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Preface

W,

A completely revised edition of Mass Communication awaits the reader of this
second edition.

Like the carlier edition, the book is designed primarily for usc in introduc-
tory courses in mass communication and courses studying mass media in socicty.
The book is designed for those who aspire to be responsible consumers of mass
media or practicing professionals.

The aim is to help students understand the full impact of mass media.
Human beings respond to many aspects of their environment. As far as mass
communication is concerned, we must keep in mind that exposure to one
message on one medium is not sufficient to explain human behavior. For this
reason, this book examines the many different mass media—newspapers,
magazines, radio, television, film, books, the recording industry—and their rela-
tionship tc one another and to society.

In addition, the book examines advertising and public relations, photog-
raphy and photojournalism, mass media news, media delivery systems such as
satellites and computers, wire services, syndicates and rescarch services, regu-
latory control of mass communication, legal issues and the working press, the
audicnce and cffects of mass communication and media ethics and social issucs.
“Opportunities for Further Learning” entice the student to dig deeper into the
subject. A comprehensive Instructor’s Manual accompanics the text.

Xix
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What Is

Mass Communication?
\_ Y,

What is mass communication? It is the dcadline of the investigative journalist,
the creative artistry of documentaries, the bustle of a network newsroom, the
whir of a computer, the hit record capturing the imagination of millions, the
radio disc jockey setting the pace of a morning show, and the advertising execu-
tive planning a campaign. It is radio, research, recordings, resonators, and
ratings. It is television, talent, telephones, and tabloids. It is satellites, storyboards,
systems, and segues. It is all these things and many more. It is dynamic and
exciting, but it is not new. Let us go back for a moment to the dawn of civili-
zation—more than two and a half milllion years ago.

THE EVOLUTION OF MASS COMMUNICATION

If you will, try to imagine our prehistoric ancestors emerging from their caves
and reacting to their environment. Archeologists, who refer to this era as the
Ramapithecus age, tell us that cave people possessed the basic senses of sight,
hearing, touch, smell, and taste. Genetically different from creatures of the
twentieth century, they resembled apes more than humans. However, as their
brains and central nervous systems began slowly to evolve, later generations

1



2

What Is Mass Communication?

gradually acquired the basic tools for communication. They began to distinguish
between pleasurable and unpleasurable experiences. More refined perception
and a morc sophisticated brain and central nervous system developed simultane-
ously and aided in satisfying basic needs—light to sce, air to breathe, food to eat,
water to drink, sleep to strengthen, and shelter to protect them from the envi-
ronment. By the ycar 300,000 s.c., their nervous systems and bran, as well as
their genctic features began to resemble those of present humans.

beginnings of language

Two hundred thousand ycars later, an embryonic language began to develop.
Before this time, people communicated mostly through touch. Anthropologists
arc still debating whether this language developed through learning or instinct.
Nevertheless, genetic evolution had now been joined by language cvolution. By
about 7000 B.c., Homo sapiens had evolved genctically to their present form,
and the ability to communicate had gained another medium, pictographics.
These wall etchings inside caves and temples remain vivid picture messages that
depict the life and religious belicfs of these first humans. In the period from 3000
to 2000 B.c., these etchings became highly stylized, and the first symbols came
into existence. Primitive alphabets, sometimes consisting of more than 600
characters, marked the beginning of recorded history. Mankind was now able to

>

Figure 1-1 Farly forms of communication were pictographs—
etchings or drawings made on caves, trees, or animal skins. This
onc represents an Indian war song. Translated, it reads, "I am
rising to scek the war-path. The earth and the sky are before me. |
walk by day and by night And the evening star is my guide.”
(Source: W. L. Hubbard, cd., History of American Music. Lon-
don: Irving Squirc, 1908)
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record sociocultural events, attitudes, values, and habits, and to trace the de-
velopment of moral codes (Figure 1-1),

functional requirements of society

Society’s survival and growth depended on a number of things, among them a
system of communication through which people could exchange symbols and
thus propagate lcarning at a much accclerated rate; a system of production to
create goods and services both for their needs and for barter and exchange;
systems of defense to protect their domain against intruders; a method of member
replacement sufficient to counteract discase and other clements of member de-
struction; and a method of social control to maintain order in the society. In the
following centuries, each of these functional requirements was, and is still, fulfilled
by ever more sophisticated and efficient systems, especially in communication.
As civilization continued to expand, interpersonal communication was used
cross-culturally. Relay runners would carry messages to distant places and dif-
ferent people. However learning about people living in different ways still was
very slow, mostly determined by how fast a messenger could run or ride. In some
cases, the messages took months and even vears to reach their destination.

print technology

In the fifteenth century, human ingenuity created a major breakthrough in
technology—the invention of movable tvpe—and introduced it to the Furopean
continent. People now could produce and send messages much faster. From this
point on, breakthroughs in communication technology mushroomed. The facil-
itv with which people now could record knowledge made possible a much more
rapid exchange of information.

Two important developments followed the invention of movable tvpe.
First, the use of a paper-making machine (Figure 1-2) in the eighteenth century
made it possible to mass produce and cut paper in specific sizes, reducing the cost
of production The second was the application of steam to the printing press.
Steam power, the first alternative to human labor, made possible true mass
production of printed material. Sources of power, improved printing presses
(Figure 1-3) and improved paper manufacturing processes developed continu-
ously during the nincteenth century. Such devices as eylinder-fed paper rolls and
tvpe cylinders continued the advancement of printing. Mechanical typesetting
machines also become part of the printing process. With the aid of larger and
faster presses, newspapers could print editions with as many as a dozen pages.

new distribution systems

Three other nineteenth-century inventions further aided the ability to communi-
cate. First, the development of major transportation systems permitted large
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Figure 1-2 A paper mill showing the paper-making process—from
dipping the screen into a vat of paper pulp to new sheets being
stacked and readied for pressing. (From DIDEROT and courtesy:
The Printer in 18th-Century Williamsburg. Williamsburg, Va.:
Colonial Williamsburg, 1955)

Figure 1-3 Early mechanieal
press used in small print shops of
the nineteenth and twentieth cen-
tury.
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quantities of newspapers to be carried to people residing outside the major cities.
Railroads became the key to this network and distribution system. Second, just as
railroads began to prosper, the telegraph (Figure 1-4) was invented, permitting
people to communicate over long distances with considerable speed. By means of
the mechanical transmission of short and long sounds—dots and dashes—
representing the letters of the alphabet, a skillful telegraph operator could casily
send or receive twenty words per minute. However, only those centers equipped
with telegraph lines could receive messages. Newspapers used the telegraph to
communicate bulletins, and when the Atlantic Cable was completed, news of
commercial and political events could be exchanged between the United States
and Kngland via Newfoundland. By the late nincteenth century, a network of
telegraph lines had developed over the United States.

The third major development of the nineteenth century, the device that
cnabled people to send voices over the wires, soon supplanted the telegraph
signal because of its immediacy of communication. Although the telephone
helped people to communicate with cach other on a one-to-one basis over long
distances, its impact was minor compared to that of the next technological
revolution that loomed on the horizon.

Figure 1-4 Samuel F. B. Morse’s first telegraph. The needle pro-
truding from the horizontal bar caused a perforation in a paper tape
permitting a “coded” record of the message. (Smithsonian Institu-
tion Photo No. 14593-B)



electronic communication

Just as the twenticth century dawned, a system was perfected by which elec-
tromagnctic impulses could be sent through the air without wires, carrying voice
transmission over long distances. This new invention was to become known as
radio  Low-cost receivers were developed which could be purchased by almost
evervone for a few dollars, cnabling them to listen to mass-produced messages

Figure 1-5 The NASA Voyager spacecrafts carried television to the
planet Jupiter and beyond. Electronic data pictures were relayed to
home television screens and gave scientists a new close-up look at
Jupiter’s surface. Space voyages permitted similar television close-
ups as well as landings on the Moon and Mars. (NASA)

6
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from thousands of transmitters located all over the world. Societies and cultures
were within an instant of communicating with each other, and a news event on
one side of the world could be transmitted almost simultaneously to any other
point in the world. For the first time in civilization, people had a medium of
mass communication that just a century before had belonged to the world of
scienee fiction.

In the same century, the ability to capture moving visual images with the
camera was perfected. People also discovered ways of capturing movement as
well as sound on film to produce the motion picture and the electronic system
called videotape. Scicntists, in deciding how these motion pictures could be
transmitted over wires and subsequently without wires, created a new medium
called television. In much the same way that steam aided the printing presses, jet
propulsion took television to the galaxies and bevond (Figure 1-5). Using com-
puters in mass communication systems has aided in the transmission, monitor-
ing, and logical development of information.

But let us stop for a moment. Have we answered our question of what mass
communication is? We have, partially.

We have learned it includes such entitics as newspapers, radio, and televi-
sion, what we call the mass media. But we still need to distinguish it from two
other tvpes of communication—intrapersonal and interpersonal communica-
tion.

DISTINGUISHING AMONG TYPES OF COMMUNICATION

One of the best ways to distinguish among different types of communication is to
use a communication model. ‘This pictorial representation of the communication
process contains the basic components of communication. Figure 1-6 shows the
relationship among the parts of the model: sender, medium, message, receiver,
feedback, and noise With this model in mind, let’s begin by discussing in-
trapersonal communication.

Medium

== ———— _——— 1
Sender [ Mesioges > Receiver

' ] L

q

N

Noise

Figure 1-6 Basic mode! of com-
munication. Feedback is instant
in interpersonal communication,

and there is no gatekeeper be-
Feedback tween the receiver and sender.




intrapersonal communication

We can assume that, even before history recorded such things, early humans
used their senses to help them understand their world. If they looked into a clear
midday sky, light and heat touched their eyes and were communicated to their
brain via the central nervous system. If they felt cool rain on a hot day, this
pleasant feeling also was communicated to the central nervous system. Cold
winter air probably initiated an avoidance reaction. Our prehistoric subjects thus
began to perceive, judge, and act accordingly. Perhaps the next time the temper-
ature was hot and it began to rain, they went outside the cave and cooled off.
When it was cold, they built a fire. The process of sunlight entering the eye and
communicating brightness to the central nervous system, the tactile sense organs
communicating the feeling of cold air, the thought processes of deciding whether
to brave the cold or build a fire, stay inside or walk in the rain—all were the result
of communication taking place within the individual. ‘This is the electrochemi-
cal action of the body taking part in the process of intrapersonal communi-
cation—communication within ourselves.

Intrapersonal communication is the basis of all other forms of human
communication. Without an effective system of intrapersonal communication,
an organism is unable to function in its environment, that is, to be open to
external forms of communication. Ideally, this communication system allows
one to make decisions based on information received through the senses. For
instance, when you watch television, your eyes and ears receive information and
communicate it to your brain. If what you see and hear is pleasurable and/or
interesting, your intrapersonal communication system indicates that, and you
attend to it. If you do not like it, your brain sends a message to your muscles
which results in a decision to change stations or to push the “off” button.

Just as the electronic components in your television set prohibit more than
one station from being received at a time, your central nervous system also sorts
out the different stimuli so that you can concentrate on one immediate thought—
which station to watch. Perhaps the telecphone rings just as you begin to think
about changing stations. Instead of answering the phone, your central nervous
system may give priority to the television message, and you may continue to pay
attention to that. However, if you had been anxiously awaiting a call from a close
friend, then your central nervous system will probably give the telephone mes-
sage priority, and you will answer its ring. The entire process requires intraper-
sonal communication. Now imagine the phone rings, and just as you get up to
answer it, the doorbell rings. You stop. You cannot decide whether to answer the
door or the telephone. You just stand there. The doorbell has interfered with
vour intrapersonal communication processes. Or perhaps just as you get up to
answer the phone, you drop back in your chair with a splitting headache. Again,
you cannot concentrate. The headache also has interfered with your process of
intrapersonal communication.

Applying our example of watching television to the components of our basic
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model of communication (Figure 1-6), we can see that your eyes and ears
become the senders or transmitters of electrochemical impulses (messages)
through a medium of communication, which in this case was your central
nervous system. Your brain becomes the receiver of these impulses which trans-
mits additional electrochemical impulses in the form of feedback to muscles,
producing such physical activity as changing stations or answering the telephone.
We also saw interference to successful intrapersonal communication 4The door-
bell produced external noise which interfered with this process. You also experi-
enced internal noise in the form of a headache. The headache and doorbell
interrupted the normal flow of electrochemical impulscs, thus adding new fac-
tors to your decision-making task and temporarily distorting the process of in-
trapersonal communication.

interpersonal communication

With the crude beginnirgs of language, the process of interpersonal
communication—communication in a face-to-face situation—bridged the gap
from the concrete to the abstract. It became possible to communicate about
persons or things not directly in view. If we apply our basic model to interper-
sonal communication, a typical situation might be as follows: You (sender) may
speak (medium) words (message) to a friend (receiver) across the room, and the
friend replies with an approval (feedback). While you are speaking and while
your friend is reacting, intrapersonal communication also is taking place. When
the two of you are talking, if a baseball (noise) comes flying through the window,
it will disrupt both the process of intrapersonal communication and that of
interpersonal communication. Perhaps one of you uses a cliché or a phrase
which the other person does not understand; then, semantic noise interferes with
the communication process. The possibility of semantic noisc is one reason why
a basic rule of journalism is to avoid using clichés.

For example, put yourself in the position of the television reporter from
Idaho who visited New York to be interviewed for a job with a major television
network. During the interview, the reporter commented how after a hard day on
the job, he would literally “come apart at the seams” before sitting down for
dinner. The network executive conducting the interview jotted down in her notes
that the reporter “can’t withstand pressure, becomes mentally deranged, and goes
berserk before dinner!” To the ldaho reporter, “coming apart at the scams”
simply meant totally relaxing before eating dinner. Obviously, the reporter did
not get the job. Semantic noise obstructed the process of interpersonal com-
munication and consequently the job interview. .

Every day we use interpersonal communication. However, the number of
people we can reach with our ideas is limited if this is the only means of
communication available to us. To understand the full potential of our com-
munication processes, we need to look beyond interpersonal communication to
the process of mass communication.



mass communication

To understand mass communication as a process distinct from interpersonal and
intrapersonal communication, imagine that you are attending a party where a
politician is mingling and conversing with guests. About an hour later, the party
ends and you join a few thousand people in an auditorium to hear the politician
deliver a major address. Stop and ask vourself whether mass communication was
taking place either at the party or in the auditorium where a large number of
persons was present. The answer is no. For mass communication to exist, we
need an intermediate transmitter of information, a mass medium such as news-
papers, magazines, film, radio, television, books, or combinations of these. The
politician who delivered a major address without the aid of the mass media would
be forfeiting his chance to reach thousands, even millions of persons not physi-
cally present. Essentially, then, mass communication is messages communicated
through a mass medium to a large number of people. For further clarification, we
shall use the word “mass” to refer to a large body of persons. Although by defini-
tion we have answered our question of what mass communication is, we need to
examine morce closely the specific characteristics of the process.

CHARACTERISTICS OF MASS COMMUNICATION

The process of mass communication requires additional persons, most often
complex societal organizations and institutions, to carry messages from the
speaker to the audience. Returning to our simplified examples, sitting next to vou
in the auditorium is a reporter who hears the politician’s speech, writes a story
about it, and delivers it to the local newspaper that publishes it the next morning.
In this example, relay people aid in carrying the speaker’s remarks beyond the
auditorium to the reading public. The reporter who wrote the speech, the news-
paper cditor who edited the reporter’s remarks, the typesetter, and the printer all
helped relay this information through a medium of mass communication. Both
the individuals (termed “relay people”) and the organizations are called
gatekeepers.

the gatekeeper concept

The term gatekeeper first was ecmployed by the Austrian psychologist Kurt Lewin
who used it to refer to individuals or groups of persons who govern “the travels of
news items in the communication channel.” We will expand Lewin’s definition
and define gatekeeper as any person or formally organized group directly involved
in relaying or transferring information from one individual to another through a
mass medium. A gatekeeper can be a film producer who cuts a scene from the
original script, a propaganda artist who prepares leaflets to be dropped from an
airplane, the engineer at the local control center for cable television, or any other

10
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individual in the processing or control of messages disseminated through mass
media to the public,

We can readily see that such an individual has the ability to limit informa-
tion we reeeive from the mass media. A magazine editor may “kill” or climinate
a feature story judged to be of little interest or importance to the magazine’s
readers. A reporter may edit a story about the work of a congressional committee
or a meeting of Parliament by deleting parts of the story he or she feels may be
irrelevant. On the other hand, a gatckeeper also can expand information to the
public by supplyving facts, attitudes, or viewpoints his or her audience would not
usually receive. The reporter who covers the congressional hearing or reports on
Parliament's deliberations increases the total amount of information we
receive—in this case, in absentia—from our environment. The reporter also may
reorganize or reinterpret the information we, the public, reccive. Facts may be
rearranged or a new slant may be given to the story of the politician’s speech.
This is not always the case, but it can happen.

Thus, it is important to remember that there are three functions of the
gatekeeper. (1) to limit the information we receive by editing this information
before it is disseminated to us; (2) to expand the amount of information we
receive by increasing our informational environment; and (3) to reorganize or
reinterpret the information,

delayed feedback

Returning to our example of the politician, perhaps the next day after reading
about the speech in the local newspaper, an angry constituent writes a letter to
the editor of the newspaper criticizing the politican’s stand on an issue Another
constituent, somewhat more upset, decides to write directly to the politician. A
lobbyist who heard the speech on radio may personally approach the politician
and cxpress approval of the speech. Each example is a form of delayed feedback,
which differs from the immediate feedback the politician received from the
membcers of the live audience. In the auditorium, for example, reporters could
ask questions about certain ideas they did not understand. The politician could,
in turn, clear up any misunderstandings or project new messages for further
thought. The difference between the reporters’ responses and those of the con-
stituents and the lobbyist may be accounted for by the time delay.

Delayed feedback is not unique to the mass communication situation. It
can occur on an intrapersonal level, as when one is temporarily baffled by an
optical illusion. It also occurs often on the interpersonal level when one person
temporarily refrains from commenting about another’s remark or suggestion.
However, since delayed feedback will in many cases result from the mass com-
munication situation, we shall use it as one of our distinguishing characeteristics.
Adding the concepts of the gatckeeper and delayed feedback to our basic model of
communication gives us the model of mass communication illustrated in Figure

1-7.
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As noise can interfere with interpersonal and intrapersonal communica-
tion, so can it disrupt the process of mass communication. The politician may
have had a headache and have difficulty concentrating (intrapersonal communi-
cation). The air conditioner may have been too loud for the reporter to hear
everything the politician was saying (interpersonal communication). The print-
ing press at the newspaper may have failed, creating blurred pages and making it
difficult to read the story (mass communication). Figure 1-8 shows the politi-
cian’s speech broken down into the various components of our communication
model. Keep in mind that the components present in intrapersonal and interper-
sonal communication also arc part of mass communication. Note, for instance,
that in the case of the receiver, for there to be a “public” to receive mass com-
munication, there also has to be a “reporter” to receive interpersonal communi-
cation and a “brain” to receive intrapersonal communication. All three compo-
nents are part of the process of human communication.
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THE SOCIAL CONTEXT OF MASS COMMUNICATION

Up to this point, our model of mass communication has been primarily con-
cerned with how we send and receive messages. But forces also affect the mes-
sages themselves, in addition to how consumers react to these messages. Specifi-
cally, these forces consist of socicty’s social groups and systems.

Mass communication does not operate in a social vacuum as a machine
does. When a computer receives a message, for instance, it will provide an
answer based on that original message. If the computer is functioning properly,
the same answer will appear every time we send it the identical message. Now
contrast this process with what occurs in mass communication. Imagine that
you, a consumer of mass media, read the newspaper story about the politician’s
specch. After you talked with your family, friends, and co-workers about it, you
decided to write a letter to the politician. It is thus possible that three social
groups—your family, friends, and co-workers—affected your reaction to the
speech.

Now imagine that you are the newspaper reporter responsible for writing
about the speech. Social groups also will affect your reporting of the story to the
public. Perhaps you are a member of a union that goes on strike just as vou
return to your office to write the story. Perhaps vou helong to a journalism
association with a code of reporting ethics to which you personally adhere. The
code states that you cannot accept gifts as part of your job as a reporter. Your
morning mail brings an invitation from a major oil company to be their guest on
a flight to Kuwait for an on-the-spot story about oil exploration. You are faced
with accepting the free trip and doing the story or rejecting the free trip and
permitting other media in vour city to obtain the story. You obviously are faced
with a dilemma attributable at least in part to the influence various social groups
have on vou.

CHANGING DEFINITIONS: SPECIALIZED AUDIENCES, SPECIALIZED MEDIA

Because mass media are such an important part of our lives, we tend to think of
media audiences as being total populations or mass national audiences. Al-
though to some degree this is correct, we also should understand that today the
mass audience is becoming a specialized audience. Similarly, many mass media
are also very specialized media.

media and media systems

Although a magazine publisher may want to reach as many readers as possible,
another publisher may want to reach only specific readers. For example, if vou
published City Woman (Figure 1-9) magazine, you would want to concentrate
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Figure 1-9 Typical of a contem-
porary specialized medium are
magazines such as City Woman,
which is directed toward a spe-
cific audience—the woman liv-
ing and/or working in a met-
ropolitan area. (COMAC COM-
MUNICATIONS LIMITED)

your cfforts on reaching professional women who lived or worked in the city.
Morcover, your advertisers would not be interested in paying high rates to reach
an audience that had no interest in buying their products, and vou would not
want to spend the additional money to print the magazine for these disinterested
readers. This is just one example of how mass communication is a process not
only designed to reach a mass audience but also a highly specialized one.

Radio presents another example of specialization. When radio’s golden age
began, it was truly a mass medium. Today that has changed; it has become a
specialized medium. What was once predominantly network programming di-
rected at mass audiences is now local programming directed at specialized audi-
ences. The radio network programming over ABC, NBC, CBS, and MBS also
has diversified. ABC has broken up into four different demographic networks.
Mutual Broadcasting System, besides its standard programming, has added the
Mutual Information Network and the Mutual Black Network. There even has
been an outcropping of state radio networks directed at audiences in specific
geographical regions.

Television also appeals to diversified audiences. Cable television, for in-
stance, can provide as many as forty or more separate channels with different
tvpes of progranmming for different viewers. Besides the major network programs,
special broadcasts can be produced by local colleges and universities, corporate
programs can be used to train employecs, and still other presentations can in-
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clude citizen discussion groups talking about community issues. No longer does
television simply aim at the “masses.”

Consider newspapers. Although the large metropolitan dailies still mainly
serve mass audiences, new computer technology permits many to reach specific
audiences with area edition inserts and refined distribution systems. Smaller
suburban newspapers, edited for communities adjacent to the metropoiis, attrib-
ute their success to news of interest to their own particular community.

Wire services also have gone the way of the other media. At the turn of the
century, the United States was served primarily by two wire services, Associated
Press and United Press. In a sense, they were directed at the mass national
audience through their subscribing newspapers. Today, however, although the
two major wire services still function, numerous specialized wire services have
come into existence. Some deal exclusively with weather information and news
of prime importance to agricultural regions. Others, directed at the business
audience, deal with stocks and commodities. Grain farmers, chicken farmers,
and people in the lumber business have specialized wire services. Fven AP and
UPI have become specialized. They now offer both print and broadcast wires for
subscribers in addition to audio scrvices and special services to cable television
opcrators.

Look at the recording industry. Back when the carly television program
The Hit Parade was popular, the ten songs performed each week were aceorded a
“mass” national audience. Today, a similar program would have a hard time
finding an audience large enough to justify its staying on the air. For there now
are top-forty charts, top country and western charts, top classical charts, top casy
listening charts, and many more.

media and the postindustrial society

Richard Maisel has theorized that industrial society eventually necessitates the
creation of specialized media. He contends that our present “postindustrial”
society results in the growth of service industries, which are “great consumers of
specialized media.” He states, “The needs and tastes of specialized groups can
only be satisfied by a form of specialized communication designed for a
homogeneous audience.”!

Although Maisel may scem to be referring to the industrial consumption of
media, his concept applies just as well to many facets of nonindustrial consump-
tion of media—for example, the entertainment function of media. Even the

" radio commercials that inform us of vital “services” in our postindustrial society
are directed to local audiences.

Although it may at first seem that the growth of specialized media conflicts
with the truly mass media, this is not necessarily the case. We now, however,
have the choice of attending to the older, more gencralized mass appeal media or
to the newer specialized media. The future of mass communication in the very
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SUMMARY

broad sense is still open to speculation. Qur society is centuries old; yet with the
exception of books and newspapers, we are mere infants in our experience with
mass media. What effect the growth of specialized media will have on society is
open to further study.

Mass communication evolved from the fundamental process of human
communication—people exchanging messages through verbal and written sym-
bols. Technology increased the efficiency of mass communication until today
the process sends messages around the world and into space.

We defined mass communication as messages communicated through a
mass medium to a large number of people. We also learned how to distinguish
mass communication from other types of communication by examining the
components of human communication as represented in a communication
model. These components include senders, receivers, messages, and medium of
communication. Two additional components are feedback and noise. There is
feedback when a receiver reacts to a message. Noise is anything that interferes
with the communication process.

Mass communication is one of three basic types of human communi-
cation, the other two being intrapersonal and interpersonal communication. In-
trapersonal communication is communication within ourselves, electrochemical
impulses sent from the sense organs of sight, sound, touch, smell, and taste
through the central nervous system to the brain. The brain, in turn, gencrates
electrochemical impulses that activate the muscular system. Interpersonal com-
munication is communication in a face-to-face situation. It contains the same
basic components of the communication model as does intrapersonal communi-
cation.

Mass communication differs from both intrapersonal and interpersonal
communication in that it requires a mass medium, such as television or news-
papers. It also necessitates the presence of gatekeeper(s), people, and/or systems
that control and process the information before it is disseminated to the public.
In addition, mass communication almost always has delayed feedback rather
than the immediate feedback present on the other two levels of communication.
Mass communication also operates within a complex social context. Messages
are affected by the attitudes of the various gatckeepers, and audience response, in
turn is affected by social context. How we react to mass media is partially
self-determined, however. To some extent we choose to associate with specific
social groups, friends, neighbors, co-workers, and members of professional, re-
ligious, and political organizations. The people and groups we associate with
influence how we respond to messages received through the mass media.

Mass communication increasingly is becoming a process designed to reach
specialized audiences through specialized media. Virtually every medium is in
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some way dirccted toward specialized audiences. Researcher Richard Maisel
vicws this changing definition of mass as a natural function of our postindustrial
society.
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Newspapers

J

Newspapers are an economic and social phenomenon of our socicty. They are a
major force in forming public opinion the world over and thus mightily affect
national and international efforts toward economic progress and global under-
standing. Specialty newspapers exist for clementary school students, major fi-
nancial dailies appeal to the commerce tycoons of the world, tabloids dress the
newsstands of city transportation hubs, and popular underground publications
appear and disappear at the change of a trend or movement. Newspaper stories
have turned ordinary men and women into heroes and have removed world
leaders from power. Huge presses spew out hundreds of pages in a single edition,
and modern transportation and communication systems can put that same edi-
tion on a breakfast table 3,000 miles away. Today, the newspaper industry has
become one of the largest in the world. It employs hundreds of thousands of
people, from managing editors, to investigative reporters, to carriers. It has
survived wars, economic collapse, and social destruction, vet remains essentially
the same type of medium that it was centuries ago—pages of print communicat-
ing information to rcaders.

Before beginning our discussion of early newspapers, we should stop and
define what a true newspaper is.

18



CHARACTERISTICS OF A NEWSPAPER

In 1928, a German scholar, Otto Groth, developed a set of five standards which
modem scholars generally hold as acceptable criteria for determining a true
newspaper.! Groth’s first standard was that a newspaper must be published
periodically at intervals not less than once a week. Second, mechanical reproduc-
tion must be cmployed. Early Roman and Chinesc publications would not
qualify here. Third, anyone who can pay the price of admission must have access
to the publication. In other words, it must be available to evervone, not just a
chosen few. No organization can have an cexclusive right to read or obtain the
publication. Groth also defined the content of the publication. It must vary in
content and include cverything of public intercst to everyone, not merely to
small, sclect groups. Finally, publication must be timely with some continuity of
organization.

Keep Groth’s definitions in mind as we read about early newspapers, since
the true beginnings of the press are found in many publications that may not
meet Groth's standards. Yet his standards remain important to our study as a
point of reference that historians use to refer to the newspapers’ true impact on
our society.

AN INTERNATIONAL BEGINNING

Scholars have never quite agreed on what could be considered the first true
newspaper. This is partly because they could not reach a consensus on how to
define the beginnings of the press.

the posted bulletins

In Italy, messengers disseminated mass news as carly as 59 B.C. with the publica-
tion of daily events bulletins called Acta Diurna. They were posted in a public
place for all to read and were kept on file as an official record of historical events
(Figure 2-1). There are indications that the bulletin may have been copied and
reproduced by hand for distribution to other countries by messenger and ship.
Obviously, the ability of the publication to transmit messages to a mass audience
was minimal based on today’s standards. The number of “subscribers” were the
number of persons who happenced to read the poster.

The Romans also developed a system of news dissemination in which a
“rcader” would announce the day’s news events at a given time and place, and
those wishing to hear him would be charged admission. You would have paid
one Italian gazetta to hear the news. Such contemporary newspapers as the
Sydney Gazette of Australia and our own Georgia Gazette and Colorado Springs
Gazette among many others, trace their name to this ancient custom. No one
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Figure 2-1 Early distribution of news occurred through the posting
of “bulletins” on the sides of buildings in public places, where
passers-by could read about the events of the day. (John W. Houck,
Outdoor Advertising: History and Regulation. Notre Dame, Ind.:
University of Notre Dame Press, 1969)

country can claim the foundation of the modem press. The earliest forerunner of
the modern newspaper can, however, be credited to the Chinese. A publication
resembling a court journal appeared about A.D. 500, entitled Tsing Pao. The
publication began in Pcking and remained in publication into the twentieth
century.

European foundations of the modern press

As the technological advances of printing made their way across Europe, news-
papers cropped up frequently in almost all areas. Certain political atmospheres
helped and in some cases hindered the development of the press, but for the most
part it flourished. Figure 2-2 is a representative sampling depicting the interna-
tional origins of the modern newspaper. We can see that the seveateenth century
was deluged with this medium. During this period, the press flourished in
England, the Scandinavian countries, France, Germany, and the United States.
The turmoil of the Thirty Years’ War during the first half of the seventeenth
century contributed to the development of journalism in Europe mostly by
providing a background against which many different issues could be aired. In
general, the war did more to liberate journalism than to hinder it.

The first newspaper published in Germany was founded in 1609 by
Egenolph Emmel, a bookseller, who started a weekly in Frankfurt in 1615. A
competing Frankfurt newspaper published in 1617 by Johann von den Birghden
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led to the first legislation over a newspaper monopoly. Von den Birghden asserted
in a lawsuit brought by Emmel that as postmaster, von den Birghden had an
exclusive right to publish a newspaper. Similar controversies did not in any way
discourage entrepreneurs from entering the business, however, as is indicated by
the fact that in 1633 there were no fewer than sixteen newspapers in Germany.

the English heritage

In England, the press developed under the authoritarian atmosphere of the early
seventeenth century. A product of the Tudor system designed to “license” official
government printers, a free press was virtually nonexistent. In fact, some whose
fever for frec expression became too much to hold back found themselves at the
end of a hangman’s noosc. William Caxton had established the first English
printing press in 1476, but not until 1621 did “sheets” of news begin to appear
sporadically across the English countryside. Called corantos, they still were not
true newspapers by today’s criteria. They usually skirted the restrictions against a
free press by publishing news from outside the country.

The Thirty Years War is credited for the flourishing of the early English
press. During that-pcri()d, from 1618 until 1648, news of the war became both
popular and profitable.

The voices calling for a free press were growing more strident. Most noted
among these was the poet John Milton. Milton had been educated at Cambridge
and had traveled widely in Europe, meeting many of the noted politicians,
artists, and church leaders of his time. He had become disenchanted with the
church’s ritualism, and this had germinated similar feelings against government’s
control over its people. In his famous Areopagitica, Milton stated: “and though
all the winds of doctrine were to let loosce to play upon the earth, so Truth be in
the ficld, we do injuriously by licensing and prohibiting to misdoubt her
strength. Let her and Falschood grapple: who ever knew Truth put to worse, in a
free and open encounter?”

The licensing to which Milton was referring was an order issued onc vear
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carlier, in 1643, making the government-approved stationers” company responsi-
ble for putting its official stamp on anything printed in England. The company
also had the right to scarch and scize publications which did not have its ap-
proval. Milton’s argument for a free press became the foundation for arguments
used by Thomas Jefferson in colonial times and even for contemporary lawyers
championing the rights of the First Amendment.

In 1694, the licensing of the press finally ended in England. The powers of
Parliament were beginning to conflict with those of the Crown and with rivaling
factions compcting for the same constituency, and none wanted its views muz-
zled. This freedom of expression increased the thirst for news, and cight ycars
later, in 1702, the Daily Courant became the first, although not continuous,
newspaper published in the English language. But between the edicts of the
1640s and the end of licensing, those most affected by both church and state
alrcady had ventured to a new world called America.

NEWSPAPERING IN EARLY AMERICA

If you had been among the first colonists in America, publishing a newspaper
would not have been one of your prioritics. There are a number of obvious
reasons why not, even though skilled printers were among the first people to
arrive from England. Basic needs of survival had to be met first: forests had to be
cleared, fields plowed, houses built, and crops harvested. Second, news of inter-
national events arrived regularly via ships from London. In addition, you would
have had little need for news about your own government, because that scarcely
existed. Fourth, the closely knit geographical location of the New England
communitics facilitated news dissemination through interpersonal communica-
tion. Town meetings thus became the colonists” primary means of communica-
tion. Based on today’s standards, early America was a closed socicty.

early colonial newspapers

The first attempt at a newspaper in the colonies was one started by the English
printer Benjamin Harris. 2 Harris had been banished from England for operating
the modemn cquivalent of an underground newspaper. Coming to Boston, he
published in 1690 an cdition of a newsletter entitled Publick Occurrences, Both
Forreign and Domestick (Figure 2-3). In the publication, he made the mistake of
taking a stance not favorable to the Indians in the area. The government of
Massachusctts, one of whose primary aims was to win the favor of the Indians,
did not appreciate Harris” ill-timed and undiplomatic remarks. As a result, Har-
ris’ publication was promptly confiscated, but the government gave him a subsidy
to continuc printing. He accepted. This may scem a rather cowardly act by
today’s journalistic standards, but the seriousness of Harris’ financial position
dictated a practical response, According to Groth's standards, Harris' publication
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Figure 2-3 Newspaper published by Benjamin Harris in 1690,

would not have been considered a true newspaper since it appeared only once
before its publisher returmed to England. The first publication to meet all of the
standards of a truc newspaper made its appearance fourteen years later.

In 1704, postmaster John Campbell joined with printer Bartholomew
Green to publish a newspaper called the Boston News-Letter. Campbell had
several advantages, including a postmaster’s free use of the mails. He also had
been appointed by the Crown and reported direetly to the governor of Mas-
sachusetts, and when he ran into financial trouble, a government subsidy was
waiting. The News-Letter reccived compcetition from the New England Courant
published by James Franklin, the older brother of Benjamin Franklin. The
Courant distinguished itself as being independent from the publishing enter-
prises approved by the Crown’s governors and carried forth numerous cditorial
crusades against both church and state. Samuel Keimer started the Pennsylvania
Gazette (Figure 2-4) which was later managed by Benjamin Franklin, William
Parks founded both the Maryland Gazette and the Virginia Gazette. The latter
proved especially important because of Virginia’s influence on American inde-
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Figure 2-4 The Pennsylvania Gazette.

pendence and because the paper was published in Williamsburg, the capital of
the Virginia colony.

the John Peter Zenger case

In 1733, there was a landmark case concerning freedom of the press. It involved
John Peter Zenger, an immigrant from Germany who had been a colleague of
William Bradford, a printer in the New York colony. Bradford’s newspaper, the
New York Weekly Journal, mostly expressed the government line. Upon Zenger's
assumption of ownership, the tonc of the paper, specifically that of the De-
cember 3, 1733 issue, became critical of the colonial government. Almost a year
latter, Zenger was arrested and in 1735 was brought to trial for seditious libel,
publishing falsc and defamatory statements against the government. The famous
Philadelphia lawyer Andrew Hamilton defended him in one of the classic cases
of American journalism. Hamilton argued that the jury had the right to deter-
mine (1) whether or not Zenger printed the paper, and (2) whether or not the
material was in fact libelous. Hamilton fully admitted that Zenger had published
the paper and the criticism of the governor. However, he also argued that the
material was truc and therefore could not be libelous. As the jury had the right to
determine whether or not the material was true, it therefore had the right to
determine whether or not Zenger had committed libel. The prosceutor in the
case took the position that, though the jury could determine whether Zenger had
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in fact published the paper, it remained the judge’s prerogative to determine
whether the material was indecd libelous. When Hamilton argued that the jury
had the right to both decisions, he won its favor; a not guilty verdict established,
at least in principle, the freedom to criticize public officials.

surviving the revolution

With the American Revolution, the press became noticeably more political.
Strife between the colonies and the Crown was bound to be aired in a press that
reflected the colonists” deep mistrust of the political control they had fled. The
Crown’s attempt to place controls on the press also was a natural reaction.
Newspapers, the stalwart of information during the Revolution, quenched the
people’s thirst for information during a time of crisis. Thus, despite all the
economic tribulations of war, 75 percent of the newspapers that commenced
production during the Revolution still were in existence at its conclusion. Those
that survived were healthier for the experience. The war had made them more
aware of their responsibility in a free society, and their content had become
much more than just a regurgitation of commerce and government news. The
press was on its way to becoming a true political force that would later join the
ranks of the executive, legislative, and judicial branches of government as
America’s fourth estate. Although not the most objective press by modern stan-
dards, these newspapers were nevertheless the training ground for several notable
persons who raised the prestige of the carly colonial printer to that of publisher
and editor.

the telegraph and instant news

During the nincteenth century, technology significantly aided the newspaper
industry. In 1844, Samuel Morse invented the telegraph, and news now could be
transmitted rapidly over long distances to major cities and rural communities.
No longer did important information have to wait for ship, pony express, or
stagecoach that sometimes took weeks and months to reach its destination
The era of the “bulletin” meant that news could be reported on the same day
(Figure 2-5) that it occurred. Consider your reaction if you had been used to
recciving news from distant places weeks and months after it happened, when
suddenly vou could be in touch with events the day they occurred. Certainly
vour awareness and desire for information would increase. The desire for “in-
stant” news often resulted in the common practice of newspapers’ preceding their
headlines by the word TELEGRAPHIC (Figure 2-6).

the Atlantic cable: a link with Europe

Along with an improved domestie relay system, another development, the Atlan-
tic Cable, provided the interational link for news coverage. Completed in 1866,



26

Newspapers

Figure 2-5 The telegraph and news of war were powerful ingre-
dients to interest readers in the newspaper. In many communities,
the arrival of the newspaper was a major event. A painting by
Richard Caton Woodville graphically captured this excitement and
showed the reading of news about the Mexican War (1846-1848).

the Atlantic Cable prompted predictions that the Furopean mails would become
little more than waste paper. “The profound discussions of the old world press
will pass un-read.” stated the New York Times. Although plagued with periodic
breakdowns, the cable provided the first direct link between the United States
and Europe and helped disseminate news of international events both in the
United States and abroad. The American student of economics and politics
could open the New York Times and read news of British commerce and the
activities of Parliament. The student in England could check the latest edition of
the Times of London to leam the actions of Congress and the going price of
cotton. Clearly, the newspaper had become an international organ.

the penny press

Although the press was becoming well accepted, its appeal still was limited to
socicty’s elite. Written in dense prose and dealing with what often were complex
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political issues, the average American found little interest in these “statesmen”
newspapers. Al this began to change in the 1830s with the introduction of a new
style of journalism and a new style of newspaper. Small newspapers with a lighter
style, stressing not political issues but the crime, sex, and gossip of the day, sold
for one cent. The new publications ushered in the cra of the penny press which,
although the price has increased, still sces its brand of journalism alive in certain
contemporary tabloids,

The ecarliest penny press, the New York Sun, began in 1833 out of the
desperation of an all but bankrupt printer named Benjamin H. Day. Day quickly
left the impoverished ranks and, with news of immediate interest, achicved
almost overnight success. The Sun was quickly copicd by similar ventures,
including one in 1835 by another hard-pressed editor named James Gordon
Bennett. Bennett founded the New York Morning 1lerald which became emi-
nently successful, even though it experienced a 100 pereent price increase.
Philadelphia with its Public Ledger and Baltimore with its Sun also joined the
ranks of successful penny newspapers.

TELEGRAPHIC.
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What the penny press managed to do was increase newspaper circulation to
all-time highs, which meant that advertisers started paying attention to these
penny newspapers, even if the social elite found them abhorrent. The penny
press also was distributed on sidewalks, not through subscriptions. Bought
wholesale by vendors, they were peddled on the streets by hucksters. Along with
the cry of the newspaper vendor came bigger headlines, all designed to attract the
attention of the readers.

The penny press, in content, did not vanish from the scene. It convinced
many nineteenth-century publishers that the penny press’s style of reporting, and
its content based more on features and a variety of news rather than merely on
political and business news, could be a powerful and profitale voice.

THE MINORITY PRESS

The history of American newspapers is dotted with publications directed to
specialized audiences, specifically racial minorities. Today, we can find news-
papers published in many different languages appealing to the various ethnic
populations of the United States and Canada. Two early newspapers that stand
out in history belonged to the black and American Indian populations.

the black press

The first black newspaper is dated March 16, 1827. Freedom’s Journal (Figure
2-7) was edited by the Reverend Samuel Cornish and John Russwurm. The
newspaper began publication in the politically restrictive atmosphere of New York
City in the late 1820s. Slavery had been partially abolished by a new law that
was to take effect on July 4 1827, but it applied only to those over forty. White
slave owners were prohibited from transporting slaves outside New York state,
but that had not stopped the practice. The right to vote, which had belonged to
free blacks in both the North and the South, was beginning to be withdrawn by
new state laws, and there were no newspapers to plead the cause of the black peo-
ple. In fact, some of the newspapers were even making vile attacks on blacks. The
time was ripe for a newspaper directed to and published by blacks.

The first issue had a four-page, four-column format. The headlines, small
and brief, read “To Our Patrons,” “Common Schools in New York,” and “The
Effects of Slavery,” among others. The newspaper told its readers: “We wish to
plead our own cause. Too long have others spoken for us. Too long has the
publick been deceived by misrepresentations, in things which concern us dearly,
though in the estimation of some mere trifles.” Carrying news of foreign coun-
tries of special interest to blacks, the first issue had news of Haiti and Sierre
Leone as well as the “Memoirs of Captain Paul Cuffee,” who led a trading ship
staffed by free blacks. Freedom’s Journal went on to clash openly with other
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Figure 27 Freedom's Journal, published in 1827 in New York City.

newspapers of the day. Russwurm remained with the paper for only about a year.
When he left, Cornish continued the publication under another name, Rights

for All

the American Indian press

At about the same time Freedom’s Journal was championing its cause, another
minority, the American Indians, was the object of similar oppression. In Geor-
gia, the government was trying to move the Cherokees out of the South and into
the Midwest to free southern lands for farming. An Indian named Sequoyah
(Figure 2-8), a Cherokee, was laboring amid skepticism from the tribe to try to
develop a code of symbols that would permit the Indians to communicate as the
white people did, in written prose. He worked on this for almost twelve years.
Finally, in a special demonstration for the tribal elders, Sequoyah watched as his
sons demonstrated the new Cherokee alphabet of cighty-six symbols. Im-
mediately, the rather speedy transition to literacy began to take place, and special
arrangements were made to obtain a printing press capable of printing the new
alphabet. The first Indian newspaper, the Cherokee Phoenix (Figure 2-9), was
published on February 21, 1828 by a mixed-blood tribe member named Elias
Boudinot. White printers friendly to the Indian cause were hired to print the
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Figure 2-8 More than anyone in the Indian nation, “Sec-Quo-
Yah” was responsible for developing an alphabet (Cherokee Tribe)
and introducing the first newspaper, The Cherokee Phoenix (Figure
2-9), for Indians. (The Library of Congress)

newspaper. Written in both Cherokee and English, the first issue of the news-
paper had four pages.

Although the crusade to foree the Indians from their land continued, the
militia moved in approximately ten vears later and drove the Cherokees west-
ward. In what became known as the ‘Trial of Tears, the Indians gradually scttled
in Oklahoma territory. Accounts of what happened to both Scquovah and
Boudinot are conflicting. Sequovah fell out of favor with the tribe over his views
on the western emigration, History records that he cither erossed the border into
Mexico or was labeled a traitor by the tribe and had his cars cropped and his
forchead branded. Boudinot, whosce favor with the tribe was cqually perilous after
the move West, is reported to have suffered a brutal death at the hands of his
political tribal opponents.



WOMEN IN JOURNALISM

While the black and the Indian press were playing important journalistic roles
during the carly nineteenth century, women also were beginning to enter the
profession and make their mark. Both as reporters and publishers, women carried
not only the issues of the country but also those of their own cause to the readers.
In 1831, sixty-one year-old Anne Royall founded a publication entitled Paul
Pry. Another newspaper under Royall, called The Huntress, followed this exam-
ple and banncred the cause of equal rights for Indians and immigrants. By 1850,
the Washington press corps was beginning to accept women in its ranks. Jane
Grey Swisshelm paved the way by entering the Senate press gallery on April 17,

1850.

At about this time, Ida Minerva Tarbell (Figure 2-10) was bom in 1857 in
Erie County, Pennsylvania. Educated at Allegheny College in Pennsylvania,
she came from one of the old American oil families who made their fortunes
from the Pennsylvania oil ficlds. By the turn of the century, Tarbell was writing
for such major magazines as McClure’s, and she was tuming the oil industry’s
heads, and much of the journalism profession’s as well, with her investigative

reporting and her stories about big business.
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Figure 2-10 Ida Tarbell. early journalist and author who wrote
about the industrial life of Western Pennsyivania. (Allegheny Col-
lege Archives)

Anocther famous woman reporter of the late nincteenth century was
Elizabeth Cochrane Seaman. Under the pen name Nellic Bly (Figure 2-11). she
became famous for her escapades in the interest of her employer, The New York
World. Some of these cscapades included being admitted to a New York insane
asylum so that readers could have a firsthand report of the care of the mentally ill
and being arrested so that she could report how police treated women prisoners.
But the feat which gave Bly her greatest reputation was her around-the-world trip
that beat the time described in Jules Verne’s famous novel, Around the World in
Eighty Days. By cvery conceivable means of transportation, including ships and
hand carts, she made the trip in just over seventy-two days. Her career started at
the age of cighteen with the Pittsburgh Dispatch, and she died in 1922.

Ida Tarbell, Nellic Bly, Jane Grey Swisshelm, and Anne Rovall are just a
few of the many women who contributed to journalism. From colonial printers
to today’s newspaper exccutives in charge of some of the largest and most influen-
tial papers in the world, women have been and continue to be tremendously
important to the newspaper industry.

THE WAR BETWEEN THE STATES

The mood of the country was much different during the War Between the States
than it was during the Revolution. The country was fractured in the middle, not
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unified from the center. The War was a trying time for editors and readers alike.
The entire philsophy upon which the War was fought gave editors a variety of
choices. The foremost one was choosing between two presidents—Abraham
Lincoln and Jefferson Davis. In addition, within almost any readership could be
found opponents to any war effort, significant in number and vocal in presence.
Or, as in the border states, sympathy toward both sides could be equally strong.
Thus, while their newspapers carried local news of this local War being fought by
local troops, editors could choose among supporting two different armies, two
different presidents, and three different causes—the North, the South, and the
Union.

Many newspapers distinguished themselves for their war coverage. As wars
had in the past, the War created an almost insatiable thirst for news. Newspapers
such as the Cincinnati Gazette, the Richmond Engquirer, the New York Herald,
the New Orleans Picayune, the Memphis Appeal, the Savannah Republican,
and the Charleston Courrier, werc life lines of information to troops in the ficld,
families, and businesspeople. Papers such as Horace Greeley's Tribune carried
persuasive editorials. Correspondents such as Peter W. Alexander at Gettyshurg
and Antictam, B. S. Osbon at Fort Sumter, Whitclaw Reid at Shiloh, and
Lawrence A. Gobright at Lincoln’s death became historical by-lines. Newspapers

Figure 2-11 A world traveler and

« journalist, Nellic Bly achieved
fame for, among other things, her
around-the-world reporting as-
signment for The New York
World.
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also were life lines of information for the enemy, and a war correspondent’s
publicity of impending military campaigns tipped off more than onc officer. The
result was the nation’s first experience with government censorship of the press
during wartime. Unfortunately, the ability of the telegraph to speed news
thousands of miles in a day suddenly became a liability for the press. With
generals putting pressure on the government, some newspapers were temporarily
suspended. Although war news still continued to flow, the prepublicity of mili-
tary maneuvers came to a halt.

The War also changed the stvle of American journalism. The demands of
battleficld dispatches, the unrcliable transmission systems that could be cut off at
any moment, all bred a new breed of writer. The concise lead and the headline
formats became the standard, and that style continues today in both print and
broadcast news.

RECONSTRUCTION AND WESTWARD EXPANSION

With the War Between the States behind it, the United States moved toward a
new union, western expansion, and the industrial revolution. With all three
traveled the newspapers.

The West also spawned its share of great journalists and editorial writers.
Harvey W. Scott (Figure 2-12) of the Portland Oregonian was such an

Figure 2-12 Harvey Scott of the
Oregonian. (The Oregonian-
Oregon Journal)
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Figure 2-13 Joseph Pulitzer, from
a portrait by John Singer Sargent.
(Photo by D). Bulick)

cditorialist. The Oregonian had been founded in 1850, but it was not itil the
full cffect of the western movement was felt that Scott's editorials began to be
taken seriously cast of the Mississippi River. He saw the industrial revolution
from a viewpoint both touched by castem technology yet tempered by the great
expanses of the Northwest and its close proximity to the lumber industry. Perhaps
through Scott’s eves. unfilled with the crowded populations of the Fast and the
factories of New Fngland, came some of the most intelligent writing of the day.
Other carly newspapers famous in the West included the Sacramento Union
started in 1851, Salt Lake City's Desert News in 1850, and the Dallas News in
1885.

In the Midwest and South, newspapers made the transition from the Civil
War to an industrial cconomy. Many began their publishing ventures in the
fresh atmosphere of cconomic recovery. In Milwaukee, the Journal was founded
in 1882 with its famous publisher, Lucius W. Nieman. Under Nicman's guid-
ance, the newspaper became a respeeted voice, both nationally and internation-
ally. Nicman later helped advance journalism education by establishing the
Nicman Fellowships at Harvard University.

In St. Louis another publisher was making his mark, Joscph Pulitzer (Fig-
ure 2-13). He later had the Pulitzer Prizes in journalism named after him. Born
in Hungary in 1847, Pulitzer came to America and worked on some German-
language newspapers. After serving a term as a state officer in Missouri, he
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Figure 2-14 Henry W. Grady.
(The Atlanta Journal-The At-
¢ lanta Constitution)

managed to buy the St. Louis Dispatch at a bankruptcy auction. It became the
Post-Dispatch and, although filled with its share of sensationalized reporting in
its infancy, matured into a respected daily. Pulitzer broadened his journalism
basc in 1883 by buying the New York World.

In Kentucky, Henry Watterson of the Louisville Journal-Courier exerted a
major influence on Civil War reconstruction. A border state, Kentucky felt the
pressures of both the North and the South. Watterson, who became editor of the
Journal-Courier in 1868, called for a united nation and garnered respect from
both sides. Farther south, Henry W. Grady (Figure 2-14) in 1880 assumed the
managing editor’s position of the Atlanta Constitution. He increased the staff of
the newspaper and strengthened the cditorial page, bringing it up to a par with
the Louisville Journal-Courier.

YELLOW JOURNALISM

The penny press not only proved that “light” news sold at an inexpensive price
could be highly successful, it also laid the groundwork for an era of journalism
that was to arise some forty years later. The star participants were Joscph Pulitzer,
who published the New York World, and William Randolph Hearst (Figure
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2-15), who in 1887 became the editor of the San Francisco Examiner. Hearst’s
association with the newspaper business came from his father, who was more an
aspiring politician than a journalist and had originally acquired the Examiner for
political purposes. William Randolph Hearst ventured East to Harvard where he
gained fame more for his pranks than for his studies and was eventually expelled.
He did manage to acquire newspaper experience on Pulitzer's World, and when
he returned to San Francisco, took the lessons of sensationalism from the penny
press and applied them to big-city journalism. With bold, cye-gripping headlines
and various escapades to generate or report the news, Hearst's Examiner began to
climb in circulation. The result? It doubled—then tripled—both circulation and
profits.

But San Francisco was not the only place Hearst set out to tame. He had
studied the ways of his old boss Pulitzer and had watched the new technology and
somewhat sensational journalism already practiced by the Boston newspapers.
Now, his lessons, alrcady learned and proved workable in San Francisco, were
about to be brought to New York to do battle with Pulitzer. Hearst used Exam-
iner money to buy the faltering New York Morning Journal. He then “pur-
chased” most of the good newspaper talent in New York City. The result was a
steady climb in the Morning Journal’s circulation as Hearst splashed more and
more sensational headlines. Pulitzer himself could not even match the brazen

Hearst.

Figure 2-15 William Randolph Hearst.
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When Hearst hired away one of Pulitzer's top illustrators, Richard F. Out-
cault, it was the beginning of a battle that left an imprint on journalism that
remains today. Outcault had drawn a cartoon about life in New York's crowded
tenements that featured a child cartoon character. The extremely popular “kid”
appeared in a yellow dress and became known as “the Yellow Kid.” When Qut-
cault came to the Morning Journal, the kid came too, almost. She also stayed
behind to be drawn by George B. Luks of Pulitzer's newspaper. Appearing in the
promotional literature of both newspapers, the “circulation war” was in full
force, and a new title had been given to this era of sensational, competitive, and
in many ways irresponsible journalism—yellow journalism.

It remained as a way of selling newspapers well into the 1900s and still can
be scen today. National scandal sheets use the technique as common practice.
Characterized by large headlines and sensational reporting, yellow journalism is
credited by some with starting the Spanish-American War when it sen-
sationalized the sinking of the warship Maine in 1898. Hecarst and his empire
became the subject of a famous movie, Citizen Kane, and most responsible
journalists would rather the era of yellow journalism were banished to the ar-
chives.

NEWSPAPERS AND NEWSGATHERING: THE TWENTIETH CENTURY

The presence of professional organizations and the subsequent criticism of the
press that began to appear in other media, namely magazines, began to temper
the sensational “yellow” reporting. World War 1 arrived, and there was enough
action to report without emphasizing the crime-sex-sin syndrome that splashed
carlier front pages. World War [ also prompted, as wars always do, a new public
desire for news, and newspapers began to rely heavily on syndicated news ser-
vices. Today, such services as United Press International, Associated Press, and
Reuters are right hands to newspapers, which rely on them not only for national
and international news but also for high-speed data networks and photographs.

Typical of the wire services that have evolved through the twenticth cen-
tury is United Press International. UPI was born as the brain child of an aggres-
sive newspaper executive named John Vandercook of the E. W. Scripps (Figure
2-16) newspapers. Scripps had been operating news services for his own news-
papers when Vandercook convinced him of the wisdom of merging his news
services with the Publishers Press Association to form the United Press Associa-
tions. Vandercook died a year later, and the United Press operations came under
the directorship of Roy W. Howard (Figure 2-17). World War I brought the
United Press into its own with the establishment of foreign burcaus serving both
American and foreign newspapers. Roy Howard left United Press in 1920 and
became an executive in the Scripps newspapers. United Press continued its
expansion and pioncered such services as a broadcast news wire and the United
Press Audio Service in 1956. In 1958, the service merged with the International
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Figure 2-16

Roy Howord

Figure 2-17 (Courtesy: Scripps-
Howard and Jack Shannon)

News Service to become United Press International. It currently provides news
pictures, a television news service, a cable television news service, and is pioncer-
ing efforts in high-specd news transmission.

Roy Howard, mcanwhile, continued to move up the ranks of the Scripps
newspapers—newspapers that were in many ways indicative of the style of jour-
nalism that evolved from the industrial revolution. A large class of factory work-
ers had emerged from this revolution as a powerful but disorganized political
force in America. E. W. Scripps, like many other publishers of his time, exer-
cised a strong personal editorial influence on the American labor movement and
called for the organization of the working class. Scripps took newspapers, some of
them the outgrowth of the penny press, and began to direct their content to the
less educated working class. He personally and directly influenced editorials and
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viewed the newspapers as the true means of communication about the political
system. Scripp’s son, Robert Paine Scripps, continued the newspaper legacy
when his father died. When Robert died in 1938, one of the three key people to
take over the newspapers was Roy Howard. Howard remained influential in what
became the Scripps-Howard Newspapers, owned by the parent E. W. Scripps
Company.

The E. W. Scripps Company, like many other major publishing enter-
prises, has now diversified into additional communications media, including
broadcasting. But the personal style of journalism, evident when entrepreneurs
such as E. W. Scripps was in direct control of his newspapers, has been replaced
by corporate mergers and public ownership in which parent companies may look
more closely at profits than at editorial lines. Surviving as a remnant of that past
are some small-town dailics, which in certain parts of the country still exercise
that personal style of journalism so popular with big dailics of the past.

THE CHANGING INDUSTRY

As we look at the growth trends of the newspaper over the past twenty-five years,
we notice that circulation rose very slowly (Figure 2-18). The increase in circula-
tion between 1946 and 1977 did not keep up with the general population growth.
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Figure 2-18 Daily newspaper circulation. (American Newspaper
Publishers Association)
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Figure 2-19 Daily newspaper advertising volume. (American
Newspaper Publishers Association)

This did not, however, spell financial gloom, quite the contrary. Income of most
newspapers, through both advertising and sales, increased steadily. Newspapers
still claim the major share of the advertising dollar. Economic data show that the
growth of the newspaper industry has generally equalled and in several ways
exceeded the growth of the economy (Figure 2-19). Expenditures for advertising
for instance, have more than kept pace with the gross national product, and
employment in the industry has expanded at a more rapid rate than have com-
posite United States employment indicators. The success of the industry is due in
large part to its adaptability to the new technology developed over the last fifty
years. Supplementary features of the modern newspaper have also widened its
appeal; such things as special features and syndicated colums grasp our attention
just as much as news does. The evening sports page, “Dear Abby,” “Ann Land-
ers,” and “Peanuts” all are lures for us to spend more time reading a daily
newspaper. To boost circulation, many newspapers are appealing to more
specialized audiences. Sectionals are becoming popular, and regional editions
for suburban communities are adding to newspaper appeal (Figure 2-20). Inter-
national editions also reach specialized audiences. For example, the Wall Street
Journal publishes an Asian edition specializing in the economic news of Asia

(Figure 2-21).

economic indicators

Along with the positive indicators have come signs of caution for newspaper
publishers. A research study by the Burcau of Business Research and Service at
the University of Wisconsin highlighted these concerns.? First, as consumers we
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Figure 2-20 Sectionals are adding to the variety of ncwspaper content, helping many
dailics to boost circulation and permitting advertisers to reach specialized audiences.
(Courtcsy, The Baltimore Sunpapers)

are finding it increasingly difficult to read more than one newspaper per day. We
even are finding it difficult to read one newspaper per day. Newspapers are
becoming larger; a major city edition may include sixty pages instead of the ten or
twenty that comprised the major city editions at the tum of the century. Second,
other media vie for our attention. We have at our disposal a wealth of magazines;
we listen to the radio; we watch television; we receive direct-mail literature; and
we go to the movics. Third, the shorter work week of many businesses and the
new technology gives us more free time, longer vacations, and higher income to
spend on recreational activities. Again, these activities take away from time spent
reading. Fourth, dcterioration of the central city means that we are not as apt to
go downtown after dark and purchase an evening edition from the comer news-
stand. The convenience of listening to the radio on the drive to work is another
factor to be considered. Fifth, wire scrvices carrying news and information from
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around the world are available at moderate fees to even the smallest newspapers,
and thesc papers are taking advantage of this. Thus, their ability to carry national
and international news cuts into the circulation of the major metropolitan
dailics. Sixth, raw paper costs and labor costs are steadily increasing. Let’s
examine paper costs in more detail.

newsprint: cost and supply

Newsprint, the paper upon which newspapers are printed, has reached record
consumption (Figure 2-22). A research study by the Burcau of Business Research
and Service at the University of Wisconsin estimates newsprint consumption for
1980 will peak at 13 million tons, an increase of about six million from 1959.4
But increase is only part of the story—cost of newsprint also has jumped because
supply has not kept up with demand. There are many reasons for this economic
disparity. Onc is the profit margins of paper manufacturers and suppliers. In the
past, these merchants have proposed various cost-per-ton price increases. The
newspaper industry justifiably complained loudly and effectively postponed rate
increases for some time. Gradually, however, economic factors in the paper
manufacturing and supply segments of the industry became depressed. With
reduced profits, the manufacturers and suppliers could not expand and increase
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Figure 2-21 (Dow Jones & Company, Inc.)
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Figure 2-22 Newsprint consumption. {(American Newspaper Pub-
lishers Association)

production. Finally, about 1971, everything came to a head. The gap between
supply and demand began to close. The manufacturers and suppliers increased
prices. The encrgy crisis arrived, and labor disputes developed which affected
everyone from lumberjacks to shippers. Supplies dwindled. Costs soared.

As Canadian supplies began to dwindle, the United States’s suppliers had to
make up the difference.® The north central states, with newsprint production up
1,151 percent, carried most of the burden. To cut shipping weight and to make
the same tonnage produce more paper, the industry is experimenting with new
ways to retain paper strength while making it lighter. Breakage, however, is a big
problem. The lighter stock cannot withstand the stress of high-speed presses.
Moreover, very thin newsprint causes a “see through” effect which makes the
finished newspaper difficult to read.

To cut costs, some newspapers are cutting the size of their pages. One of
the most drastic reductions was that of the Christian Science Monitor, which
switched to a tabloid format half the size of past editions. Monitor subscription
prices also rose. Other newspapers cut pages and cancelled features. Even a
reduction in margins can save thousands of dollars, depending on the size of the
newspaper.

living with labor and new technology

New techniques in printing mean new equipment, new expenses, and new
personnel to learn the trade. If labor unions are affected, technology can be
forced to creep at a snail’s pace when the unions try to protect jobs. The threat of
strikes is common when skilled workers are fired because technology has made
their jobs obsolete. When such strikes do occur, the result has been serious
damage to the newspaper. Strikers have been accused of smashing presses to stop
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a newspaper from being printed by scab (nonunion) employees. This action may
have several consequences: the newspaper may either shut down, print the edi-
tions elsewhere, bow to union demands, or a combination of all three. Personnel
costs for the average newspaper now run between 50 and 60 percent of the total
operating expenses. When labor costs approach the latter figure, cuts in other
arcas generally need to be made. For at this point, profit margins shrink, and the
expense of new technology can become prohibitive.

newspaper advertising

Before the impact of television, the fall of every year was a boom time for
newspapers. It was new car time, and to announce their new models, the major
auto manufacturers would purchase advertising in newspapers of every size. For
the smaller newspaper, it was big and important money. Yet in the last ten years,
the small newspapers have seen the auto makers’ money vanish. Such has been
the way of most national advertisers’ media buying habits. They have concen-
trated their purchases on the larger metropolitan dailies and television, while
withdrawing their national advertising from smaller newspapers. Newspaper ad-
vertising in gencral, however, is increasing, and newspapers still outdistance
radio and television in their share of the advertising dollar (Figure 2-23). Esti-
mated expenditures for 1980 are $9.8 billion. The major share of that figure is
attributed to local newspaper advertising, an increase of more than 100 percent
in both categorics. National advertising expenditures have not enjoyed similar
gains. While 1980 estimates are for $1.5 billion, that is an increase of only
slightly more than $.5 billion dollars from 1960 expenditures. Comparably,
national advertising on television has soared.

Despite the increase in advertising expenditures, some forecasters offer
only cautious optimism about the future of the newspaper industry.® Not that an
immediate danger of depression looms, but the industry must realize that it is

DAILY
NEWSPAPERS
29.0%

MAGAZINES
5.9%

TELEVISION
20.2%

RADIO
6.8%

OTHER
38.1%

Figure 2-23 Newspaper’s share of the advertising dollar, compared
to other media. (McCann Erickson, Inc. and American Newspaper
Publishers Association)
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living in an cra of rapidly changing social and economic conditions. In chapter 1
we studied the theoretical development posited by Maisel that would link our
existence in a postindustrial society with an increase in specialized media. With
the advent of new technology and changing life styles, will we change the way we
“consume” today’s typical newspaper? Will our life style changes also evolve
more rapidly than the newspaper industry can compensate for them? The ability
of a newspaper to survive thus will depend on freeing itself from tradition, facing
the reality of competing media, and understanding the changes that might have
to be made.

THE ELECTRONIC NEWSROOM

If you had been a large city newspaper publisher in the early 1900s, you would
most likely have set your news copy by the linotype or “hot type” method. With
linotype, the linotype operator works at a typewriterlike keyboard. There is a
series of steps, some performed by the operator and some performed automati-
cally by the machine. The end product of the process is a line of type that has
been cast in molten metal (thus the name “hot type”). These lines of type, or
“slugs,” are assembled into pages, and finally a special curved metal plate is inade
for rotary presses. In a small newspaper, printing is done from the original type in
a flatbed press.

from hot to cold type

Linotype machines did not climinate any of the processes in typesetting, but they
did mechanize and accelerate typesctting. Because of increased speed and effi-
ciency in typesetting the news, publishers could produce larger newspapers and
produce them faster than when type was set by hand. With the exception of the
steam-powered printing presses, linotype machines did more than any other
invention to launch the newspaper industry forward into the twentieth century.

The invention of lithographic printing, commonly called “offset,” to aug-
ment letterpress printing, increased printing efficiency in the 1950s. Offset differs
from letterpress printing in the following ways: (1) a photographic image of the
finished page is used to produce a (2) smooth surface plate from which to print
the newspaper; the image is not transferred to the paper by raised typefaces.

The advantages of offsct printing for the newspaper publisher over letter-
press are lower cost of offsct plates and better quality of printing, especially
illustrations, that can be obtained.

The 1970s brought another change to the typesetting process—the com-
puter. Computer-set type is also called “cold type.” The operator types the copy
on the computer’s electronic keyboard. The computer sets the type electroni-
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cally, using a memory system to position every letter in place. Each line and
margin is sct according to the input commands in the computer. The output is
strips of special paper with columns of type just as they will appear in the
newspaper. These strips are then pasted up in columns on a “mechanical” for
cach page. Headlines can be added by hand or programmed in the computer,
and illustrations are put in by hand. The entire page is then photographed and
ready for the next step, the production of the offset printing plate.

goodbye to typewriters?

Electronic keyboards and visual display terminals (VDTs) that look like television
screens have been interfaced with the computer and are actually replacing type-
writers in the newsroom (Figure 2-24). Reporters now type their copy on electronic
keyboards and watch the letters appear before them on the VDTs. They can
automatically “store” their story in the computer for later perusal by an editor. The
headline writer than uses the computer to call up the story and prepares a headline
for it. With yetanother push of a button, the completed story is electronically set in
type, photographed on the photosensitive printing plate, and rolls off the press
minutes later. Although the newspaper looks much the same as the one composed
by linotype, the actual process is radically different—it has become a product of
the electronic revolution.

Most major newspapers have made the change to cold type and are adding
computer technology to their newsroom. Publishers can justify the change by

Figure 2-24 Visual display ter-
minals  (VDTs), also called
cathode ray tubes (CRTs), are re-
placing the typewriter and be-
coming commonplace in major
newspapers and  other  media.
(Courtesy, Dow Jones & Com-
pany, Inc.)
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reduced labor and materials costs. Labor unions, however, are slowing the transi-
tion in many areas as they try to protect the jobs of workers who operate the older
machines. Bound by union contracts, publishers cannot fire a linotype operator
the way they fired the typesetter at the turn of the century—at least without
inciting a strike. As these employees retire or can be retrained, more newspapers
will undoubtedly switch to electronic printing.

For the journalist, computer technology brings two advantages. First, more
money can be devoted to the actual process of gathering and reporting the news,
since fewer people are needed to actually produce the paper. This does not mean
that converting to computer technology will necessarily mean an increase in the
reporting staff. However, there are some cost savings that can usually be realized.
Second, computers speed up the process of placing a news story into print. If
there is a 10:30 A.M. deadline in order for news to roll off the press and hit the
street by 5:00 P.M., reporters will obviously be unable to get a late breaking story
into print. With the arrival of radio and television, media that can air news
as it is happening, this time factor has become cven more crucial. Now,
along with having the edge over radio and television in the amount of coverage
that it can give to an event, the newspaper has more time to report complete and
accurate stories to its rcaders.

Figure 2-25 Laser and satellite technology are permitting news-
papers to reach regional audiences simultaneously with current
information and specialized reporting features. (Courtesy, Western
Union)



computer technology in advertising and distribution

Computer technology also has become a part of other phases of newspaper
publishing, such as advertising and distribution. If you are a business executive
and want to place an advertisement in the evening edition of your local paper but
want to reach only one part of the city, a computer-based distribution system will
put your ad in newspapers going exclusively to that section of the city, and you
will be charged for the appropriate circulation. Even satellites and microwave
transmission systems are part of the production of large newspapers. A facsimile
of a major metropolitan daily can be sent via satellite to another country and be
incorporated into one of its newspapers. It is now possible for newspapers with
regional editions, such as the Wall Street Journal, to use computers and satcllite
technology to transmit entire pages from one city to another, clectronically, in a
matter of minutes (Figure 2-25).

Electronic distribution systems give newspapers a flexibility never before
possible. Little more than a century after a crude method of dots and dashes was
utilized to send individual letters across a telegraph wire, satellites now link news
burcaus all over the nation and can almost instantaneously transmit news stories
to any of these burcaus. Computers can automatically set the stories into type
and start the presses rolling. The development of cable television systems can be
expected to open up new frontiers for newspaper distribution.

teletext

Future newspaper subscribers may be able to “tune in” the evening edition of the
local paper on television instead of having it delivered. Using special on-air coders
and decoders, a television transmission system called teletext is in use in many parts
of the world and in experimental use in Salt Lake City, Utah. Supplementary
information ranging from movie schedules to supermarket prices are available.
In actual use, a subscriber would simply select from an index list the “electronic
page” to be placed on the television screen (Figure 2-26). By the twenty-first
century, the cra of the paper carrier may be a thing of the past.

EXPANDING ENTERPRISES

Independent newspapers are finding themscelves the target of acquisitions by large
newspaper corporations who are expanding their influence and ownership.

newspaper chains

Major companies such as the New York Times Company, the Times Mirror
Company, Scripps-Howard, and Gannett are just some of the companies who
own much more than either a single newspaper or, indeed, just newspapers
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Figure 2-26 The experimental telctext system first introduced in
the United States by Bonneville International of Salt Lake City
could be a prototype of the electronic newspaper of tomorrow. The
hame subscriber can select from an index of different “pages,” and
then, by punching the correct cede, can “call up” the full page of
information. (Courtesy, Bill Loveless, Bonneville International and
KSL-TV)

(Figure 2-27). For example, the Times Mirror Company owns the Los Angeles
Times, Long Island’s Newsday, the Dallas Times Herald, and the Daily Pilot in
Orange County, California, among others. Gannelt owns over seventy ncws-
papers throughout the United States. It has even purchascd entire chains of
newspapers. In fact, 60 percent of the daily newspapers in the United States are
owned by newspaper chains.

Part of the reason for the increase in chains is the necessity to invest
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NEWSPAPER GROUP
CIRCULATION TOTALS

Weekday Sunday

1. Knight-Ridder 3,699,896 4,312,702
2. Gannett 3,322,476 1,930,774
3. Tribune (Chicago) 3,208,128 4,267,839
4. Newhouse 3,190,341 3,546,844
5. Dow Jones 1,907,523 257,120
6. Scripps-Howard 1,873,930 1,544,581
7. Times Mirror 1,790,820 2,132,119
8. Hearst 1,407,933 2,176,849
9. Cox 1,212,743 1,224,676
10. Thomson (USA) 1,064,786 523,262
Total 22,678,576 21,916,766

Figure 2-27 Newspaper group circulation totals for the top ten
group chains. (Source: Editor and Publisher)

operating profits from cxisting papers which may average as high as 25 percent to
30 percent. One of the most publicized acquisitions was when Australian busi-
nessman Rupert Murdock took over a myriad of New York publishing interests,
including the New York Post, New York Magazine, the Village Voice, (Figure
2-28), and New West Magazine. Murdock’s previous publishing record of bor-
derline sensationalism worried some American journalists that too many media
and their accompanying influence were in his hands.

diversified holdings

Many modern newspapers, much like other corporate conglomerates, have di-
versified into areas surprisingly different from publication of the local edition.
The Peoria Journal Star of Peoria, Illinois, for example, has a rapidly developing
broadcasting chain and publishes such magazines as Shooting Times. Dow Jones
and Company, Inc. gives the reading public the Wall Street Journal and Barron’s
National Business Financial Weekly. In addition to publishing, its specialized ser-
vices include the Dow Jones-Bunker Ramo News Retrieval Service, Inc., a jointly
operated computerized news retrieval service available to stock brokerage firms,
banks, and other businesses. The AP-Dow Jones Economic Report in conjunction
with the Associated Press operates an international wire service. Operating twenty-
four hours a day, six days a weck, news is gathered by AP and Dow Jones and sent
out around the world through AP facilities. Also part of the Dow Jones enterprises
is the Ottaway Newspapers, Inc., a wholly owned subsidiary, and Dow Jones Books
vet another enterprise.

»

pros and cons of the media conglomerate

There are arguments both for and against the wisdom of such major holdings
under one roof. Some argue that this arrangement seriously hampers the public’s
ability to gain access to the media. This is cspecially true when the media
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Figure 2-28 Under publisher Rupert Murdoch, The Village Voice
acquired a new layout style. (Reprinted by permission of The Vil-
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holdings are in the same community, Concerned over this issue, the FCC has
moved in to break up combinations of newspapers, television, and radio outlets
when all are owned by the same party and serve the same people. Place yourself
in the position of a politician running for office, who discovers that a certain
journalist works for more than one medium. Perhaps the journalist writes a
political column for the newspaper and also anchors a major radio newscast. You
might fecl that crossing this reporter could seriously jeopardize your campaign’s
publicity efforts either in the newspaper or on the radio station, and unfavorable
publicity in one medium would surely be reflected in the other. Another argu-
ment against multiple holdings is the lack of incentive to improve facilities. If a
newspaper-owned radio station is mercly a hobby for the newspaper manage-
ment, then even if the station is neglecting its community’s needs, its personnel
are underpaid, and its morale is low, the newspaper may be tempted to retain the
status quo.

What the increase in newspaper chain acquisitions means to the public is
still open to question. Certainly serious dangers can result. The tip-off comes
when the ownership of the chain decides to use the newspapers as a unified
editorial voice. A hecad office directing all newspapers in the chain to carry a
certain editorial or to take a specific editorial line is all that is necessary to put the
Justice Department on the alert for antitrust violations, to say nothing of the
serious implications of monopolistic control of information.

Despite these drawbacks of monopolistic ownership, other examples reveal
that rival media under the same owner can be as fiercely competitive as two
football tcams. When the same boss oversees both and can readily make a
comparison, the incentive for excellence can far outweigh any concern over the
identity of the owner. Similarly, when a broadcast division, a magazine division,
and a newspaper division have an equal voice and vote in a board of directors
meeting, and when cach, in the presence of the others, must be accountable for
its own operating procedures and profits, cach will put forth maximal efforts.

The newspaper industry has remained prosperous, in some instances be-
cause of these diversified investments. Morecover, there is no indication that the
public’s desire for news is waning. For as both government and international
polities become more complex and as new communication technology puts cach
individual in touch with people all around the world, newspapers and their allied
services will continue to be a vital and prosperous part of the world cconomy.

Newspapers arc an important social and economic force in society. An outgrowth
of the “posted bulletins” of carly Italy, newspapers evolved from single sheets of
paper locally distributed to multipage products with international distribution. In
Germany, the first newspapers appeared in the carly seventeenth century; in
England the single-sheet corantos were being published by 1621. These were
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among the first newspapers to fit Otto Groth’s standards for a true newspaper,
which included being published periodically, mechanically reproduced, accessi-
ble, timely, and having varied content with continuity of organization.

American colonial newspapers contained mostly commercial news and
were published by licensed printers who received government subsidics. Yet that
content was changing. John Peter Zenger was tried for seditious libel after criticiz-
ing the governor’s stand toward the Indians. Found not guilty, the Zenger case
was indicative of the changing face of journalism which eventually culminated
in a frec press.

The minority press in America developed in the nineteenth century with
such newspapers as Freedom’s Journal published by blacks and the Cherokee
Phoenix published by American Indians in the Southeast. Women journalists
also madc their mark on early newspapers, with such names as Nellie Bly and Ida
Tarbell becoming legends in their own right. It also was the cra of the “penny
press,” of inexpensive newspapers with sensational news stories. Big city dailies
that adopted the style of the penny press introduced “vellow journalism.”

By the twenticth century, newspapering was gaining credibility with the
founding of professional associations. The first half of the twentieth century also
saw a decline in the individual influence of the early publishing entreprencurs,
a gradual change to newspapers owned by large corporations with public stock-
holders, and newspapers as expanding enterprises. News gathering also changed
with the growth of press associations such as United Press International.

Current economic indicators have seen a continuation of newspaper profits
but only a gradual climb in circulation. To help the latter, newspapers are
attempting to rcach specialized audiences with suburban editions and increased
use of sectionals. In addition, today’s newsroom is equipped with video display
terminals and computers instead of typewriters and filing cabinets.
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The last quarter of the nineteenth century fostered the climate for the birth of
what we today view as the modern magazine. The United States had survived the
War Between the States, and its economy had made a new fiscal start that sig-
naled the industrial revolution. Fconomic and geographical expansion brought
with it a sharpened social awareness. Fields could be plowed beyond the Alle-
ghenies, and people knew that they were part of the excitement that caught up
thousands in the trek to reach the new western frontier. The new generation’s
background consisted of more than Main Street, U.S.A., for they were familiar
with the great railroads which spanned the continent, the telegraph which
brought messages from afar, and the newspaper which was published by rotary
press with far greater speed and efficiency than its predecessors did in the earlier
part of the century.

FINDING AN AUDIENCE y

As the nation prospered, a growing audience began to yearn for entertainment,
entertainment that took the form of magazines. Entrepreneurs immediately
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realized that if they could provide light, diversionary reading at nominal prices,
they could capture this mass audience. And they did. The magazine publishing
boom began. Between 1865 and 1885, the number of periodicals jumped from
700 to 3,300.!

As competition developed, so did trends in pricing and content. The name
of the game was circulation. Circulation lured advertisers who could pay to reach
a mass audience. The price was high enough to allow a decrease in subscription
prices, making magazines still more attractive to the public. Distribution also
became more efficient, as the rails spread their network into hitherto inaccessible
rural areas. Many magazines specifically sought a mass audience, just the oppo-
site of what happened fifty years later.

PROSPERITY AND TRANSITION

America’s phenomenal industrial growth during the early twentieth century also
helped spur the magazine publishing industry. The era saw major strides in
corporate expansion and the ability to produce mass goods for the consumer.
With that ability came the need to make the consumer aware of these goods and
of the various brand names of the products on grocery shelves, in new car
showrooms, on clothes racks, and in furniture stores. Magazines filled the bill,
and advertisements filled magazines. Although there were ups and downs, many
of the publications achieved wide national acclaim. Aniong them were Life,
Look and The Saturday Evening Post. The classic issue of prosperity was the
Saturday Evening Post of December 7, 1929. “Weighing nearly two pounds, the
272-page magazine kept the average reader occupied for twenty hours and twenty
minutes. From the 214 national advertisers appearing in it, the Curtis publishing
company took in revenues estimated at $1,512,000.”2

For the mass circulation magazine, the glory of that era did not survive.
Television already loomed on the horizon. It signaled the growth of specialized
magazines and the decline of mass circulation publications. The exact time of
this turning point is debatable. The mass national magazines survived the golden
era of radio and at first scemed to hold their own with television. Advertising
revenues for Life increased in the early 1960s. “A single issue of Life in October,
1960 carried $5,000,000 worth; another in November, 1961 had revenues of
$5,202,000.3 But the figures were deceiving. A period followed in which many
industry spokespersons argued that television was making gains on the magazine
publishers; magazine publishers countered that more than ever was being spent
on advertising—magazines were not only holding their own, but gaining. To
some extent, both arguments were correct. Magazines in general were still
experiencing a period of growth, but television was bound to make an impact. It
finally dealt a fatal blow to the mass circulation magazines. Skyrocketing postal
rates also contributed to their demise.



DECLINE OF MASS CIRCULATION MAGAZINES

Inability to dircct themselves to a specialized audience was another reason for the
demise of such well-known magazines as Look and Life. These were magazines
in the true sense of the word “mass,” having something within their pages that
was of interest to everyone. With the advent of television, however, advertisers
could reach the same mass audience as Look and Life did, but more cheaply and
more cfficiently. Besides cutting into the major advertising revenues of the mass
magazines, television also surpassed them in distributing visual messages on a
mass scale. The new medium also could offer both motion and sound accom-
paniment. With increased operating costs, mass circulation magazines folded.
The Saturday Evening Post shared the fate of the other mass circulation
magazines.

REINTRODUCING FAMILIAR PUBLICATIONS

After reading the last paragraph, you may stop and say, “Wait a minute. | just
saw The Saturday Evening Post on the newsstand.” You are right. In the past few
years you probably have spotted some of these magazines, such as Life, Look,
and Country Gentleman. Fach represents an unusual trend in publishing that
applies to a select few of some of the biggest titles to grace magazine history. But
do not be deceived into thinking those editions are reaching the same mass
audicnce they did thirty years ago. They are not. What publishers have done is to
purchase the names of the major publications and then reintroduce them into
the marketplace, but to a much more specialized audience than they were
reaching before they folded. The new publishers are able to capitalize on the
name familiarity of the former publications, yet do not have to compete with
television for the mass audience. What has been created instead are specialty
magazines with familiar titles.

For example, after The Saturday Evening Post folded, it was purchased by
the Ser Vaas family of Indianapolis. The new Curtis Publishing Company, oper-
ating out of a different city and with a different staff, introduced a new edition of
The Saturday Evening Post, with quality articles and top illustrators (Figure 3-1).
Instead of trying to reach the mass audience of the former publication, the new
Post is dirccted at a more conservative clement of American life and contains
many of the same sort of illustrations that its predecessor had. Its secret is that it
has been able to control its circulation and distribution systems. Had the old Post
been able to accomplish this same feat carly enough, it might never have disap-
peared from the scene (Figure 3-2). But most of the circulation magazines
persisted too long in trying to reach a mass audience so that they were unable to
make the drastic shift to a specialized audience in time to avoid insolvency.

The Saturday Evening Post was not the only magazine revived by the
Curtis Publishing Company. A very shrewd gamble paid off when the company
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Figure 3-1 Lucian Lupinski, art-
ist in residence at the Saturday
Evening Post. Creative illus-
trations are an important part of
contemporary magazine publish-
ing. Lupinski says, “An illustrator
must be versatile in several styles,
and be able to adapt to a
style. . .."" He also points out that
understanding a story you're illus-
trating is important. Learn what
visual images come from the
script; then convey these onto
canvas,

reintroduced Country Gentleman magazine (Figure 3-3). Initial circulation had
reached more than 100,000 before the new magazine ever left the printer. That
continued to swell to more than 300,000 as Country Gentleman cffectively
reached the “gentleman farmer” of the 1970s and 1980s. That “farmer” may own
only a half acre and buy a small riding lawn mower instcad of the full-size tractor
the reader of Country Gentleman (Figure 3-3) vears ago would have purchased.
Such products as building supplies for home repair and remodeling, lawn sced,
and other suburban home owner products found the Country Gentleman the
ideal medium to reach this specialized audience.

In 1978, Time-Life brought back Life Magazine. Based on the experience
of other popular publications such as People, the new Life was designed for the
more contemporary life style and the affluent reader than its mass-circulation
predecessor was. Advancements in printing and photojournalism also permitted
the new Life to be an even more “picture oriented™ publication than the old Life
was. Look also was revived and even adopted regional covers to attract readers.

Still famous magazine titles like Collier's remain to be reintroduced. But
the potential is there, so do not be surprised if you happen to spot them at the
newsstand someday.
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Figure 3-3 Country Gentleman is typical of the magazines which have been reintroduced
successfully. Catering to the suburban homeowner, the new Country Gentleman
capitalized on the solid reputation of its predecessor and provides articles of interest to
people who own much less acreage than the farmers who comprised the readership of past
decades. (Reprinted from Country Gentleman. © 1925 The Curtis Publishing Company.
Reprinted with permission from The Country Gentleman Company, © 1978)

MODERN MAGAZINE PUBLISHING: THE SPECIALIZED AUDIENCE

Not all publications were destined for the fate of the old mass circulation periodi-
cals. Many made the necessary changes to reach the highly specialized audiences
that modern magazine publishing demands. For example, Business Week offers
advertisers a select group of management level readers by regularly refusing to
take subseriptions from nonmanagement level readers. Even living in a certain
section of the country may determine if you qualify for a specialized magazine
subscription. Sunset (Figure 3-4) magazine, called “the magazine of Western
living,” is dirccted to readers in the Pacific coast states and Nevada, Arizona,
Idaho, and Utah. If vou want to subscribe to the publication but do not live in
the West, vou have to pay more. As a result, advertisers know that by purchasing
an ad in Sunset, they can concentrate on this western audience and will not be
paying for circulation to other parts of the country that might not be as interested
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FEBRUARY 1929

Figure 3-4 Reaching a specialized geographical audience, Sunset, called the “magazine
of Western living,” features articles of the Western United States with a concentration on
vacation spots, festivals, recipes. home construction, and home decorating. By keeping its
circulation tightly controlled, Sunset survived the rough transition period that many
magazines faced with the advent of television.

in their advertising. The same is true for Southern Living magazine for the
southern audience.

special editions

Many magazines publish numerous special editions to reach those specialized
audiences. What may appear to be one nationally distributed magazine is actu-
ally several specialized publications under the same cover. For example, Time
magazine publishes both demographic and regional cditions. An advertiser want-
ing to reach college students can advertise in the Time which is distributed
primarily to college students, or Time offers its Time Z and Time A+ editions
(Figure 3-5). Time Z stands for “zip codes.” Time Z is directed to subscribers in
1,414 of the United States’s most affluent zip code areas within meiropolitan
markets. The average family income in these zip code areas is $37,200. Thus if
you were an advertiser with a product appealing to high-income buyers, the
Time Z edition might be a good place to put your advertisement. An even more
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elite audience can be reached through the Time A+ edition. The A+ edition is
directed at business and professional people, 600,000 of them. The average
houschold income of Time A+ subscribers is $54,000: 93 percent of the sub-
scribers have been to college. Again, Time A+ is providing advertisers with a
very affluent audience.

Another example of specialized cditions is Sports Hlustrated. Not only
docs the magazine publish four regional editions—East, West, South, and
Midwest—but it also publishes a “homcowners edition,” limited to 640,000
subscribers in zip-code arcas that show the highest concentration of home own-
ers. In addition, it offers special “inscrt editions” to advertisers, with such special

TIME Z.
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Figure 3-S5 Time's Zipcode reach. (Courtesy Time Magazine)
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inscrt fcatures as the U.S. Tennis ()'i)cn and the Grand Slam of Golf. A manu-
facturer of tennis rackets, for instance, might find the U.S. Tennis Open insert
cdition an excellent place to advertise,

regional editions

We mentioned the regional editions of Sports Illustrated. Other publications are
realizing the advertising appeal of regional editions. Playboy has eastern, central,
western, southeastern, southwestern, New York mectropolitan, Chicago met-
ropolitan, Los Angeles metropolitan, San Francisco metropolitan, and urban
market cditions. The centerfold is not any different in the New York metropoli-
tan cdition than in the Los Angcles metropolitan edition. But an advertiser
wanting to reach only the New York audience can do so by buying advertising
space in just the New York metropolitan cdition.

international editions

Playboy, along with its regional editions in the United States, also is among those
magazines that publish international editions. Along with its overseas military
cdition, Playboy publishes foreign cditions for France, Italy, Germany, Japan,
Mexico, and Brazil. But this time, different centerfolds do appear in certain
foreign editions. Some countries prohibit the bold displays used in the United
States. The magazine also has different titles, being called Caballero in Mexico
and Homen in Brazil.

Another magazine boasting international editions is the Reader’s Digest. It
not only publishes editions in English but also in French, Dutch, German,
Spanish, Italian, Portugucse, Danish, Finnish, Norwegian, Swedish, Chinese,
and Japanese. In all, this magazine of good reading publishes thirty-five different
cditions in thirteen different languages, reaching sixty million readers outside the
United States.

Two other familiar publications with international editions are Cosmopoli-
tan and Good Housekeeping. Both have Spanish language cditions. Cosmopoli-
tan’s Spanish edition looks much like the English-language edition. The front
cover is identical but a closer look reveals the Spanish-language subtitles (Figure
3-6). For Good Housekeeping, the title is Buenhogar. American advertisers who
want to reach the Spanish audience and Spanish advertisers find the maga-
zines an ideal medium to reach the Spanish-speaking audience both in the
United States and Mexico (Figure 3-7). The magazine is independently edited. It
stresses family life, children, and self-improvement and is sold in 22 countries.

new target audiences: new publications

The magazine industry is much more than a series of specialized editions. New
publications are cropping up which are devoted entircly to very select audiences.
Perhaps nowhere is this trend more evident than in magazines directed
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toward today’s changing woman, following her every mood from sports to profes-
sions. One of the first of these publications was Ms magazine. In chapter 1, we
saw the front cover of City Woman, published for professional women living and
working in the city. Still another specialized publication, this one appealing to a
state identity, is Texas Woman (Figure 3-8). Others include Professional Women
and New Woman. To give you an example, a look at demographic characteris-
tics of New Woman reveals that 84.7 percent of its readers are working women.
Essence appeals to an cven more sclect audience, professional black women.
Business exccutives have always been a prime target audience for
magazines. These individuals usually make major buying decisions and have
higher than average incomes. Reaching this audience is the first aim of another
specialized magazine, Chicago Business (Figure 3-9). Published by Crain Com-
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Figure 3-7 Buenhogar, the Spanish Good Housekeeping

munications, Inc., Chicago Business is an exccllent example of a magazine
appealing not only to the specialized audience of business people but also refin-
ing that even further to reach business people in Chicago. Geared to more
general audiences are the many city magazines that have appeared in recent years
(Figure 3-10).

We discussed Time's ability to reach college students through a specialized
edition, but one of the more novel examples of reaching college students is
published by University Communications, Inc. The company publishes the
Directory of Classes for sclected colleges. The college supplies the company with
its class schedule, and the company, in turn, sells advertising in the Directory.
Reaching the college student is a difficult media problem since media attention
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habits change at that time. The hometown newspaper may no longer be avail-
able, the hometown radio station may not be within range, and loyality to other
media may vary since class schedules and different living conditions can inter-
vene.

CHARACTERISTICS AND TYPES OF MAGAZINES

Magazines are of four principal types—farm, business, consumer, and religious
magazines. Fach has subcategories. For example, farm publications consist
mainly of state and vocational publications. State publications are directed
toward a particular gecographic area, such as the Montana Farmer-Stockman and
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Figure 3-8 Texas Woman, specialized woman'’s magazine,
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The Pennsylvania Farmer. Vocational farm publications, on the other hand, are
directed toward a particular type of farmer, and include such magazines as the
Citrus and Vegetable Magazine and Dairy Herd Management or Beef (Figure

3-11).

Business publications include professional magazines such as thosc per-
taining to law, medicine, or education. Here the publisher may be a professional
organization such as the American Dental Association. The Quill, official publi-
cation of the Society of Professional Journalists—Sigma Delta Chi, is an example
of a professional magazine. Another subcategory of business publications in-
cludes trade magazines for specific businesses, such as the Hardware Retailer.

A third subcategory consists of industrial publications. Edited for specific
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Figure 3-10 Indianapolis, typical of a city magazine.

industries, they can include magazines directed to specific processes, for exam-
ple, manufacturing or communication. Two examples of industrial publications
of the printing and broadcasting industries, respectively, are the Printing News
and Broadcast Management and Engineering. Institutional business magazines
also abound, such as Hotel-Motel News. Publications that are sent to a group of
people belonging to an organization are usually termed house organs. Copies of
house organs may be sent to the news media for public relations purposes. In
content, the house organ will consist mostly of information of special interest to
its select readers.

In addition to these major categories of business publications, you should
understand the difference between vertical and horizontal publications. Vertical
publications reach people of a given profession at different levels in that profes-
sion. For instance, a major vertical publication of the radio and television indus-
try is Broadcasting. Its content is geared to every person working or interested in
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Figure 3-11 A specialized farm publication, Beef.

the broadcasting industry, whether it be the television camera operator, the radio
station manager, or even the advertising executive who needs to know about new
FCC regulations affecting broadcast commercials. Horizontal magazines, on the
other hand, are aimed at a certain managerial level but cut across several dif-
ferent industries. Business Week, for example, is dirccted at management level
personnel in many different facets of the business world. Two other examples of
magazines directed at management include Forbes and Fortune.

Consumer magazines are usually of two types: specialized and general.
Magazines directed at audiences with an interest in a special area, such as
Sailing or the Model Railroader, are specialized magazines. General magazines
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are directed to people with more varied interests. Playboy would fit into this
category.

Religious publications also have various subdivisions, usually based on
specific religious denominations. Typical religious publications include The
Catholic Voice, The Jewish News, The Episcopalian, The Lutheran, and many
more regional publications that deal with specific denominations within a city.

MARKETING MAGAZINES

Magazine publishing overall has enjoyed a steady growth (Figure 3-12) both in
number of publications and in circulation. Considering the increasingly compe-
titive state of mass media, the growth is commendable, and many factors have
contributed to this growth. In marketing a magazine to its intended audience,
many marketing considerations must be kept in mind. These include such things
as reader loyalty, the audience, the advertiser, and economic considerations.

the audience and the advertiser

Tough problems and decisions await the publishers of specialty magazines. For
instance, when a market analysis reveals that an audience profile is changing,
both publisher and advertisers may need to take immediate action, most of it
based on hypothetical projections. Advertisers who buy space in the hope of
reaching a specific audience as verified by market data must now decide whether
or not to switch media.

Put yourself in the position of an advertising manager, say of your school
magazine. According to market date, the audience you are reaching is the school

8_
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4 Figure 3-12 Magazine growth.
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audience. Suddenly your audience begins to shift. Your magazine’s circulation
remains the same, but student interest now begins to ebb while subscriptions
among the housewives living near campus increase. Your first reaction may be,
“So what?” Your advertisers simply do not want to reach housewives, that’s what.
They want to reach the students. What do you do? Do you change the edi-
torial or news content of the magazine to reflect the needs of the student
audience? That might work, but what if the trend is alrcady too deeply rooted,
and by changing the content you would not regain the students, but you would
lose the housewives in the process. By now your circulation has dwindled, and
advertising rates must be cut. But in order to stay in business and to meet
expenses you must keep the same advertising rate. Tough decisions? Absolutely.
Now imagine how hard it is for magazine publishers dealing with millions of
dollars in revenue and millions of readers.

magazine reader loyalty

A major reason for the overall steady growth of magazines has been their ability
to adapt with remarkable cfficiency to the changing media habits of readers and
to the unpredictable changes in the economy. Magazines also have fared well
because of their ability to reach specialized audiences, audiences whose loyalty is
considered fairly stcadfast. Stop and consider your own media experiences.
Naturally you watch television, if not as much when in school, then certainly
when you are at home in the evening, on weekends, during the summer, or on
vacation. But do you have a loyalty to one channel? Probably not. You switch
freely from channel to channel. However, if you have a keen interest in a hobby,
you may very well have a strong loyalty to a magazine devoted to your hobby. If
you enjoy skiing, you might regularly read Ski; if you are a gun enthusiast, you
might regularly read Shooting Times; a horse enthusiast might subscribe to
Western Horseman or the Chronicle of the Horse. You may even be so involved
in your hobby that you avidly read the editorial content of the magazine. Editor-
ials may champion financial support for the United States Olympic team, gun
control, or new interstate commerce regulations for transporting horses over state
lines.

How strong is your own loyalty to a magazine? Would you sacrifice reading
one issue of the newspaper each week to continue the opportunity to read your
favorite magazine? Would you give up the chance to watch a TV channel one or
two nights a week so that you could continue to receive your favorite magazine?
Regardless of your own answers, keep in mind that millions of people would
react with a definite “yes” to these questions. A business executive, for example,
might need an industry publication to understand business trends and to ensure
his or her continued livelihood.

Additional evidence of the important relationship between a magazine and
its reader is seen in a research study by Opinion Rescarch Corporation, released
through the Magazine Publishers Association. It indicates that over a six-month
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period 72 percent of the male readers and 79 pereent of the female readers kept
an issuc of a magazine for future reference: 79 percent of the men and 78 percent
of the women discussed an article or feature with another person, and 51 percent
of the men and 68 percent of the women tried an idea suggested in an article.

economic considerations

In today’s world of rapidly increasing costs for labor and paper, an acute aware-
ness of the expenses of magazine production also is important. Figure 3-13
examines the typical dollar spent on producing a magazine. We find approxi-
mately 8¢ out of every dollar is spent on postage. That figure is continuing to
spiral upward, and as it does, money must be subtracted from other areas of
production. Postage rates are forcing publishers to look for ways to cut the costs of
distribution through such means as newsstand sales. People magazine, for exam-
ple, is sold principally through newsstands. Yet for other magazines, their lim-
ited appeal prohibits this means of distribution. The average newsstand would
sell so few issues of the publication that the use of shelf space to display it would
be unjustified.

Paper costs also continue to eat away at the production dollar, accounting
for 18¢. Many magazines are reducing their actual dimensions in an cffort to
save paper costs and to prevent their magazines from being listed as “outsized” by
the Post Office. In fact, many publications on today’s newsstands are at least
one-third smaller in width and length than they were ten years ago.

The remainder of the magazine dollar allocates 14¢ for administrative
costs, 31¢ for editorial and manufacturing functions, and 29¢ for salcs, including
advertising and circulation.

Editorial
& Mig.

31¢

Source. Price Waterhouse MPA

Figure 3-13 Magazine costs. (Magazine Publishers Association)
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Costs have prompted some magazine publishers to join together to help
each maintain a strong position in the market and cut costs. The Society of
National Association Publications (SNAP) is one vehicle that helps publishers
cut costs, in this case by sharing cover designs. The magazine Hardware Retail-
ing published an issue featuring a cover design of Uncle Sam eyeing a con-
sumer. The title of the special issue was “Consumer Protection . .. How Far Is
Too Far.” This cover was subsequently made available to any other member of
SNAP who wanted to copy it. The other publishers needed only to substitute the
title of their own magazine. Four others did, including Mutual Review, whose
issue was entitled “A Look at Government-Industry Cooperation.”

Despite these higher costs, magazines are predicted to fare better than both
newspapers and network prime-time television in offering advertisers a lower cost
per thousand in the coming years. Cost per thousand (CPM) is the cost of
reaching one thousand people with one advertisement. Using 1977 as a base
year, industry predictions sce the cost per thousand for magazines rising 31
percent by 1981. But newspapers are predicted to rise 41 percent (Figure 3-14),
compared with 77 percent for prime-time television (Figure 3-15).

This does not necessarily mean that if you were to go out and purchase a
commercial on tclevision or an advertisement in the newspaper that it would
necessarily cost more than a magazine advertisement. We are talking about
projected increases in CPM, not necessarily in the cost of advertising. But in an
cra of increased advertising costs, the cost of magazine advertising is not expected
to increase at the rate that other media will. One major reason is the availability
of magazines and the increasing number of magazines creating a good competi-
tive climate. In many large markets you only have one choice in purchasing
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Figure 3-14 (Source: Foote, Cone & Belding and Magazine Pub-
lishers Association)
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newspaper advertising. Morcover, until we have more commercial television
networks, therc is no indication that the cost of prime-time television is going to

level off significantly.

In addition, magazines also can offer advertisers and audiences some
distinct advantages. Examining the education of magazine readers (Figure 3-16),
we see that better educated people are more apt to read magazines than to watch
television. Similarly, we sce in Figure 3-17 that the higher income individual

also is more apt to read magazines than to watch television.

Sources: TGI, 1977/MPA
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Figure 3-16 (Magazine Publishers Association)
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Figure 3-17 (Magazine Publishers Association)

Despite these economic considerations, the loyal readership of magazines,
the magazines’ ability to identify and to reach highly specialized audiences, and
the willingness of those audiences to pay high prices for speciality magazines,
suggest that magazines will continue to enjoy growth in circulation and income.

Modern magazines trace their roots to the latter part of the nineteenth century
when they became the first true entertainment medium, for at that time no radio
or television signals crowded the air waves, and not every community was blessed
with a movie theater. Magazines began to fill the void and gradually attracted
advertising. As they grew in size and popularity, their success was closely tied to
circulation. The more issues the magazines sold, the more advertisers they could
attract and the more they could charge for advertising. But by the 1950s, televi-
sion had acquired a sure foothold as the new “mass” medium, and it was not long
before advertisers who wanted to reach a mass audience could do it more cheaply
on television than in magazines. As a result, some of the true mass circulation
magazines, such as Life, Look, and The Saturday Evening Post were forced to
shut their publishing doors. Even though some of these were later revived, they
were completely new magazines, for television had ushered in the era of
specialized publications.

Today, magazines have at their disposal a variety of methods to reach
specialized audiences. Time, for example, publishes special editions to reach the
college student and the business person, among others. Sports lllustrated pub-
lishes special insert editions containing special information on the U.S. Open
Tennis Championships or the Indianapolis 500. Regional editions permit adver-
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tisers to reach readers in certain select regions of the country. Playboy and
Reader’s Digest are two magazines that utilize the intemational edition option.
Reaching special target audiences is still another way that specialized magazines
flourish. The working woman is one example for which such publications as
City Woman and New Woman are published.

Tough decisions await publishers of speciality magazines. Reader loyalty,
competition, and economics are just some of these considerations. On the other
hand, magazines have a projected lower growth in CPM than television or
newspapers, and magazines reach an audience with higher education and in-
come than television docs.

OPPORTUNITIES FOR FURTHER LEARNING
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When radio and then television became mass media, pessimists made dire pre-
dictions about the future of books, similar to the prognosis they had made for the
mails upon completion of the Atlantic Cable. They suggested that we would
become a visual society attuned to the giant screen instead of to the printed page.
The satirical movie Fahrenheit 451 portrayed a future in which television would
be the giant controlling medium and in which it would be illegal to possess
books.

Although such a state is not beyond the realm of possibility in anything less
than a free society, books have stood the test of time. They have survived and
carry with them an important part of socicty’s development. From Chaucer’s
Canterbury Tales to the latest best seller, books have remained an important part
of our lives. We learn from them, we are entertained by them, and we possess
them. They have survived major reforms among people and nations. Books have
been the object of political suppression and the stimulus for champions of libera-
tion. They have been among the cherished possessions of kings and have helped
lay the foundations of republican government. Radio and television programs
come and go; at best we may remember a catchy word or phrase, or a fleeting
image may haunt our memory. A book, however, like a good friend, can be
looked up again and again without tiring of its acquaintance.
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BEGINNINGS OF BOOK PUBLISHING

The Saxons in the fifth century published some of the carliest books. They
consisted of thin animal skins crudely bound together. The animal skin was
called vellum and was a major improvement over the clay tablets used to com-
municate messages thousands of years carlier. Later in the cloisters and abbeys of
medieval Europe, monks laboriously copicd the Scriptures, embellishing them
with crude hand-engraved illustrations. These early scrolls contained script
sometimes extending their entire length, much of which was arranged in col-
umns. These rolled scrolls were gradually replaced by manuscripts folded in
accordionlike stacks, with wooden boards attached to the first and last pages.
Then came the idea to punch holes into and stitch one side of the folds. From
this process came the practice of “binding” individual sheets of paper between
covers. Karly binding actually consisted of flexible hinges to which the pages
were attached with linen threads. When leather became the chief material used
for book covers, bookbinders began bordering these covers with their trademarks
of patterns rolled on with small wheel-like tools called rolls. These rolls were
similar to those used by today’s leathercraft workers to engrave belts, wallets, and
other products. Necdless to say, with so few books available and with considera-
ble time and effort expended in their production, they were very valuable.
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Figure 4-1 The early bookbinding shop shows the workers (left to
right) beating the folded scctions of the book, stitching the book,
trimming the edges on a ploughing press (Figure 4-3), and pressing
the edges on a standing press (Figure 4-4). (From DIDEROT and
courtesy, The Printer in 18th Century Williamsburg. Williams-
burg, Va.: Colonial Williamsburg, 1955)
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With increased use of the printing press during the sixteenth century,
composition changed drastically. Engraved wooden blocks became printing
plates to producc illustrations. Books could now be mass produced—of course on
a scale we would consider moderate indeed. These early books were mostly
hardback volumes, with content concentrating on religion, the writings of the
ancient Greeks, and the trades. The audience for the carly hard-bound volumes
again was not the mass audience. It consisted mostly of students who would
borrow the books and pass them on from one class to another, the religious orders
of the day, or the elite and wealthy who could afford the luxury of buying books.

The book publishing industry was centered on the local bookbinder’s shop.
Figure 4-1 and Figure 4-2 show two views of an early bookbinder’s shop. In
Figure 4-1, the man on the left is beating the folded sections of a book so that
they will lie flat. He is using a wooden hammer and large wooden block in much
the same way a blacksmith uses a hammer and anvil to shape metal. The folded
sections of the book then are stitched on a crude stitching frame, operated by the
woman on the right.

The two people at the right of Figure 4-1, are using a ploughing press (also
seen in Figure 4-3) and a standing press (also scen in Figure 4-4). The ploughing
press sat on a rectangular frame and was used to trim the edges of a newly sewn
book. The worker on the far right is using the standing press to press a stack of

Figure 4-2 Notice in this illustration of a colonial bookbinder the
hand tools on the back wall. The tools are used to “engrave” the
ornate borders on leather bound books. The standing press is at the
left, and immediately behind it are shelves with sheets of uncut
leather. (Courtesy, Colonial Williamsburg)



Figure 43 A closer view of the
ploughing press which “trims”
the book. The pages are clamped
firmly between the two top hori-
zontal beams, then the knife se-
cured in the “plough” cuts the
rough, uneven pages off the
book, leaving the edges of the
pages even and sinooth. (The
Bookbinder in  18th-Century
Williamsburg. Williamsburg, Va.:

Colonial Williamsburg, 1959)
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Figure 44 A closer view of the
standing press shows the books
stacked with “press boards” be-
tween each book and the large
handturned wood screw applying
pressure to the wood block on top
the stack. (The Bookbinder in
18th-Century Williamsburg, Wil-
liamsburg, Va.: Colonial Wil-
liamsburg, 1959)
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bound and trimmed books. The standing press used a large corkscrew to press a
plate against the stack of books.

Figure 4-2 shows a typical colonial bookbinder at work. Here you can see a
closer view of the standing press with its large wooden corkscrew. Notice that on
the table there is a much smaller press used to hold a single book. On the shelves
by the window are uncut sheets of leather used for book covers, and on the wall
behind the bookbinder are the rolls used to imprint borders and designs on the
covers. The bookbinder usually was in the village printing shop which, naturally,
also sold books.

PUBLISHING AND “BINDING” IN COLONIAL AMERICA

The beginnings of the book publishing industry in America can be traced as far
back as the seventeenth century, when the developing colonies needed to distrib-
ute laws, propositions before government, and other official documents approved
by the Crown.! Often these “booklets” were published by officially approved
printers in whose shops the bookbinders also worked. In fact, government print-
ing and publishing contracts constituted the major trade of colonial printers.
Additional income was obtained by printing religious publications, such as psalm
books or collections of sermons. Often these “published” books were single
copies, nothing resembling mass distribution.

Bookbinders in colonial America spent much of their time binding publi-
cations for private citizens who retained the only copy of the work. Some jobs
were binding books written by the customer ordering the binding. Other books
were Bibles, which often were rebound and passed on from generation to genera-
tion. If we had walked into the bookbinding shop of Joseph Royle in
Williamsburg, Virginia in the summer of 1765, we could have visited with a
customer wanting a song book bound, another wanting a prayer book bound,

THOMAS BREND,
BOOKBINDER axp STATIONER,

HAS for SALE, at his shop at the corner of Dr. Carter’s
large brick house, Testaments Spelling Books, Primers,
Ruddiman’s Rudiments of the Latin Tongue, Watts’s
Psalms, Blank Books, Quills Sealing-Wax, Pocket-
Books, and many other articles in the Stationery way.
Old books rebound; and any Gentlemen who have paper
by them and want it made into Account Books, may
have it done on the shortest notice.

Figure 45 (Courtesy, Colonial
Williamsburg)
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Thomas Jefferson might have stopped by to request that a history of Virginia be
bound, and two ministers might have come to have their Bibles rebound.

In addition to customer-ordered books, a lucrative side of the business was
the publication of blank ledgers and account books. These, along with stationery
items, kept the colonial bookbinder in business. If we had read the Virginia
Gazette on August 19, 1780, for example, we would have scen an advertisement
placed by Thomas Brend offering to sell spelling books, psalm books, pocket
books, blank books, and account books (Figure 4-5).

The changes in carly colonial bookbinding followed those of carly colonial
newspapers. After independence was declared, both increased the diversity of
their content and their distribution.

MASS TEXTBOOK PUBLISHING

A quarter-century after American independence, William Holmes McGuffey
was born in Claysville, Pennsylvania. He later became known as onc of the great
cducators of the time and advanced through various positions including public
school teacher and professor of languages and then served as president of Cincin-
nati College and later Ohio University, at Athens. But what McGuffey was best
known for was his creation of elementary school textbooks known as the McGuf-
fey Eclectic Readers (Figure 4-6), readers designed to teach good pronunciation
and reading ability. McGuffey readers were an institution, not only in education
but in book publishing as well. In all, between 1836 and 1857, McGuffey wrote
six readers designed for different levels of achievement. Based on gradual leamn-
ing and always carrying a moral message, they were designed so that the student
could graduate to the next level of reader after completing the preceding one. As
they became more and more popular, new editions were published and survived
well into the first decade of the twentieth century.

Considering the times, the approximate circulation of 122 million copics
of McGuffey’s readers is phenomenal. Today, the original readers are collectors’
items and are on the shelves of antique shops. In their time, they set the stage for
a new ecra of book publishing that went beyond the classroom to the general
public.

THE DIME NOVELS

The impetus for publishing on a mass scale occurred shortly after 1850 when
there were both the means and the desire to produce books that would become
the foundation for much of the current publishing industry. At that time, a New
York publisher named E. F. Beadle decided that he could sell books if they were
cheap enough and if they satisfied the public’s desire for entertainment and good
literary prose. He started with the publication of a ten-cent paperback song book.
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McGUFFEY'S PRIMER. 39

LESSON XXXIH.
pull eart goats Bass

ap ride hill

Bess has a cart and two goats.

She likes to ride in her cart.

See how the goats pull!

Bess is so big, I think she
should walk up the hill

The goats love Bess, for she
feeds them, and is kind to them.

Figure 4-6 Page from the McGuffy Reader. The Reader became one of
the most widely read and universally adopted early clementary

textbooks.

Shortly thereafter, he ventured into other paperback “dime novels” (Figure 4-7),
which became best sellers even by the modest standards of the late 1800s.
Beadle’s novels were not long—only about seventy-five pages—and most of them
were about the American pioneer.

A search for an escape into fantasy was what made dime novels into best
sellers. They contained little truth but continued to prosper even into the Civil
War when troops found the books good company on long hikes. Many other
companies also ventured into dime-novel publishing, and although the thrill of
the original dime novel diminished, it left a sizcable impression on the history
of book publishing. To it we owe the modern concept of the book as a medium
of mass communication.
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£ = . ‘ o W Figure 47 Beadle's “dime novels”
— E T U B were the forerunner of the modem
— =5 oF paperbacks. Their content ranged
DIALOGUES No. 21. from Western tales of adventure

= beyond the Alleghenies to “Dia-
BEADLE AND ADAMS, 98 WILLIAM ST, NEW YORK. ’ " . .
) s logues” which could be adapted
Genoral Dime Book Publishers, . .
to amateur theatrical productions.

MASS MARKET PAPERBACK BOOK PUBLISHING

In a suburb of Dayton, Ohio, a former advertising exccutive sat down at his
typewriter in the mid-1970s and began writing a series of paperback books. Under
contract to his publisher and stringent deadlines, author John Jakes (Figure 4-8)
typed the first pages of the American Bicentennial Series. The series would
literally shake the roots of the book publishing industry.

Jakes's opportunity to write the series came after he had written approxi-
mately fifty science fiction novels under the pen name of Jay Scotland. They had
been moderately successful, but provided only enough income for Jakes to con-
tinue his “hobby” of writing.

The American Bicentennial Series was released first in paperback. That in
itself was a first in American book publishing, since the common practice for
major best sellers was to relcase them originally in hardback and later in pa-
perback. But then no one knew Jakes’s novels would be best sellers.

Finally, the first of the series rolled off the presses. Titled The Bastard, it
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Figure 48 Writer John Jakes (left) and actor John Jakes (right) as
he appeared in the television miniseries of his best selling paperback
novel, The Seekers, part of the American Bicentennial Series about
the life of the fictional Kent family. Not only did the books set
publishing records, but the miniseries, released through syndica-
tion, produced additional evidence that quality television drama
can find a significant national audience without initially being
teleased via one of the major commercial networks. (Copyright
1979, Universal City Studies, Inc., all rights reserved. Provided
through the courtesy of JOVE Publications, Inc.)

traced the beginnings of the fictitious Kent family from their roots in France and
England and then to America. It also triggered a chain of events that set records
in American book publishing. The Bastard (Figure 4-9) was followed by other
titles—The Rebels, The Seckers, The Furies, The Titans, The Warriors, The Law-
less, and The Americans. The series became so popular that Jakes became the
first author to have three books on the New York Times best seller list within onc
year. It was not long before the series had sold more than 15 willion copies, and
the publishing industry was taking another look at paperback book publishing.
Some of Jakes’s novels were later combined and released in hardback, and syndi-
cated television features beginning with The Bastard were released to indepen-
dent television stations, achieving a ratings success.

The success of John Jakes and his Bicentennial Series was indicative of both
the potential and the present appeal of paperback book publishing. Today, it is a
maijor part of the book publishing industry and is receiving increased distribu-
tion, production, and promotional support.

distributing paperbacks

One reason for the success of today’s paperback book industry is its distribution
system. Anytime you can distribute casily and inexpensively information that the
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public wants, then you have a chance for success. The first chapters of the
paperback book success story are easy transportation and wide availability. The
distribution system, although not as efficient perhaps as that of radio or televi-
sion, is still not cumbersome by any means.

Because of this ease of distribution, paperback books also have become an
instrument of persuasion and, in some cases, propaganda. For example, politi-
cians running for office may find that they can add to their prestige by writing a
book that details their career in office. The book can be assembled into approxi-
mately one hundred pages and distributed on a mass scale to as many potential
voters as funds permit. The cost of producing the book is minimal, and distribu-
tion can be through political workers carrying an armload door to door.

Portability is part of the reason you, as a consumer, chose a paperback book
to accompany you on your last trip. It was light, and you could carry it for a long
time even though you were walking through bus stations or airport corridors.
You also could hold it casily or set it on the edge of your scat.

Paperback books also can be bought at places other than book stores. Sir

THE, MONUMENTAL TV DRAMA
OF THE YEAR FROM MCA "UNIVERSAL!

Bastard

JOHN JAKES

Figure 49 The Bastard was the
first book of the Bicentennial se-
ries written by John Jakes. When
the television miniseries ap-
peared, the cover was adapted to
reflect the characters in the televi-
sion production. (JOVE Publica-
tions, Inc.)
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Allen Lane, publisher of the famous Penguin books, during a visit to America in
the early 1930s, surmised that if he could make buying books as easy as buying
any other novelty, he could reach a substantial, untapped market of readers. Sir
Allen managed to negotiate a contract with the Woolworth stores to distribute his
Penguin books.2 The venture proved successful, and the new distribution system
clinched the success of his enterprise. Today, you can find paperback books in
virtually every type of retail establishment imaginable, from gas stations to groc-
ery stores.

promoting paperbacks

Along with distribution advantages, mass market paperbacks now emphasize
promotion that rivals the best of Madison Avenue’s marketing schemes. Today, a
paperback book reaches the marketplace with a coordinated cffort including
everyone from the bookstore clerk to the consumer. For example, the best seller
Coma, a medical thriller, was released to bookstores with a whole array of
promotional aids. “Tie-ins” included an attractive floor display for bookstores to
increasc reader interest at the place of purchase. A special marketing booklet with
scenes from the film was included. That in itself is a new phenomenon in book
publishing—having book and film (sometimes even television) rights and pro-
duction schedules all completed before the book is released. Coma T-shirts were
part of the campaign, and posters showing movic scenes were available for
bookstores, as were shopping bags with Coma printed on them and a special
gimmick, Coma surgical masks. For the bookstore with the best display came a
prize from the publisher.

Other promotional tic-ins also contribute to a book’s success, whether
paperback or hardback. The appearance of authors on television talk shows can
definitely boost sales. Promotional agents work hard to get the authors on pro-
grams that can promote the books at both local and national levels. Advance
copies of the book are distributed to reviewers, bookstore clerks, and other people
who can promote the book. Radio, television, and billboard advertising also can
be part of the marketing compaign. All combine to make contemporary book
publishing a radically different business from what it was twenty years ago.
Literary agents auction off top manuscripts in the millions of dollars, television
rights can bring even more money, and movies add still more to an industry that
certainly has adapted well to the competition of new media in the marketplace.

NEW FORMATS

In addition to paperbacks, publishers have started experimenting with new for-
mats in book publishing. Two of these are personalized books and “fotonovels.”



personalized books

Personalized books are composed and printed entirely by computer. The com-
puter stores a complete text of the book but with programming arranged so as to
permit the addition of specific names and places into the text. When the book is
printed, the person ordering the book can request that certain names, dates,
addresses, and places be incorporated into the text. For example, a parent wants
to order a book for a child. Let us assume that the child has a family pet, a
brother, and a sister and lives in a small community. We shall call her Nancy
Smith, the dog will be named Laddie, and the family will live on Peach Street.
When Nancy’s parent orders the book, all of this information is given to the
publisher, who in turn programs the computer to personalize the book for
Nancy. When Nancy opens the book, it reads: “This morning, Nancy and her
dog Laddie were walking home on Peach Street when Laddic began barking
loudly.” The story then continues with the names of the characters the same as
those of Nancy’s actual brothers, sisters, and relatives. There is more to this
concept than novelty, however. What has given them significant cducational
value and use as leaming tools are the interest and motivation that children
acquire when they see their names in print.

fotonovels

The fotonovel is part printed text, part picture book, and part comic book. It devel-
oped as a spin-off to television and movies and includes still pictures from the mov-
ics or programs, accompanied by short lines of text or dialogue. Star Trek recently
provided some of the most popular material for fotonovels. Acclaimed for years
in Europe, fotonovels are relatively new to North America. But with the in-
creased use of television, they are a natural commercial complement to enter-
tainment programming. Promotional tie-ins often include releasing both the
fotonovel and the television series at the same time and coordinating bookstore
and retail outlet advertising (Figure 4-10) with television promotional efforts.

ISSUES IN THE BOOK PUBLISHING INDUSTRY

In the rapidly changing world of corporate decisions, the future of the book
publishing industry hinges on many important issues.

distribution, printing, paper

The energy crisis has taken its toll in book-publishing expenditures as it has on
the costs of operating other print media. Unlike radio and television, however,
which can broadcast their messages over the air waves, the book-publishing
industry must transport its messages by truck, ship, train, and plane. Each of
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Figure 410 Marketing  display
for Bantam Books' Fotonovel of
the Star Trek series. (Courtesy,
Bantam Books)

these sources of transportation will naturally continue to increasc its rates as the
cost of fuel continues to rise. When a book lcaves the warchouse, many people
handle it, and many vehicles transport it. The labor costs of loading books onto
trucks, the cost of purchasing the trucks to haul them, the cost of gasoline to run
the trucks, the salaries paid to drivers, the cost of labor to unload the books, and
the increased rental costs to display them in a bookstore or wherever clse they are
sold all have burgeoned. This has triggered everything from bankruptcy to con-
solidation.

More and more printers are realizing the value of their skills and the
importance of good printing to the overall production of a book. Labor unions
are negotiating contracts that add higher salaries and new fringe bencfits.

As other print media do, book publishers also face soaring paper costs. The
chief villain is the inflated cost of energy and natural resources necessary to
manufacture paper. Added to this are higher labor costs. In many cases, the
market for books simply will not bear the essential price hikes to offset completely
these paper costs. As a result, the difference has appeared in shrinking profit
columns. This does not mean that book publishing is about to vanish from the
American scene. It can, however, translate into lcan years for stockholders until
prices level off, for paper can represent as much as one-half the expense of
publishing a book.

new ventures: new income

We already have seen how the paperback book industry is booming because of
major promotional efforts. In addition, the industry is branching out into new,
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profitable arcas. For instance, Bantam Books has developed a new gift books
division. In a major commitment to this type of publication, Bantam hired lan
Ballantine, the founder of Ballantine Books, out of retirement to head the new
division, called Pcacock Press. The Peacock Press publishes gift books with
excellent reproductions of quality art prints (Figure 4-11).

Retailing for a fraction of the cost of competing publications, these spe-
cialty items have literally stolen the market. Paperback originals by established
authors are also increasing the potential of this upcoming offshoot of the indus-
try.

Even unusual undertakings can become profitable with imagination, re-
scarch, and a little luck. Ballantine Books, for example, published a packet of
blueprints for the starship Enterprise from the popular “Star Trek” television
series. More than a half million packets were sold. Publishing sets of books or
reissuing books in gift covers also has proved successful. A popular book may
beget sequels, and after five or so have been published, a gift-box arrangement of
an entire set can lure new readers and new buyers to bookstore shelves. Even the
illustrations can turn into popular collection pieces. Norman Rockwell’s paint-
ings, which for many ycars decked the covers of the Saturday Evening Post, have

Figure 411 High quality print-
ing processes have helped pro-
duce a consumer demand for gift
books. (Covers of titles published
by Peacock Press/Bantam Books
© Bantam Books, Inc., 1975)
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been published and republished in collectors’ editions. Special collections of
circus stories, Christmas stories, Easter stories, recipes, and numerous other
items have proved interesting reading and profitable book publishing ventures.

REGIONAL PUBLISHING

Some publishers predict that future economic constraints on distribution will
generate growth in regional publishing—books appealing to a particular region.
-As a regional book publisher, you would not seek out manuscripts that appeal to
a national readership but, rather, to a specific regional market. For example,
instead of publishing a book about farming, you instead might publish one about
farming in New England or in the Midwest. Similarly, instead of publishing an
all-American cookbook, you might accept a manuscript about southwestern
cooking. Although the market for regional books is more limited, sales density
can be higher because of generally greater interest. Most important, distribution
costs drop as the publisher concentrates on a specific region, say the Fast Coast.
Many major publishing companies already have developed regional distribution
systems, and some smaller companies are exclusively regional. One of the more
successful regional presses is the Caxton Press of Caldwell, Idaho. Its primary
distribution area, the Northwest, is also the focal point of its readership. Caxton
has made recent inroads into what has become known as coffee table books—
handsomely designed, oversized volumes with color pictures—selling for as
much as fifty dollars or more. Other publishers maintain similar regionalism
within their published titles. The University of Tennessee Press, for instance,
concentrates on books on the heritage and people of that region. Its list of titles
also includes books on the War Between the States.

FUTURE MANAGEMENT DECISIONS

The future manager of any publishing enterprise will need to monitor constantly
the industry’s cost factors. Besides production and distribution costs, the industry
has fundamental cost factors such as sales and advertising. Here, the key is to
attract and to keep cnthusiastic and dedicated people who have the discipline to
work well without much supervision and who enjoy working on a commission
basis. These people keep a firm in business. But, as with cvery other cost, the
expenses incurred by a sales staff are increasing. In any publishing venture, there
arc only so many excess dollars to go around after basic publishing expenditures.
Thus, at some point management must decide if it can raise the commission paid
to the sales staff without raising the price of the book.

Other management decisions also will affect profit. Knowing a book’s
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market is crucial, because the larger the number of volumes that are printed, the
smaller the cost per copy. However, it costs just as much to print books that do
not sell. One key to success in a new venture is not to overrun the initial printing,
that is, to avoid unsold books being returned from bookstores. Again, distribution
costs apply to sold as well as to unsold books. In addition, management faces
unexpected costs that might develop before the book reaches the bookstores, such
as a truckers’ strike that would nccessitate shipping some books by air freight. All
of those factors can dramatically change the economic picture of any publishing
venture.

‘The roots of book publishing can be traced back to the Saxons in the fifth
century, Making accordionlike folds and binding the edges, the book concept
gradually evolved because of the advantages of stitching the loose pages together.
From the limited distribution of hand-copied manuscripts of the monks, the
printing press and moveable type began to transform book publishing into a mass
medium.

Book publishing’s colonial American roots were closely tied to the printing
industry. Colonial bookbinders using such cquipment as ploughing and standing
presses bound hooks on special order for individuals and the government. Mass
production books as we know them today could be bought only in England.

The first rcal impact on mass publishing came with the work of E. F.
Bcadle, who pioncered the famous “dime novels” which became popular in the
late nincteenth century. Beadle’s novels were-about seventy-five pages long, sold
for a dime, and contained short plays or tales of the West. Lane discovered the
secret of modern paperback book publishing—that inexpensive works available in
many different retail establishments could be a profitable publishing venture.

Author John Jakes is responsible for introducing a new era in contemporary
paperback publishing with his American Bicentennial Serics. It proved that a
major novel could be successfully released in paperback without first appearing
in hardback. Jakes’s bicentennial novels, the first of which was titled The
Bastard, not only sold in the millions of copices but also had some of the largest
first printings in book publishing history.

Paperbacks have succeeded because of their inexpensive price, inexpensive
distribution costs and multiple places of sale, such as drugstores and grocery
stores. Major promotional efforts also are closely ticd to a book’s success and can
include cverything from T-shirts to television commercials. In addition, book
formats also appear on bookseller’s shelves. Computer-produced books, called
personalized books, and fotonovels are becoming popular. Future decisions af-
fecting the industry will center on such issues as distribution costs, regional
publishing, and labor and printing costs.
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While the print media continued to influence world opinion, reaching millions
of people with information and entertainment, the twentieth century signaled
the era of electronic communication. In many ways, it also changed the habits of
media consumers. People began to spend more and more time with a new
novelty called radio. Although they temporarily left it for the phenomenon of
television, they returned, and radio once again prospered. Today, over 8,000
radio stations operate in the United States alone. Radio reaches every corner of
the globe, bringing the latest pop music to a large metropolis or information
about fertilizer to a remote tribal village. Radio is unique in its portability as well
as its ability to reach us while we do different things or even while consuming
other media. The soothing background music of a classical FM station adds to
the atmosphere of a library reading room. The latest rock music bounces from
the speaker of a nearby transistor radio while a teenager leafs through a favorite
magazine at the beach. And a car would practically be naked without its radio.
Much different from the tubes and wires that held together the early sta-
tions of the 1920s, today’s radio station is a complicated combination of electronic
sophistication and crcative mastery. Radio commands more than just the atten-
tion of the audience; it also commands the imagination. But radio’s ability to
conjure up creative imagery also has disadvantages. Images triggered by auditory
stimuli, perhaps more than visual cues, depend heavily on the listener’s own
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experience. For the child in the ghetto, for example, the sound of a crackling fire
might create a vision of a burning tenement house. For a child from a well-to-do
family, it might recall an open hearth fireplace in a sunken living room or the
crackling logs beyond the doorstep of a motor home. Radio’s coverage of civil
unrest has suffered from the same drawback, resulting in the criticism that it is
not objective and accurate. A news report about a shouting demonstrator and a
milling crowd could easily give the impression of a mob out of control in the
minds of many listeners.

With all of this criticism, though, radio has the ability to communicate
messages with special qualitics. Intangible products, for instance, can sell well on
radio. Thus, the added “visual costs” of television sometimes are unnecessary,
and less expensive radio advertising can do the job with equal effectiveness.
Moreover, radio journalism is experiencing considerable new growth and recog-
nition. When did this medium of radio begin? We shall begin our discussion in
the late nineteenth century.

THE BIRTH OF WIRELESS: MARCONI

By the standards of the late nineteenth century, Gugliclmo Marconi was born of
wealthy parents. On their estate in Italy, he experimented with the theories of

Figure 5-1 Marconi’s carly trans-
mitting device used in the first
experiments of wireless in Italy
and later England. The large tin
sheet served as the antenna. (The
Marconi  Company  Limited,
Marconi  House, Chelmsford,
Essex)
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Figure 5-2 Guglielmo Marconi seated at his transmitter in New-
foundland where the first trans-Atlantic wireless communication
took place. (RCA)

Heinrich Hertz until his father's patience grew thin with the boy’s constant dinner
conversations of wireless telegraph possibilities. Finally, hoping to either encour-
age him or to apply the experiments to some constructive conclusion, Guglielno’s
father loaned him the money to buy equipment necessary to outfit an attic labora-
tory. Equipped with the basics (Figure 5-1), Marconi successfully proved Hertz’s
theory of electromagnetic waves by making a compass needle turn at the same time
a spark jumped between two wires on the other side of the room. Constructing a
more elaborate transmitter, Marconi next successfully transmitted signals across the
hillside outside the family home near Bologna. With his mother, he then
traveled to England and successfully demonstrated the device to and received
support from the British Post Office Department. He patented the new “wireless
telegraph” on june 2, 1896.

At twentv-three vears of age, Gugliechmo Marcont was fast gaining world
recognition for his experiments that linked islands off the British Isles to com-
munication with ships at sea. Familiar with the long historic work of Samuel F.
B. Morse in America, Marconi realized the full potential of his invention would
occur only with a transatlantic wireless link. After an unsuccessful attempt at a
transatlantic broadcast between England and the New England coast, he later
tried again from Signal Hill, Newfoundland (Figure 5-2). There, at Signal Hill



98

Radio

on the afternoon of December 12, 1901, a kite antenna and crude spark-gap
receiving unit heard the letter S repeated through the earphones. Newspapers
and magazines throughout the world heralded the historic event. With this
success, Marconi developed a series of companies which dominated the wireless
market. In fact, he was accused of monopolistic tendencies because of his refusal
to permit ships with other companies’ equipment to communicate with shore
stations and other ships equipped with his wircless equipment. But despite criti-
cism, his work brought wireless far beyond the realm of experimentation.

IMPROVING WIRELESS

Marconi’s invention was the application of a basic principle, sending clec-
tromagnetic Morse code. But Marconi was only the first in the long line of
contributors to the invention of radio.

Fleming and de Forest

One of the biggest hurdles to be conquered was the receiving apparatus. 1t was
bulky with an enormous antenna necessary to reccive the minute electrical
impulses. One of the early breakthroughs in this area is credited to . Ambrose
Fleming, who in 1904 patented a special, two-element receiving tube called the
Fleming Valve. The device controlled the “flow” of electricity much like a valve
controls the flow of water, greatly amplifying the incoming radio signals. It was
improved upon by another inventor, Lee de Forest (Figure 5-3), who added a
third element. His tube, the audion, in principle is still in use today and was the
main component of radio before the invention of the transistor. Although both
de Forest and Fleming ended their careers still feuding with each other over the
patent rights to the vacuum tube design, the work of both men was critical to
radio’s development.

voice broadcasting

While Fleming, de Forest, and even Marconi were conducting their historic
experiments, a Kentucky farmer named Nathan B. Stubblefield also made his-
tory by transmitting the first voice via wireless using a method called “induc-
tion.” It had little promise because it worked well only over short distances.
Stubblefield’s first demonstrations took place in 1892, but his work never had any
significant application. He was still experimenting with his little publicized de-
vice when a professor at the University of Pittsburgh named Reginald A. Fessen-
den joined with some local entreprencurs and uccessfully broadcast music to
ships at sea on the night of Christmas Eve, 1906. With the help of a General
Electric engineer named Ernst Alexanderson, a large alternator was used success-
fully to transmit the sounds of “0), Holy Night” between the coast of Mas-
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Figure 5-3 Lee de Forest examining the developments of the vac-
uum tube which he helped pioneer with the invention of the aud-
ion. (AT&T)

sachusetts and the West Indies. In 1908, de Forest also conducted experiments
in voice broadcasting with successful demonstrations from Europe.

RADIO COMES OF AGE

With the advent of voice broadcasting, radio matured quickly. The takeover of
the industry by the federal government during World War I actually gave broad-
casting an additional boost. Although the efforts were directed to war defense
communication, the takeover forced all companies that were once competing
with cach other to share their knowledge. Everyone was thus immune from
patent infringement suits, and thousands of amateur radio operators and war-
trained telegraph operators swelled the ranks of early radio experimenters.

the early stations

It was not long before people began to envision radio as much more than just
ship-to-shore communication, and experimenters began to apply radio as a
medium for the masses. Generally recognized as the first commercial station to
sign on the air was an experimental venture in 1909 built by Dr. Charles David
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Herrold, which later evolved into KCBS. With studios in San Jose, California
(Figure 5-4), the station broadcast mostly advertisements of Dr. Herrold’s School
of Radio.

Another pioncer station signed on as WHA at the University of Wisconsin
at Madison, becoming the first major noncommercial broadcasting station. Its
regularly scheduled programming dates back to 1919, the same year RCA was
formed. Today, WHA continues as one of the leading public broadcasting sta-
tions in the United States. Under its experimental call letters 9XM, carly listen-
ers heard such programs as extension college courses by radio, the University of
Wisconsin Glee Club, farm news, and even courses on how to build your own
radio receiver. It eventually was joined by WHA-TV.

Two other stations are included in what historians consider the foundation
of radio in America. On August 20, 1920 at 8:15 P.M., two records were played
on an Edison phonograph with the speaker hom directed into a microphone con-
nected to a de Forest transmitter. This experimental broadcast of WW]J, the
Detroit News station, worked so well that it was followed the next day by a broad-

Figure 5-4 The early studios of Charles David Herrold's station in
San Jose, California. (Herrold is standing in the doorway.) (KCBS
radio, Gordon R. Greb, and The Sourisseau Academy of San Jose
State University)
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Figure 5-5 WWJ's carly mobile news unit which served both the
radio station and the newspaper. (Courtesy, WWJ) Q

cast of the Michigan election returns. The event captured attention with its
newspaper-radio mobile unit. (Figure 5-5).

In November the same year, station KDKA in East Pittsburgh, Pennsylvania
signed on with the election returns of the Harding-Cox race. The flagship station
of what was to become known as the Westinghouse Broadcasting stations, or
“Group W,” KDKA has frequently been dubbed the first radio station in the
United States. Actually, it was the first station with regularly scheduled con-
tinuous programming, but the publicity surrounding its inaugural broadcast
that November night began its claim to fame. However, if you were to travel to
cither San Jose, Madison, Detroit, or Pittsburgh, you would find commemmora-
tive plaques claiming first broadcasting honors for cach of these pioneer stations.

competition and cross-licensing

In 1916, a former employee of the American Marconi Company, David Sarnoff
(Figure 5-6), wrote his new boss at RCA (Radio Corporation of America) a
memo:

I have in mind a plan of development which would make radio a “house-
hold utility” in the same sense as the piano or phonograph. The idea is to
bring music into the house by wireless. . . . The receiver can be designed in
the form of a simple “Radio Music Box”™;. .. supplied with amplifying
tubes and a loud speaking telephone, all of which can be neatly mounted
in one box. . ..

Aside from the profit derived from this proposition, the possibilitics for
advertising for the company are tremendous for its name would ultimately
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Figure 5-6 David Samnoff as he appeared in 1912 at the wireless
station of the American Marconi Company. (RCA)

be brought into the household, and wircless would receive national and
universal attention.

Like many memos, this one went largely unheeded. But KDKA’s broadcast
quickly changed all of that. Even GE (General Electric), RCA, and A.T.& T.
(American Telephone and Telegraph), which had envisioned themselves the
triumvirate of radio as a form of marine communication, what these companies
thought the future of the medium would be, stopped short. Westinghouse had
something here, something profitable.

The four companies soon secured agreements to share patents, manufac-
turing, and distribution. But the honeymoon ended when GE, RCA, and A.T. &
T. also decided to sign on the air with their own stations. Westinghouse in-
creased its broadcasting chain by adding such stations as WBZ, then in
Springfield, Massachusetts, and now in Boston; W]Z in Newark, New Jersey;
and KYW in Chicago, later assigned to Philadelphia. RCA started WDY in New
York, and GE went on the air with WGY in Schenectady, New York.

WEAF: beginnings of commercial radio

The big headliner of early radio, however, belonged to A.T.& T. It signed
station WEAF on the air in 1922 with the idea of toll broadcasting, meaning that
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anyone wanting to use the station’s airwaves could do so by paying a toll.
Queensboro Corporations, a local real estate company, was the first to try out the
idea. It was not long before the print media began to criticize the practice,
realizing the dangers of radio competition. The printing trade journal, Printer's
Ink, said that advertising on radio would be offensive. WEAF disagreed. It
secured a more favorable, less crowded frequency, and the advertising continued
to roll in. It was evident A.T.& T. had discovered what David Sarnoff had
predicted, commercial broadcasting was where the action was. Not satisfied with
just WEAF, A T.& T. began to license other stations, charging them a fee
before permitting them to hook up to its long distance lines. It then organized
groups of stations to give advertisers a discount on advertising, creating the first
true broadcasting network, called “chain” broadcasting.

Finally, the agreements between the four companies began to erode as
cach started to pave its own way into the future of commercial broadcasting. The
end result was the involvement of the Justice Department, charges of antitrust by
the Federal Trade Commission, and A. T.& T.’s decision that the negative public
opinion and expensive legal battles were not worth the trouble. The telephone
company bailed out of the broadcasting business in 1926 and sold WEAF to
RCA’s scparate subsidiary company, the National Broadcasting Company.

NETWORK RADIO

The start of NBC began a new era in broadcasting—the networks.

NBC

Two networks operated as part of the NBC system: the Red and the Blue. The
Blue Network served stations on an exclusive basis as did the Red, but some
stations negotiated contracts permitting them to draw programming from both.
Both opcrated until the FCC became involved in 1941. In a special report
titled the FCC Report on Chain Broadcasting, NBC was criticized for its
financial holdings in a talent company that steered the best stars over to NBC.
Finally, the breakup of the Red and Blue Networks was inevitable, and NBC
reorganized the Blue Network into a separate corporation in order for it to be

sold.

ABC

He made his money in Lifesavers candy, but when Edward J. Noble bought
NBC Blue in 1943, he turned much of Livesavers’ assets toward broadcasting. It
was a sizeable challenge for the times. World War 11 was raging, and the country
was in a state of cconomic uncertainty. But Noble pulled together his own
management team, and on June 15, 1945, affiliates heard the network an-
nouncer open with: “This is the American Broadcasting Company.”
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In what turned out to be one of the most novel decisions ever to affect radio
network programming, on January 1, 1968, ABC split its operation into four dif-
ferent networks. These were the American Contemporary Radio Network, the
American FM Radio Network, the American Entertainment Radio Network, and
the American Information Radio Network. The idea was to develop news pro-
gramming to meet the needs of different types of radio formats. For example, the
American Contemporary Network was designed to match the programming of
contemporary-sounding stations. Sharp, quick tones preceded and concluded the
newscast; stories were shorter and more direct; and the entire newscast was
shortened to fit into the quick changes in sound and the fast transition that occurs
on the contemporary station. The four-network concept has proved to be ex-
tremely successful.

cBS

CBS has its roots in a cigar company with an advertising manager named
William S. Paley (Figure 5-7). Paley’s cigar company had experimented with
sponsoring a program on the UIB/Columbia radio network in 1927 and saw its
business more than double. Paley, a year later at the age of twenty-seven, arrived
in New York and bought the network that later became CBS.

Like the other networks, besides its regular entertainment and news pro-

Figure 5-7 William  S. Paley.
From the family cigar business,
he moved full time into broad-
casting and guided CBS to be-
come the largest advertising
medium in the world and the
owner of numerous subsidiaries,
ranging from publishing to retail
sales. (Courtesy, CBS)
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gramming, CBS experimented with broadcasts from trains, balconies, and
underwater bathyspheres. There were some unexpected outcomes. A 1930
broadcast featuring George Bernard Shaw aired the playwright’s comments with-
out approving them beforchand. CBS officials gasped as Shaw began with,
“Hello America! Hello, all my friends in America! How are you dear old
boobs. . . ” and ended up by praising Russia. When the broadcast was over, CBS
decided it was in everyonc’s best interest to provide equal time for an opposing
opinion.!

In 1930, Paul Kesten joined CBS as promotion manager and immediately
began to whittle away at powerful NBC. First came a survey on radio listenership
that refuted NBC'’s claim to be the most “listened to” network. Next came an era
highlighted by a policy of attracting big-name radio personalities to CBS. This
concept of using major entertainment to build up the business saw such stars as
Bing Crosby and Kate Smith join CBS.

In 1935, a twenty-seven-year-old instructor from the Ohio State University
received a telegram from CBS. It read, “I don’t know of any other organization
where your background and experience would count so heavily in your favor or
where your talents would find so enthusiastic a reception.”2 The instructor’s name
was Dr. Frank Stanton. He accepted CBS’s invitation and began to work for $55 a
week doing audience measurements and research. Later, he too climbed CBS’s
success ladder to become one of the leading spokesmen for the broadcasting
industry.

When World War 1l broke out, many CBS employees began to make
names for themselves in broadcast journalism. Correspondents Eric Sevareid,
Richard C Hottelet, H. V. Kaltenborn and many others reported from the front
lines—a first in providing up-to-date wartime news coverage.

When the war ended, there again was a movement to develop competitive
programming, and CBS spared little in competing head-on with NBC. In what
became known as the great “talent raids,” CBS literally bought such NBC talent
as Red Skelton and Jack Benny. CBS also developed a sizeable chain of its own
radio and television stations serving major markets. ‘The combination of CBS's
own stations, its network affiliates, and creative programming placed the network
at the top in national popularity.

Mutual

The Mutual Broadcasting System started in 1934 as a cooperative arrangement
among four stations: WOR in Newark, WXYZ in Detroit, WGN in Chicago,
and WLW in Cincinnati. Mutual was the time-broker for all four stations.
Advertisers buying commercial time on all four stations would pay the regular
advertising rate, and Mutual would take 5 percent to handle the cost of promot-
ing the network, line charges for network programs, and other expenses.

In 1936, Mutual added thirteen stations in California and ten in New
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England. Two ycars later, it assimilated a regional network in Texas, adding 23
more stations to the chain. By 1940, Mutual had grown to 160 outlets.

Today, the network not only operates its original system but also has added
the Mutual Black Network and the Mutual Information Network. Remaining an
exclusively radio network, Mutual is owned by the Amway Corporation, known
for direct sales of home cleaning supplies. Its programming includes such names
as newscaster Fulton Lewis, 111, son of the famed Fulton Lewis, Jr., who for
years was a major attraction of Mutual. Also included in the Mutual program-
ming schedule are such major sports events as Notre Dame Football, cham-
pionship boxing, NFL football, PGA golf, and the Sugar Bowl.

National Public Radio

The roots of public radio go back to WHA at the University of Wisconsin, which
signed on the air as the first noncommercial station. Noncommercial radio was
soon trying its microphones on college and university campuses all across the
country. Then in 1965, the Carncegie Commission for Educational Television
conducted a major study of noncommercial broadcasting in the United States
and recommended providing financial support for a national system of public
broadcasting stations. The Public Broadcasting Act of 1967 appropriated $38
million for improving existing noncommercial stations and building new ones.
Also formed was the Corporation for Public Broadcasting (CPB), a quasi-
government agency sclected to administer funds to public broadcasting stations.

The 1967 legislation made possible a special category of stations, called
CPB-qualified stations, which met certain operating criteria, such as specified
hours of operation and transmitter power. Although not all noncommercial
stations are CPB-qualified, the 1967 act made all noncommercial stations “pub-
lic” stations, in that they can secure grants from individuals and corporations to
provide operating expenses. National Public Radio is the organization linking
together all CPB-qualified stations by direct lines and satellite connections per-
mitting network programming to reach all of those stations simultancously.
Essentially, NPR operates in the same way as other radio networks do except that
it does not accept commercial sponsorship.

the role of radio networks

The role of radio networks in broadcasting is similar to that of television networks,
except that the individual station is not as dependent on the network for pro-
gramming. Radio has become a very specialized medium with considerable local
programming directed to specialized and local audiences, and it is much less
expensive to program local radio than to program local television. The recording
industry provides countless hours of inexpensive recorded music which can fill
local programming schedules. In addition, a single disc jockey can opcrate
virtually all the controls in a radio station, including the transmitter, and origi-
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nate local programming as well, all at the same time. Larger stations naturally
require a larger number of personnel, but the operation of a radio station is much
less complicated and less expensive than that of a television station, overall.

Radio affiliates are sometimes reimbursed for airing network commercials,
although the contractual agreements with stations vary greatly. In many cases,
the station may not realize a profit from affiliating with a network, but it feels that
the network programming adds to the overall image of the station.

Despite their supplementary role, radio networks have thrived, even
though many radio stations have no network affiliation. If the future of radio
networks can be predicted from their ability to specialize, plus the burgeoning
number of FM stations, all indications are that they will prosper. Also, we must
keep in mind that the cost per thousand persons reached by radio advertising is
low and that advertisers can aim at specific markets.

Frequency modulated, or FM radio, operates at a higher frequency than AM, or
amplitude modulated radio, does. As we shall learn later in this chapter, the
higher frequency permits the signals to travel in a straight line, rather than
bouncing them off the atmosphere in a zig-zag pattern. As a result and because of
the type of modulation employed, FM signals are less susceptible to atmospheric
distortion than AM signals are. That, plus other advantages, has made FM
radio a growing, popular medium.

FM was invented by Edwin Armstrong while he was working at Columbia
University in 1933. Its early application met with little enthusiasm because of the
developing war and the radio industry’s preoccupation with the threat of televi-
sion. But after World War 1l ended, both the FCC and the industry began to take
another look at FM. That second look became even more appealing in the
1970s, because the FCC had already allocated most of the available AM fre-
quencies during the previous decade. FM still had a wide range of frequencies
open for cxpansion.

The development of FM stereo also gave FM stations the ability to broad-
cast music of a quality_and distinction previously limited to the stereo record
player. FM stereo broadcasts the two tracks of a stereo record on two separate FM
frequencics. A special FM sterco receiver picks up these signals. Fven stereo
news is coming into its own. With stereo speakers, a morning news interview with
a local politician assumes immediacy as the interviewer’s voice emanates from
one speaker and the politican’s from the other. When a reporter airs a report from
the scenc of a parade, the listener hears the parade bands first on one speaker and
then gradually on the other speaker, as though the band were marching through
her dining room.

Many industry professionals expect the real growth of radio audiences to be
in FM. From a low figure of 35 percent of the radio audience in America’s top
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twenty-five markets in 1973, Cox Broadcasting Corporation research predicts a
majority figure of 55 percent by 1981 (Figure 5-8). Today it is not unusual for
FM broadcasting stations to sell for millions of dollars, a price inconceivable
in the 1960s.

PROGRAMMING

In 1923, Robert McCormick, editor and publisher of the Chicago Tribune,
wrote his mother saying, “I have written to arrange to have an operator come to
your room with a radio set and give you an exhibition. [ don’t think you will want
to keep one, but you cannot help being thrilled at the little box that picks sounds
from the air. . .. "* McCormick’s Chicago Tribune had its own station, WDAP,
which later became WGN, a major station in American broadcasting. The
ambitious and creative people at WGN helped bring radio into its own. A warm
May afternoon brought the microphone of WGN’s A. W. “Sen” Kaney to the
famed Indianapolis 500 auto race for seven hours of live sports broadcasting,
the first time the Indy 500 had ever been heard on radio. In October of 1924, a
crack of the bat kept listeners glued to their radios as sounds of Chicago Cubs and
Chicago White Sox baseball came over WGN’s air waves. That same month, the
University of lllinois and the University of Michigan met for a football clash,
again broadcast by WGN. The famed Scopes trial of 1925 heard WGN broadcast
the voices of Clarence Darrow and William Jennings Bryan as they argued the
case of the Tennessee school teacher, John Thomas Scopes, accused of teaching
the theory of evolution.

becoming a mass medium

The next decades saw radio blossom into mass popularity. Variety shows, dra-
matic productions, and comedy series elevated such radio personalitics as Jack
Benny and George Burns to national stars. Radio heroes dominated the medium.
“The Lone Ranger” (Figure 5-9), “The Shadow” (Figure 5-10), and many more

AM/FM SHARE OF AUDIENCE
(TOP 40 MARKETS)

1972 1975 1978 1961

Figure 5-8 (Cox Broadcasting Company)
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Figure 5-9 (Lone Ranger Television, Inc.)

kept listeners spellbound. Radio also developed as a news medium. A study by
cducator Wilbur Schramm in 1945 asked college students what medium they
would most likely believe in the face of conflicting news reports. Radio led by
far.* Broadcasts of events as they happened—the actual “sounds”of the news—
made radio one of the most credible news sources. The radio schedule of the
cevening newspaper became important and popular reading for everyone, espe-
cially the radio crities” columns. When WSB in Atlanta pioncered the airways,
the Atlanta Journal noted in wordy adjectives:

As may be instantly surmised by a casual glance at telegraphic tributes
printed elsewhere on this page today, Sig Newman, astonishing virtuoso of
the saxophone, and his orchestra of New York, entrancingly aided by the
vocal brilliance of Mrs. Susan Reese Kennedy, Atlanta soprano, not only
took Atlanta but half of the United States by storm at WSB’s 10:45 concert
Monday night, following proportionate glittering success at the 7:00 radio
debut of the Journal's radio telephone station.*
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Figure 5-10 (Charles Michelson, Inc.)

For the time being, the thrill and novelty of radio were conveyed to the public by
a press only too eager to cover every new programming and technical develop-
ment of the new medium.

the medium becomes specialized

This massive audience appeal began to waver, however, when television made its
appearance. Forced into new formats, radio began a period of transition. It found
its niche as a “specialized’” medium (Figure 5-11). Major radio networks that
once carried entertainment programming began to specialize in news. Each
station began to forge its own individual identity. An examination of radio
stations in any major metropolitan arca illustrates the extent to which this
specialization has been accomplished. One station may specialize in Top 40 or
rock music with top disc jockeys (Figure 5-12) while another may devote itself
exclusively to foreign broadcasts. Still others may concentrate on educational
programs or all-news formats. Starting at one end of the AM spectrum, your first
encounter might be a “personality” station. By the time you had turned the dial
to the other end of the spectrum, you would probably have heard a country-
western station, a station that plays only hit records from the past, an automated
station, a foreign language station, a top-forty station, and more than a dozen
others. If you were to turn to*the FM dial, you would hear an equally large
selection among almost three dozen stations, cach with its own identity.
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In many countrics where television systems are not well developed, radio re-
mains the dominant medium. Consequently, it has become a major teaching
medium for people in these underdeveloped nations. Researchers at the Institute
for Communication Research at Stanford University have compared the effec-
tiveness of instructional media in various international locations. The institute
has tested both instructional radio and instructional television. In a summary
report, researchers concluded:

There is nothing in the research evidence to cast doubt on the proposition
that a motivated student can learn from any medium. One of the most
surprising results to researchers was the absence of any clear and consistent
evidence of difference between the efficiency of learning from the complex
and costly media like television and the less costly ones like radio.®

Installation of relatively inexpensive transmitters in local arcas enables radio to
disseminate information in the local language and to reflect local cultures. This
is cspecially important in arcas in which social and cultural identities are
threatened In the United States, many colleges and universities offer special
courses by radio. The University of Wisconsin School of the Air pioneered in
this arca, and other schools that followed, such as Purdue University’s WBAA,
offer credit by examination for radio courses. Public schools also have found
radio an inexpensive alternative to television. The South Carolina Educational
Radio Network serves public schools in South Carolina. Special multiple-
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Figure 5-12 Larry Lujack, nationally famous disc jockey. Careers
as disc jockeys range from minimum wage positions in small markets
to slots in major cities which pay big money for stars like Lujack.

earphone listening systems (Figure 3-13) permit teachers to use radio as a sup-
plement to classroom activities and learning experiences.

IMPACT OF RADIO

The medium that was once merely a theoretical vision of the late nineteenth
century has now achicved a major impact throughout the world.

radio’s acceptance and potential

Despite the enormous impact of television in the 1950s, radio has continued to
grow and prosper. Since its early development in 1920, it has achieved and
maintained growth rivaling that of all other media in the history of mass com-
munication Estimated percentages through the 1980s see growth up over 225
percent from that of the early 1950s. Despite a penetration of more than one
radio for every person, radio set sales continue to chmb. Almost 95 percent of all
automobiles have radios, up from 55 percent in 1952

We might well ask, with virtually every household cquipped with more
than one radio, why people continue to buy radios. One reason is that a transistor
radio has become a widely accepted gift, coming in all shapes and sizes from
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complex shortwave sets, to combinations of radios and other gadgetry such as
cigarette lighters, liquor decanters, and pencil sets. Miniaturization of parts has
made it possible to place a radio in all kinds of imaginable items in the home,
from intercoms to popular home entertainment combinations of television,
AM/FM radio, and stereo record players. Morcover, increased use of FM bands
has sparked still more sales. Now the public’s appetite has been whetted for FM
sets that can receive FM in stereo or quadrophonic, four-channel sound.
Radio is an especially strong medium among both the general population
and specialized audiences. For example, the overall radio listening audience is
larger than the television audience for a sizeable portion of the day. The highest
audience measurement comes at approximately 8:00 to 9:00 A.M. local time,
then it tapers off, climbing back up to a plateau between 3:00 to 7:00 P.M. local
time. These “highs’ are commonly called drive-time, when many people listen
to radio while commuting to and from work. Television begins to take over the
audience after 8:00 P.M. But among both high school and college students,
radio is the primary mass medium. High school students spend an average of
three and one-half hours per day with radio compared to two and three-quarters
hours for television, thirty-cight minutes with newspapers, and twenty-three

Figure 5-13 Somewhat overlooked because of the predominance
of television, educational radio serves a vital purpose in many cur-
ricula. Permitting the imagination to stretch to its limits, accounta-
ble educational radio programming can play an important part in
supplementing classroom instruction. (South Carolina Educational
Television and Radio Network and the South Carolina State De-
partment of Education)
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Average Daily Time Spent With Media:

High School Students

3-1/2 hrs.
2-3/4 hrs.
38 min.
23 min.
Radio TV News- Maga-
papers zines

Figure 5-14 (Radio Advertising Bureau)

minutes with magazines (Figure 5-14). College students spend an average of two
and three-quarters hours per day with radio compared to two hours with televi-
sion, thirty-one minutes with newspapers, and twenty-one minutes with

magazines (Figure 5-15).

radio’s future perspective

The future of radio is bright both in terms of technological developments and the
all-important economic eonsiderations that face any mass medium. The ability
of radio, for example, to reach a great number of people at a comparatively small
cost has a distinct advantage over television. For corporations with small to

Average Daily Time Spent With Media:

College Students
2-3/4 hrs.
2 hrs.
31 min.
21 min.
Radio ™V News- Maga-
papers zines

Figure 5-15 (Radio Advertising Bureau)
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moderate advertising budgets, radio affords the opportunity to reach their public.
Many radio news departments operate with a small number of personnel, a few
inexpensive cassette tape recorders, and an automobile cquipped with a two-way
radio. For television news to function, it takes thousands of dollars worth of
cquipment, trained personnel for operating the equipment, and a costly televi-
sion transmitter and studio cquipment to edit, compose, and send the program to
the viewers.

Sterco FM will continue to develop. The full potential of sterco news has
yet to be tapped. It will permit radio to develop and stretch the audio picture of
an event even beyond what television can do as a single video dimension. The
medium has come a long way since Marconi first lifted his kite antenna above
Newfoundland and reccived signals across the Atlantic. Throughout the world,
radio serves the masses with entertainment, news, and instructional program-
ming. It survived television and gained its own identity as a medium with
distinct advantages and the ability to reach specialized audiences in our society.

Chapter 5 examined the medium of radio. With over 8,000 stations operating in
the United States alone, radio penetrates the lives of virtually the entire world
population. The development of the medium is credited to a number of coun-
tries. In Italy, Guglielmo Marconi experimented with a crude spark-gap trans-
mitter and sent signals over the hillside near his home. He later captured world
attention by sending and recciving wireless signals across the Atlantic. In
America, Fleming gave radio his two-element valve, and de Forest contributed
his three-clement audion. Voice broadeasting began as carly as 1892 using a
process called induction, but the primitive process had little promise. Practical
voice application of the methods employved by Marconi were made by Reginald
Fessenden in 1906.

As radio moved out of the experimental era, early radio stations began to
apply the technology by bringing music and news to large numbers of people. In
1909, Charles David Herrold’s station signed on the air in San Jose, and in 1919,
WHA at the University of Wisconsin became the nation’s first recognized non-
commercial station. A year later, both WW] in Detroit and KDKA in Pittsburgh
crackled onto the air waves. The KDKA venture signaled a new entertainment
and commercial application for radio, and it was quickly followed by other
stations. A.T.&T. signed WEAF on the air but sold it to RCA in 1926. Out of
that sale came NBC. NBC operated two networks until 1943 when it was forced
to sell one of them, which became ABC. Two other networks, CBS and Mutual,
also were part of the development of early commercial radio. For noncommer-
cial stations, the National Public Radio began regular programming in 1971.

FM radio, once shelved by the industry in favor of the development of
television, has overtaken AM radio in listener popularity. Both AM and
FM have prospered because of radio’s ability to adapt its programming to both
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the competition and the audience. Programming drama in the 1920s, 1930s, and
1940s, radio began to direct its programming to a specialized audience in the
1950s.

Today, the medium has reached nearly 100 percent saturation in the
United States and is found in 95 percent of the country’s automobiles. It com-
mands our attention for the majority of the daytime hours and is the most
listened to medium among high school and college students.

OPPORTUNITIES FOR FURTHER LEARNING
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Television has been called everything from an educational panacea to a boob
tube projecting images of a vast wasteland. People have labeled it biased, accu-
rate, liberal, conservative, and have accused it of everything from wrecking the
family structure to robbing us of our individuality. Somewhere in between all
this lies the truth. One thing is certain. The medium has become one of the most
powerful communicative forces in the history of civilization.

EARLY DEVELOPMENT

To appreciate the great technological strides television has made in the past
decades, we nced to examine the history of the medium. The concept of
television can be traced back to 1839. In that year, French physicist Alexandre
Edmond Becquerel observed the electrochemical effects of light.

Nipkow’s scanning disc

In 1884, the German scientist, Paul G. Nipkow, devised a method by which a
spiraling disc would pass over a picture and create a scanning effect. Nipkow
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punched holes in his disc to create the pattern of a spiral, beginning at the outer
edge and circling toward the center of the disc. When the disc revolved, the holes
would pass over the picture, and in one complete revolution of the disc, the total
picture would be scanned. Nipkow transferred the light passing through cach
hole into electrical energy and transmitted this electrical energy through wires to
a receiver that also had a synchronized disc connected to a transmitter. When the
transmitter changed pictures at rapid intervals, a very crude picture with a sem-
blance of motion could be achicved. Nipkow’s device represented a mechanical
adaptation of the principle used in the old penny arcade in which a series of cards
would turn down, each with a slightly different picture than the one before it,
thus creating the illusion of movement.

Mechanical television and the scanning disc processes continued to improve.
Television entered into new experimental eras with greater picture clarity. By the
1920s, although very crude, pictures could be reproduced with high intensity
lighting. Felix the Cat was the first star of the system which made Felix look more
like a venetian blind than a cat and the sixty-line (Figure 6-1) system was a long
way from the picture clarity that would follow with major developments in elec-
tronic television.

Zworykin and Farnsworth

It was not long before the television experimenters realized that the future of the
industry could not be tied to the mechanical reproduction of visual images. The
breakthrough into clectronic television came in the 1920s and is credited to two

Figure 6-1 Felix the cat became television’s
first star as the crude scanning process resulted
in a picture far inferior to modern transmission

techniques. (RCA)
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Figure 6-2 Vladimir  Zworykin
holding the iconoscope tube
which helped usher in the era of

electronic television. (RCA)

men, a Russian immigrant, Vladimir K. Zworykin (Figure 6-2), and an Ameri-
can, Philo Farnsworth. Zworvkin was an cmployee of Westinghouse in Wil-
kensburg, Pennsylvania in 1919. It was there that the company gave him permis-
sion to work on a new device which used electrons to detect and transmit pictures
instantly. The device was patented in 1923 and named the iconoscope television
pickup tube. It signaled the end of television’s mechanical era.

Improving the system was left to a schoolboy from Rigby, Idaho, who at
age fiftcen drew a blackboard sketch of a high-resolution scanning system. The
boy was Philo Farnsworth, and he later shared the credit with Zworykin for
fathering modemn tclevision. Famsworth formed the Crocker Laboratorices in San
Francisco, later the Capehart-Farnsworth Corporation. Farnsworth eventually
held more than 150 patents related to television, some common to all television
receivers.

RCA, meanwhile, continued its own television experiments, which in-
cluded opening an experimental television station, W2XBS in New York on July
30, 1930. In 1931, the company placed an experimental transmitting tower on top
of the Empire State Building. These experimental transmissions permitted the de-
velopment of a system producing a clearer picture than had been possible pre-
viously. Continuing its television experiments, RCA announced in 1935 that it
would spend one million dollars for television ficld testing. It was a sizeable
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business venture at a time when there were few viewers and much progress still to
be made before the system could approach significant home usc.

experimental programming succeeds

In 1936, tclevision reccivers were able to pick up signals from a distance of one
mile. In 1937, the antenna atop the Empire State Building went into “public”
use, and NBC and RCA took television to the people. In an arrangement set up
on the strects of New York passersby could stop and see the operation of the new
invention. A broadway play, Susan and God, was televised from the NBC
studios on June 7, 1938, It was also the vear David Samoff, pre.ident of RCA,
announced to a mecting of the Radio Manufacturers Association that television
scts would go on sale to the public when the World's Fair opened in 1939,
During that year, television signals were transmitted a distance of 130 miles from
New York City to Schenectady, New York. A year later on the first of February,
as members of the FCC watched, television pictures were sent from New York to
Schencctady and then rebroadcast to other points in upstate New York. On a
small and experimental basis, the first television network began that first day of
Febroary in 1940.

color, the freeze, and UHF

Three FCC decisions greatly influenced television’s growth from the carly 1940s
through the carly 1950s. Thev included the decision on a compatible color
transmission and receiving system, the freeze on licenses and the resultant alloca-
tion of frequencies, and the support of UHF television stations.

Two broadcasting giants, CBS and RCA, battled for supremacy in color
transmissions. Both had systems that produced color programming with aceepta-
ble results. CBS got the FCC's first go-ahead with a noncompatible system, one
which permitted color pictures to be received on special sets that could not
receive the same pictures in black and white. Meanwhile, RCA was developing a
compatible system which permitted color programs to be transmitted so that they
could be reccived in black and white on scts already in use. RCA sued CBS with
a court order, and the appeals went to the Supreme Court where CBS’s noncom-
patible system received its blessing. But CBS’s jubilation was short-lived. The
FCC, realizing the advantages of RCA's system and wishing to avoid a disruption
of the industry’s manufacturing cfforts, reversed itself. Thus, RCA’s svstem be-
came the standard color system of modem television (Figure 6-3).

As the color debates were brewing, the FCC meanwhile had frozen all new
television licenses in 1948 until it had time to study a plan for television’s orderly
development. It lifted the freeze in 1952, The results were that twelve channels
were assigned to the very high frequency (VHF) band (channels 2 through 13),
and seventy channels (13 through 83) were assigned to the ultrahigh frequency
(UHF) band.
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Figure 63 RCA's first color television receiving sets come off the
assembly line in Bloomington, Indiana. (RCA)

Although the frecze cleared the way for the development of both VHF and
UHF television, UHF stations operated at a tremendous disadvantage. Few sets
had channel sclectors beyond channel 13. Thus, although in theory the FCC
hoped that television set manufacturers would keep up with the demand for
UHF, the demand could not materialize because UHF stations could not stay on
the air for financial reasons. It was a vicious circle. As a result, everything stood
still until 1964 when the FCC required set manufacturers to install both UHF
and VHF tuners on all sets. Although UHF stations still do not have as many
viewers as VHF can muster, many are gaining in the marketplace as viable
competitors. Most UHF stations arc independent, and, as independent stations
obtain quality programming through syndication, they are sure to give VHF
stations a run for their advertising moncy.

developments in television technology: beyond the iconoscope

The iconoscope tube was only the beginning of television technology. Improve-
ments in design led to the orthicon ttube, which improved clarity, and the image
orthicon tube, which allowed light levels to be used to pick up the visual image.
The vidicon tube improved clarity and was more stable in capturing and holding
the image. In color television, the plumbicon tube, a trademarked tube of the
Amperex Corporation, permitted gains in picture clarity cqual to the sensitivity
of the human eye.



122

Television

Recording the television picture also was of great concern to enginecrs.
Early attempts used film. The first successful demonstration was in 1950 using
Kodak film, a Navy camera, and a CBS recciver. Videotape recording was
demonstrated by RCA in 1953, but it was Ampex Corporation’s demonstration in
1956 at a NAB mceting that received the publicity. From that point on,
videotaped recording continued to be improved through systems which now
include cassette recorders with tape as small as one-quarter inch and which
promiscs widespread use of even smaller systems in the future.

TRENDS IN TELEVISION PROGRAMMING

Television networks were essential to early programming. NBC, with the backing
of RCA's financial support and technology, was one of the top competitors. CBS,
with William Paley’s administrative abilitics, had by the 1950s become a power-
ful force in the industry. ABC, although an infant, kept pace with innovative
programming, especially with sports programming in the 1960s and 1970s.

the golden era

The 1950s are generally considered television’s golden era. It was a time of
continual experiments, and the experiments were live. Television was innovative
because almost cverything was a “first.” One of the pioneer stars was Milton
Berle with his “Texaco Star Theater.” The show was so popular that on Tuesday
nights, restaurant owners without a television set could expect vacant tables.
Comedy was also king with programs like “I Love Lucy,” built around a zany
redhead and her band leader husband. William Bendix starred in “The Life of
Riley,” one of the first shows to bring blue-collar comedy to television.

Children had the puppet show of “Kukla, Fran, and Ollie.” For the slightly
more scrious child there was Jack Barry’s “Juvenile Jury,” and for the budding
scientist there was “Mr. Wizard.” Perhaps the most famous carly children’s
program was “Howdy Doody” (Figure 6-4), featuring a puppet with a sidekick
named Buffalo Bob and a group of kids in the studio audience called the “peanut
gallery.” The “Wonderful World of Disney” and the “Mickey Mouse Club”
(Figure 6-5) were two other famous shows; the Disney show still remains popu-
lar. Even the original “Mickey Mouse Club” and “Howdy Doody” retumed to
modern television through syndication.

1960s: politics and space

If television were said to have been “in training” in the 1950s, it went to war in
the 1960s. Few could have predicted the turmoil that television would capture in
the 1960s. For the first time in history, it brought the trauma of political assassi-
nation to the world with the coverage of the assassination of President John F.
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Figure 6-4 Farly television pro-
gramming had its share of chil-
dren’s shows, one of the most
popular  which was Howdv
Doody. With a cast of characters
centered around “Buffalo Bob™
Smith, the puppet Howdy Doody
and other puppets  channed
voungers in  after-school  pro-
gramming carried coast-to-coast.
The show was later revived and
svndicated. (Photo courtesy of
Jack Drurv Associates)

Figure 6-5 Jimmie Dodd and Roy Williams of the original Mickey

Mouse Club. (© Walt Disney Productions)
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Kennedy. It repeated the horror as it covered the assassination of civil rights
leader Martin Luther King. And then Senator Robert Kennedy met death by an
assassin’s bullet while he campaigned in California for his own presidential bid.
By this time, television was beginning to be blamed for the outbursts of violence
that began rocking the country. As the decade drew to a close, that violence had
spilled onto the streets and into living rooms as television covered the civil rights
riots in the Watts section of Los Angeles and the student protests at the 1968
Democratic National Convention in Chicago. But most of all, it covered the
bloody agony of American servicemen fighting an impossible, unpopular war in
the jungles of Vietnam. Yet, although most of the decade was spent covering
conflict, it ended with a triumph as television captured the first live coverage of
man on the moon (Figure 6-6).

the 1970s

The trends of the sixties, both in national events and television’s coverage of
them, continued into the 1970s. The winding down of the Vietnam War and the
pullout of American forces, the last remnants of campus protests, and the con-
tinuing saga of space travel all were a part of 1970s television. But that decade

Figure 6-6 Live television pictures of the Apollo Moon landing
were sent back to earth on July 19, 1969. For television news, it
seemed like a sharp contrast to the coverage of civil protest and the
Vietnam War which had been regular television fare during the
spring. (NASA)
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Colgate-Palmolive Company

Policy Statement

The Company's policy regarding violence in
television programming is printed below.
During February 1977, a copy of this statement
was sent to the chief executive officers of all
our advertising agencies and to the networks.

Policy Statement on Violent or Antisocial
Television Programming

So there is no doubt about our policy regarding
violence in television programming, the
Colgate-Palmolive Company is releasing this
statement summarizing its policy and operating
procedures on this subject for the guidance of
television stations, television networks, and our
advertising agencies.

1. The Colgate-Palmolive Company does not
advertise its products in programs making
gratuitous or excessive use of violence. This
eliminates programs which include violence
which is not necessary to the development of
the program's characters or story line. It also
eliminates those programs which, although
some violence is an integral part of the story
line, feature unnecessary violent details,
brutality, or suffering.

2. The Colgate-Palmolive Company does not
advertise its products in programs which it
considers to be antisocial or in bad taste, or
which could stimulate antisocial behavior
through viewer imitation.

3. The Colgate-Palmolive Company has
charged its advertising agencies with the

responsibility of prescreening any questionable :
program material and, if there is any doubt Figure 6-7 Concern over sex and

about a program'’s suitability, it is to be referred violence in television has caused
to Colgate for prescreening and decision. some corporations to issue adver-
tising guidelines disassociating
their products from such pro-
gramming,.

had its own version of conflict—that of a nation testing the very roots of its
foundation through the impeachment hearings of a president. Television was
there, giving us continuity through Richard Nixon’s resignation, Gerald Ford’s
succession, and Jimmy Carter’s election to the White House.

Major new cfforts in programming developed as the situation comedy so
popular in the 1950s found its way back to television. Perhaps the leader in this
trend was “The Mary Tyler Moore Show.” The program made a successful run
on CBS as the fictitious crew of a TV news department brought laughs and some
serious issues to television. Audiences watched Mary Richards, played by Mary
Tyler Moore, grow from a trauma-ridden single girl to a mature professional
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woman. The program became as popular in syndication as it was in its network
run.

The 1970s also heard continuing criticism of television programming and
saw a growing consumer movement. A critical and also popular view of televi-
sion was offered by Canadian philosopher Marshall McLuhan, who said that the
media was massaging us into a rear view way of thinking. More direct criticism of
television began to develop as groups, such as Action for Children’s Television,
began to examine what was being shown to children and what could be done
about it. Direct communication with and lobbying efforts at both the FCC and
the networks made the organization and the consumer movement in general a
visible force in the television industry. Some of the public’s reaction to violence
on television resulted in some major corporations issuing public statements that
they would not sponsor violent programming (Figure 6-7).

As the 1980s begin, there is some indication that possibly serious attention
could be paid to higher quality programming. ABC rose to the top of the ratings
under the direction of programming exccutive Fred Silverman. When NBC
lured Silverman away, Silverman suggested that in contrast to the action-filled
(some called it sex and guts) programs that put ABC on top, NBC would reach the
top slot through a new wave of quality programming that Silverman predicted
would materialize in the 1980s.

CONSUMER PRESSURE AND SELF-REGULATION

What is the result of such public attention? Is it having positive or negative
effects? For the consumer groups, there is now an impressive record of victories
at high levels.

pressure on government and industry

The FCC has become very concerned with children’s television, both pro-
gramming and commercial content, and this has prompted voluntary changes
within the industry. As happens in a country with a free press, the activities of
consumer groups have been accorded considerable media attention even by those
who are on the receiving end of the criticism. Some industry representatives
complain that these groups are the ruination of the industry. They argue that the
programs being aired are broadcast because people want to see them. They cite
the impressive figures of the rating services to back their postulations and criticize
the pressure groups for not understanding the first thing about the workings of the
media in a free society. The consumer groups counter with the argument that
pressure from the public is much more satisfactory than pressure from govern-
ment. Gradually a citizen-industry working relationship is being constructed.
If consumer groups are to be successful, both they and the industry will
have to keep in mind that overreaction leads only to polarization. The lesson is
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also pertinent to industry. When a community group becomes militant and
refuses all compromise, then there is great reason to believe that they will isolate
themselves from both the industry and other members of the community to the
point of losing all previous gains. When industry representatives, on the other
hand, charge consumer groups with irresponsible activity and do not engage in
self-regulation, then they also will suffer the consequences of that same isolation.
The lesson is pertinent to both industry and reformers. Consumer groups are a
phenomenon that goes beyond the traditional role of the “unseen, unheard”
consumer. If the dialogue that has been developed by these groups remains
rational and responsible on both sides, then new channels of communication
may open up to give the citizen more say in what reaches the family living room.

the NAB codes

While consumer groups continue to work toward better television programming,
the industry points to its own cfforts at controlling programming, especially for
children. Both radio and television stations have the opportunity to subscribe to
the “codes” of the National Association of Broadcasters (NAB), but membership is
by no means universal, even though the codes have been in existence for decades
and undergo constant revision.

The Television Information Office, an independent association partially
funded by the NAB, has tried to bring the Codes’ provisions to the attention of
the public and broadcasters alike. Ads in major newspapers as well as flyers from
the Television Information Office alert parents to programs that are endorsed by
the NAB as suitable for children to watch.

code enforcement

Adherence to both the Radio and Television Codes is enforced by a systematic
monitoring (either listening or watching) system. Subscriber radio stations are
monitored near the time of their license renewal periods and TV stations are moni-
tored twice each year. The NAB then notifies the station if it is operating within the
guidelines established by the code authority. In certain situations, special atten-
tion will be paid to specific types of programming. If, for instance, the code
authority feels that there has been an increase in certain types of questionable
commercials at a station, then the authority may ask for the transcripts of thosc
commercials. Along with determining a station’s own self-regulatory posture,
such detailed analysis keeps the authority cognizant of changes that may be
occurring within the industry. Still, when a broadcasting station decides not to
join the code, there is little the rest of the industry can do to pull it into line.
When there is an economic crunch, a station may be less willing to turn down an
advertisement dollar for a commercial unacceptable to the code. Similarly, if the
difference between the profit and loss column of a station begins to shrink,



128 Television

management may cancel its subscription to the code altogether, thus saving the
subscription fee.

When subscription support is present throughout the system, the real ad-
vantage of codes for the broadcasting industry is in two areas. First, they tend to
deter dubious advertising and programming. Second, they can be an effective
alternative to government regulation. The NAB keeps in close touch with the
actions and the pulse of the FCC. Whenever possible, it will actively try to assure
the FCC and other government agencies that there is self-regulation in the
broadcasting industry and that government regulation is therefore not necessary.

TELEVISION JOURNALISM

The events of the 1960s also thrust television journalists into the limelight. In a
sensc they became seers, showing and explaining what was happening. Some of
this record is less than satisfactory, specifically the overreactions in covering the
heated chaos of protests and civil unrest. Unfortunately, the tendency to sen-
sationalize these events still plagues the profession, both at the local and network
levels. However, news programming, like the medium itself, was still maturing.

surviving the Red scares

As a social force, television news received attention and respectability in the
1950s. It was an era beset with irrational, patriotic fever, worried that the Com-
munist movement had infiltrated into every segment of American society. This
included the entertainment industry. Waving the banner of the Communist
scare was Senator Joseph McCarthy. As he used the “Red” scare as a platform for
political expediency, his rhetoric persuaded both the government and a number
of private businesses to fire certain employees. The entertainment industry was
hard hit by the impact of his purge when a right-wing publication, entitled Red
Channels, published in June 1950 the names of 151 people associated with the
Communist movement who also were in the radio and television industry. Many
entertainers found themselves suddenly without work and their professional
careers ruined.

It was television journalism that finally brought these abuses of civil liber-
tics to the attention of the public and signaled the beginning of the end for
McCarthy. Career journalist Edward R. Murrow (Figure 6-8) hosted the televi-
sion news show See It Now. After an Air Force officer was asked to resign
because of his relative’s questionable Communist activities, Murrow went on na-
tional television presenting the case that the officer had been the victim of
innuendo. Another show covered the case of Dr. Robert ]J. Oppenheimer, who
lost his security clearance because of a political stand on nuclear energy. The See
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Figure 6-8 Edward R. Murrow with one of the many interview
guests, movie star Marilyn Monroe, who helped to make his televi-
sion program, Person to Person, a success on early television.
(WNET/THIRTEEN and CBS)

It Now program cast the first shadows of doubt on the legitimacy of the McCar-
thy purge. When the senator took on the United States Army in congressional
hearings, television was there, and the public, already skeptical of McCarthy,
watched his radical accusations. When it was over, McCarthy had been reduced
to humiliation, and television journalism had gained a new legitimacy.

TV news and technology: microwave and ENG

Microwaves are ultra-high frequency waves which have been found very effective
in carrving television signals and computer data over relatively short distances
using linc-of-sight transmission that does not bounce off the ionosphere. With
relay receivers and transmitters approximately every thirty miles, the signals can
be carricd across nnlimited distances.

Portable microwave systems have become an effective tool of local televi-
sion programming, especially electronic news gathering (ENG). A portable mi-
crowave system consists of a motor van or truck equipped with portable batteries,
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television cameras, a small transmitter, and an antenna capable of sending
signals via microwave (Figure 6-9). Back at the main television studio, another
microwave antenna works as a recciving antenna for signals transmitted from the
mobile van.

Small microwave horn antennas and a miniature transmitter about six
inches long now can be mounted on a small tripod about three feet high (Figure
6-9). This portable tripod microwave transmitter is focused on the microwave
transmitter in the mobile van (Figure 6-10), and the signal is then retransmitted
back to the main studio. A television journalist with a portable camera (Figure
6-11) connected to this portable microwave system can walk anywhere and
broadcast live reports. Clear glass does not destroy the signal, so it is possible to
take the portable tripod system inside a building and point the transmitting an-
tenna through the window toward the antenna at the mobile van.

The development of microwave svstems has opened up new frontiers for
television journalism. The city council meeting once reported on the evening
news and in the evening newspaper now can be televised live. Members of the
local zoning board can be held accountable to the public in a far more direct and
immediate manner. You can view documentaries broadcast live from such
places as the inside of a nursing home, the office complex of a corporate execu-

Figure 69 FNG ‘Transmitter, Flectronic News  Gathering
(FNG) has brought a new dimension to  television  news.
Transmitters  using  microwave technology can send  signals
which relay the program back to the studio for retransmission
to home reccivers. (CBS)



Television 131

Figure 6-10 A microwave re-
ceiver is mounted on a mobile
van alongside the larger dish for
the link-up to the news center at
the television station. (CBS)

tive, the parking lot of a shopping center, or the middle of a ghetto. Mobile
television news crews can provide live coverage from the scene of a major event
within a few minutes after its mobile van arrives.

PUBLIC BROADCASTING

Along with the commercial networks, public broadcasting systems also are an
essential part of the overall structure of broadcasting. Public broadcasting as
defined here means the operation of the various noncommercial radio and televi-
sion stations in the United States. The depth to which the public participates in
these broadcasting complexes varies considerably, but the underlying purpose of
these stations is to serve the public—not to operate at a profit. This does not
mean that commercial radio and television stations do not serve the public; it
means simply that staving in business, that is, making a profit, must be their
primary concern. In many cases, commercial stations may be owned by a parent
corporation that views them first as profit-making instruments. If they are not,
then there is a good chance that they will be sold for more profitable ones. Since
public radio stations arc not under the same financial pressure as their commer-
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Figure 6-11 Smaller cameras and microwave links permit live
coverage of breaking news events. (Reprinted by permission of the
Magnetic Audio/Video Products Division, 3M Company, St. Paul,
Minnesota)

cial counterparts are, they can program to more select audiences without as
much concern over losing a mass audience or over winning a spot in audience
ratings. Public broadeasting stations usually operate with a sizeable portion of
their budget coming from listener contributions, direct appropriations, and
grants from foundations and corporations.

early stations and NET

Although public broadcasting has attracted serious attention only in recent years,
as we learned earlier, the roots of the system began back in 1919 at the University
of Wisconsin in Madison when the experimental radio station 9XM went on the
air. In 1952, the FCC allocated exclusive channels for noncommercial televi-
sion. Of these, 80 were located in the VHF range and 162 at the UHF end of the
spectrum. This was just the help that noncommercial television needed to de-
velop along with radio. Also in 1952, noncommercial broadcasting received a
major financial boost when the Ford Foundation ereated the Educational Tele-
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vision and Radio Center. This later became the National Fducational Television
(NET), involved in producing educational programs for public television sta-
tions. In 1953, station KUHT at the University of ‘Texas in Houston was the first
noncommercial, cducationally licensed television station to sign on the air.
WQLED-TV in Pittsburgh, Pennsylvania became the first community-owned,
noncommercial television station to sign on the air. WQED-TV also is credited
with supporting onc of the carliest children’s quality television programs on a
noncommercial television station. One of the station’s employces was Fred Ro-
gers who took part in the creation of a show called “Children’s Corner.” The
program first appeared in 1954, but it sparked a much more lasting and creative
effort that materialized into a program called “Mister Rogers” on the Canadian
Broadcasting Corporation and eventually “Mister Rogers” Neighborhood” (Fig-
ure 6-12) in 1965 on WQED-TV. Fred Rogers was directly responsible for all of
the programs and has continued to star in “Mister Rogers’ Neighborhood” while
working closely with child psychologists in developing the popular program on
public broadcasting But in the 1950s when noncommerical television needed to
show its potential, Fred Rogers's programming inventiveness became a good
example of what the medium could accomplish.

Figure 6-12 Mister Rogers’ Neighborhood. which had its start in
the 1950's, is still regarded as one of television’s most successful
children’s programs. Fred Rogers, star and creator of the program,
has served as an international consultant in children’s television
programming. (Copyright, Family Communications, Inc.)



the Carnegie commission and CPB

The next nine years saw noncommercial broadcasting develop rapidly. In 1962,
Congress passed the Educational TV Facilities Act which provided $32 million
over a five-year period to develop state systems of educational broadcasting.

In 1965, planning began for what was to become a major policy document
affecting the development of public broadcasting in America. A major
industry-wide study of public television was undertaken by the Carnegie Com-
mission for Educational Television. The Commission was “asked to ‘conduct a
broadly conceived study of noncommercial television’ and to ‘focus its attention
principally, although not exclusively, on community-owned channels and their
services to the general public.”. . . The Commission will recommend lines along
which noncommercial television stations might most usefully develop during the
years ahead.” The Commission, whose report was published in 1967, was made
up of a broad spectrum of industry leaders. It reached the conclusion that a
“well-financed, well-directed educational television system, substantially larger
and far more persuasive and effective than that which now exists in the United
States, must be brought into being if the full needs of the American public are to
be served.”!

the Public Broadcasting Act and CPB

Acting on that recommendation, Congress passed the Public Broadcasting Act of
1967. Among other things, the act allocated an appropriation of $38 million for
the construction of facilities and the formation of a nonprofit corporation called
the Corporation for Public Broadcasting (CPB). Spccifically, CPB was charged
with authorization to:

Facilitate the full development of educational broadcasting in which pro-
grams of high quality, obtained from diverse sources, will be made avail-
able to noncommercial radio or television broadcast stations, with strict
adherence to objectivity and balance in all programs or series of programs
of a controversial nature;

Assist in the establishment and development of one or more systems of
interconnection to be used for the distribution of educational television or
radio programs so that all noncommercial education television or radio
broadcast stations that wish to may broadcast the programs at times chosen
by the stations;

Assist in the establishment and development of one or more systems of
noncommercial educational television or radio broadcast stations through-
out the United States;

Carry out its purposes and functions and engage in its activities in ways that
will most cffectively assure the maximum freedom of the noncommercial
ceducational television or radio broadcast systems and local stations from
interference with or control of program content or other activities.?
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The concept of public broadcasting had received the beginnings of a financial
base. Now it could prosper and expand.

the Public Broadcasting Service—PBS

To help meet these goals, the CPB joined in cooperation with many of the
licensees of noncommercial television stations in the United States in 1970 and
formed the Public Broadcasting Service (PBS), which became the primary distri-
bution system for programs serving public broadcasting stations. PBS is responsi-
ble for obtaining programs for national distribution from its member stations as
well as from independent suppliers. In less than a decade, PBS has been respon-
sible for a number of award-winning special programs as well as regular series,
the most famous of which is “Sesame Strect” (Figure 6-13). Along with its
production and distribution system, PBS is also responsible for representing the
interests of member stations before Congress and other governing bodies.

In 1979, the PBS membership of affiliate stations voted the recommenda-
tion to split PBS into three primary services with different programming and dis-
tribution responsibilities. A national or primary service is designed for prime-time
entertainment and cultural programming; a regional and special-interest service
is designed to feature the works of independent producers; and a third service is
designed to provide informational and instructional programming for both in-
school and home-study offerings.

Figurc 6-13 Big Bird of Sesame
Street. (Courtcsy Children's Tele-
vision Workshop)




affiliates, organizations, and licensees

In addition to NPR, PBS, and CPB, other key components of public broadcast-
ing include affiliated stations, state systems of educational radio and television,
program libraries, and producers. Noncommercial radio and television stations
are of four basic types. There are those licensed to state authorities or commis-
sions; community stations licensed to nonprofit community corporations; school
stations licensed to school corporations; and university stations, usually licensed
to the boards of trustees of both public and private colleges and universities.

Carnegie Commission }

A second study of public broadcasting was made in 1978 and was released in
1979. Officially titled “The Carnegie Commission on the Future of Public
Broadcasting,” it criticized the system now in operation and suggested numerous
changes. Among these was eliminating the Corporation for Public Broadcasting
and replacing it with a Public Telecommunications 'T'rust, with a Program Ser-
vices Endowment as a subsidiary of the trust. The trust would be a nonprofit,
private, nongovernmental corporation, and the endowment would be dedicated
to underwriting and developing quality programming for public radio and televi-
sion.

Funding for public broadcasting would come partly from licensee or “spec-
trum” fees paid by commercial broadcasters. At the same time, the Camnegie 11
report took some pot shots at commercial broadcasters for not providing quality
programming. Comments such as “the growing degradation of America’s com-
mercial communications media” and other phrases did not sit well with com-
mercial broadcasters. At the very least they showed little political expediency
since Congress will make the final changes in the system and since commercial
broadcasters through the NAB can be a powerful lobby on Capitol Hill.

If the proposals of Carnegie Il are carried out, the trust will be administered
by nine trustees, as opposed to a fifteen-member controlling board of the CPB.
Trying to insulate the trust from political pressures claimed to hinder the CPB,
the new management structure would have the nine members chosen by a select
panel including the librarian of Congress, the head of the National Endowment
of the Arts and the National Science Foundation, the head of the National
Endowment for the Humanities, the secretary of the Smithsonian Institution,
and members from public radio and television.

TELEVISION’S IMPACT AND FUTURE

The public has widely accepted the medium ever since its first year of significant
operation in 1948, Television’s Bureau of Advertising estimates list television as
commanding 48 percent of our time spent with media as opposed to 32 percent
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for radio, 13 percent for newspapers, and 7 percent for magazines. Television set
ownership increased dramatically after World War 11, Networks began to develop
major distribution systems at that time to reach affiliate stations in most areas of
the United States and in many foreign countries. A. C. Nielsen estimates listed
more than forty-three million households with televisions in 1950. By 1980, that
figure has increased to approximately seventy million. In the United States, we
averaged more than five hours of television consumption per day, per household,
in 1963, and this increased to over six hours by 1980 (Figure 6-14). This translates
into actual years spent in front of television by the time we reach adulthood.

Educational television (ETV) and instructional television (ITV) have been
designed specifically to capitalize on the teaching-learning process in both educa-
tion and industry (Figure 6-15). ETV refers to any noncommercial television
program, whether or not the program is used for direet classroom instruction.
ITV refers to programming especially tailored for use in the classroom or in direct
teaching. Industries also have incorporated ITV into many areas of training. The
ability to transmit ITV programs directly into the home makes it possible for
many corporations to conduct home training programs. Similar programs have
been developed through colleges and universities.

Much of the medium’s impact cannot be measured in statistics. The
changes in our life stvles since the advent of television are too numerous and in
some cases too subtle to measure fully. An international television spectacular
from one country can set a new trend in another country’s clothing styles. A
breakfast cereal commercial may show someonce participating in the sport of
hang-gliding. The sale of the breakfast cereal soars, and so does the sale of
hang-gliders. A stomach medicine is advertised as a man stuffs pizza into his
mouth. The sale of the stomach remedy stays constant, but pizza sales increase.
A student sits in the classroom and has little desire to learn from lectures. The
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Figure 6-14 (Cox Broadcasting Corporation)
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Figure 6-15 Television is becom-
ing an increasingly important tool
in corporations, where it finds
applications ranging from the
production of training programs,
to customer sales aids, to internal
communication and telecon-
ferencing. (Inland Steel)

teacher introduces a televised segment into the lesson, and the student’s interest
and attention span increase. Researchers in a university prepare a comedy series
to teach reading to underprivileged children. When their examples seem unreal
to the children’s preconceptions of television, the series fails miserably. All of
these examples show that at present we are still unaware of the total impact of the
medium. It has only been during the last decade that college students have
become the first total-television generation, living with the medium from birth.
What will occur when you become the first television-parent generation, and
your children will be part of a home that has seen every member of the family
molded by television since birth? It is casy to see why it is so important to realize
the impact of the medium now and to become responsible consumers and
molders of its future.

What television holds for socicty as it approaches the end of the twentieth
century is open to considerable speculation. Already we can sit in front of “big
screen” television, which can cover an entire wall. A special television receiver
collects the signal and then projects it onto a wall like a slide projector. Rescarch
also has developed slim-screen television to replace the cumbersome models of
the past that had television tubes as large as two feet thick. The new picture tubes
are not much thicker than a picture frame and can be hung on the wall in much
the same manner. Portable “mini-cams” and “microcams” give television repor-
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ters the flexibility of the radio journalist, although still not at the reduced cost
that radio enjoys. Held casily with two hands, these small cameras permit live
TV coverage of many news events that was previously impossible because of the
difficulty in transporting cumbersome television equipment. Sideline interviews
with football coaches, traffic-flow observations from a helicopter, and streetside
interviews at a political rally thus have become commonplace. Although we may
not sce the wholesale marketing of Dick Tracy-type wrist televisions in our
lifctime, the miniaturization of clectronic components will increase television’s
portability.

Television programming also will change as cable television grows, making
available more channels than are possible with direct, over-the-airways recep-
tion. We will see an increase in the amount of local access to cable television,
and community groups will be responsible for this programming. Public televi-
sion supported through public contributions and government subsidies from the
Corporation for Public Broadcasting will be providing more alternatives to the
mass appcal programs seen on commercial network television. The future of pay
television on a mass scale is somewhat uncertain, but limited cxperiments have
proved successful in a number of communitics. A coin dropped into a slot in the
top of your home television sct permits you to sce programming not available on
other channels. All this adds up to more sclective viewing, which, along with
technological improvements, will be important to television’s development as a
medium of the future.

Television’s debut can be traced back to the work of Alexander Edmund Bee-
quercl and the electrochemical effects of light. Practical application of principles
transmitting visual information took place in 1884 with Paul Nipkow’s
scanning-disc transmitter and recciver. Vladimir Zworykin with his iconoscope
tube and Philo Fransworth with his improved, high-resolution scanning system
made the transition to clectronic television. Other improvements in television
tubes included the orthicon, image orthicon, vidicon, and plumbicon.
Television was introduced to the public at the 1939 World’s Fair. Surviv-
ing the FCC’s decision on an industry-wide color system, a freeze on licenscs,
and rules improving the development potential of UHF, the medium enjoyed its
golden age in the 1950s. Programming ranged from the variety shows and com-
edies of the fiftics, to the political turmoil of the sixties, and to the consumer
movement of the seventics. Television journalism gained respect in the 1950s
with such programs as “See It Now” and cxplored new horizons in the 1970s
with clectronic news gathering. Television’s impact on our lives has been sub-
stantial, with stcadily increasing amounts of time being spent with the medium.
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In the early 1860s, the illustrated newspaper brought vivid, if not altogether
accurate scenes of the Civil War to an anxious readership. Gradually, the wood-
cuts used to print these scenes were replaced by engravings and later, photo-
graphs. By the 1920s, photography was radically changing the newspapers’ for-
mat. The camera also changed from the large, tripod-mounted models to the
small, hand-held 35mm models capable of capturing “candid” shots of world
leaders and celebrities.

CAMERA OBSCURA

History's first record of images being reproduced with light dates back to the
ancient Greeks. Aristotle described light waves and how they behaved when
projected through a small opening called an aperture. Later applications of
Aristotle’s principles were recorded in the Middle Ages when Francis Bacon used
a dark room with a tiny opening in one wall to permit light to enter from the
outside and to project an image on the opposite wall. The device used for these
experiments became known as the camera obscura, which in Latin means “dark-
ened chamber.” Attists, including Leonardo da Vinci, are reported to have used
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Figure 7-1 Camera obscura, a box-like room, was used to project images on the inside
walls of the room. Artists many times used it as a guide for paintings and sketches.
(International Museum of Photography at the George Eastman House)

the camera obscura to project images (Figure 7-1) into the darkened chamber
where the artist would trace the image.

Gradually, the camera obscura began to be improved and reduced in size.
What started out as a room became a large box. Then a piece of glass was added
to the aperture, and a mirror was placed inside the box. The mirror reflected the
image to the top of the box where another lens pennitted it to escape and to be
projected onto a wall. By looking directly into the lens on top of the box, the
image could be viewed from outside the camera obscura. This latter principle is
the same used in early cameras hield at chest level while the photographer looked
down into the viewfinder.

A PERMANENT IMAGE

Although the camera obscura had considerable use for the artist, it was not a
camera capable of capturing permanent images. That did not occur until 1727
when German seientist Johann H. Schultze discovered that silver salts were
sensitive to light. The process Schultze used, however, was not stable, and
although a crude image could be captured, it could not be preserved. Closer
scrutiny of the process resulted in Carl W. Scheele’s 1777 discovery that the
image captured on silver salts could be preserved longer with ammonia.



Niepce and Daguerre

Progress was slow until 1826 when, after a scries of experiments, Frenchman
Joseph N. Niepce succeeded in producing a permanent photograph (Figure 7-2),
but the exposure time ran as much as eight hours.

Three years after this, Niepce joined in partnership with another French-
man, Louis Daguerre. Daguerre, Like Niepce, also was attempting to create
permanent photographs. Using copper coated with silver and exposed to iodine
vapors, a photosensitive plate was produced. When exposed to light through a
camera obscura and then brought into contact with mercury vapors, the plate
produced the image scen by the camera obscura. The process was both quicker
and of better quality than the process originally used by Niepee. Called daguer-
rotype (Figure 7-3), the process became popular in Kurope and America and
even was used for portrait photography. It was not long before explorers’ expedi-
tions were carrying daguerrotype cameras to capture the landscape of unexplored
territory.

The only disadvantage of the daguerrotype was that only one daguer-
rotype could be made at a time. There was no process for reproducing more than
one image, such as multiple positive prints from a single negative. That hurdle
was overcome by British scientist William H. F. Talbot, who invented a light-

Figure 7-2 The first photograph, “Image from Nature,” produced
by Niepce in 1826, was called a heliograph. The gray area of the
sky is actually the impurities of the metal. In the original, the sky
appeared white, and the dark shadows showed more contrast.
(Gernsheim Collection, Humanitics Research Center, The Uni-
versity of Texas at Austin)
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Figure 7-3 Daguerreotype cam-
era. (International Museum of
Photography at the George
Eastman House)

sensitive paper. Talbot's paper was coated with salt and silver nitrate and from a
single negative, multiple positive prints could be made. Talbot’s process was
christened photography. By 1841, Talbot had received a patent on an improved
version of his paper film, calling the improved process calotype, and by 1844,
Talbot's photographs had appeared in The Pencil of Nature, the first major book
containing photographs. For the early world of photography, however, Talbot’s
ability to make multiple copies from a single negative of marginal quality did not
appeal as much as Daguerre’s single prints of almost perfect quality.

improving the photosensitive plate

The next two developments in photography were in the substance of the photo-
graphic plate. Frederick Scott Archer took glass and coated it with a wet sub-
stance called collodion. The wet-plate process was later applied to metal by an
American, Hamilton Smith, who called them tintypes. There were further
improvements in photography in 1871 when Richard L. Maddox invented a
dry-plate process which meant less cumbersome developing equipment which in
the past resulted in a wagon load of chemicals and apparatus when the photo-
grapher ventured into the field.

George Eastman

Although history records Hannibal Goodwin as the inventor of celluloid film,
George Eastman, founder of the Eastman Kodak Company, will always stand
out as having the greatest impact on photography and motion pictures. The year
was 1877 when Eastman took an amateur interest in photography ard discovered
the craft entailed being part chemist, part artist, and part mechanic. Producing
pictures required much equipment and luck. Eastman, who at the time was
working as a bank clerk in Rochestes, New York, began experimenting with
manufacturing “dry plates.” Eastman invented a machine to manufacture the
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dry plates and with a partner, H. A. Strong, opened a business in a third-floor
loft in Rochester to begin manufacturing the plates on a mass scale. The East-
man Dry Plate Company opened for business on January 1, 1881.

Three years later, Eastman jolted the photographic industry with his an-
nouncement that he had invented film rolls and a roll adapter which fit virtually
every dry plate camera. Not having to change plates after every picture was a
significant improvement but not as monumental as what happened in 1888. It
was in that year that Eastman introduced a light, portable camera priced at
twenty-five dollars and capable of holding film for onc-hundred exposures.
When the exposures were taken, the customer sent the entire camera back to the
company where the film was extracted, developed, and the camera with new film
was returned to the sender. The cost for replacing and developing the film was
ten dollars. A year later, Eastman introduced the first commercial roll of film on
transparent nitrocellulose backing.

Not satisfied with manufacturing a camera that contained film for one-
hundred exposures, Eastman set out to make photography a truly “mass
medium.” What was needed was a camera that anyone could afford and simple
enough for anyone to use. The price of his carly camera, twenty-five dollars, was
inexpensive compared to previous studio models, but still out of reach of the
average person. For the most part the only people really engaged in photography
were studio photographers and people who could afford the high-priced camera
with roll film. Finally after much product rescarch and testing, Eastman intro-
duced the world to the Brownie camera (Figure 7-4), a simple box camera with a
price tag of only one dollar. Now photography was available to almost everyone,
and the company that had started as a manufacturer of dry plates was into
worldwide distribution of its products (Figure 7-5).
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Figure 7-5 Improvements on the
original Brownie still kept the
same box-camera concept and
inexpensive price. (Photo: Greg
Rice, DePauw University News
Bureau)

EARLY ILLUSTRATED REPORTING

Despite the changes in the development of still photography in the 1800s, using
photographs in the daily production of the newspaper waited until later.

sketch artists and illustrated newspapers

The roots of photojournalism grew from the work of artists, not photographers.
The appetite for these sketchbook reporters was whetted by such events as the
War Between the States in the United States and after it, the massive westward ex-
pansion. When photographs were used, they became the guide that engravers
used to make woodcuts, which in turn, were printing plates. Debate ensued
between photographers and printers alike on which method, the sketch artist or
photographer, would become the mainstay of the illustrated press.

But while the debate continued, events meant that illustrated newspapers
and their artists would flourish. Often criticized for glorifying battle and portray-
ing an unrealistic picture of events, the sketch artists still found a waiting public.
Ilustrated newspapers, started in the 1850s, flourished with the war. Most
prominent were titles such as The Southern Illustrated News, Harper's Weekly,
and Frank Leslie’s lllustrated News (Figure 7-6).

Even papers not accustomed to using pictures became conditioned to new
layout styles. For these papers, the maps of the Civil War battles and troop
movements demanded composition different from the thin columns commonly
used for type. Gradually, two and three columns were used to display maps large
enough to identify roads, paths, and tiny, unknown hamlets made famous by the
war.



illustrating westward expansion

Along with the Civil War, the movement to the western frontier created another
appetite for illustrations. Again the sketch artist prevailed. Names such as
Charles Graham and Allen C. Redwood embellished weeklies with drawings of
outlaws, cowboys, and the western experience. Graham, who was one of the best
known national news artists of the late 1800s, traveled throughout Montana and
Idaho sketching Indians. Redwood, who fought with the Confederates, traveled
and sketched Idaho and Washington after the Civil War.

Although better known for his famous paintings than his work as a sketch
artist for newspapers, Frederic Remington helped bring scenes of the West to
eastern newspapers and magazinces. One of the most responsible artists of his day,
his scenes were not the glorified exaggerations produced by some of his peers.
lustrations by Remington appeared in such publications as Century Magazine
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Figure 7-6 'The illustrated newspaper did much to make pictures
an important part of journalism and paved the way for acceptance
of photographs as illustrations. (Leanin’ Tree Publishing Co.)
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and Collier's Weekly. When the Spanish-American War broke out, he was sent
to Cuba as a war correspondent by the Hearst papers.

Another product of the West was artist Charliec Russell. Like Remington,
he is more famous for his paintings than his illustrations, although Russell’s
pictures did appear in publications. Longing to be a cowboy, Russell left home in
St. Louis for the West and remained to live among the cowhands of Montana
and the Indians of Canada. For capturing the life style of both groups, few
cqualed Russell’s talent for depicting the hard, calloused, but sometimes fun-
loving life of the open range. While writers ereated glamour and intrigue of the
West, Russell, Remington, and others made a realistic appraisal of a land that
many easterners saw only in pictures.

One of the most complete chronicles of Western life in the late 1800s and
1900s occurred, not on the pages of newspapers, but in a tiny photographic
studio located in Wallace, Idaho. There, T. N. Bemard photographed not only
commissioned portraits of the people of the rich silver-lead mining region, but
the town, its surrounding area, the mines, and anything else that made a good
subject. When his business of the 1890s grew too busy to manage, he telegraphed

Figure 7-7 “Bridge Wreck.” One of over 5000 photographs which
were the work of pioneer photographers T. N. Bernard and Nellie
Jane Stockbridge. (Bernard-Stockbridge Photographic Collection of
the University of Idaho Foundation, Inc.)
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his photographer sister-in-law in Chicago and asked her to join him. She did,
and Nellic Jane Stockbridge continued to photograph the people of Northern
Idaho well into the 1960s (Figure 7-7). But it wasn’t until her death in 1965 that
her work gained recognition on a wide-scale. At that time, the University of Idaho
became the beneficiary of over 200,000 negatives from the Bemard-Stockbridge
photography business, and, through the efforts of the University of Idaho Foun-
dation, cataloguing and copying of the negatives began in eamest. The result is a
rich depository of material for scholars of both early photography and the history
of the Pacific Northwest.

PHOTOGRAPHY MAKES AN IMPACT

By the late 1800s, the photographer had managed to become part of the reporting
process, albeit not in newspapers. Government collections, books, and private
exhibits were the showease of the photographer-reporters. What the photograph
could do for reporting, however, was shown by a massive photo project headed
by Mathew Brady.

Mathew Brady

Many illustrators captured the Civil War, but Mathew Brady and his staff did it
on a grand scale. Brady’s interest in photography grew from a boyhood fascina-
tion that matured through associations with Samuel Morse, who, along with
inventing the telegraph, had an interest in optics. Morse introduced Brady to
Daguerre in Europe, and in 1844, Brady came back to New York and opened his
own photography studio using daguerrotype. By 1860, he had met and photo-
graphed Abraham Lincoln. When the Civil War broke out, Brady received presi-
dential approval to photograph it. With Secret Service protection and now using
the improved wet-plate process, he and his assistants traveled from the battlefield to
battlefield bringing reality to a war the sketch artist often misrepresented. Al-
though the newspapers did not benefit from his photographs, since there was no
rapid photoengraving process, his work remains one of the important beginnings
of photojoumalism.

Brady also left his mark on photography and photojournalism by giving us
some of the best photographs of prominent figures (Figure 7-8). Along with
Lincoln, he also photographed Jefferson Davis, John Tyler, John Quincy
Adams, James Polk, and Frauklin Picrce. Brady, or his assistants, are also cred-
ited with photographs of such noted people as Mary Lincoln, wife of the Presi-
dent and Susan B. Anthony, women'’s sufferage leader.

Mathew Brady brought photography out of its experimental stages into
being a recorder of history. But the invention that brought photographs to mass
communication was the halftone.
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Figure 7-8 Two of Brady's famous photographs are these of Abraham Lincoln (left) and
Jefferson Davis (right). (International Museum of Photography at the George Kastman
House)

the invention of the halftone

For the newspaper publisher of the 1870s, photographs were nice, but there was
no fast and practical way to put them in print. Even when used as tracings for
engravers, the cutting and edging of a good engraving took time—too much time
for the demands of instant news the telegraph brought to newspapers. But all that
began to change in March, 1880, when the New York Daily Graphic published
its first line halftone picture showing a scene in Shantytown, New York (Figure
7-9). The halftone process permitted the printer to capture the full tonal range of
a photograph, something not possible before. An improved halftone process used
two picees of acid-coated glass with tiny parallel lines cut on the glass. When the
two picces of glass were placed so the lines were perpendicular to cach other, it
formed a “screen” effect that in turn was used to impose the tonal variations of a
photographic negative onto a printing plate (Iigure 7-10).

There is a debate over who contributed the most to developing the
halftone. Two people stand out as particularly important. One is Frederic E. Ives



Figure 7-9 A halftone image is
created using a sereen process
with different amounts of ink
adhering to the printing plate. At
a distance, the illustration be-
comes an eve. Close up we can
sce the various “dots” ercated by
the halftone sereen. In  this
halftone, both vertical and hori-
zontal lines were used to ereate
the sercen, whercas in Figure
7-10. only vertieal lines were used.
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Figure 7-10 A halflone engraving of a photograph titled “Scene in Shantytown” appeared
in the New York Duily Graphic on March 4, 1880. It marked a new frontier in newspaper
illustrating. (Newspaper Collcetion, The New York Publie Library, Astor, Lenox and
Tilden Foundations)
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who worked at Comell University and is credited with making the first halftone
reproduction in 1878. He continued to improve the process, while simultane-
ously a photographer named Stephen H. Horgan worked on a way to use the
halftone process in newspaper publishing, specifically for his employer, the New
York Daily Graphic. It was Horgan who prepared and published the Shantytown
picture and made the usce of halftone practical on the rotary press.

With the ability to publish quality photographs with speed, the importance
of the photographer to journalism increased dramatically.

THE TABLOIDS

As photography began to improve, more and more people became aware of the
capabilitics of the medium, and organized professionals banded together to pro-
mote their craft. Early cfforts by Alfred Sticglitz resulted in the formation of
Photo-Session, a cooperative group of photographers who, through 1917, pub-
lished and displayed a wide variety of photographs.

After World War 1, newspaper publishers took time to view the growth of
the illustrated tabloid newspapers of England and realized that a handsome profit
awaited the publisher who could combine good photography with reporting.
Unfortunately, it was not journalism’s finest hour. With strong competition
among tabloids, sensationalism became the norm, and there were ample oppor-
tunities, too. Motion pictures were just coming into their own, and the life of the
celebrity filled gossip pages. In Germany, a new camera called the Leica was
placed on the market. Much smaller than the older models, the new 35 mm
Leica was small enough to catch candid photographs of politicians, movic stars,
and everyone else who could be caught in an embarassing position.

Edwin and Michael Emery in their book The Press in America succinctly
describe the era:

The national experiment called  Prohibition brought rumrunners,
speakeasy operators, and gangsters into the spotlight, and they were in-
teresting people. Al Capone, Dutch Schultz, Waxey Gordon, Legs
Diamond, and their rivals were scnsational copy. Socialites caught in a
speakeasy raid made good picture subjects.

Tabloid editors feasted, too, on stories about glamorous and sexy Hol-
lywood and its stars—Rudolph Valentino, Fatty Arbuckle, Clara Bow.
They glorified in the love affairs of the great and not-so-great—Daddy
Browning and his Peaches, Kip Rhinelander, the Prince of Wales. They
built sordid murder cases into national sensations—Hall-Mills, Ruth
Snyder. They glorificd celebrities—Charles A. Lindbergh, Queen Marice
of Rumania, Channel swimmer Gertrude Ederle. They promoted the
country’s sports stars—prizefighter Jack Dempsey, golfer Bobby Jones, ten-
nis champion Bill Tilden, football coach Knute Rockne, and home run
hitter Babe Ruth. !
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With Joseph Medill Patterson at the helm, the Hlustrated Daily News became
one of the first New York tabloids, with its inaugural issue on June 28, 1919.
Hearst launched another tabloid, the Daily Mirror in 1924. Magazine publisher
Bernarr MacFadden bought the Daily Graphic and turned it into a tabloid. But
the pinnacle of the photo-oriented tabloids came on January 14, 1928 when a
full-page picture of convicted murderess Ruth Snyder being electrocuted at Sing
Sing appeared with a caption reading “exclusive closeup of Ruth Snyder in death
chair at Sing Sing as lethal current surged through her body.”
Photojournalism had gained such popularity by the late 1920s that some
publishers had syndicated photographs of major news events (Figure 7-11) and
would send them to subscribers for posting in such places as hotel lobbics,

DISPATCH_NEWS_SERVICE

GEORGE EASTMAN GIVES AMATEUR PHOTOGRAPHERS
COLOR MOVIES

Photo shows George Eastman, Kodak King, surrounded by a group of
scientists and public men to whom he showed amateur motion pictures,
reproducing scenes in full natural colors, for the first time. Left to right,
Adolph S. Ochs, publisher; Mr. Eastman, with kodak; Thomas A. Edison,
inventor of movies; General John J. Pershing and Sir James Irvine of
St. Andrews University, Scotland and a noted chemist.
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Figure 7-11 Gracing everything from barber shops to hotels and
store windows, the news poster become a popular attraction of carly
photojournalism.
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restaurants, and barber shops. These “instant news” one-page sheets lasted until
radio news began to take over as the new instant medium.

MAGAZINES AND DOCUMENTARY PHOTOGRAPHY

Other tabloids in other cities prospered, but many eventually went out of busi-
ness, including New York’s Mirror and Graphic. But photography and photo-
journalism were growing, and it was the magazines that brought the camera to
new heights in mass communication.

Life and Look

When Henry R. Luce launched Life magazine in 1936 (Figure 7-12), it quickly
became the standard of photojournalism. Although showing its own brand of
sensationalism by printing such things as sequence pictures of the top of a man’s
skull being removed for a brain operation, it prospered with the expert photo-
graphic talents of such well-known names as Margaret Bourke-White and Alfred
Eisenstacdt. Eiscnstacdt has one of the longest associations with the magazine,
over thirty-six years. He is credited with over 1,700 stories and 90 covers for Life.
He joined Life eight months before its first issue and rejoined them at the age of
eighty when Life was reintroduced. As we learned carlier, the original Life fell
victim to the mass appeal and lower cost-per-thousand of television. Look, first
appearing in 1937, copiced Life’s picture style. It also succumbed to television but
appeared again in 1979 with different covers for different regions of the country.
Both magazines are considered standards in photojournalism.

still photography as documentary

While Life and Look radiated the importance and acceptance of photography
magazines, a man named Roy Emerson Stryker made history in the photo-
graphic division of the Farmers Home Administration. Founded in 1935, it
showed what could be done with documentary photography, the graphic record-
ing of events, conditions of society, and its pcople. Documentary photography is
a statement, an impact, a commentary, yet an accurate portrayal. And for
documentary photography, few cras could cqual the Great Depression of the
1930s. Roy Stryker made a permanent history of these tragic times of poverty and
gave documentary photography a permanent place in modem photojoumalisin.

More recently, a project of the 1970s called project Documerica brought
photographers (Figure 7-13) together to record the ecological condition of the
country. Stryker in the 1930s and Documerica added still more to the impor-
tance of photography and photojournalism.
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Figure 7-12 Life magazine, perhaps more than any other publica-
tion, brought the photojournalist to the forefront and pennitted a
significant amount of latitude in photo layout and reproduction.
Show is the cover of the first issue of Life as it appeared in 1936
(Margaret Bourke White, LIFE Magazine, © 1936, Time. Inc.)

THE FUTURE

Photography and photojournalism matured far bevond the crude images of
Niepee and the Civil War pictures of Mathew Brady. There have been major
developments in cameras, lens, and film. Fven small-town dailies are well
cquipped to adapt lavout designs to capture the full impact of good news photog-
raphy (Iigure 7-14). Color photography is a vital, if not major force in photo-
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SUMMARY

Figure 7-13 The Environmental Protection Agency’s Project
Documerica set out to record the effects of our industrial growth
and expansion on the environment. Reminiscent of the Farm Se-
curity Administration’s photographic record of the 1930's Great
Depression, the EPA project provided a contemporary chronicle,
again  using the skill of the photographer. (EPA-
DOCUMERICA-Gil)

journalism. Such scientific breakthroughs as Polaroid’s instant developing and
the printing industry’s color offsct presses promisce to bring more and more color
photography to a varicty of publications.

Today, just as media arc becoming more specialized, so is the work of the
photographer. Depending on the publication or on the company, a photographer
can spend a career specializing in specific types of photography such as food,
fashion, and farming.

What about the future? Will new media delivery systems mean new de-
mands and markets for the photographer? What will the new technological
advances in photography mcan? Alfred Fisenstacdt was asked that question and
replied: “You can buy the most modern cquipment, lenses, cameras, cte., but
vou still need the eve and the brain behind the camera. It's not the camera that
takes the picture, it's the person with the brain and the cve.”?

Photography had its beginnings with the camera obscura, a crude, boxlike device
used to project inverted images. A lens was added to the camera obscura, and
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Figure 7-14 Modern layout designs permit the full impact of
photographs, as evidenced by this award-winning front page from a
sall town daily. (Kric Bernsee and the Banner-Graphic, Green-
castle, Indiana)

photosensitive plates were invented to capture the image pernianently. The first
permanent photograph is credited to Joseph Niepee who later, with his partner
Louis Daguerre, perfected the photosensitive plate and shortened the exposure
time necessary to take pictures. The photosensitive plate was improved still
further by such people as Frederick Scott Archer, Hamilton Smith, and Richard
Maddox. George Fastman produced an inexpensive camera and roll film, bring-
ing photography in rcach of the average citizen.
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The earliest photojournalism began during the Civil War when photogra-
phers such as Mathew Brady made realistic pictures of battle scenes, tempering
the exaggerated and glorified examples drawn by some sketch artists of the period.
After halftone printing processes made rapid and accurate reproduction of the
photograph possible in newspapers and other publications, photography became
much more a medium of mass communication. Although it suffered from the
sensational reporting techniques of the early tabloids, photojournalism matured
and was represented with distinction in such publications as Life and Look and
in the documentary photography of Stryker in the Great Depression and the
1970s Docuamerica Project for ecology. Today, new technology in camera, lens,
and film have aided the photographer. As other forms of mass communication
have become more specialized, so has the work of the modern photographer.
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If we walk back to the nineteenth century, we will not see shopping centers with
movie theaters tucked away between department store entrances and ice cream
shops. We will not see neon signs flickering names like Roxy or Rivoli between
rows of flashing lights. We will not see marquees listing the choices at Cinema I,
Cinema II, Cinema 111, and Cinema IV. Neither will we find plush cushioned
scats, wide screens, or sound-encased theaters. What we will sce are movie
parlors and curious theaterlike establishments called nickelodeons and store-front
theaters. We will encounter people like Thomas Edison. And as we begin our
walk toward today, we will meet other familiar people like Lee de Forest and
George Eastman.

TOWARD REPRODUCING MOTION

Film really began in the minds of people who came long before the film
pioneers. The attempt to capture and recreate motion can be traced to the
beginnings of civilization when cave drawings depicted a horse with eight legs,
the fleeting arrow from a hunter's bow, or carefully detailed drawings of kings
with one foot outstretched to suggest a walking motion.
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images and sequence

Early attempts at photographing and reproducing motion were crude. Eadweard
Muybridge came close when he photographed a running horse with a series of
cameras. Connected to each camera along a track was a trip cord, and when the
horse ran by, it tripped the cords and the cameras, giving Muybridge a series of
photographs of the horse in various stages of running. The French next de-
veloped a single camera that could take twelve pictures in a second. What was
still lacking, however, was a film and a camera capable of taking rapid pictures of
moving objects, pictures that when developed could be “played back” for an
illusion of motion,

Edison’s contributions

Despite George Eastman’s contributions to photography and the development of
film, it took the inventive and practical mind of Thomas Edison to appreciate
fully the potential of Eastman’s new film, the film with the transparent nitrocel-
lulose support. With an associate, William Dickson, Thomas Edison invented a
workable motion picture camera in 1888. A year later, the two were successfully
taking and projecting motion pictures. By 1891, Edison had constructed a crude
motion picture studio at his workshop and headquarters in West Orange, New
Jersey. The studio was a tarpaper shack dubbed “Black Maria” (Figure 8-1), but it
was the beginning of the commercial motion picture industry in America. From
Black Maria came a series of very short films on such subjects as Buffalo Bill, a
strong man, a dancer, and a Chinesc laundry, The camera capable of recording
these short subjects was called the kinetograph. The projector, which was actu-
ally a large contraption with a hole to view the picture show, was called the
kinetoscope.

Edison viewed his inventions more as novelties than as something that
would sweep the world as a mass medium. His attitude proved to be a costly
mistake. His refusals to improve his inventions and to protect them by patents
opened the door to commercial exploitation. In fact, Edison had to rely on his
industrial might even to stay in the motion picture business. The kinetoscope
parlors, everything from buildings to store fronts, were converted into these
rooms where dozens of the machines were lined up for paying patrons to view
about fifty feet of film, all that the kinetoscope could hold. Eastman, who was
supplying film for studio still photography and amateurs had not vet produced
reels longer than fifty feet. What Edison did not know was that in France, two
brothers would soon make his device obsolete, almost overnight.

projection: the Lumiere brothers

Auguste and Louis Lumiére were brothers who worked with their father’s busi-
ness manufacturing photographic plates and film. Using the technology they
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Figure 8-1 Edison’s early studio, the Black Maria. (U.S. Depart-

ment of the Interior, National Park Service, Edison National His-
toric Site)

lcarned from Edison’s wark, they set out to improve both the kinetoscope and
kinctograph. They suceeeded in developing a camera much more portable and
less cumbersome than lidison’s, one that could print and project pictures with a
crude yet intermittent motion. The invention was named the cinematographe.

In 1895, the Lumiére brothers produced their first film entitled Leaving
the Lumiére Factory, the content of which was what the title implied. On
December 28, 1895, they opened their first movie theater in the basement of a
Paris cafe, and the motion pictuse industry began. The impact of the new
medium, cven with its shaky photography, caused quite a stir. Once of the
Lumiéres’ most famous films, The Arrival of a Train made theatergoers cringe in
their seats as they watched the huge steam locomotive approach on the screen.
Other famous Lumiére films included Feeding Baby and the more humorous
L’ Arroseur arrosé. The latter showed a gardener with a water hose and a boy
coming behind the gardener and stepping on the hose. When the water stops,
the gardener looks down the nozzle of the hose at the moment the boy steps off
the hose. The gardener gets wet. The audience laughs. As you can probably de-
tect, even simple humor was amusing since the mere presence of motion before
the eyes of the audience created a heightened emotion capable of being triggered
by the slightest response.

For the Lumiére brothers, the potential of the new invention was never
fully realized. They were far more impressed with the mechanical workings of
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their “scientific” discovery than they were with its ability to make money. They
produced films that used the reality of the outdoors and the real lives of people.
Most were between thirty and sixty seconds long and sufficient to entertain early
film enthusiasts. Critics view the films of the Lumiéres as being much more
creative than those of Edison who used more stilted presentations suitable to the
confines of his carly makeshift studio.

Back in the United States, Edison quickly realized that his kinetoscope was
doomed because of the popularity of the Lumieres’ projection system. The
Edison organization shrewdly managed to secure the rights to an American
improvement on his own machine. An inventor named Thomas Armat had
discovered the same principle that the Lumiére brothers used, an intermittent
projection of film to produce the illusion of motion. So using their combined
corporate and scientific reputations, Edison and Armat went into business to-
gether with Armat receiving a percentage of the sales of his projection system
which Edison announced as belonging to his own company. Called the
vitascope, the device was introduced as part of a vaudeville program on April 23,
1896 at Koster’s and Bial’s Music Hall in New York. It signaled the beginning of
the movie theater in the United States.

When admission reached a nickel and theaters opened exclusively for
movies, the era of the nickelodeon was born. More and more films were pro-
duced as the owners of the nickelodeons tricd to satisfy the unsatiable thirst for
films. Keep in mind that the average show consisted of a small selection of very
“short subjects” and meeting the demand for new material kept production
humming.

Edison eventually tried a series of legal power plays to push other producers
and manufacturers out of the market. One of his claims to ownership was
what was called the Latham loop, which entailed the film being positioned on
the projector with a small loop to permit a flexible tension as it passed in front of
the lens. The loop is still used today, and although a rather simple principle, it
was the cause of countless legal battles. Armat later fell out with Edison and sued
him over ownership of the vitascope. But whatever the outcome of these power
plays, the motion picture business was now an established entity.

expanding the story line: Melies and Porter

Among many, two other people left their imprint on early motion pictures. One
was a Frenchman named Georges Méliés who added the dimension of special
effects to film. A magician by trade, Mélies secured a camera and projection
device and began producing films as carly as 1896. Soon he became an interna-
tional distributor, quickly eclipsing the work of the Lumiéres. Mélies’s most fa-
mous film, A Trip to the Moon, showed a group of scientists and chorus girls
launching a rocket to the moon. The rocket is scen hitting the “cye” of the man
in the moon, and the space people encounter moon people. Some of the special
effects Méliés incorporated in the film include the earth rising on the horizon
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Figure 8-2 Scene from “The Great Train Robbery.” (U.S. De-
partinent of the Interior, National Park Service, Edison National
Historic Site)

and a trick photography scene of moon people disappearing in smoke. Méliés
went on to produce numcerous fanciful pictures showing his talent for special
scenery, if not the most imaginative use of the camera.

Another landmark film was the product of one of Fdison’s employces,
Fdwin S. Porter. Porter produced The Great Train Robbery (Figure 8-2) and
numerous other films that were a direct product of Méliés's influence on world
cinema. The Great Train Robbery is famous for its introduction of narrative to
carly films. It told a story and inaugurated the technique of cross-cutting, piccing
together different scencs ina composite story line, to a fourteen-scene film which
lasted just short of twelve minutes. An earlier Porter film, The Life of an Ameri-
can Fireman, used similar editing techniques, but not knowing exactly how the
last scene was edited caused The Great Train Robbery instead to emerge as the
singular example of the narrative style. A sequence of scenes was not new to film.
That had appeared before in Mélies’s films. But in Mélies’s films, especially A
Trip to the Moon, the action progressed from one scene to another—from con-
structing and launching the rocket on carth to its landing on the moon. In The
Great Train Robbery, viewers visit the telegraph office not once but twice at
different times in the film, first for the outlaw to tie up the operator and later for
the operator to be discovered. For the nickelodeon audience, this scenc was a
marvel, and people could not get enough. Thus began an industrial revolution in
the production, distribution, and showing of motion pictures. Silent films had
arrived.



D. W. GRIFFITH AND THE SILENT ERA

By the tum of the century, the technology and creativity of motion pictures were
beginning to mesh. Longer narratives and sophisticated techniques became the
norm. But for the industry, this meant stiff competition, so stiff that nine com-
panices, including Edison’s, joined together in 1908 to form the Motion Picture
Patents Company to oversee all aspects of the motion picture industry. It also was
the time when the talents of motion picture producers and directors were given
their just recognition. Perhaps none was more highly regarded than David Wark

Griffith.

the technique

Intending to be a scrious stage actor and playwright, D. W. Griffith found his
aspirations and the demand for his work somewhat at odds. After he unsuccess-
fully tried to sell some of his material to the Edison studio, Edwin S. Porter
convinced him to try his hand at film acting. He did and played the lead role in
the film Rescued from an Eagle’s Nest. But more importantly, Griffith landed a
job as assistant to a director when a shortage of help and a demand for films gave
many studio employees a jack-of-all-trades experience. Griffith was no average
assistant, however. He had an cnergy and a will to learn that gave him a reputa-
tion among studio people that he could be counted on and that he would put in
the hours to get the job done. It paid off.

He was given a chance to direct, and his attention to dramatic flow im-
pressed even the studio heads. With more and more films under his belt, Griffith
was slowly beginning to change the way motion pictures were made. He
scheduled rehearsals before final shootings and concentrated on producing
scenes that carefully followed the progress of the film. His first film, The Adven-
tures of Dollie, utilized a high-angle shot that gave the film a new dimension.
But this was only a hint of the man’s talents.

Gradually Griffith graduated from single-reel films to the longer versions
that gave him more latitude for experimentation. By 1914, he was firmly en-
trenched as a brilliant director, respected by the motion picture industry around
the world. He had not only realized the tremendous potential of the camera to
capture the intense emotions of the actors but also the flexibility of different
camera angles and shots to communicate these emotions to the audience. Until
Griffith’s time, the camera had been primarily a silent witness to theaterlike
productions. It was not any longer. Griffith carried three important elements to
their full potential: (1) the use of the camera (2) scene and costume design and (3)
editing. In using the camera, he effectively employed the close-up, medium, and
long shot to give the audience many different perspectives on a scene. Such shots
were designed to add to the story line as well as to the feeling of the picture. A
battle scene shot from a distance, for example, could show the size of the armies
and the terrain on which they fought. A medium shot could show the fierce
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fighting in the trenches, and a close-up could show the emotion on a soldier’s
face as he met the enemy and death.

Similar mastery was displayed in his editing techniques. Louis D. Gian-
netti, in his book Understanding Movies, classifies Griffith’s editing techniques
as cutting to continuity, classical cutting, and thematic montage. Cutting to
continuity is editing the action so as to prescrve its flow without showing all of the
action. In its very simplest form, a modern example would show someone
boarding an airplane, the airplane taking off, a shot of the person in his or her
seat, the plane landing, and the person walking out of the airport. Griffith
brought to the screen a smoother yet more dramatic continuity than had been
seen previously. The “dramatic” aspects of his films were highlighted further by
his classical cutting. Some of Griffith’s most famous scenes were chases or
rescues that he carefully cdited to control both time and space to prolong the
climactic moment of suspense. Or, using the thematic montage technique, Grif-
fith would unify a central theme of his film, regardless of the different scenes or
camera shots. For example, different periods in time can be edited together to
capture a central theme. Actors in a live scene while the camera flashes back to
one actor’'s memory of previous romantic encounters is an example of thematic
editing.

The Birth of a Nation and Intolerance

Of all of the films produced by Griffith, he displayed the greatest talent in The
Birth of a Nation and in Intolerance (Figure 8-3). They remain today the most
discussed and studied of Griffith’s works. The Birth of a Nation could be called
the first “docudrama” in that it traced in dramatic terms the history of the United
States through the Civil War and Reconstruction. That in itself was a first,
because history had previously been limited to books. Although critics deplore
the blatently racist theme of the picture, which centered on the Ku Klux Klan
and postwar racial strife, it is still considered a brilliant cinematic work. Costing
$125,000 and requiring fiftcen weeks to shoot, it opened in Los Angeles in 1915.

In comparison, Griffith’s film, Intolerance, presents some of the best
cinematic examples of thematic montage. Intolerance was an extravaganza cven
by today’s lavish standards. Originally begun as a film titled The Mother and
the Law that dealt with life’s injustices, the piece was expanded into four
scencrios in different time periods which were edited together in an attempt to
show the existence of injustice over time. The four scenerios consisted of the city
of Babylon constructed with lavish sets and hundreds of extras, the age of Christ
and the conspirators against him, Protestant-Catholic strife in Renaissance
France, and murder and child stealing in modem America. In typical Griffith
fashion, the four parts of the film that kept the audience jumping between cach
period all were brought together by editing a “unified” conclusion.

For all of its acclaim over the years, however, Intolerance had its pitfalls.
The Birth of a Nation had brought Griffith considerable criticism because of its
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Figure 8-3 Although its audience found it difficult to comprehend, “Intolerance” pro-
vided a classic example of an early spectacular. (National Film Information Service,
Academy of Motion Picture Arts and Sciences)

social implications; Intolerance was an attempt to show that social strife had been
with us through the ages. Unfortunately, it did not refute the criticism of The
Birth of A Nation. In addition, it proved to be too complex for its audience.
Griffith had attempted to carry even further his skills in camera technique,
editing, and lavishly detailed sets. But in doing so, he went beyond the ability of
his audience to understand the film. In other words, it flopped. Because it was so
lavish, Griffith had to put his profits from The Birth of A Nation into Intol-
erance, which spelled financial trouble. No longer a financially independent
producer, Griffith was forced to seek outside financing for future films.
Ironically, the motion picture industry went through a similar experience
in the late 1960s when The Sound of Music was produced with a budget in the
range of $20 million. It was highly successful. Believing that the key to big
audiences and big profits was similar spectaculars, the industry spent huge sums
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on films that, like Intolerance, flopped and placed some of the biggest motion
picture companies on shaky financial ground.

The Birth of a Nation and Intolerance were the pinnacle of D. W. Grif-
fith’s career as a director. By having to secure outside financing, he lost some of
the independence of producing what he wanted, how he wanted, and with the
production schedules he wanted. But besides this, times were changing. The
roaring twenties were not noted for their love of Victorian theatrical epics of the
kind that Griffith produced. Two of his films that were popular just as the
twenties arrived were Broken Blossoms and Way down East. The former showed
rare compassion and gentleness somewhat unusual for Griffith’s tradition of
social uphcaval. Way down East presented one of the most popular rescue
scenes complete with a damsel in distress heading over a giant waterfall.

The arrival of sound in motion pictures signaled the beginning of the end
for Griffith, for it was a technology that he did not master, as he had the camera
lens. The powers in the movie industry also felt that Griffith had failed to sense
the changing tactics of the movie audience. Nevertheless, the man had a pro-
found affect on the entire concept of film and still does.

SILENT COMEDY: SENNETT AND CHAPLIN

It was one of D. W. Griffith’s understudies who began a silent-era tradition of
bringing comedy to the silver screen. Mack Sennett was much like Griffith in the
paths their cameras took and what led them to fame as directors and producers.
With a background in acting and little success in vaudeville, Sennett ended up at
Biograph working under Griffith as an actor. It was with the Keystone film
company that Sennett was able to begin producing his first love, silent comedy.

Sennett paid little attention to the narrative story telling and continuity for
which Griffith was noted. Rather, he had one objective, to produce comedy
through purely physical action. It was not important if the scenes fit together in
any real sense of forward motion, nor critical that a social message be presented.
Sennett cared only that actors and objects be combined in a way that gave the
audience as many chuckles as possible in as little time as possible. The famous
Keystone cops became one of his trademarks, the focus of his directing style be-
ing on three primary methods. One method was to take a melodramatic plot and
insert strategically placed gags in it. Another was to take a particular location and
stage all the gags there. For example, a single room might contain a slippery
bananna peel, a board ready to knock someone on the head, a bucket placed where
someone will step in it, and glue all over the floor. Another approach was to fit
individual gags into the theme of the picture, such as a movie director trying to
instruct a half-witted actor.

Two other Sennett trademarks were his use of fast-motion film and charac-
ters whose fast-paced antics tickle the funny bone. The secret was to direct an
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actor to act out gags in a mechanical fashion, record the action at one speed, and
project it at a faster speed, thus achieving the robotlike comic cffect. Machines
also were important to a Sennett comedy. An automobile crashing into and
knocking over everything in its path was even more outrageous with an illusion of
a fast spced of eighty miles per hour.

Of all who worked with Sennctt, none captured the hearts and box office
popularity of America as Charlie Chaplin did (Figure 8-4). It was 1913 when
Chaplin went to work for Keystone at a salary of $150 per week and a year's
guaranteed salary. His small, thin frame was perfect for the mechanical tin-
soldier look Secnnett wanted, and the director used Chaplin effectively in a
number of comedies. While with Keystone, Chaplin began to develop a charac-
ter called the “tramp” that would make him a star. The little man with a cane,
moustache, derby, and baggy pants, Charlie Chaplin shared with audiences the
disappointments, frustrations, and constant confrontations with the obstacles of
life. But it was after leaving Keystone that he was able to realize his potential.

In 1915 he was offered and accepted a salary of $1,250 per week to act,
direct, and produce for the Essanay company. In Essanay’s The Tramp, Chaplin

Figure 8-4 Charlie Chaplin.
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comes to the rescue of a beautiful woman, played by Fdna Purviance, only to
lose her love to her handsome boyfriend. Yet; unlike the Sennett style that
progresses rapidly from gag to gag, Chaplin moved with more deliberation,
milking a scene for all the humor it could offer before going on to the next one.
His films also contain more continuity and composition than Sennett’s do. For
instance, in The Tramp, Chaplin acted through four complete scenerios protect-
ing the girl from other tramps, working for the girl's father on their farm,
stopping a robbery of the farm, and losing the girl.

The pretty girl and the downtrodden tramp became the theme of many
Chaplin pictures. Chaplin himself came from a life of poverty and had a keen
awareness of social injustices. This added quality, well portrayed in his pictures,
made him a popular favorite. Today, his films still are studied and enjoyed in
theaters, coffee houses, and on college campuses.

LAUREL AND HARDY, KEATON, AND LLOYD

The popularity that Sennett and Chaplin brought to comedy was echoed by other
stars of the silent era. Among comedian teams, two men named Stan Laurel and
Oliver Hardy were among the best (Figure 8-5). Laurel’s and Hardy's comic style
was in the tradition of Sennett and Chaplin. Downtrodden and against the
world, they managed to tackle it head-on. Although starting out in pictures
scparately, they worked well with cach other. Critics did not regard them as
having the depth of style of Chaplin, but their “team” approach nevertheless kept
audiences entertained well into the sound era.

Called the “Great Stone Face,” Buster Keaton began in pictures in 1917
and became a master at portraying an individual able to succeed through in-
genuity. Many times confronted with mechanical obstacles from trains to boats,
he would use them to get an upper hand. His appeal was his straight-faced
reaction to unsurmountable circumstances while keeping audiences on the edge
of their seats with his hair-raising stunts. In Sherlock Jr., we see a movie pro-
jectionist fall asleep, dreaming that he is playing the hero in a series of daredevil
stunts. Critics consider Keaton's best film to be The Navigator. Here he ends up
as a dumbfounded millionaire adrift on an ocean liner with one other passenger,
played by Kathryn McGuire. Before the picture ends, they end up in the drink
after being attacked by cannibals. Unfortunately, the one hurdle Keaton could
not conquer was sound. When talkics arrived, he moved behind the camera and
worked as a script doctor, never to have his talents extended beyond a few short
appearances as an extra,

A third well known comedian of the silent era was Harold Lloyvd, who
combined some of Chaplin and Keaton in a straightman image. For Lloyd, the
character was Lonesome Luke, also the title of many single-recl films produced
between 1915 and 1917. Movie scenes carried Lloyd, however, more than Lloyd

- carricd the scenes. In The Freshman, a tiny thread on his tuxedo begins to
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Figure 8-5 Laurel and Hardy. (© Freelance, Lansdale, PA)

unravel and carries the action through a hilarious romp in which the tuxedo falls
apart, With the public taste whetted by Chaplin and Keaton, Lloyd had no
trouble finding an audience for his antics.

OTHER STARS, PRODUCERS, DIRECTORS

This also was the cra of giant cpics, lavish scts, and big money, especially with
the monumental Ben Hur. Starting production in Italy, it finished in California
where M-G-M’s home office could keep an eye on expenditures. The total cost
of a staggering $6 million was not entirely recovered from box office receipts.

Horror films had their day with Lon Chaney starring in such pictures as
The Monster, a story about a mad doctor who captures motorists for experiments
in bringing back the dead. Other Chaney hits included his 1923 The Hunchback
of Notre Dame and his 1925 picture, The Phantom of the Opera.

Sex made its appearance in a number of carly films. Sinners in Silk in
1924 had Iledda Hopper's drinks spiked so that the villain could take her home
for the evening. In those days, wild intentions were mostly thwarted, however.
Greta Garbo excited carly audiences in such films as The Temptress, in which
she played a loose woman who drove men to murder. In Flesh and the Devil,
Garbo teamed up with John Gilbert for some of the hottest love scenes of the

1920s.



Pickford and Fairbanks

The “sweetheart” of carly films was Mary Pickford. Labeled “the first movic star”
and “America’s Sweetheart,” her Hollywood ventures included marriage to
Douglas Fairbanks and life on their estate named Pickfair. Born in Canada, she
started her carcer acting with stock companices before she joined D. W. Griffith.
She later became one of the partners with Griffith in founding United Artists.
Her “sweetheart” role was nurtured by such films as Tess of the Storm Country,
Rebecca of Sunnybrook Farm, Poor Little Rich Girl, and Little Lord Fauntleroy.
In 1929, her performance in Coquette won her an Academy Award.

Douglas Fairbanks was a hero with so much energy that Griffith’s directing
scemed to confine rather than to display his talents. With physical attractiveness
and roles that made him the chief romper through pirate ships and Sherwood
Forest, Fairtbanks was a movieland star of the first order. He was at his best when
he was physically involved in the scene, whether it be crashing through windows
or swinging from ceilings. He was John Wayne, Tarzan, and a Latin lover all
rolled into one. Robin Hood, The Three Musketeers, and The Mark of Zorro all
made Fairbanks a famous male symbol of the 1920s.

Ince, De Mille, von Stroheim

The king of the silent Western thrillers was Thomas Ince. Known more as a
producer than as a director, he realized carly the power of the great outdoors,
especially the West. With stagecoaches, posses, Indians, and blazing but mute
gun battles, he brought the Western hero to the silent era. Ince is respected for his
ability to combine shoot-'em-up action with a tight story line that did not get lost
in the shuffle. Careful editing to preserve that story line also became his
trademark, instead of editing for emotional highlights as Griffith and Sennet did.
Representative of his major Westerns are War on the Plains, Custer’s Last Fight,
and Hell's Hinges, all produced between 1912 and 1916. So intent on producing
films set in lavish landscapes, he arranged for 18,000 acres of land on the Pacific
to be leased for War on the Plains. The tract was christened Inceville.

Also realizing the lavish possibilities of the West was Cecil B. De Mille. De
Mille became famous for his spectaculars, such as The Ten Commandments,
and his films that catered to liberal morals as in Why Change Your Wife?
Although his films received high praise when they were released, he slipped out
of grace among contemporary critics for his appeal to the masses and his preoccup-
ation with studio profits. Nevertheless, just his longevity as a director has made
him an indelible part of film history.

Somewhat in contrast to De Mille was Eric von Stroheim. Von Stroheim,
a popular actor and later director, brought some very long, yet quality films to the
carly screen. Foolish Wives and Greed were two of his longest films, running
seven and nine hours, respectively. e also brought uncompromising detail to
films and wonld sacrifice nothing to create the tiniest display of realism. Al-
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though his films have not played to nearly as many audiences as De Mille’s have
over time, the eritics have been kinder to von Stroheim because of his devotion
to this detail while remaining at odds with studio accountants over costs and
shooting times.

LAVISH SETS, LAVISH SCENERY

The public’s hunger for movies, the ovemight profits, and the bullish attitude
toward the future of films are readily seen in some of the lavish expenditures and

Figure 8-6 With the development of major motion pictures came
major studios with huge sets, such as this replica of a Chicago
street.
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sets that the major studios constructed (Figure 8-6). For example, Universal
Studios kept a complete zoo, drawing on evervthing from clephants to pets. At
one time it housed thirty lions, ten leopards, a sizeable share of elephants,
numecrous monkeys, horses by the hundreds, and an array of dogs and cats.

Twentieth-Century Fox had entire streets and villages constructed for its
productions. It started in 1925 when William Fox purchased a ranch for cowboy
star Tom Mix. A western street hecame part of the Mix set and was shortly joined
by a European city for Sunrise, a French village and battleground for What Price
Glory? and a Parisian set for Seventh Heaven, all on the back lot. A scale model
of an ocean liner scen from blocks away was constructed for Metropolitan.
Surviving for thirty vears because of its flexibility was the famous New Fngland
street with its stone church, courthouse, and gabled houses. The Erie Canal set
was constructed for Henry Fonda's The Farmer Takes a Wife and a Honolulu st
for Warner Oland’s Charlie Chan scries.

THE INTERNATIONAL INFLUENCE

Although our discussion of motion pictures to this point has centered on Ameri-
can actors and directors, we need to mention the impact that motion pictures
madc in other parts of the world. Two countries stand out for their cinematic
contributions. Germany and the Soviet Union.

Germany and The Cabinet of Dr. Caligari

After World War I, Germany brought its fledgling film industry under the
complete control of the state and organized it into what was known as the
Universum Film A.G. (UFA). With massive studios at Ncubabelsberg near
Berlin, UFA's goal was to join the power of film to domestic “uplifting” and
international influence. Although originally more a war policy than a creative
one, the latter eventually materialized as German directors captured the desolate
state of the German people following the European conflict. The emotional
impact they made stirred sensations in intemational film circles, beginning with
The Cabinet of Dr. Caligari in 1920, Dr. Caligari, played by Werner Krauss, is a
demented physician with mental powers over his patients, powers that can hyp-
notize them into performing lunatic acts in the most grotesque fashion. This was
a horror film with far more realism than anything the American dircctors had
dared to make. For the unsophisticated viewer, the film is an escape into fantasy.
For the critic in scarch of symbolism, the film unearths a wealth of comparison
to political suppression and tyranny.

If Caligari jolted the senses, other German films went on to show a
mastery of technology that the Americans found tough to match. Cameras were
used in every conccivable way to illustrate ecmotion. Strapped to an actor’s chest,
placed on camera dollies to follow the action, and hung from a trapeze, they
went everywhere a viewer or a viewer’s eves could go.
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Dominating German films was the theme of a depressed people caught in
hopeless straits against both the real and surreal. Fritz Lang’s Destiny with souls
going through a stone wall surrounding a cemetery, Paul Leni's Waxworks, and
F. W. Murnau’s Nosferaty on the Dracula theme all are representative of the
oppressed horrific themes. Fven the future world of Lang's Metropolis reflects a
city with human catacombs benceath the street.

As German films began to play in America, they not only became popular
but also spurred American dircctors to become more creative and bold in their
own endcavors. For Germany, however, the creative cra was short-lived and is
considered to have ended when Hitler took power in the 1930s.

Russia and Potemkin

Like Germany, the Sovict Union developed a sizeable state-controlled film in-
dustry after the Russian Revolution. By 1917, film was an instrument of prop-
aganda but onc that still nurtured creative talents. International acclaim was
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Figure 87 The mother and child from “Potemkin.” (National

Film Information Service, Academy of Motion Picture Arts and
Sciences)
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achiceved through the successful use of the thematic montage, refined and per-
fected from the foundation laid by Griffith. Carefully editing for sequenee and
emotion, the Soviets used the broad expanse of natural scenery with the thematic
montage to capture a new realism in film. It was perhaps best displayed in Sergi
Eisenstein’s Potemkin (Figure 8-7). The story of symbolic revolt and revolution,
it takes place on the ship Potemkin where a mutiny of the erew symbolizes the
revolution against oppression. The theme fit in well in the postrevolutionary
Russia of 1925. Iive parts of the film are skillfully cdited through thematic
montage into a theme of unity against political dictatorship. The film is further
heightened by elassical cutting techniques. In a scene from the first part of the
film, a sailor eating infested meat sees the words “Give us this day our daily bread”
inscribed on a plate and smashes the plate in frustration as the action is highlight-
ed by ten different camera shots.

Other Soviet films and personalities displaved similar ereativity. Vsevlod 1.
Pudovkin brought a more relaxed approach to fikm with attention to the indi-
vidual. Comedy in Chess Fever and empathy in Mother were part of his reper-
toire. Although clinging to the revolutionary themes of Fisenstein and Pudovkin,
Alexander Dovzhenko chose surrealism in which people and objects are distorted
from reality. In his Arsenal, bullets from a firing squad have no effect on a
prisoner, symbolizing the ability of the spirit to withstand the oppressor.

France and Un Chien Andalou

In France, surrealism reached its height with the work of artist Salvador Dali and
director Luis Buniel. Their film, Un Chien Andalou, carries the shocking and
absurd to new peaks with objects out of place and the camera deliberately focused
on special effects to jolt the audience. A dead donkey on a piano is one example,
but tame compared to a portrayal of a straight razor slicing across a woman’s
cyeball.

French surrealism treated life as an irrational dream with its directors
making no apologies for their film’s content or even trving to justify any sym-
bolism. The shoeking scenes of Un Chien Andalou have somewhat masked the
displays of other Freneh films. However, the artistic movements of the era still
exerted a massive influence on Furopean directors and audiences as political
strife, revolution, and the bloodshed of World War I spilled over from real life
onto the big screen.

the Passion of Joan of Arc

Climaxing the silent cra was a French film of international proportions. The
Passion of Joan of Arc was produced by Carl Drever whose association with the
UFA brought his talents to FFrance where he was joined by German craftsman
and designer Hermann Warm and Polish photographer Rudolph Mate. Starring
as Joan was the Italian actress Falconctti. The key to Joan’s success, even in the
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beginning days of sound, was the use of the camera to catch facial expressions.
For instance, the close-up shot masterfully captures every turn of her eye, every
tear, and every agony. The special cffects of Joan burning at the stake, not so
much gruesome as they were expressionist and packed with intense empathy,
brought audiences the world over to appreciate what the camera could do. And
audicences would need to remember that versatility, because with the arrival of
sound would come a degree of restraint on directors and producers that had been
present only at the very beginnings of film.

THE ARRIVAL OF SOUND

Sound joined film as early as 1889 when William Dickson introduced to
Thomas Fdison sound on a disc system. But not until the end of World War 1
was there any significant development.

R

Figure 8-8 Lce de Forest with a sound film camera. De Forest's

audion contributed as much to the motion picture industry as it did
to broadcasting. (AT&T)




technology

Two different systems premicred in early sound pictures. The famous “audion”
tube that Lee de Forest invented to amplify the incoming electromagnetic waves
of a radio receiving set appeared again in the 1920s as an amplification system for
sound motion pictures (Figure 8-8). De Forest also invented a method through
which sound could be recorded directly on the film in perfect synchronization
with the picture. This system, introduced in 1922, was called phonofilm and was
similar to a German process called the tri-ergon process. The other system was
developed by Western Electric and used a disc recording in synchronization with
the picture. Called vitaphone, it would not become the standard of the industry,
but it would drastically change it.

Vitaphone, after being offered to numerous studios, was finally purchased
by the almost bankrupt Warner Brothers. Wamer started out by producing a
series of sound short subjects, or “shorts,” with vitaphone, using a few talking
dignitaries of the film industry and some musical scores. The first feature length
film with the system was Don Juan in 1926. Warner's almost instant success
came on the night of October 6, 1927 when the film The Jazz Singer starring Al
Jolson opened in New York. Although not the first sound film, it did usc
synchronized sound to tell a story. Audiences loved it.

Meanwhile, Twenticth-Century-Fox started producing sound filins with a
system closely resembling Lee de Forest’'s. Called Fox Movietone News, the
carly “joumalism” shorts were gradually replaced by feature films produced in
Fox’s Movictone City, a special studio complex built for sound in 1928. By
1930, movice theaters around the country had converted to sound. While techni-
cally it moved motion pictures far into the future, artistically it left them behind.

restraint on creativity

Camcras that had once roamed scts and had gone along with riding posses now
were frozen in cement. They had a new device to contend with—a mi-
crophone. The camera could not rove because the microphone could not rove
with it. In addition, the director’s habit of shouting directions now had to be
muzzled. But they adapted. The camera became encased in a special soundproof
box, and the director learned to use everything from signs to sign language to
communicate with the actors. And the studio audience, which once had filled the
balconies of the silent movie studios, was kept out entirely. The most abused
character in all of this was the cameraperson who had to be locked up inside the
soundproof cage with the camera.

Unfortunately, movie audiences did not give the studios much incentive to
adapt to sound creatively. Early sound films with their stilted camera shots and
lack of action were a novelty, just as film itself had been in the days of the Black
Maria. People came to hear actors talk and guns shoot. Never mind that actors
huddled together straining their voices toward a concealed microphone; never
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mind the crackling quality of voices picked up and reproduced on primitive
cquipment; never mind the retun of the theater sets. Stars and directors of the
silent cra cringed at what was happening to the medium. There was no place for
the trifles of Chaplin’s tramp nor the stunts of Buster Keaton.

transition: actors and directors

For actors, sound became a frightening experience of mammoth proportions.
Stars of the silent era dropped like flies, victims of the new technology. When a
hero of action sounded like a whimpering coward, his carcer could end with a
ten-minute audition. When a romantic actress talked with sloppy English and
battcred accent, beauty could not salvage a crumpled carceer.

But reliance on theater for scripts also brought new stars with the voices to
make the transition. One of vitaphone’s finds was Lionel Barrymore (Figure 8-9).
For Barrymore, the microphone was a friend. It captured his resonance and gave
the audience just what it wanted. Delores Costello starred with Conrad Nagle in
Glorious Betsy and brought a contrast of the male and female voices to the sereen
(Figurc 8-10). In The Lights of New York in 1928, Helene Costello and Cullen

Figure 8-9 Lionel Barrymore's (right) wide-stage experience made
him a find for Vitaphone productions. Buster Collier, who also
gained experience on stage, appears here as Barrymore’s son in the
film “The Lion and the Mouse.”
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Figure 8-10 Emphasis between the masculine and feminine voice
played an important role in “Glorious Betsy,” which starred Do-
lores Costello and Conrad Nagel.

Landis sat “very close” so the single microphone could pick up their dialogue,
even though the picture consisted of little more than the camera shots of the
pre-Griffith era.

Fortunately, the creative void did not last too long. Soundproof cages were
replaced by more manageable soundproof camera covers. Two directors un-
shackled the industry with their creative and technical breakthroughs. Rouben
Mamoulian accomplished with Applause in 1929 a feat that sounds simple by
today’s standards. First, he separated sound from picture in the original fibning.
Using a camera crane for acrial shots of New York’s Penn Station, he added the
sound later. Sccond, Mamoulian used two microphones instead of one. Using a
sound mixer, dual microphones permitted new latitudes in positioning actors as
well as scenery.

The second director to break the sound barrier was King Vidor. With his
production of Hallelujah! Vidor put the camera into a chase through a swamp,
then later added the sound of squishing mud and animals. Distant shots of blacks
in the ficlds of the South were accompanicd by the singing of spirituals, which
madc it scem as though microphones were in the cotton bushes.

At last the motion picture industry was managing to wed sound to film,
even though the products were a bit like a newbom fawn, beautiful to look at but
with a lot of growing up to do.



HOLLYWOOD: THE 1930s TO WORLD WAR I

With the creativity of sound released from its cages and an audience again
becoming sophisticated, film moved into its second generation. Some critics feel
that film grew faster in these years than it ever would again. As a new medium
experimenting with itsclf, virtually all of the shots used in today’s pictures and
much of the sound techniques came from this time. By the 1930s, the town
called Hollywood was a lavish dreamland where millions were made and stars
were born. And the public began to idolize these stars. To examine this era, let's
look at some of the producers, the films and the stars that were part of it. Keep
in mind that it was a time when the big Hollvwood studios like M-G-M, Wamer
Bros., Columbia, and Twenticth Century Fox were big, big business. Movics
were mass produced, and their audiences clamored to the theaters. Remember
also that television was not around to kecp audiences at home. That came later
and drastically altered the motion picture industry.

Film in the 1930s had rcached a Waterloo with sex and violence, just as
television today is fecling the pangs of citizen group pressure. After the risqué
1920s, civic and religious leaders began blaming the movies for society’s ills. In
1934, a Catholic lay leader, Joseph Breen, was added to the board of the Motion
Picture Producers and Distributors Association, which had been founded as a
self-regulatory commission in 1922, headed by President Harding’s postmaster
general, Will Hays. Although there was still plenty of action, it was Breen’s
responsibility to determine what society should sce and what it should not.
Fortunately for Breen and the industry, the lack of competition from television,
the novelty of sound, and the new achievements in color photography kept
people interested in the movies.

animation: the work of Walt Disney

Walter Elias Disney entered Hollywood not as an actor or director like so many
before him, but as an artist. A cartoonist from Kansas City, Disncy started
producing short, animated cartoons called Laugh-O-Grams. Then with animal
characters, he sct out to produce cartoons which mimicked the real world. By the
time his career had matured, Disney had collected a record number of Academy
Awards and had moved beyond cartoons to feature films known for their family
cntertainment value. The profits his company amassed stand today in such
monuments as Disneyland in California and Walt Disney World in Florida.
What brought Walt Disney’s productions to the national public’s eye was
his 1928 cartoon, Steamboat Willie. It introduced a character eventually named
Mickey Mouse who went on to become one of the biggest stars in motion picture
history. In Steamboat Willie, Disney put Mickey on a stcamboat, bringing
music out of cverything from a cow’s tecth played like a xylophone to the
drumming sounds of garbage cans. The picture was a success because cartoon
characters did not need the peculiar microphonc arrangements of real characters.
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Rather, they could roam at will, and sound could complement, not constrain.
Following the success of Steamboat Willie, Disncy’s Silly Symphonies serics
combined music with animated dance and preliminary attempts at color. 'Then
after three vears of work on the project, Disney captured the hearts of the world as
he sct to animation Snow White and the Seven Dwarfs. 1lere the screen could
capture much of the great techniques of directors and actors alike. With the use
of animated close-ups, the audicnee was able to see the flawless beauty of Snow
White and the varied expressions of the Seven Dwarfs. After all, how could any
real life film character compete with Sleepy, Dopey, or Grumpy? Disney was
showing Hollywood and the world what he eould do, and there was no one who
could match him,

Many critics feel that his most creative efforts were unleashed in his 1940
production of Fantasia (Figure 8-11). Here Disney set his cartoon characters
loose to dance and to act out the themes of great works of classical music. For
example, Hyacinth Hippo dances with Ben Ali Gator to Ponchielli’s “Dance of
the Houirs.” Then Mickey Mouse, as Dukas’s “Sorcerer’s Apprentice,” bewitches
brooms to do water-carrying chores. Filmed in Technicolor, which now was
able to bring the complete spectrum of color to the screen, Fantasia still stands
as a classic example of the ability of animation to mix sound, sight, and color
together as only animation can.

Disney continued to produce cartoon features. The little fawn Bambi both

Figure 811 Walt Disncy’s “Fantasia™ combined the work of the
artist and the musician in what some consider to be the Disney
studio’s best example of animation. (© Walt Disney Productions)
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enchanted and scared the daylights out of young audiences in 1942. Pinocchio
made any child think twice about telling a lie, and Dumbo became a symbol of
hope for children who doubted their importance. After World War 11, Disncy
began adding real people to his cartoons. In Song of the South, animated birds
and animals flirted with real people. By the 1950s, Disney was working on
Disncyland, and his films had expanded to include family features and nature
documentarics,

the stars

The 1930s also proved that the silent films did not have a corer on the comedy
market. Comedy was alive and well, even among the female stars like Mac West.
Her original roles displayed her buxom appearance and unrestrained sex appeal,
but restrictions from the Hays office and Breen kept her reined in through much
of her carcer. Onc of her best appearances was in My Little Chickadee with
comedian W. C. Ficlds. Ficlds was to sound what Chaplin had been to silents.
He possessed both the voice and the physique to gamer a laugh. He became
known for his highly articulated speech and natural deviousness in comic por-
trayals. Along with My Little Chickadee, some of his most famous films include
The Bank Dick (Figure 8-12) and Tillie and Gus. Matching Fields in comic
routines were the Marx brothers. Groucho, Harpo, and Chico had the irrever-

Figure 812 W. C. Fields. (Copyright, Ravmond Rohauer)
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ence of Fields, the stvle of Chaplin, and were able to play one against the other
in such films as A Night at the Opera and Duck Soup.

Romance and intriguc arrived when Paramount Studios director Josef von
Sternberg found Marlene Dietrich. The match worked financial wonders for
Paramount. Dictrich became the star of shadows and mystery, lover and loved.
Among others she plaved in The Blue Angel, Blonde Venus, and The Devil Is a
Woman. Born in Berlin, Dictrich became an American citizen in 1937 and was
honored during World War Il for her overseas entertainment cfforts.

Gary Cooper and Clark Gable also entered films in the thirties, Cooper,
playing in famous roles opposite Dictrich, and Gable, who won an Academy
Award in 1934 for It Happened One Night, were symbols of the macho male.

Other stars making their presence felt in the thirties and early fortics in-
cluded Jimmy Stewart, Jean Harlow, Spencer Tracy, Jackie Cooper, John
Wayne, James Cagney, Humphrey Bogart, and Rita Hayworth. Joan Crawford
starred in No More Ladies, while Robert Young of modern television fame and
Betty Fumess of consumer fame starred together in the 1936 M-G-M production
of Three Wise Guys. Johnny Weismuller, meanwhile, romped through the
jungle in the Tarzan movies. Then Myma Loy starred in The Barbarian which
included a racy nude bathtub scene. Fred Astaire and Ginger Rogers entertained
audiences whenever they danced together, and Edward G. Robinson entertained
them by being the original tough guy. Names such as William Powell in The
Thin Man, Peter Lorre in Mad Love, Judy Garland in Broadway Melody 1938,
and Greta Garbo in Ninotchka and Camille, all kept movie audiences flocking
to the theaters. Even with the Great Depression of the early thirtics, when
attendance took a massive but temporary dip, the movies survived.

But the stars were only one of the attractions. It was the dircctors who made
the industry and, consequently, stardom possible.

the directors

In addition to being known for consistently casting Marlene Dietrich in his films,
Josef von Sternberg was most at home with intrigue set in seamy places. From
the foreign legion to the back street night club, von Sternberg loved focusing his
shadows and dull lights on shady characters and bewitching women.

Breaking out of the studio into the freedom of the open spaces, John Ford
used people and scenery in contrast with cach other. In films like his most
notable Informer, Ford used the camera to emphasize the facial expressions of
the middle class in their life of survival and fight against the idle rich or political
injustice.

Carrving contrast to the inner self, Howard Ilawks (Figure 8-13) was most
comfortable with actors of the Douglas Fairbanks cra. But Hawks went beyond
action to the psychological. Here the contrast was between courage and cowar-
dice.

Fven the genius of Alfred Hitcheock (Figure 8-14) received its first real



Figure 8-13 Howard Hawks.

Figure 8-14 Alfred Hitchcock,
recognized as one of the great di-
rectors of novic intrigue, is fa-
mous for such titles as *Psycho,”
“The Birds,” and “Frenzy.”
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appreciation in the 1930s. The master of such later shockers as The Birds and
Psycho, Hitchcock brought these audiences such thrillers as The Man Who Knew
Too Much and The Thirty-Nine Steps.

Gone with the Wind and Citizen Kane

Two films that stand out as “the” movies of the early sound era, however, are
Gone with the Wind (Figure 8-15) and Citizen Kane (Figure 8-16). The former
is considered so because of its lasting appeal to the masses, the latter because of its
lasting appeal to critics and students of film.

Based on Margaret Mitchell’s book of the same title, Gone with the Wind
was the dream child of producer and studio head David O. Selznick. As soon as
Mitchell’s book became a best seller, Selznick bought the screen rights for $50
thousand, intending the movie to be his company’s masterpiece. Later he volun-
tarily doubled the amount after profits on the film soared. But it was not long
before the Selznick organization necded both financial and artistic help. The
public wanted Clark Gable for the leading role, but Gable had a contract with

Tty

Figure 8-15 “Gone With the Wind" was an epic production of the
late 1930s, famous for numerous cinematic accomplishments.
Well publicized was this embrace between Rhett Butler (Clark
Gable) and Scarlett O'Hara (Vivien Leigh). (From the MGM re-
lease GONE WITH THE WIND © 1939, Selznick International
Pictures, Inc. Copyright renewed 1967 by Metro-Goldwyn-Maver,
Inc.)
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Figure 816 Orson Welles in “Citizen Kanc.” (National Film In-
formation Service, Academy of Motion Picture Arts and Sciences)

M-G-M. Undeterred, Selznick convinced M-G-M to place $1 million into the
picture and to release Gable to star in it, giving the film company the distribution
rights and half the profits in'return. Even the New York Times became interested
in the picture, lamenting in an editorial that the first actress chosen to play
opposite Gable, Norma Shearer, declined the role. Vivian Leigh became the
beguiling Scarlett (’Hara instead.

Throughout its production, the American press constantly ran stories about
the upcoming event, generating enough anticipation that regardless of what the
final product was, America was ready to see the movie. Sidney Howard was hired
to do the screen play but died before the picture was finished. Such well known
writers as Ben Hecht and F. Scott Fitzgerald were called in to finish the script.
When the picture was officially released in 1939, it immediately filled theaters
both in America and abroad. During World War II, there were lines at box
offices in England even during the raids. Among the records set by the film were
its running time of two hours and forty-two minutes and its collection of ten
Academy Awards. Since its release, it also has chalked up the distinction of being
one of television’s biggest film spectaculars and has carned M-G-M close to $200
million.

If Gone with the Wind stands as the picture of this era with the most mass
appeal, Citizen Kane stands as the film most heralded for its accomplishments in
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cinema. The director, who also saw to it that he starred in it and had a direct
hand in virtually every phase of the production, was young Orson Welles. Welles
had become famous through theater and his 1938 War of the Worlds radio
broadcast. Citizen Kane was his first, his best, and practically his last fling at
pictures.

Opening with shots of Charles Foster Kane near death, recalling his life, it
moves to a shot of a small sled bearing the name of “Rosebud.” Rosebud be-
comes a symbol of the film, contrasting the love and play of Kane's childhood to
his adult life in pursuit of material things. Kane becomes a powerful and ruthless
newspaper executive who will do anything to create a story, increase circulation,
and boost profits. He tries to buy everything, including love, and spends much of
his life in a California castle filled with muscum artifacts, the symbols of his
materialist life, Faintly resembling the life of William Randolph Hearst Sr., the
picture uses lighting and angle shots to the limit to accentuate the ferocious
temperament of Kane and the massive walls of his castle. The film, despite its
dismal box office showing, is still a popular favorite of film studies programs.

FILM THROUGH THE FIFTIES: CHANGES AND TRENDS

World War Il had an unusual effect on the movies. Directors produced govern-
ment films, people escaped the realities of war by attending those pictures that
Hollywood did tumn out, and it postponed the incvitable breakup of the theater
chains and distribution systems that the antitrust forces soon dissolved. It also
took the industry’s mind off a new invention that RCA’s David Sarnoff had
introduced at the 1939 World’s Fair. That invention arrived in the fifties and
with it, dramatic changes for motion pictures.

transition to television

A business faced with monumental and almost overnight competition will do
some unusual and hasty things to survive. Some work; some do not. Film was no
exception. What could the industry do to counteract a movie screen that had
been reduced to twenty-one inches and placed in the living room? How could
motion pictures compete with “I Love Lucy” and the “Texaco Star Theatre,”
with Ed Sullivan and Milton Berle? It tried novelty, novelty in the form of
cinerama.

Cinerama was more a process than a picture. Using multiple cameras and
projectors, the audience was offered a visual spectacular with a huge screen
expanded to ten times its usual size and “wrapped around” the audience.
Peripheral vision made it all scem incredibly real. The first cinerama captured
the visual feeling of clutching in the front scat of a roller coaster as it thundered
up and down and around the curves, all in living color. Cinerama worked, but
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on a limited scale because only a select group of theaters were big enough or went
to the trouble of buying equipment for it.

The next novelty was three-dimensional pictures, or 3-D. Using separated
images on the screen and bringing them together with the muted hues of a pair of
special 3-D glasses, the audience looked more like a group of Martians with space
goggles than like theater patrons. The idea did not work well because the movies
that used the process were as bad as the glasses. Some of the most famous 3-D
films were It Came from Quter Space, Bwana Devil, House of Wax, and Crea-
ture from the Black Lagoon (Figurc 8-17).

Creature from the Black Lagoon, however, managed to take its place
among some of the better science fiction features of the 1950s. John Baxter
writing in Science Fiction in the Cinema called it “brilliant underwater photog-
raphy.” Even the relationship between the creature, Gill-Man, and the woman
he desires managed to elicit positive reactions from critics. The film is still a
popular feature of science fiction festivals and is distributed in its original 3-D
version.

With the expense of cinerama and its limited distribution possibilities, and
the short-lived novelty of 3-D, the industry next tried cinemascope. First intro-
duced by Twenticth-Century-Fox in the biblical story The Robe, cinemascope

Figure 817 One of the original
3-D films, “Creature from the
Black Lagoon,” still plays fre-
quently on college campuses.
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expanded the width of the screen to a two to five ratio but did not wrap it around
the audience as cinerama did.

Along with cinemascope came new sound systems with names such as
Wamerphonic and Kinevox Stereo. Other marketing labels attached to sound-
visual sensations included Visterama, Vista Vision, Vectograph, and Vitascope.
But through all the gimmicks and all the novelties, it became clear that if
audiences were going to keep coming back, the industry needed more than wide
screens, glasses, and fancy names. It needed big pictures.

spectaculars

One solution was to produce epic pictures of proportions too big to be ignored by
the public and the press. One of the first of the fifties was Quo Vadis. At a cost of
$7 million, it was filmed in Rome where a cast of 5,500 extras took part in a
march to Nero’s palace. Director Mervyn LeRoy guided Robert Taylor, Deborah
Kerr, Peter Ustinov, and Leo Genn through scenes that saw them co-starring with
no less than twenty lions and two chectahs. The success of Quo Vadis, which
carned for M-G-M the most money it had seen since Gone with the Wind, made
it clear that spectaculars had promise.

Another profitable spectacular was a remake of Ben Hur. This time,
M-G-M sunk $15 million into it as Charleton Heston raced chariots, again on
location in Rome. Back home the movie won twelve Academy Awards.

The lure of the spectacular created a different kind of reaction at
Twenticth-Century-Fox. There Cleopatra went into production on the basis that
a big event picture could not go wrong. It did. Cleopatra, starring Elizabeth
Taylor, Richard Burton, and Rex Harrison, came out as the first and most lavish
spectacular of the 1960s, but it flopped and cost the studio millions.

other solutions

Another solution to television and something the movies did rather well, was
social commentary. Blackboard Jungle brought to the screen the theme of
juvenile delinquency with switch blades and confrontations in schools. Then an
unknown actor from a small town in Indiana came to the screen in Rebel
without a Cause. James Dean (Figure 8-18) became the symbol of the teenager
scarching for identity, adventure, love, and life.- After Dean was killed in an
automobile crash, he became almost a spiritual guru of the teenage scene, and
movic magazines for years played up his image.

Because television was faced with even more content restrictions than the
motion picture industry was, movies sought to excrcise what freedom of expres-
sion they did have to the limit. Elizabeth Taylor and Paul Newman starred in
Tennessee William's play, Cat on a Hot Tin Roof. From the plantation country
of the deep South, a story of romance and tension unfolds as Paul Newman, the
husband, refuses to make love to his wife, played by Elizabeth Taylor. Implied
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Figure 8-18 Killed in an explod-
ing automobile crash, James
Dean became a film martyr for
many teenagers of the 1950s.

homosexuality is the result with outstanding performances by both stars. Taylor
then teamed up with Rock Hudson and James Dean for a temptuous love affair
in the movie Giant. Sex symbol Mamic Van Doren also kept the theaters
steaming with The Beat Generation, Girls Town, and Born Reckless.

The ever popular Westerns padded the box offices, especially when cast
with major stars like John Wayne. Jimmy Stewart ended up in the Alaska gold
fields in The Far Country and on the railroad in Night Passage. Western hero
Audie Murphy starred in such films as The Duel at Silver Creek and Destry.
Victor Mature rode along in Chief Crazy Horse, Rock Hudson trailblazed in
Seminole, and Jeff Chandler shot it out in Pillars of the Sky. By the time the
1960s rolled around, motion pictures had adapted to television so well that they
were beginning to permit the medium to buy selected films for broadcast use and
even attempted to produce some television movies themselves.

ERA: FINANCIAL TRANSITION

Financially, the movie industry also began to change after the 1950s. In a
nutshell, box office flops and big expenditures spelled financing.

big bank financing

Sharp financial business managers have not always sat behind the desks of the
motion picture corporations. Before television, creative geniuses, or movie bar-
ons, as they were known, ruled the movie kingdom, and there was nothing that
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could not be sacrificed for the sake of creativity. If a picture went over its budget
in adding the necessary glamour to suit the director’s whim, over it went. The
difference between then and now was that mouney seemed to stretch further in
those days.

Competition from television, however, required new management and
new thinking within the industry. It thus entered a transitional period that
brought management keen financial minds, people who could talk the language
of accountants and bankers. Although creative talent was and continues to be the
backbone of the industry, “dollars and cents” people began to make the final
decisions.

At the same time, money became scarce, and financial risks became much
greater. And remember, the industry was entering the cra of the spectacular. The
Sound of Music (Figurc 8-19) was a typical example of a picture that went all out
with script, stars, and financial backing in the $20-million-dollar range. Fortu-
nately, it was extremely successful at the box office. As we have seen, such

Figure 8-19 Julie Andrews starred in “The Sound of Music,” one
of many films that became part of the big budget, bank-financed
movie spectaculars. (SOUND OF MUSIC Copyright © 1965
Twenticth Century-Fox Film Corporation)
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movies created the theory that big scripts, big stars, and big money automatically
meant big box office receipts.

To obtain big money, the industry approached leading financial institu-
tions to secure loans. But banks were not used to lending money under the risks
common to the motion picture industry. So the industry had to prove that
responsible management and financial safeguards were inherent in any given
film enterprisc. One of the banks’ greater concerns was budget overruns. To
counter this, film companies had to show that even though a director or producer
might have a tremendous desire to shoot a special scene for a special effect, he or
she would not jeopardize the budget. After all, the financial luxury of waiting
thirty days for the weather to clear to achieve the proper lighting and scenery was
not something upon which banks looked favorably. In order to further appease
the banks, the industry also rearranged its contractual agreements with actors and
actresses. The rule had been to guarantee a star a certain amount of money
before the picture ever went into production, regardless of how well the movie
did at the box office. Instead, film companies now began to offer the stars a
percentage of the box office receipts.

Some banks did give credit to some of the larger film makers on the basis of
past film successes. For instance, a typical film company may produce twenty-
five films in a year, five of which may prove quite successful, another five may be
financial disasters, and the rest may come somewhere near the break-cven point.
On balance, then, the company’s profit record seems a reasonable credit risk.

Film companies also could offer the banks collateral in the form of in-the-
can films—movies which already had been run in movie theaters but whose
income was still assured from re-releases and release to television. This was the
type of collateral that appcaled to banks. The fallacy, however, was in the
formula. Big money did not necessarily mean big profits. Three New York banks
found that out after they arranged a credit line of over $70 million to one major
company for four movies, only one of which was profitable. In fact, some of the
most popular bank-financed titles, such as Hello Dolly, did not live up to their
financial expectations. As a result, some banks backed out of the movie financing
business.

low budgets and big profits

A happy ending was in sight, however. Although some of the big-budget movies
were bombing at the box office, some low-budget pictures, those in the three- to
five-million-dollar range, were on the upswing. Two which turned the heads of
the industry were M.A.S.H. and Butch Cassidy and the Sundance Kid. Paul
Newman and Robert Redford helped the latter considerably. It meant a new
formula was possible, one with only one of the formerly essential ingredients—
big stars. In some cascs, even big stars were not necessary, as Tom Laughlin
proved in Billy Jack. So, almost as fast as spectaculars appeared on the scene,
they disappcared.
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Today, movies in the seven-million-dollar range are permitting many pro-
ducers and dircctors to experiment with their creative talents without endanger-
ing the financial structure of a movie company. This development also has
allowed individual investors to get back into the movie financing business.
People and organizations with a few million dollars to lend can reap tremendous
profits if the movic is a success, vet they need not place their own corporate
structure on the line in case of failure. This attitude also has given rise to more
creative production flexibility, for if too tight a financial rein is placed on a
production, creativity can suffer as well as quality. Today’s producers have found
that they can produce pictures of exceptional quality on reduced budgets, and the
public is willing to accept them, sometimes even more cagerly than the spectacu-
lars.

ACCENT ON YOUTH

The 1960s brought turmoil to America with the unpopular Victam War, the
civil rights movement, the drug scene, and campus protests. Perhaps at no other
time in recent history was a generation of young adults in such a quandary. The

Figure 8-20 Dustin  Hoffman and Katherine Ross in - “The
Graduate.” (Einbassy Pictures)
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movics, which had been trying to find a theme and an audience to match it,
stumbled onto this young adult audience.

First came the beach movics of the carly 1960s with themes of California
and sun. Teenagers were dancing, loving, swimming, and playing volleyball by
the occan, while bikinis werce featured in such films as Beach Party, Beach
Blanket Bingo, and How to Stuff a Wild Bikini. Elvis Presley took up the role in
Spinout playing a singer and race driver.

Then as the decade progressed, an unknown star named Dustin Hoffiman
tcamed up with Anne Bancroft and Katherine Ross, another unknown, in the
picturc The Graduate (Figure 8-20). Hoffman, who was an instant hit, portrayed
a young college graduate who finishes his senior year without a job and little
more going for him than his parents’ rich friends, all giving him advice. His
problems are compounded as he falls emotionally for Mrs. Robinson’s daughter,
played by Katherine Ross, and sexually for Mrs. Robinson, played by Anne
Bancroft. Hoffman followed The Graduate with a starring role in Midnight
Cowboy, a story about a male derelict and his friend, plaved by Jon Voight.

The epitome of pictures of the sixties generation was Easy Rider, starring
Dennis Hopper and Peter Fonda. It brought to the screen the contrast between
the establishment and the nonconformists, between clean living and drugs, all
wrapped in the theme of directionless youth.

Thomas Laughlin continued the nonconformist theme in his portrayal of
Billy Jack, a nonviolent hero who, when pushed far enough, could still stand up
and fight. The story of an Indian war veteran on a reservation, Billy Jack
beeame a cult movie by the 1970s, spawning two sequels, The Trial of Billy Jack
and Billy Jack Goes to Washington. World-of-mouth promotion campaigns and
surprisingly low production costs made these films a huge success.

DIRECTORS LEAVE THEIR MARK

While movies were catering to their young adult audience with nonconformist
themes and low budgets, still other films reassured the crities that creative direc-
tors had not all gone to the beach. The genius of Stanley Kubrick had emerged as
early as 1962 in the movic Lolita. He enhanced that recognition, although not
necessarily for a better picture, in Dr. Strangelove, or How I Learned to Stop
Worrying and Love the Bomb. In Dr. Strangelove, country-western star Slim
Pickens portrays a crew member on an Air Force bomber that mistakenly heads
to Russia to drop its load. But the movie that propelled Kubrick into world fame
was his 1968 production of 2001: A Space Odyssey (Figure 8-21). Stars did not
make the picture; Kubrick’s creation of future interplanetary civilizations did,
and without gimmicks. Kubrick carried his wild illusions further in A Clockwork
Orange, a film about a futuristic society with sexual mannikins and perversions
of violence.

Examining the inner self and the scarch for reality, Italian director
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Figure 8-21 Stanlcy Kubrick's “2001: A Spacc Odyssey.” (From the MGM rclease 2001:
A SPACE ODYSSEY © 1968 by Metro-Goldwyn-Mayer. Iac.)

Michaclangelo Antonioni brought to the screen such well-known pictures as his
1966 Blow Up. T'wo sex scenes in the movie caused such a stir that in South
Dakota, a local Baptist minister demanded the film be banned from the city
theater. A much deeper meaning than the sex, however, is the search by a
photographer to find meaning in his life. That mcaning had been treated carlier
in Antonioni’s Red Desert, in which a woman examines her life in relation to the
people and things surrounding her.

Director Federico Fellini’s films brought an explicit visual realism to the
sereen, achieving a height of emotional vigor difficult to match. The human
condition reflected in both individuals and socicty in his films was presented in
sometimes shocking form. Fellini explored the mind in his 1963 production of
8%z, dwelt on fanciful illusions in La Dolce Vita, and expanded this in Juliet of
the Spirits. On location in Rome, Fellini shot Fellini Satyricon and Roma,
which display the cynicism and grotesqueness for which he is noted.

Other directors of the 1960s and 1970s who stand out for their individual
achicvements include Franklin Schaffner, who directed George C. Scott in one
of his most powerful roles, in Patton (Figure 8-22). The expert use of camera
techniques created a larger-than-life Ieader of men who displayved both a fanatical
love of war and an equal contempt for the burcaucracy that created it. Interest-
ingly enough. it managed to appeal to both the hawks and doves of the Vietnam
War era. Roman Polanski received rave reviews directing Mia Farrow in Rose-
mary's Baby and brought the underworld of the 1930s to life in Chinatown.
William Friedkin dirccted The French Connection, a powerful film about an
international drug ring, and the Exorcist, an cqually powerful movic about
mental powers. Francis Coppola brought us The Godfather, while Alfred Hitch-
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Figure 822 George C. Scott in “Patton.” (PATTON Copyright ©
1969 Twentieth Century-Fox Film Corporation. All rights reserved. s

cock directed Tony Perkins and Janet Leigh in Psycho. Peter Bogdanovich’s The
Last Picture Show was another favorite of the film sct. And David Lean, who had
been well accepted as a director in the 1940s and 1950s, directed the beautiful
1965 production of Dr. Zhivago as well as the 1970 production of Ryan’s
Daughter.

DRAWING CARDS: VIOLENCE AND SEX

While the peace movement was flonrishing, the motion picture industry was
swelling with violence. In the bullet category, Bonnie and Clyde took top hon-
ors. Dirccted by Arthur Penn and starring Faye Dunaway and Warren Beatty,
the gangster movie climaxed with machine guns riddling the two stars. More
vintage fircarms were used in dircctor Sam Peckinpah’s The Wild Bunch. And
raw guts and guns came to the sereen as a new star named Clint Eastwood spent
time looking down both ends of a gun barrel in such pictures as Hang ’F:m High
and Joe Kidd. Eastwood then donned more modern garb for some equally violent
scenes in Magnum Force and Dirty Harry. Steve McQueen starred as a police
officer in Bullet, noted for its famous chase scencs.

The audiences that violence could not lure to the box office, sex did.
Midnight Cowboy had an X rating. Janc Fonda lay nude inside a science fiction
love-making tube in Barbarella, and A Clockwork Orange detailed future sex.
Swapping sex was the theme of Bob and Carol and Ted and Alice. For further
instructions, along came A Guide for the Married Man. Prostitution appeared in
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such films as Irma La Douce, starring Jack Lemon, and sexual fantasy was the
theme of Belle de Jour. Two films, I am Curious Yellow and Carnal Knowledge,
contained such explicit scenes that they provoked court cases testing the power of
censorship. Yet even harder core sex appeared in the 1973 production of Last
Tango in Paris starring Marlon Brando. Receiving attention as more serious
X-rated films of the era were Gerard Daminao’s Deep Throat and The Devil in
Miss Jones.

EMERGING BLACK FILMS AND BLACK STARS

NEW EPICS

By the 1960s and 1970s, race relations were being treated with some degree of
reality. Stars such as James Farl Jones, Lola Falana, Roscoe Lee Brown, and
James Brown helped to focus this reality.

Of all the black stars, however, Sidney Poiticr probably did more to call
attention to the black actor as a scrious star with major audience appeal. Poitier
was a hit in Ralph Nelson's production of Lilies of the Field. He then played a
powerful role in In the Heat of the Night as a black New York police detective
who is stranded in a small southern community. While he is there, the detective
finds himself working on a murder case with the town’s bigoted white police
chief, played by Rod Steiger. The film brings realistic racial tension to the
screen but concludes with a lesson in racial harmony. Still another Poiticer film is
To Sir with Love, in which he plays a school teacher who wins the respect of
white students in trouble. In Guess Who's Coming to Dinner, he portrays a
doctor marrying into an aristocratic, white family.

Other black stars followed Poiticr’s Icad, helping black films to be
acclaimed in their own right. Singer Diana Ross starred as Billie Holiday in the
well received Lady Sings the Blues, and Pamela Grier plaved in Coffy, Foxy
Brown, and Sheba Baby. From television to recordings, Richard Roundtree’s
role in M-G-M’s Shaft had audiences intrigued with a new hip private cye. The
actor even starred in two spin-off sequels: Shaft’s Big Score and Shaft Goes to
Africa. The screen had come a long way from the racist 1915 production of The
Birth of a Nation.

If three types of films could best represent the 1970s, they would be disaster films,
shark films, and science fiction. The former found their way onto the screen with
The Poseidon Adventure, which showed an occan liner sinking with most of its
passengers trapped inside. This ocean adventure was followed by fire in The
Towering Inferno and by crumbling buildings in Earthquake. Airplancs and
dirigibles also became part of the act. Fear at 30 thousand feet was so successful
for the movie Airport, starring Dean Martin and George Kennedy, that it begot
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Airport 1975. In this film, Jack Smight directed box office favorites Charlton
Heston, George Kennedy, and Karen Black in this adventure about a stewardess
flying a Boeing 747 after a small plane crashes into the jet's cockpit. Its success
even spawned Airport 1977 and yet another, Airport '79, which featured the fast
flying Concorde jet.

A more realistic approach to big action suspense was played by George C.
Scott in his role of a German colonel assigned to travel with the dirigible Hin-
denburg to try to prevent sabotage. Using original footage from the actual Hin-
denburg crash, the picture was one of the better disaster epics, winning an
Academy Award for special effects.

Although they produced their own low budget copies, Jaws and Jaws I
kept many theaters in the black during the seventies. Jaws was the brainchild of
author Peter Benchley who wrote the book and publicized it in serial form in a
leading magazine. Released at the beginning of the summer of 1975, it was not
long before the “Jaws” fad took the country by storm. The film was successful
cnough to give Universal City Studios a 25 pereent share of the United States and
Canadian film market for 1975 and to become the all-time box office record
breaker (Figure 8-23). For producers Richard Zanuck and David Brown and
director Steven Spiclberg, it meant millions in personal income.

As for science fiction, few films could equal the dazzling display of special
cffects in Star Wars. With a likeable pair of robots, Star Wars was the
sleeper film that broke all-time box office records. It was pure fantasy, but it
brought forth a new wave of interest in science fiction and a definite wave of

Figure 823 (Fromn the Motion
Picture “JAWS,” Courtesy of

Universal Pictures)
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Figure 8-24 Scan Connery and Karl Malden climb through rubble
in " Meteor.” (© 1978 American Intermational Pictures, Inc. Cour-
tesy: Columbia Pretures Merchandising)

profits. IFollowed by the more realistic but equally majestic Close Encounters of
the Third Kind, crcatures from outer space were becoming bigger stars than
carthlings. The success of Star Wars and Steven Spicllerg’s Close Encounters of
the Third Kind was followed by the news that the cast of the television series Star
Trek had been reassembled for a major motion picture.,

American International kept the reality of Close Encounters and the sci-
ence fiction gente alive with their 1979 release of Meteor (IFigure 8-24}, starring
Scan Connery of James Bond fame and other major stars such as Natalic Wood,
Karl Malden, Brian Keith, Martin Landau of television's Space 1999, and Ilenry
Fonda. Similar science fiction fare arrived with The Humanoid, in which a
world of tomorrow is menaced by a super human force. How far into the 1980s
the science fiction craze will last is only a guess, In 1979, “special effects”
director Spiclberg had turned his attention back to nostalgia with 1941, a comedy
about a Japanese submarine’s unannounced appearance off the California coast.

1980s: THE CARTOON AS FEATURE FILM

What clse is in store for film in the 1980s? The begmning of the decade will
introduce the characters of the comics. Columbia Pictures bills its 1981 film
Annie (FFigure 8-25) as “the top movie musieal of all time.” Patterned after the
popular comic strip feature “Little Orphan Annic,” as well as the Broadway hit
by the same name, Annie alrcady has to its credit seven Tony Awards, including
best musical, and the New York Drama Crities Award for Best Musical, With
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Glorioski Sandy.
I'm gonna be a movie star®!

Winnerof 7 Tony Awands
including Best Musical

Best Musical-
NY. Dravena Critios Cincle

The greatest Broadway musical of the 70s will
soon be the happiest Columbia Picture ever.

Coming Chestmas s

Figure 825 Full length cartoons, such as “Annic,” showing a rcturn of major animated
features for the early 1980s. (© 1979 Columbia Pictures Industrics, Inc. Courtesy,
Columbia Pictures Merchandising)

SUMMARY

news of Annie, other film companies quickly bought the rights to additional
comic characters. If the trend is successful, the 1980s could sec a whole motion
picture series of “I'erry and the Pirates,” “Spiderman,” “Flash Gordon,” *Pop-
eye,” “Buck Rogers,” and “Dick Tracy.”

In theory, we can trace motion pictures back to the era of pictographics when
cave paintings attempted to express the illusion of motion. By the 1800s, motion
pictures became a reality as Thomas Edison invented the motion picture camera
in America, and the Lumiére brothers in France invented a projection device.
Farly films were short and casily satisfied their patrons. Gradually, as directors
like D. W. Griffith and Mack Scnnett offered more creative camera techniques
and story lines, the public thirst for films grew, and makeshift studios were built to
accommodate production of these new films. People especially developed an
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interest in movie stars. Charlic Chaplin, Buster Keaton, Laurel and Hardy, Mary
Pickford, and Douglas Fairbanks were among the carly idols.

In 1927, sound was introduced to motion pictures, and they became a
novelty all over again. But creativity stood still as sound moved forward. Finally,
Mamoulian placed two microphones at diffcrent locations, thus unleashing the
constraints that had plagued directors and actors.

Even through the depression of the 1930s, the movies flourished. Studio
profits were plowed back into bigger productions and lavish sound stages. World
War Il promoted the boom. Then in the 1950s, film met a new competitor—
television. Panic attempts to lure audiences back to the movies came up with such
novelty technology as 3-D, cinerama, and cinemascope. Movies also adapted
with a series of low budget fihus, a few spectaculars, and themes of juvenile
delinquency.

The 1960s and 1970s witnessed changes in the financial structure of
movies as studios were purchased by corporate conglomerates more concerned
about profits than about creativity. Bank financing also became common,
although some box office failures were too much for conservative financiers. The
movies themselves began to search for an audience and found it in voung adults.
Pictures about the “now” generation thus became the vogue, followed by sexual
liberation and violence. Disaster epics, shark films, and science fiction scemed to
characterize the 1970s, and prospects for the carly 1980s see a new trend in
full-length feature cartoons.
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The Recording Industry
\_ _/

What images come to mind when we think of the recording industry? The
support for virtually every type of clectronic mass communication, the industry is
synonomous with multimillion dollar studios, rock bands, promoters, albums,
concerts, stars, excitement—and perhaps heartbreak. 'To the musicians it means
Nashville, London, Chicago, New York, Paris, and Los Angeles. To the clec-
tronic engincer it is ccho chambers, reverbs, microphones, and synthesizers.

SCOPE OF THE RECORDING INDUSTRY

The recording industry today is an international, billion-dollar enterprise. In the
United States alone, more than 1,200 companics are producing and relcasing
records and tapes; approximately 2,600 different record and tape labels are sold;
60,000 stores scll records and tapes; approximately 73 million phonographs are in
usc; and in any onc year, as many as 2,600 albums and 6,200 singles will be
released. Retail sales of records in the United States are in excess of $2 billion
dollars annually. In fact, the United States is the largest consumer of recorded
music with approximately 36 percent of the world market. What tvpes of music
arc the most popular? Contemporary music by far, accounting for over 61.4
pereent of sales. Country music follows with 11.7 percent. Figure 9-1 examines
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Figure 91 Record sales by music type. (Source: Billboard
magazine and the Recording Industry Association of America)

other musical types, showing that middle-of-the-road music accounts for 11.1
percent, classical for 5.4 percent, jazz with 4.6 percent, children’s music at 2.3
percent, and comedy with 1.6 percent.

To understand how the recording industry achicved such success, we need
to go back before radio, before disc jockeys, even before the phonograph.

PRERECORDING ERA: BROADSIDES AND SHEET MUSIC

The first use of music as a means of mass communication is credited to the print
medium. Long before the concept of electronics, a new song was published on
paper and inserted inside a decorated cover to be played on the piano or other
appropriate musical instrument of the time. Published meant just that, produced
by a printing press and distributed the same way a book would be published and
distributed. Music publishing in the cighteenth century took the form of broad-
sides, which were musical editorials on some important political event of the day
and were printed on a rather large sheet of primarily rag content paper, hence its
name.' The broadside’s purpose was not actually to publish music but rather to
act like a newspaper “extra.” Inside would be news of the day and the accom-
panying comical verse set to a familiar tune satirizing some newsworthy cvent.

Sheet music, those separate publications devoted entirely to musical selec-
tions, arrived later as the American Revolution whetted appetites for patriotic
songs. The Yankee Man of War, in honor of the deeds of the famous Captain
John Paul Jones, and The Liberty Song were typical of songs in the late
cighteenth century. Some of the songs first appeared in ncwspapers, then if their
popularity warranted it, they received separate publication status as sheet music.



The Recording Industry 205

Typical of these was the song Independence, first published in the Freeman's
Journal, a full month before the signing of the Declaration of Independence in
1776. Another popular tune of the era was the famous Yankee Doodle. Actually,
this song was in cxistence before the American Revolution, having been part of a
larger scleetion published as part of a comic opera in 1767, It evolved as a
scparate song about 1780, published in London under the title Yankee Doodle or
(as Now Christened by the Saints of New England) The Lexington March (Figure
9-2). Instructions were given to the effect that “the Words to be sung thro’ the
Nose, & in the West Country drawl and dialect.”

The War of 1812 also produced its share of sheet musie favorites. The most
famous American tunc is credited to author Francis Scott Key, who wrote what
beeame our national anthem during the defense of Fort McHenry near Balti-
more. Although the verse is credited to Key, the tane itself had appeared in many
versions prior to 1814. Titled Anacreon in Heaven, the tune was composed by
the Englishman John Stafford Smith and appeared as early as 1798.

Sheet musie remained the usual method of music distribution in the
nineteenth century, and the polities of the times produced a wide sclection of

YANKEE DOODLE, or

(as now Christened by the Sainvs of New England)
THE LEXINGTON MARCH
N3. The Words to be Sung thrd the Nose, & in the West Comtry drawl & dinlect.
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Figure 9-2 'The first separate version of “Yankee Doodle” pub-
lished as sheet music in London about 1780. Numerous variations
of the verse were published in later years in Boston, New York, and
Philadelphia. (Source: Harry Dichter and Elliott Shapiro, Hand-
book of Early American Sheet Music 1768-1889. New York: Dover
Publications, Inc., 1977)
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Figure 9-3 “The Little Brown Jug" was one of the popular sheet
music selections of the late 1800s and was published by J. K.
Winner of Philadelphia in 1869. Notice the decorative corners of
the cover. Engraved borders, many in color, were a feature of early
sheet music publishing. (Source: Harry Dichter and Elliott Shap-
iro, Handbook of Early American Sheet Music 1768-1889. New
York: Dover Publications, 1977)

popular songs. Presidential campaigns were naturals for sheet music publishers.
The most popular sclections were marches such as President John Quincy
Adams’s Grand March, published by G. E. Blake of Philadelphia about 1825,
and then there was the Fillmore Quick Step published by Miller & Beacham of
Baltimore in 1856, and the Lincoln Quick Step, published by Lee and Walker of
Philadelphia in 1860. Even tobacco provided themes for such sheet music as The
Light Cigar and Think and Smoke Tobacco.

The Civil War continued the sheet music craze, and both the war and the
celebration of its conclusion packed music scllers’ shelves. One of the most
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enduring songs appearing in sheet music between 1860 and 1869 was Dixie by
Dan Emmett, appearing under the original title of I Wish I Was in Dixie's Land
by Firth, Pond & Co. of New York and later reproduced, some say “pirated,” by
P. P. Werlein of New Orleans. Werlein changed some of the Ivrics, as typified by
this first line of the Firth edition, *I wish I was in de land ob cotton,” which the
Werlein edition changed to, "I wish I was in the land of cotton.” Another
popular favorite was The Little Brown Jug (Figure 9-3), published by J. I.
Winner of Philadelphia.

Sheet music continues today to be sold by most major retail stores, and the
recording industry is still plagued by people pirating songs and selling them
through infringing on their copyright. But the widespread practice of pirating
began to diminish when the international copyright agreements were reached in
1891 and President Benjamin Harrison issued the U.S. International Copyright
Proclamation on July I of that year. By then the cra of sheet music was beginning
to feel the cffects of competition from an odd-looking machine called the phono-
graph.

BEGINNINGS OF ACOUSTICAL RECORDING

The story of the phonograph began in Thomas Edison's small laboratory in West
Orange, New Jersey (Figure 9-4) where he worked on a device to improve the
telegraph.

the phonograph: Edison and Cros

The problem was to devise a way in which the dots and dashes of the Morse
telegraph could be captured on a paper that later could be played back. Edison
was fascinated by communication. The Western Union Telegraph Company
was using his improved carbon transmitter in competition with Bell and had
developed a system in which four telegraph signals could be sent over the same
wire. As Iidison played the “paper tape” back to hear the Morse code, the
increased speed sounded much like rhythmic tones of the voice. An idea de-
veloped. Why not record the human voice in the same way that the Morse code
had been recorded? In 1877, although the exact date is somewhat obscured by
history, Edison sketched a crude drawing and had his assistant manufacture the
machine that Edison envisioned would “talk back” to its speaker. The device
consisted of a metal eylinder around which Edison wrapped a form of tin foil.
Conncected to a diaphragm was a needle which touched the tin foil. A second
diaphragm and ncedle were used for playback. As the evlinder tumed, the necdle
would vibrate on the tin foil, making an indentation. This indentation would
then reproduce the sound when the needle first was retumed to its starting
position, then played back over the cylinder. The question was, would it work?
With exacting care, Edison placed the needle in position, and as he hand-
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cranked the cylinder, recited the poem “Mary Had a Little Lamb” into the
diaphragm. The playback stylus was placed in position, and as Edison turned the
crank, he was “taken aback” by the little machine saying “Mary Had a Little
Lamb.” Using the Greek words for “sound writer” the new invention was christ-
ened the phonograph (Figure 9-5).

History has confirmed that Edison later took the machine to the editorial
offices of Scientific American. There under the witness of cager reporters, he
demonstrated the phonograph. One eyewitness said, “The machine inquired as
to our health, asked us how we liked the phonograph, informed us that it was
very well, and bid us a cordial good night. These remarks were not only perfectly
audible to ourselves, but to a dozen or more persons gathered around.” On

Figure %4 Thomas Edison in his lab in West Orange, New Jer-
sey. On the table is an improved version of the cylinder phono-
graph he invented in 1877. (U.S. Department of the Interior, Na-
tional Park Service, Edison National Historic Site)
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Figure 9-5 Edison’s original phonograph, patented in 1877, con-
sisted of a piece of foil wrapped around a rotating cylinder. The
sound waves of the voice as Edison spoke into a recording horn (not
shown) caused a vibration which in turn caused the stylus to cut
grooves into the tin foil. The first sound recording was Edison
reciting the poem, ““Mary Had a Little Lamb.” (U.S. Departiment
of the Interior, National Park Service., Edison National Historic
Site and the Recording Industry Association of America)

Christmas Eve, 1877, Thomas A. Edison filed for a patent on the phonograph.
Sound recording was born.

It is interesting to note that while Edison was busy inventing the phono-
graph, a Frenchman already had conceived the idea, although he had never
managed to apply it practically. Charles Cros, a poct and tinkerer, wrote a paper
in which he envisioned a “phonograph” that would record speech and play it
back for the listener. Cros’s idea was quite similar to Edison’s and used a stylus to
imprint a groove in a disc. Edison’s machine used a cylinder. Cros never built
the device that he imagined but did file a scaled paper describing it with the
Academic des Sciences. He later requested the paper be read, presumably on
hearing the news of Edison’s machine in the United States. Although both men
had the same idca and both used the term phonograph, Edison remains the
recognized inventor of sound recording with the cylinder machine that cited
“Mary Had a Little Lamb.”

Despite its accomplishments, the phonograph was far from becoming the
medium of home entertainment that it is today. The little tin foil cylinder wore
out after a few plays, and it only took a couple of minutes for the stylus to travel
the length of the cylinder. Still, it looked profitable, and Edison formed the
Edison Spcaking Phonograph Company in 1878. One of his backers was none
other than Gardner Hubbard, Alexander Graham Bell’s father-in-law. The pho-
nograph became the hit of the vaudeville circuit as entertainers demonstrated it
to audiences willing to pay for the privilege of hearing a few words of prose or a
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few measures of song. The entire venture lasted less than a year, and although it
was profitable while the novelty lasted, Fdison’s commitment to the electric
light, plus a lack of time and resourees, sent the whole idea into carly retirement,
at lcast temporarily,

the graphophone: Bell and Tainter

It is understandable that with Alexander Graham Bell’s father-in-law backing
Edison’s venture, Bell would keep an cye on the phonograph’s development.
After winning the $10 thousand Volta Prize from the French government for the
invention of the telephone, Bell founded the Volta Laboratories in Washington,
D.C. in 1880. There he hired an English relative, Chichester Bell (Figure 9-6)
and an American technician named Charles Tainter to begin work improving
the Fdison machine. They developed an improved version of the phonograph
and called it the graphophone. The graphophone differed from the phonograph
in two important ways: (1) the cylinder used a wax coating instead of tin foil,
which permitted a clearer sound though one not as loud as the phonograph, and
(2) the stylus or needle encasement floated on the wax cylinder. Bell and Tainter
were not interested in stealing Edison’s idea, but Edison apparently did not think
so. When Bell and Tainter visited him with their new invention, he decided that
the two men had invaded sacred territory.

Bell and Tainter wanted Edison to help them perfeet, market, and manu-

Figure 9-6 Chichester A, Bell,
cousin of Alexander Graham
Bell, who worked on sound re-
cording in the Volta Labora-
tories. He teamed up with Charles
Tainter to improve on the Edison
machine by developing the
graphophone. (AT&T)
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Figure 9-7 An improved version of the cylinder phonograph with
multiple carphoncs, permitting upwards of ten people to listen at
the same time. (Recording Industry Association of America)

facture their graphophone. But Edison, suddenly faced with competition, de-
veloped a new interest in the phonograph. Meanwhile, Bell and Tainter gained
financial support from a group of Washington, D.C. business cxecutives and
formed the American Graphophone Corporation in 1877, Acquiring a treadle to
replace the hand crank, the new graphophone hit the market as a definite step
above the phonograph. Edison counterattacked by adding an electric motor to
his phonograph and incorporating solid wax cylinders that could be shaved and
reused. Subscquent refinements resulted in a machine with multiple carphones
which permitted upwards of ten people to listen at the same time (Figure 9-7),

Before the corporate war heated up, a Philadelphia businessman decided to
enter the sound recording business and gained control of the distribution rights
for both the phonograph and the graphophone. Jesse Lippincott had the right
idca, but he went about it the wrong way. Taking his cue from the telephone
company, he decided the best way to make moncey was to lease the machines
instead of letting people buy them. Lippincott divided the country into ter-
ritories, but it was not long before the whole venture began to collapse. The only
territory making any moncy was that assigned to the Columbia Phonograph
Company, which had sccured the distribution franchise for Washington D.C.,
and could service the government offices with dictating machines.

Seon some poor, rebellious salespersons on the West Coast threw corpo-
rate image to the wind and started leasing the machines to a San Francisco
saloon. There, patrons began to stand in line to plug a nickel into the machines
and be “tatked to” by the phonograph (Figure 9-8). What was supposed to be the
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Figure 3-8 A view of one of the phongraph parlors which helped
popularize recordings during the 1890s. These machines were the
forerunners of the home phonograph and the jukebox. (Library of
Congress and Recording Industry Association of America)

distinguished mechanical contribution to the offices of the country became the
bawdy boon to the saloon business. Yet, despite their interest in the amusing
apparatus, saloons did not rescue the American Graphophone Company. It went
the way of the tin foil phonograph. The lone survivor was the Columbia group
which kept its fiscal head above water and gained control of the Bell-Tainter
patents. The new venture became known as Columbia-Graphophone.

the gramophone: Berliner and Johnson

While the graphophone and phonograph were confronting cach other, a Ger-
man immigrant and a machine shop operator were preparing to steal the show
with the third addition to the sound recording family, the gramophone. Emile
Berliner (Figure 9-9) landed in America as a penniless immigrant from Germany
and was sclf-educated in the science of physics. He first invented an improved
telephone transmitter, which was the forerunner of the modern microphone.
Bell Telephone paid him for the patent and put him to work. Almost ten years
later, he took a leave of absence from Bell and went to work improving the
phonograph. The most dramatic improvement came in changing the way that
the stylus recorded sound. The second change was to use a disc instead of a
cylinder.



Figure 99 Emile Berliner, who arrived a pennyless immigrant
from Germany, educated himself in physics. He invented an im-
proved microphone for the telephone. But his most famous work
occurred with the invention of the disc recording device called the
gramophone. (RCA)

Figure 9-10 The Berliner gramophone of 1893, manufactured by
the U.S. Gramophone Company of Washingotn, D.C., was one of
the early disc phonographs on the market. Hand powered, it re-
quired the operator to crank the handle up to a speed of about 70
revolutions-per-minute in order to get a satisfactory playback.
(Smithsonian Institution and the Recording lndustry Association of
America)
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Figure 9-11 Original painting of “His Master’s Voice,” which be-
came the trademark of the Victor Talking Machine Company and
later, RCA Victor. (RCA)

It was now time to begin marketing and selling the new device. For that, a
Camden, New Jersey machinist named Eldridge Johnson joined Berliner, and
the two formed the Victor Talking Machine Company. Berliner received 40
percent and Johnson 60 percent of the stock. Not only did the gramophone
(Figure 9-10) ornament people’s living rooms, but Johnson also began importing
the famous European Red Seal records of famous opera stars. They were expen-
sive, about $5.00. Enrico Caruso was one of the first to record, and the event in
1902 gave a new legitimacy to sound recording. Other opera stars were quick to
follow. Now the public could obtain quality recordings and purchase reasonably
priced machines with which to listen to them. Along with good music, Victor
also obtained a world famcous trademark, “His Master's Voice,” the picture of a
terrier named Nipper listening to a gramophone. The trademark (Figure 9-11)
was originally painted by Francis Barraud and sold to the European affiliate of
Victor. Johnson realized the appeal of the art, secured an American copyright for
the logo, and used it on Victor records.

The final breakthrough in early acoustical recording came in 1905 when
Columbia introduced disc records with songs on both sides. The dual-sided
records originally sold for 65¢ and could be played on any disc machine. Colum-
bia promoted the dual-sided recordings in ads which read, “Columbia Double-
disc Records! Double discs, double quality, double value, double wear, double
everything except price! Don't put your record money into any other!”



THE ELECTRICAL ERA

Although the popularity of acoustical recording spread widely, it was seriously
limited in its reproduction of quality sound. Because the sound was imprinted on
the record through the impact of sound waves on the recording stylus, performers
had literally to shout into the microphone. Heavily draped and highly confined
recording studios were employed, and, in some cases, even the musical instru-
ments were altered so that a satisfactory recording could be made. Sounds from
string instruments could not be reproduced clearly; thus many orchestras would
substitute brass and woodwind instruments for better sound reproduction. One
altered instrument was the Stroh-violin (Figure 9-12), which employed a special
acoustical horn permitting directed amplification of the sound and greatly aiding
the recording process. Because of all the makeshift apparatus, though, inventors
realized that the future of recorded sound was in finding a way to record and
amplify sound through an clectrical, not an acoustical process. The break-
through eame just as radio was becoming a home medium.

Joseph P. Maxfield and electrical recording

Joseph P. Maxficld and other members of the Bell Laboratories began experi-
menting with electrical recording processes in 1919. Other companices also were

Figure 9-12 Because cylinder records could not capture string
sounds faithfully, brass and woodwinds were frequently substituted
for strings at recording sessions. The Stroh-violin, an acoustically
amplified instrument, was designed especially for cylinder record-
ings. Smithsonian Institution and the Recording Industry Associa-
tion of America)
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working on this, including the English Columbia and His Master’s Voice, for-
merly the Gramophone Company, Limited. Their main goal was to find a
means of electrically amplifying sound. Three things were needed to accomplish
the task: (1) a condenser microphone that would provide greater clarity than the
horn did and would reduce the loss of volume and quality of sound as it passed to
a (2) vacuum tube amplifier that would amplify the sound and transmit it to (3)
an electromagnetically powered cutting stylus. If perfected, listeners could hear
cverything from the most subtle sounds of a symphony orchestra to the true
undistorted sounds of a marching band.

By 1924, Maxficld had perfected the process, and recording companies
quickly jumped in line for licenses permitting them to develop commerecially the
new process for the home consumer. The first company to reach the home
playback market was Brunswick with its Panatrope machine in 1926. Soon such
names as Electrola and Radiolas began to crop up in advertisements as com-
panies such as Victor marketed the home playback devices. Prospects looked
promising enough for RCA to purchase a major portion of Victor in 1929 and to
move for a formal merger in 1930. Although the long-term benefits were sub-
stantial, the short-term were disastrous.

rise and fall of depression profits

Neither radio nor the recording industry foresaw the cconomic consequences of
the 1929 stock market crash. For the recording industry, it was a catastrophe,
primarily caused by radio, which was frec to the listener. The medium that was
to be the “advertiser” for the recording companies’ products appeared at first to be
its demise. Movies did not help either. Escaping the realities of famine and
unemployment, crowds flocked into theaters to watch the silver screen. Based on
figures of the Recording Industry Association of America (RIAA), recording
industry retail sales, which had reached $75 million in 1929, had plummeted to
$5.5 million by 1933.

But in the same year, the industry started to regroup. With the repeal of
Prohibition in 1933, the nightclub trade, the bars, and the cocktail lounges once
again returned to the neon facade of the business district. With them came juke
boxes. First manufactured by Automatic Music of Grand Rapids, Michigan in
1927, the names on the flashing, push-button record players were such industry
standards as Capchart, Seeburg, and Wurlitzer. Through juke box exposure,
record sales began to climb back to respectability, reaching $26 million in 1938.
Radio networks, meanwhile, were beginning to see future tie-ins with the broad-
casting industry. CBS even purchased the Columbia Phonograph Company.
Recordings by major stars made famous by radio were snatched up quickly in
the record stores, and familiar coporate names began to appear on recording
labels, such as RCA Victor, Columbia, and Decca.



battle of the speeds

Also brewing at this time was the “battle of the speeds.” RCA in 1931 had
unsuccessfully launched a long-playing 33 1/3 rpm (revolutions per minute)
record, substantially improving the ability to record such major productions as
musicals and symphonies. The trouble was that the records wore out after a few
plays. Some 33 1/3 recordings were used in World War Il to send radio programs
overscas, but for the most part, the long-playing record was of little value to
either the recording industry or the broadcasters. Then in 1948, Dr. Peter C.
Goldmark (Figure 9-13) of CBS invented a long-playing, long-lasting 33 1/3 rpm
record. Accompanied by lightweight tone arms and special microgroove cutting
techniques, the new records began to catch on. Success did not come overnight,
however, because arch rival RCA created chaos one year later by introducing the
45 rpm disc. With three speeds to choose from—78, 33 1/3, and 45—the public
reacted by not buying much of anything. Finally, Columbia released its famous
33 1/3 recording of South Pacific, and the public demand for the disc sent the era
of 78 rpm into the past. RCA was not licked, however. Juke box operators found
the durable, lightweight 45s with the big holes just right for the coin operated
machines. To be safe, radio stations bought equipment with all three speeds.

Figure 913 Dr. Peter C.
Goldmark is shown in an early
picture dramatizing the increased
capacity of the long-play 33%
r.p.n. record, which he helped
develop. The music contained in
the stack of 78 r.p.m. records on
his left can be recorded on just
the long-play albums Dr,
Goldmark is holding. (Columbia
Records)
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Finally, 45s found a home in single hit records, and 33 1/3 records were ideal for
musicals, symphonies, and operas.

TAPE, TELEVISION, AND STEREO

The recording and broadcasting industries became involved with much
more than just discs. The Allied forces during World War Il discovered that the
Germans had made great strides in recording on magnetic tape, and the technol-
ogy was brought to America. Now for broadcasting, cven the 33 1/3 rpmis were
running second to what the capabilitics of tape could offer. Tape gave even the
smallest radio stations the ability to record, playback, erase, and rerecord every-
thing from local newsmakers to studio trios. Editing also was possible, down to a
note or syllable. Radio newscasts began to use the actual sound of the news,
edited into short audio “actualities” which fit easily into the shorter time slots
evolved during radio’s competition with television. Today, the cartridge tape
plays inside the radio studio, the home, the car, and even the boat. Radio
broadcasting and sound recording have achieved not just a relationship, but a
marriage.

What about television? It sent radio into a tailspin, and the recording
industry did not have much comfort cither. There were dire predictions once
again for both industries. RIAA figures show that record sales, which had hit
$224 million in 1947, plunged to $173 million in 1949. In fact, they did not
return to 1947 levels until 1955. Radio advertising fell, and the radio networks
consequently could not afford live talent. What they desperately needed was a
cheap supply of quality radio programming. Coming to the rescue was the 45
and the 33 173 which had made significant inroads into the home market. The
two industrics started to revive.

Moreover, television did not have stereophonic sound, which had been
successfully developed in 1931 by Englishiman A. D. Blumlcin. Sterco records
made their debut in 1958. Audio Fidelity, a small recording company, led the
way in producing stereo records. As people began to understand the possibilities
of sound separation, the demand for sterco records increased. FM stereo received
the FCC’s approval in 1961, opening up more new stereo avenues. Today,
quadraphonic, four-channel sound has become commonplace in the recording
industry and is undergoing experimentation for adaptation to full-scale broadcast-
ing, and AM sterco is on the horizon.

THE RECORDING ARTIST: A RISING IDENTITY

Although the changing technology of the recording industry was an important
part of the history of recorded music, the transition between songs and perfor-
mers was equally important. At the turn of the century when the novelty of the
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phonograph was in full bloom, people were not as interested in performers as
they were in specific songs. Today, a recording artist is what the public wants; the
songs follow. Pcople pay as much as $20 to attend a rock concert, not because
they want to hear a given song but because they want to hear and sce the star.
The same holds true when someone enters a retail establishment and buys an
album; it is the artist who counts.

But, back in the 1880s, records did not even carry the name of the artist. It
was the song people purchased. Names like George W. Johnson, a popular black
performer, George Schweinfest, a piccolo soloist, and George J. Gaskin, an Irish
tenor, were destined to obscurity although their recordings were hits at the turn
of the century. Then there was Russell Hunting who recorded Irish dialect stories
and received fame in recording industry management circles but never as a
recording star. It took opera favorites like Enrico Caruso to change the industry,
to see the name of the recording artist appear on the record label, and to sece
performers paid royaltics instead of a fee for each recording session.

Entreprencurs also capitalized on the industry’s growth. An enterprising
Englishman named Louis Sterling became rich by recording musical shows and
sclling the recordings to lonely soldiers in World War I. These were the first of
the “original cast album shows,” which included such favorite tunes as Irving
Berlin’s Watch Your Step. World War 1 also saw the introduction of jazz record-
ings, with the public snapping up those by jazz artists King Oliver, Kid Ory, and
later Louis Armstrong.

Changes in technology, specifically electrical recording, brought a new
wave of artists called crooners. Crooners were performers who sang in soft roman-
tic tones, something that was impossible with acoustical recordings. Among the
carly favorites were Rudy Vallee, Bing Crosby, and Frank Sinatra. When film
began to incorporate sound, recorded music again received attention as musical
scores from motion pictures came into vogue. When Al Jolson appeared in the
movie The Jazz Singer in 1928, every song in the film became an instant hit.

By the 1930s, the big bands were in full swing. Names like Benny Good-
man, Jimmy and Tommy Dorsey, Harry James, Glen Miller, Artic Shaw, and
Woody Herman were the hottest sounds around. Their popularity continued
through the 1940s, receiving a big boost from radio which, ironically, also
signaled their demise by ushering in the next big cra, the age of rock and roll.

ROCK AND ROLL

The 1950s brought forth a revolutionary new musical concept—"“rock and roll.”
It changed the music industry, it helped change radio, and it provided some of
the largest profits that the entertainment world had ever seen. Its beginning is
credited to a combination of fast-paced country-and-western music combined
with rhythm and blues. Its first international hit belonged to Bill Haley and the
Comets and their song “Rock around the Clock.” It also began to narrow its
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Figure 15 The Beatles. Their tour of America in 1964 provided
the major emphasis for British rock in the United States.
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appeal to teens and young adults. Middle-aged people were attracted to the
novelty by Elvis Presley’s (Figure 9-14) first appearance on national television, but
it was the younger audience that became devoted fans of rock music and perform-
ers. By the time the Beatles (Figure 9-15) arrived in the 1960s, these young fans
were complete rock converts. Meanwhile, the middle-aged recording fan had be-
come a voice almost too small to be heard in the consumer market.

Disciples of the new music made up the larger portion of the population
who tuned in rock radio stations to hear the “Top 100,” the “Top 40,” the “pick
hit of the week,” the “number one song” in the area, and the occasional “oldies
but goodies” which were never too old to be out of the real era of rock music.
The music industry’s new commodity commanded a loyalty and a following that
sent thousands to concerts from Woodstock to the Thames. Because of radio’s
adaptability, it drew the same overwhelming loyalty, and disc jockeys became
popular stars in their own right. Transistors even made it possible to take rock
music and a favorite radio station almost anywhere.

But rock music did more than acquire its devotees—it also changed our
culture. With the Beatles came long hair and then still longer hair with the
countless rock groups that followed. People began to realize that rock and roll
was a true cultural expression and not a passing fad.

From its beginnings with Bill Haley and the Comets through Elvis Presley,
rock and roll itself began to specialize. Today there arc different rock forms from
middle-of-the-road rock, which has a beat not unlike that of the original rock, to
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hard rock, and the even harder acid and progressive rock. Groups snch as Kiss
(Figure 9-16) brought a new dimension to rock with wild costumes, popular
music, and broad appeal to a contemporary audience.

While rock and roll played to the beat of the young audience of the 50s and 60s,
the late 70s spawned a new generation of music lovers. They listened, danced,
bought records, and danced some more to disco. Disco music had its roots,
much like rock and roll, in the beat of rhythm and blues, the repeated tempo,
and the sounds of drums and brass fermented by synthesizers.

the dance beat

Where it all started few agree on, but the dance seemed to precede the music.
Evolving from the jitterbug of the earliest rock, to the twist, to the hustle, the
disco dance steps managed their way into clubs and dance halls before disco
music came along. The rock-fueled dance craze spawned in the 50s tapered off
in the 60s, and was gradually replaced by the rock concert. People did not stop
dancing altogether, they just listened more. The acid and progressive rock of the
60s did not lend itself to dancing—at least not like disco does. But as though
somehow penned up in the psyche of the public was a steaming desire to get back
to the dance floor. Disco popped the cork, let out the emotion,and brought the
public out of their seats and back to the dance floor. What people wanted were
simple beats and hard pumping sounds—sound to which bodies could move. At
just about 125 beats per minute the formula jelled, and disco music plunged
onto the scene, first in the off-beat bars and hole-in-the-wall dance clubs, then
onto the record charts and Wall Street. Before long, disco was big, big business,
with big stars and big audiences.

the stars

New stars emerged as charter members of the disco era. Expressing the animal
beat of a bump-and-pump rhythm, Donna Summer began to capture the sensu-
ous side of the disco beat with her recording “Love to Love You Baby” released in
1975. Donna Summer was as hot on stage as on an album. Tour and television
appearances soon added to her mass appeal. Even in small-time night clubs,
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