wavelength. Since velocity is constant, the only way to in-
crease frequency (say, from 7.6 MHz to 100.1 MHz) is to decrease wavelength (here, from

3.97 meters to 2.997 meters).

10.1.5 Review

Before going on, let us review. Alternating
electrical current sets up thousands or mil-
lions of oscillations in the transmitting an-
tenna. These oscillations produce radio
waves, each with a positive phase and a neg-
ative phase, which travel outward from the
tower at close to the speed of light. When the
waves contact a receiving antenna, they set
up similar oscillations, which the receiver
amplifies and uses as the signal. The strength
of a radio wave is directly related to its am-
plitude. The wave attenuates (and the am-
plitude decreases) as the wave travels. Speed

is constant, so frequency and wavelength are
inversely related.

10.2 FREQUENCY-RELATED
CHARACTERISTICS

Since radio waves consist of electrical and
magnetic fields, radio energy is a form of
electromagnetic energy, as are infrared
rays, visible light, ultraviolet light, and other
types of radiation. All radiate from a source
and travel in waves at the speed of light. As
mentioned in Section 10.1, electromagnetic
energy needs no conduction medium; in fact,
it travels most efficiently through a vacuum.



10.2.1 Electromagnetic Spectrum

If you were to arrange all forms of electro-
magnetic energy in order of frequency, from
lowest to highest, you would have what is
called the electromagnetic spectrum (Figure
10.6). At the highest frequencies (and short-
est wavelengths) are cosmic rays. Below that,
in descending order of frequency, come
gamma rays, X-rays, ultraviolet rays, visible
light, infrared rays, and, near the bottom,
radio waves.

As shown in Figure 10.6, the radio por-
tion of the electromagnetic spectrum has
been further divided. AM radio is in the me-
dium frequency (MF) band; television chan-
nels 2-13 and FM radio are in the very high
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frequency (VHF) band; TV channels 14-70,
the instructional television fixed service
(ITFS), the multipoint distribution service
(MDS), and the multichannel multipoint dis-
tribution service (MMDS) are in the ultra-
high frequency (UHF) band; and direct-
broadcast satellites (DBS) are in the super-
high frequency (SHF) band. Wavelengths in
the ITFS, MDS, MMDS, and DBS services are
so short they are called microwaves.

10.2.2 Propagation
The manner in which radio waves travel—

the paths they take—is called propagation.
Propagation varies greatly with frequency.
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Figure 10.6 Electromagnetic spectrum.
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10.2.2.1 Ground Waves and Sky Waves In
the MF band, ground waves and sky waves
determine propagation. Ground waves fol-
low the curvature of the earth (Figure 10.7).
Ground waves are relatively constant; at a
given distance from the transmitter, they
usually provide the same quality of reception
most of the time.

Sky waves radiate away from the earth
(Figure 10.8). During the day, they travel un-
impeded into space and serve no use to ter-
restrial propagation. At night, however,
changes in the ionosphere, 30 to 200 miles
above the earth’s surface, cause many sky
waves to bend and to land back on the
ground hundreds of miles from the
transmitter.

During nighttime, then, sky waves expand
a transmitter’s reception area beyond that
provided by ground waves. But the quality of
the signal in this expanded area varies more

than in the ground-wave coverage area. As
the ionosphere changes, the strength of the
sky waves changes, and listeners hear the
signal “fade” in and out on their radio re-
ceivers. At times, freak ionosphere condi-
tions make possible clear sky-wave reception
at distances of half a continent or more from
the transmitter. Such reception is usually
subject to severe fading.

10.2.2.2 Direct Waves Higher radio fre-
quencies are closer to visible light in the elec-
tromagnetic spectrum and behave more like
visible light rays. In VHF, UHF, and SHF,
propagation is primarily by direct waves.
Like light, direct waves travel in straight
lines, may be blocked by physical objects,
and may be reflected. This is illustrated in
Box 10.1.

Like light, direct waves are also subject to

Antenna

Figure 10.7 Ground wave propagation.
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Figure 10.8 Sky wave propagation.

refraction or bending. Perhaps you have had
the experience of putting a straight pole into
clear water and seeing the pole appear to
bend. The pole seems to enter the water at
one angle, then bend at the surface to an-
other angle. The pole has not really bent, of
course, but the light rays have. The light rays
reflected from the submerged part of the pole
travel through a relatively dense medium,
water, then enter a less dense medium, air,
and in the process they bend. This is called
refraction, and it is why the straight pole
looks bent. Similarly, VHF, UHF, and SHF
waves can be bent as they pass through
varying temperatures and weather condi-
tions that affect density.

Attenuation, absorption, interference, re-
flection, refraction—all affect propagation at
all frequencies to a certain extent. Some of
them affect some frequencies more than oth-
ers. Climate and weather play a large role in
propagation. The next time a cold front, a
warm front, a high-pressure area, or a low-

pressure area is scheduled to move into your
vicinity, note the changes in broadcast recep-
tion before, during, and after.

10.2.3 MF Coverage

Coverage refers to the physical area within
which a radio wave may be received. Me-
dium-frequency coverage is affected by three
factors—ground, frequency, and power.

10.2.3.1 Ground The term ground refers to
electrical grounding. In MF transmission,
part of the antenna is buried beneath the
ground, and the whole antenna structure,
ground and all, transmits. The object is to
make maximum use of the ground waves,
which requires a good electrical ground con-
nection. Wet soil gives a better electrical
ground than does dry, so that in medium-
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Box 10.1 Direct Wave Propagation W A N

Television and FM radio propagation have been described as /ine-of-sight, and to a
large extent that is true. If you were to climb to the top of a television transmitter
tower, for example, you could (on a clear day) literally see most of the station’s
primary coverage area—the area reached by its actual off-the-air, not delivered-
by-cable signal. You see to the horizon but no farther; for all practical purposes, that
is how far the television signal reaches. A series of hills looms up close on one side of
you, blocking your view; they block the television signal, too, and people living on
the other side of the hills cannot receive the station directly. Some neighborhoods
are partially obscured from your view by tall buildings or other large structures; the
people living in these areas pick up the television station with difficulty or not at all.
Some tall buildings seem especially bright, refiecting quite a bit of light; they also
reflect television signals. Residents living near these buildings receive one television
signal directly from the station’s transmitting antenna and another from the bounce
off the reflective buildings. The result is ghosting (double image) on the screen.
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frequency transmission, the transmitting an- lower frequencies result from longer waves,
tenna is better off in a low swamp than on and the longer the wave, the greater the dis-
top of a dry, well-drained hill (Figure 10.9). tance one wavelength covers. For example, a

station transmitting at 1600 kHz generates a
10.2.3.2 Frequency Frequency affects cov- wavelength of 187.5 meters, while a station
erage just the opposite of what you may at 540 kHz generates a wavelength of 555.6
think. In MF transmission, as in all transmis- meters. For every one wavelength the waves

sion, the lower the frequency, the better the at 540 kHz travel, the waves at 1600 kHz
coverage (Figure 10.10). This is because must travel nearly three wavelengths, ex-
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50,000 watts
at 1400 kHz

Figure 10.9 Relatlve broadcast coverage.

10.2.3.3 Power Power works just the way
that seems most logical—the higher the
power the transmitter pumps into the an-
tenna, the farther the wave will travel and
the better the coverage. Because of ground
wave propagation, radio transmission in the
MF range is not so affected by hills and line-
of-sight considerations as VHF and UHF
transmission. Given enough power, ground
waves surmount hills and range beyond the
horizon.

10.2.4 VHF, UHF, and SHF Coverage

Coverage in the VHF, UHF, and SHF fre-
quencies is affected by antenna height, fre-
quency, and power. VHF and UHF propa-

gation is by direct waves and is line-of-sight
(although, in reality, FM and TV station sig-
nals do spread beyond line-of-sight). Just as
the higher you fly in an airplane, the more
area of ground you can see, so, too, the
higher the antenna, the greater the coverage.
Line-of-sight also means natural terrain fea-
tures and human-constructed obstacles can
block coverage, yielding dead spots and poor
reception areas. ITFS and MMDS operate so
high in the frequency bands that their cov-
erage is literally line-of-sight; the transmit-
ting antenna must be seen from the receiving
antenna, and even leaves and foliage can
block reception. Also, in DBS, the receiv-
ing dish must have a clear “shot” at the
satellite.
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Figure 10.10 Influence of Soil Condition.

Frequency and power affect VHF, UHF,
and SHF coverage as they do in all frequency
ranges—lower frequencies and higher power
yield greater coverage. Wavelengths in these
frequency bands are so much shorter than in
the MF band that TV and FM broadcast sta-
tions operate with higher average power
than AM stations. DBS satellites, however,
can operate at much lower power because
the waves they transmit travel most of their

journey through near-vacuum and low-
density atmosphere.

FURTHER READING

Carr, Joseph L. The TAB Handbook of Radio Com-
munications. Blue Ridge Summit: TAB, 1984,
Miller, Gary M. Modern Electronic Communication.
2d ed. Englewood Cliffs: Prentice, 1983. Chap-
ter 11 deals with electromagnetic waves and

wave propagation.



CHAPTER

Radio Channels

How can more than 12,000 radio broadcast-
ing stations in the United States fit into just
over 200 channels? How does sound become
radio and vice versa? What is the difference
between AM and FM?

These are some of the questions we shall
answer in this chapter. In addition to the AM
and FM bands, we shall look at other radio
broadcasting channels, the international ser-
vice, and various forms of wired radio.

11.7 AM BROADCAST SERVICE

According to the FCC, an AM broadcast
staion is one licensed for transmission of
radiotelephone (voice, music, and the like)
emissions (radio waves) primarily in-
tended for reception by the general public
and operated on a channel in the band [that
begins with] 535 kHz (535,000 Hz).! This
places AM radio in the medium frequency
(MF) band.

For years, the AM broadcast band had
ended at 1605 kHz (1,605,000 Hz). In 1979,
action by an international conference added
another 100 kHz, which would expand the
band to 1705 kHz (1,705,000 Hz). Technical
details were to be worked out at the regional

level. The ten added channels would open
for use by new stations in mid-1990.

In the broadcast services, a place for a sta-
tion is a channel. An AM channel consists of
its carrier frequency plus the upper and
lower sidebands of the AM broadcast signal.
(You will learn more about these terms in
Section 11.3.3.1. For now, the carrier is the
frequency at the center of the channel; side-
bands are groups of frequencies generated by
the process of broadcasting and are located
directly above and below the carrier.) Each
channel is identified by its carrier fre-
quency. The carriers are spaced at 10-kHz
intervals, with the first at 540 kHz. This
works out to 107 channels with the AM band
at 535-1605 kHz, 117 channels at 535-1705
kHz. Most channels are used by more than
one station, although a (relatively) small
number of channels contain a large percent-
age of all stations.

11.1.1 Interference and Coverage

Interference—the mutual action of two sets
of radio waves affecting each other—takes
the form of static and station interference
(Figure 11.1). Static is electrical discharges
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Figure 11.1 Types of interference in AM radio. (a) Static—natural (lightning in this exam-
ple). Radio simuttaneously receives station signal and static. (b) Static—human-created.
Radio simultaneously receives signal and static. (c) Station interference—adjacent chan-
nel. Radio tuned to 1230 simultaneously receives station transmitting on 1230 kHz and sta-
tion transmitting on 1240 kHz. (d) Station interference —co-channel. Radio tuned to 1240
to receive station A simultaneously receives signals from both stations A and B. (e) Station
interference—second harmonic. Radio tuned to distant station transmitting on 1200 kHz
simultaneously receives nearby station transmitting on 600 kHz through its second harmonic
frequency (1200 kHz). (f) Station interference—splatter. Station transmitting on one fre-
Quency overmodulates, and radios tuned to stations on other frequencies receive audio
from the overmodulating station.
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Figure 11.2 Primary and secondary coverage areas.

and can be either natural or induced. Natu-
ral static results from atmospheric distur-
bances such as lightning. Induced static orig-
inates from electrical machines and
devices—the faulty ignition system of an au-
tomobile, a vacuum cleaner or mixer running
in another room, a noisy starter in a fluores-
cent light fixture. These sources generate
electromagnetic waves that mix and are re-
ceived with incoming radio waves.

Station interference involves signals of
two or more radio stations. You tune to one
station but receive others on the same setting
at the same time.

Coverage is the area within which a sta-
tion’s signal can be received. Since AM op-
erates in the MF band, a radio station’s cov-
erage is dependent on ground, power, and
frequency (Section 10.2.3). All other things
being equal, wetter soil, higher power, or
lower frequency results in greater coverage.
The FCC has defined two types of coverage
areas—primary and secondary (Figure
11.2).2 Generally, a station’s primary service
area is that served by its ground wave; its
secondary service area is that within which
its sky wave is received with some degree of
strength and consistency.
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11.1.2 Channel and Station
Classification

Early in the history of broadcasting, it be-
came apparent that a system was needed to
prevent massive interference among AM
radio stations. Sky waves, particularly,
caused problems; they were unpredictable
and could skip long distances. The system
that finally evolved included two related

classifications—(1) AM frequencies are
classified as clear, regional, or local chan-
nels, (2) stations, as I, II, III, or IV. As you
read the remaining paragraphs in this sec-
tion, refer to Figure 11.3, which shows chan-
nel classification and its relationship to sta-
tion classification.

11.1.2.1 Clear Channels Clear channels are
used by dominant stations and secondary

Channel . Station
classification Frequencies (kHz) classification
640, 650, 660, 670, 700, 720, 750, Dominant Secondary
A 760, 770, 780, 820, 830, 840, 870, A "
(25) 880, 890, 1020, 1030, 1040, 1100,
1120, 1160, 1180, 1200, 1210
ClIJe'sr' 680, 710, 810, 850, 1080, 1110,
“‘1’)5 1170, 1500, 1510, 1520, 1530
with
Canada 1070, 1130
B Clears 2 -B Ml
(19) shared by .
U.S. and with
f'oréign Mexico 1000, 1060, 1090, 1140, 1180
(;:IGeoa)r countries (5)
(8 with
Cuba 1560
(1)
Canada 540, 690, 740, 860, 990, 1010, 1580
Foreign Mexico | 33, 800, 900, 1050, 1220, 1570
clears (6} ‘ ‘ ’ ‘ ‘
(16)
{No U.S. Canada & None I
dominant Mexico 940, 1560
stations) (2)
Bahamas 1540
550, 560, 570, 580, 590, 600, 610,
620, 630, 790, 910, 920, 930, 950,
. 960, 970, 980, 1150, 1250, 1260,
Regional 1270, 1280, 1290, 1300, 1310, 1320, 1
(41) 1330, 1350, 1360, 1370, 1380, 1390,
1410, 1420, 1430, 1440, 1460, 1470,
1480, 1590, 1600
1230, 1240, 1340, 1400, 1450, 1490
Local (These frequencies are classified as v
6) regional for Alaska, Hawaii, Puerto
Rico and the Virgin Islands.)

Figure 11.3 AM channel and station classification.




stations. Of the 107 AM channels, 60 are
designated clear channels.

Dominant stations provide primary and
secondary service over an extended area and
at relatively long distances. They may oper-
ate with no less than 10 kilowatts (kW; 1 kW
= 1000 watts) nor more than 50 kilowatts of
power. On 25 of the 60 “clears,” the FCC
limits the number of dominant stations to
one per channel, and it requires that one sta-
tion to operate at 50 kW, the maximum al-
lowed in the United States.

Of another 22 clears, the commission al-
lows multiple dominant stations. These sta-
tions must operate so as to minimize co-
channel interference. During the day, for
example, two dominant stations on the same
clear channel might use nondirectional trans-
mitting antennas (to radiate their ground
waves equally in all directions) and then at
night switch to directional antenna arrays (to
direct their sky wave transmissions away
from each other).

Some of the latter 22 clear channels are
shared; both the United States and another
North American country operate dominant
stations on them. The remainder of the 60
clears are foreign; the United States may op-
erate no dominant station on any of these
channels without prior agreement from the
other country. .

In addition to dominant stations, one or
more secondary stations may transmit on a
clear channel. Secondary stations are li-
censed so as to protect the signal of the dom-
inant stations, that is, not interfere with their
primary service areas and much of their sec-
ondary service areas. They must use restric-
tive operational modes—transmit with rela-
tively low power, or reduce power at night,
or operate only in the daytime, or use a di-
rectional antenna array, or employ some
combination of these measures.

11.1.2.2 Regional Channels Forty-one fre-
quencies are regional channels. A regional
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channel is one on which a number of stations
may operate, each serving a population cen-
ter and adjacent rural areas. None domi-
nates; each station operates in order to avoid
interference with all others on the same
channel, and some must use restrictive op-
erational modes. The most powerful use
5000 watts.

11.1.2.3 Local Channels The remaining six
frequencies are local channels. A local chan-
nel is one on which many stations, 150 or
more, may operate. These stations serve one
city or town and the adjacent suburban and
rural areas. Most operate with 1000 watts
day and night.

11.1.2.4 Station Classification The domi-

nant stations on a clear channel are class 1
stations. The secondary stations that operate
on a clear channel are class II stations.* Sta-
tions assigned to regional channels are class
III stations. And stations on local ehannels
are class IV stations.

11.1.2.5 New Stations Should you wish to
construct a new AM radio station, you will
find slim pickings. All class I stations were
taken years ago. If you want a clear-channel
dominant station, you will have to buy it.

In putting on a new AM station, the fre-
quency you use determines the type of sta-
tion you build. Therefore you must first find
a frequency. You hire a consulting engineer,
who makes a frequency search, that is, stud-
ies existing AM radio assignments and mea-
sures the strength of their signals in the area
where you wish to build. Again, pickings are
slim. Most of the better frequencies have al-
ready been taken. In your application to the
FCC, you must show that your proposed sta-
tion would not interfere with existing
stations.

*The FCC makes further breakdowns of class | and
class Il stations,
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11.1.2.6 Spectrum Management Most of
the 5200 AM radio stations operate on re-
gional and local channels. These 47 chan-
nels—44 percent of the total—account for
about 70 percent of the stations. Of the 60
clear channels, 14 have five or fewer stations
operating on them.

Despite the apparent crowding of the AM
dial, ways do exist at the policy-making level
to add new stations. In the 1980s, for exam-
ple, the FCC reduced the area in which the
signals of class I stations were protected. This
made room for additional stations of other
classes. Treaties between the United States
and other North American countries would
permit construction of new stations. And, of
course, the 1979 expansion of the AM band
(Section 11.1) seemed to hold out the prom-
ise of spectrum space for hundreds of addi-
tional stations. On the other hand, given
AM'’s diminishing audience shares, the need
for so many new stations might legitimately
be questioned.*

Also during the 1980s, the FCC attempted
to improve the lot of the 2400 ""daytimers.”
As explained earlier, a number of class Il and
class III stations have had to operate in the
daytime only. This dawn-to-dusk operation
can be extremely limiting. The winter sun
rises late and sets early in the colder latitudes
of the United States. During certain months,
a station that must restrict its programming
to a sunrise-to-sunset schedule misses one or
both of the two drive times, the most lis-
tened-to and potentially lucrative parts of the
radio broadcast day.

The daytimers requested help, and the
commission responded along several fronts.
Post-sunset operations were authorized for
some daytimers operating on domestic clear

*FM radio, already the dominant aural medium by
1979 (Section 3.3), increased its audience share at the ex-
pense of AM throughout the 1980s. Consequently, the
value of AM radio stations, relative to FM stations,
dropped. AM licensees who wished to sell their stations
often had difficulty finding buyers.

channels. The FCC worked with the U.S.
State Department to negotiate agreements
with Canada and Mexico that would allow
many daytimers on foreign clears to extend
their broadcast day (including some that
would be allowed 24-hour operation). The
commission promised daytimer licensees
preferential treatment when they applied for
new FM stations. Rule changes in 1987 per-
mitted most daytimers operating on clear
and regional channels to operate at night. Fi-
nally, in order to ensure that the “daytimer
problem” did not get worse instead of better,
the FCC stopped accepting applications for
new AM daytimers.

11.2 FM BROADCAST SERVICE

The FM radio broadcasting band is 88 to 108
MHz, in the VHF portion of the radio fre-
quencies, located just above television Chan-
nel 6. There are 100 channels in the FM
band, each 200 kHz wide (108 MHz — 88
MHz = 20 MHz + 0.2 [which is 200 kHz]
= 100). For convenience, the FCC custom-
arily refers to FM channels by channel num-
ber, as in television. The first FM channel is
201; the last, 300. Stations identify them-
selves to the public by frequency, similar to
AM radio. The first FM channel frequency is
88.1 MHz (the center of a band of frequen-
cies, 88-88.2 MHz), and the last is 107.9
MHz (107.8-108 MHz).

11.2.1 Interference and Coverage

Interference is rarely the problem in FM
radio that it is in AM. As discussed in Section
10.2.2.2, propagation is primarily by direct
waves and, therefore, is fairly predictable.
Ground waves and sky waves do not figure
into FM coverage. Additionally, the VHF
band contains less static and other noise than
the lower frequencies. Frequency, power,



tower height, and terrain and human-con-
structed obstacles all affect coverage.

FM receiver design also contributes to re-
duction of station interference and static. In
co-channel and adjacent-channel interfer-
ence situations, an FM receiver has a much
greater ability to suppress the weaker signal
than does an AM receiver. Static signals at-
tach themselves to positive and negative
peaks of a radio wave, and FM receivers
eliminate static by clipping (removing) these
peaks.

11.2.2 station Classification

The FCC has adopted rules to provide for the
orderly growth of the FM radio service, while
minimizing possibilities for interference. The
commission has divided the country into
three zones, designated I, I-A, and IL Sta-
tions have been classified as A, B1, B, C1, C2,
C3, or C according to power and antenna
height. Figure 11.4 shows the zones and the
classification system.

11.2.2.1 Commercial FM Commercial FM
stations operate on the 80 channels (221-
300) in the nonreserved (that is, commercial)
portion of the FM band. In 1963, the FCC
adopted a table assigning nonreserved chan-
nels to specific communities. Should you
wish to build a new commercial FM station,
you go to the FM table of assignments, look
up your city, choose an unused channel as-
signed to that city, and apply for it. If there
are no vacant channels, you either find a city
that does have vacant FM channels or peti-
tion the FCC to amend the table of assign-
ments to add a channel to your city.

In 1983, the FCC opened the FM band to
additional stations. It adopted a new station
classification system (the present one) and
changed the required minimum distances be-
tween stations on the same and adjacent
channels. The commission estimated that
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this action would allow room for up to 2000
new FM stations.

11.2.2.2 Noncommercial Educational FM
FM channels 201-220 are reserved for non-
commercial educational stations. These 20
channels are not included in the FCC'’s table
of assignments (except as noted below).
Noncommercial FM stations are assigned on
an individual application-demand basis,
much like AM. Noncommercial FM sta-
tions are classified A, B, C, and D. Stations
classes A, B, and C parallel those in the com-
mercial band. A station that operates with a
transmitter power output of no more than 10
watts is a class D station. In 1978, the FCC
adopted rules designed to free channels for
full-service (classes A, B, and C) noncom-
mercial stations and to encourage existing
class D stations to upgrade facilities to full
service. Under these rules, the FCC stopped
accepting applications for new class D sta-
tions. Existing class D stations were informed
that they had four choices if they wished to
continue to operate:—(1) increase power to
at least 100 watts; (2) move to an unused
commercial channel; (3) move to a newly
created FM channel 200 (87.9 MHz); or (4)
operate as a secondary station on a commer-
cial or noncommercial channel.

The commission also proposed adopting a
table of assignments for educational FM. In
the meantime, a table of assignments already
existed for various communities in Arizona,
California, New Mexico, and Texas. These
assignments lay within 199 miles of the bor-
der between the United States and Mexico
and were the result of agreements between
the two countries.

11.3 SOUND AND AUDIO

We use the term audio frequency (AF, or
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