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PREFACE

FOLLOWING each series of BMI Television Program Clinics
in 1952, 1954 and again in 1957, the heavy demand for copies
of Clinic talks resulted in the publication of the widely read
books, “Twenty-Two Television Talks” (1952), “Thirty-Two
Television Talks” (1954) and now this volume, “TELEVISION
TALKS 1957.”

Included in this book are talks on vital television program-
ming subjects by the usual complement of outstanding television
men representing various types and sizes of TV operation in
widely separated markets throughout the country. Also included
is a digest of questions and answers in “bull session” discussion
which took place at each Clinic where hundreds of television men
gathered to trade experiences and discuss common problems with
a view toward the betterment of over-all television programming,
The speakers are to be complimented for the clear, concise man-
ner in which they have presented their experiences.

This year’s series of five two-day regional Television Program
Clinics was recognized and honored by the Governors of each
state in which Clinics were held (New York, Illinois, California,
Texas and Georgia.) Remarks by the Governors are included in
this book.

We acknowledge with sincere thanks and appreciation the full
cooperation of all those who participated and contributed so sub-
stantially to the success of these Television Clinics. BMI is again
happy and proud to have been afforded the privilege and oppor-
tunity of acting in the role of organizer and producer of Clinics as
a service to the fast growing, rapidly expanding Television In-

dustry.

GLENN DOLBERG
Broadcast Music, Inc.
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FOREWORD

ENNECAUSE of our concept of
4 gmaifree enterprise, the forward

aeiprogress of one of our most
important media of communication
does at times proceed haltingly — at
others with great speed. But it does
progress inexorably against all de-
tractors — mainly because of self
help, mutual discussion and intelli-
gent guidance by such industry insti-
tutions as the Broadcast Music, Inc.
Cliniec.

This publication of BMI's “Televi-
sion Talks, 1957” marks another sub-
stantial contribution to the American
system of free broadcasting.

JOHN C. DOERFER

Chairman,

Federal Communications Commission
Washington, D. C.
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PROGRAM AND STATION PROMOTION

By

WILLIAM FAY

Vice President, Transcontinent Television Corp.
Genqral Manager, WROC-TV, Rochester, New York

HEN BMI proposed that I talk about Program and Station

Promotion, I suspect it was anticipated that I would come
up with a list of mechanical innovations and promotion gimmics
— which would attract every viewer in your station’s coverage to
your channel. At the risk of recrimination, rather let me estab-
lish a broader base which, I hope you will agree has a great bear-
ing on the future of television.

We of the television industry are stewards of one of the greatest
communication media in all history. This means that we have
both an unparalleled opportunity and a deeply significant obliga-
tion. I want to take a brief look at how well we have been doing
in our trustee-ship — where we have succeeded and where we
seem to have failed — and to suggest how we might do, promotion-
wise, what must be done a bit better.

Because of the phenomenal growth and unprecedented impact
of television, it is understandable why those segments which
benefit and those which inherited the right to censor, to criticize,
and to govern, sometimes do so with a vengeance.

Who of you is not familiar with the gripes contained in your
station’s day-to-day fan mail? Your switchboard operator has
reported condemnation of certain programs by oft-times well-
meaning, but irate viewers. Civic committees, even though rep-
resenting minority groups, frequently suggest that we “mend our
fences and mind our ways.”

These, my friends, are all television viewers who comprise the
greatest asset we have — known as audience — and without which
we could no longer operate. They also represent a large per-
centage of our clientele. They have every right in the world to
judge our product as it comes into their homes. They could con-

The above talk was also delivered in Chicago and San Fran-
cisco. Additional Questions & Answers pertaining to this talk will
be found in the respective sections.
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ceivably generate enough power through public opinion to ad-
versely affect the constructive job we are trying to do through
the American free enterprise system of broadcasting.

Now, to be sure, the television industry, early in its existence,
took a leaf out of radio’s book and established a Code of Prac-
tice. Its effectiveness is increasing as more stations realize its real
significance. The Code sets forth certain basic criteria by which
to judge our performance. We can recite them with pride: the
advancement of education and culture; discernment in the selec-
tion of program material; responsibility toward children; com-
munity responsibility; objectivity and fairness in the presentation
of controversial public issues; appropriate presentation of reli-
gious programs; careful scrutiny and limitation of advertising
material. These we are pleased to call our guideposts. But we
must frankly face this fact: There are a number of people in our
audiences, in the competing press, and in government who think
we have often paid lip service to those principles, but have
ignored them substantially in practice.

From various quarters we have heard suggestions that we of the
TV industry have not been properly zealous in behalf of our
professed objectives. We are told that children’s films offered on
TV are frequently unsuitable for presentation to children. We
are chided for presenting antiquated movies and repeating them.
We are occasionally accused of glorifying liquor in our dramatic
productions and of presenting with undue indulgence various
shades of inebriates. We are often criticized by some because our
programming is “not good” or even “mediocre.” Samuel Johnson
said, “Criticism is a study by which men grow more important
and formidable at very small expense.” All of these charges are
familiar to us; all have some kind of validity; all fail to see the
whole picture on the whole screen.

If ever there were a need and an opportunity to use promotion
effectively and simply, we station people have it in providing the
whole picture on the whole screen. Let us always remember that
“Half knowledge is worse than ignorance.”

Noah Webster says, “to promote is to exalt in station.” I say
to promote TV, is to exalt our own stations, not only the day-to-
day product we sell, which is programs, but the stature, character,
integrity and public service philosophy of all of us who have been
sworn to operate in the public interest, convenience and necessity.

Daniel Webster reminds us that “every breeze wafts intelli-
gence from country to country, every wave rolls and gives it forth
— and all in return receive it and there is a wonderful fellowship
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of those individual intelligences which make up the minds and
opinions of the age.”

I say, we control the breeze that can waft intelligence from
home to home, from viewer to viewer. Every air wave rolls and
gives it forth. We can, through our own facilities, influence the
minds and opinions of this age. .

Before we embark on this endeavor promotion-wise, however,
we had best scrutinize our adherence to the principles of the
industry code, and ask ourselves a few questions.

1. Are we vigilantly reviewing our professed avowal to deliver
only broadcasts in good taste and decency —or do we permit
objectionable material to slide by through carelessness or as a
matter of expediency?

2. Do we really recognize the importance of integrating our
film, network and national spot programs with locally originated
programs of particular interest to our community —or have we
become so rating-conscious that we either ignore this vitally
important function — or isolate these features in Class C time?

3. Are we forthright with the educational institutions in our
area when they seek assistance in the development of their many
interests?

4. Are we so anxious for a “fast buck” that our allocation of
commercial content will not stand up to the review of the Code
Committee?

Having found ourselves in a defensible position as a result of
these and many other questions, we should be ready to recognize
that every member of our staff is a potential promotional expert.
Like any salesman, however, each individual must be properly
indoctrinated and trained for his role as missionary. He must
know his principals — and the principles of his principals.

Now, whenever the screen is lit in the home, the performer’s
personality and the program itself is television. ... Actually, the
medium transcends the bounds of the silver screen. Mr. Staff
Member, if recognized, becomes “Mr. Television” whenever and
wherever he contacts a viewer. He becomes an interested listener,
a buttress for a TV complainant — the recipient of commendation
— usually his opinion will be solicited — then he begins promot-
ingl He will make it known that television polices its own indus-
try responsibly. If the occasion arises, he will explain the multi-
plicity of problems involved in pre-emption, substitution, inter-
ruption, cancellation, degradation, modulation, defamation, and
legislation.

He will point out the necessity of providing a balanced pro-
gram schedule to satisfy the intelligentsia, the illiterate, the
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idiotic, the imbecile, the young, the old, the boy, the girl, the
preacher, the teacher, the urbanite, the suburbanite and the
farmer, the musician, the physician, the plumber — the baker

If he is that program director who belongs to the local Rotary
Club, he will make himself so well’known and so helpful in
Rotary affairs that he will be called upon to tell the story of TV.
One speech at Rotary can very well lead to dozens of other speak-
ing engagements.

I have seen an announcer win his way into the hearts of one
of the major denominations in our town by his sincere interest
in the affairs of the church. The result is that no major religious
TV production of that creed is planned or presented without his
counsel and participation. He and his station are synonymous
in the minds of churchmen and viewers alike.

How about the salesman and the publicity director who belong
to the Salesmen’s Club of the Chamber of Commerce or the
Advertising Council? These contacts are valuable and here is an
opportunity to tell the story of his station’s effectiveness not only
as a sales medium, but as a vital force in molding public opinion.

In addition to these personal contacts, there is a great oppor-
tunity, often neglected, to promote understanding. I dare say,
every TV station in the country receives letters of praise and
criticism, letters of constructive and ridiculous suggestions, letters
containing questions of all shades. Again let me remind you that
these come from that group of people comprising our greatest
asset. Just as you have assigned your switchboard operator as
front man, information bureau, and ambassador of good will,
so should you delegate a person in each of two or three depart-
ments to reply conscientiously and thoughtfully to every letter
received. I have seen this policy turn critics into boosters, in-
grates into promoters. Viewers are flattered to receive intelligent
attention. They are grateful for a candid response to their queries
even though the answer may not be to their complete satisfaction.
Here again, let me remind you that “Half knowledge is worse
than ignorance.”

Many TV stations are confronted with varying degrees of
cooperation from the press. Some columnists and editorial writers
are still fighting the war. A few publishers stubbornly refuse to
carry program listings. But I believe public demand has proven
that the readers require this information. Several newspapers
have followed the lead of the New York Herald Tribune and
have established special sections devoted exclusively to television.
I have known of stations where broadcasters have encouraged
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their local newspapers, as a sort of challenge, to make a compre-
hensive survey of their readers to determine just how desirable
this information is. We broadcasters must not forget that this
is not a one-way street, and it seems only wisdom to me that TV
go out of its way to report as straight news anything news-worthy
done by the newspapers.

Several years ago there was a trend toward the formation of
local citizen councils to confer regularly with local stations, and
several stations did just that. Their efforts met with varying
success. We were fortunate in our experience, probably because
we carefully selected for Council members, poeple we knew had
a burning interest in broadcasting and its effect on the com-
munity. We spent many hours briefing them on the principles
of the American System — the part government regulations play
in the system — the factors which motivated our policies. We
candidly acquainted them with our audience acceptance (good
or bad) and solicited their suggestions for better programming.
These men and women came from the judiciary, clergy, industry,
parent-teachers’, education, medicine, and even from the political
area. Here has been a cross-section of representative people who
understand every phase of our business and because they under-
stand, are sympathetic and cooperative in our endeavor to do a
creditable job. We have had periodic meetings with this Council,
and at each session we have reviewed our accomplishments, our
failures, and any anticipated problems which might arise. I am
sure that each member of this group feels that he is an integral
part of the station, and I am equally certain that he is promoting
the welfare of the station in all his contacts. This is station
promotion at its best. I have advocated from time to time that a
comparable Advisory Council be formed on a national basis by
the NAB. These local council members can also assist in keeping
our legislators informed of the station’s deportment.

This leads me to another avenue where Mr. Staff Member can
contribute in promoting a better understanding of broadcasting
affairs by his government representatives. Frequently, Congress-
men use TV facilities and consequently are acquainted with
station personnel. These members of Congress are eager to know
the facts regarding the multitude of controversies affecting tele-
vision arising in and out of Washington. A senator or congress-
man is usually a very busy individual and is unable to read,
let alone study, every piece of legislation introduced on the Hill.
He welcomes the broadcaster’s viewpoint on these matters. If
Mr. Staff Member is himself enlightened, he can be helpful
indeed in contributing to a better understanding of these matters.
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I am sure, too, that the FCC is interested in the philosophy of
individual broadcasters. Too many of us, I am afraid, think of
the Commission as an agency waiting to pounce on our station
for some infringement of the regulations. In such an eventuality,
it is far better that the Commission be well acquainted with the
history and character of the station’s accomplishments. There is
nothing in the world to prohibit you from sending the Commis-
sion a report of any unusual services you have performed . . .
program innovations you have established . . . unusual recogni-
tion which has come from various service agencies. It seems to
me that such a file of information would be helpful to the
Commission in adjudicating any complaints filed against your
station.

I have tried to include several suggestions which I have found
productive during a life-time in the broadcasting business. I am
a firm believer that each of us has a definite responsibility to
make promotion our business. We cannot rely on the few people
who have promotion as their specific duty to do the whole job.

We do not need legislation to show us how to perform our
moral obligation. The Great Emancipator expressed it this way:

“In this and like communities, public sentiment is everything.
With public sentiment, nothing can fail; without it nothing can
succeed. Consequently, he who molds public sentiment goes
deeper than he who enacts statutes and decisions. He makes
statutes and decisions possible or impossible to be executed.”

We of the television industry are among the nation’s foremost
molders of “public sentiment.” We have always prided ourselves
that our industry is a pioneering industry and we have been
willing to pioneer in the voluntary growth of our public service.
So remember — whether you are talking to an advertiser, your
neighbor, your congressman, or your church leader, you are to
them a representative of the television industry, and you have a
great opportunity to tell your industry’s story fairly, fully and
frankly — the way we want it told — by providing the whole pic-
ture on the whole screen.




QUESTIONS AND ANSWERS

CHAIRMAN: According to the plan of the meeting, rather
than waiting for questions after all three speakers have had
their say, what we are going to do this morning is ask for
questions immediately following the individual speaker. We
have a microphone to go out into the room, and I'm sure there
will be some who will want to ask Bill some questions, possibly
about procedures or plans that he has made along the public
service line, which I was so glad to have him emphasize in his
talk. Who has the first question they might like to ask?

Q: How would you best indoctrinate your staff members,
through a series of conferences, through written messages to
them, or how do you best keep them informed as to what the
public wants?

MR. FAY: It seems to me you have mentioned the most
important methods of communicating with staff members. I
would think by bulletin information and by notes, when it is
not possible, because of the very nature of our business, to get
the staff together at any one time. Then I think very informal
staff meetings, called as frequently as the need seems to indicate,
is probably the warmest and most effective means of communicat-
ing. Then it is a good idea to have key people throughout the
staff communicate constantly for you on questions that you seem
to feel are important at the moment, but will not justify calling
the entire staff together.

Does that answer your question, sir?

VOICE: Yes, thank you.

CHAIRMAN: How far down in the staff do you go when
you have staff meetings?

MR. FAY: We have staff meetings where every member of
the staff is invited to come in. Then the discussions are pretty
general in character. You use your best judgment as to the
importance and need for discretion in having smaller staff
meetings where subjects do not apply to every segment of your
staff.

Q: I meant for general promotion.

MR. FAY: Yes, for general promotion, it’s customary in our
place, and I think very effective, to have as many as possible
in the staff meeting. By so doing you give to each member the
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notion that he is very important to the whole problem that is
being discussed.

COMMENT: The FCC within the last week has released
some publicity about studies that they are conducting. I think
this has reflected unfavorably on the television industry generally.
With the exception of living up to the Code, which of course,
if we did there would be no FCC problem, with the exception,
how would you handle locally the answers to this kind of
publicity which is receiving national attention both in the
newspapers, on radio and television.

MR. FAY: I'm very sure that it is the responsibility of sales
particularly, and management generally to contact advertisers
consistently and keep everlastingly at it, to inform them of the
hazards that are inherent in this very problem you are speaking
about. I have found that it is effective to point out that your
station is desirous of maintaining the prestige which it has
built up over a period of years, and they can contribute a great
deal by cooperating with you in this respect.

I think it is a policing job that you have to keep everlastingly
at through your sales department, through your program depart-
ment, through your clearance department, so that there is a
diligent effort to eliminate any overloading of commercials and
the character which you desire in your programs and commercial
content shall continue. It is a policing job which has to be
done by your own personnel continuously.

CHAIRMAN: I think that I need to say, when I stressed
questions that we also wanted comments from the floor on any-
thing that the speaker has said. So if any of you have comments
that you would like to make, in addition to asking questions,
we certainly want you to feel perfectly free to make them.

Q: Along the question line again, Mr. Fay, I wondered about
your personal opinion on the sale of what would be considered
a public service show. We have two programs, one that has
been established over the past few years called “Ask your
Doctor,” a panel type thing that leads with the viewer sending
in questions and a panel of doctors, and we have had two nibbles
on this from sponsors wanting to buy the program, and the
local medical association has given their okay on it.

We have another program which is in the drawing board
stage, and it has to do with the state penitentiary which is
located very close to Wheeling. It has to do with juvenile
delinquency, bringing a convict who is a lifer or one who is
condemned to death on the program, and he tells the way he
made his wrong move, and then we have a panel discussion, |
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or Community Chest representatives trying to decipher his
difficulties.

Now both these programs could be sold, but the latter of the
two programs, we have a six o'clock time on Saturday night,
which to a sponsor is rather advantageous. I wondered in your
opinion on selling programs of this type, and as immediately
when they are sold, are they divorced from the public service
category?

MR. FAY: No. First let me congratulate you for having
initiated some pretty good ideas. That is the sort of thing
that more of us ought to do all the time. As far as the advisability
and the logic in selling programs of this type are concerned,
it is my opinion that they can very well be sold. And I think
there is some evidence to show that it is generally recognized
by the Commission to be good practice. You can remember,
if you have been in the business very long, that there was a
time when, in making out your renewal applications and your
reports to the Commission, they would not recognize some of
these commercial programs as public service. In the old days,
when it was commercial, it was no longer public service. But
that thinking, in my mind, is completely changed. They endorse
the idea of commercializing public service programs.

Q: I am much interested in your suggestion of a citizens
council. I'd be very interested in your ideas of how large such
a group should he ideally.

MR. FAY: This was the question that confronted us from
the very beginning. As we developed the idea — because this
was new with us — we found that we could increase the number
as we went along and increase the scope of interest.

We started out with about 15 people on this council, and
then it grew to about 25 or 28. And I think that for a community
of our size —and I'm not sure that the size of the community
makes a great deal of difference; The important thing is that
you select the right people, who have a real interest in broad-
casting, who are vitally sympathetic to your problems; and that
you have a complete crosssection of the community in that
council. We have found 25 people is about maximum, and
very workable.



WHAT IS LOCAL TV DOING FOR CHILDREN?

By

JEAN DAUGHERTY

Director of Children’s Program
WHEN-TV, Syracuse, New York

N my opinion the most valuable aid to a writer and producer
of children’s program is to have the good sense and foresight to
select the kind of parents, grandparents and even great grand-
parents to know how to provide a happy childhood — the kind of
people who take time to sing to youngsters, to tell them stories,
to provide a wonderful enchanted world — a make-believe world
that is still a world of truth because it is based on love. It is also
wise to select as your childhood home a town made up of people
of all nationalities, people who are willing to share their cultural
inheritance, to answer the “whys” and “wherefores” — at least,
I have found this true in my case. For example, there’s an amaz-
ing piano in our studios that will play by itself the minute you
say the magic words “hocus pocus dominocus. abracadabra and
there you are.” Youngsters are just as fascinated by those sounds
as I used to be when they were used to change pennies into
nickels on special holidays . . . and a ninety-year-old great-aunt
of mine finds it hard to believe that thousands of Central New
York small fry rock their dolls to sleep by singing a lullaby that
she learned from her grandmother. All this is a way of saying
“children are children” — even in this electronic age.
That idea hits me so often. At recess time my friends and I
used to skip rope to this rhyme:
Down by the river, down by the sea
Johnny broke a milk bottle, blamed it on me
I told ma, ma told pa
Johnny got a lickin’, ha, ha, ha.
Not long ago I heard youngsters chanting that same rhyme with
one exception:
Down by the river, down by the sea
Johnny split an atom, blamed it on me . . .
The words had been brought up to date, but Johnny still received
that lickin’; the sound of the slapping of the rope and the chant-
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ing of the voices hadn’t changed a bit . . . children are children.
Let me tell you, I've learned a lot from those children; I should
say I'm learning a lot. For instance, I didn’t know until recently
that lion meat tastes a great deal like liver; I learned this from
a young gentleman who shoots lions in his backyard every
afternoon . . . and I was taught an impressive lesson on the Bill
of Rights when a five-year-old told me, “In this country you
don’t have to do anything you don’t want to — not even breathe!”
It’s an interesting world this world of childhood — it’s a magic
world and we try to create a magic world each morning on our
channel. It’s our answer to the criticism that televiewing destroys
the use of the imagination.

We're discussing, of course, not just children but children and
television. And that brings up another question. Many times
we are so close to the cameras, to the problems of the industry
that we forget to answer the question, “What is television?” But
it is a question that we try to answer for hundreds of people who
attend workshops every year in our studios in Syracuse — people
who will be working with us on our on-the-air production —
ministers and priests — agency personnel — teachers and social
workers. We believe that if they are to do a good job they must
know the tools of our trade — we impress on them that television
is television — that it doesn’t make any difference whether the
program is a 90-minute spectacular or a 5-minute weathercast —
there are certain basic fundamentals that hold true; and, of
course, they hold true for children’s programs — and any discus-
sion of children’s programs automatically has to start with these
rules:

First, television is visual — we must think in terms of what the
audience will see then add the audio portion. If a program is
merely good listening, then it belongs on radio.

Second, television is personal —a program is prepared for an
audience of two or three people in a living room — that living
room is multiplied thousands of times over, but the already
#ell-worn “thank you for letting me come into your home” is
exactly the truth. A performer is not addressing a crowd in
Madison Square Garden, he’s visiting with friends.

Third, television is personable — a television presentation must
appeal to the viewer. There can be many reasons for that appeal.
He may watch because he’s amused, because he’s learning, because
he’s intrigued; but the minute he loses interest, he’s lost as a
viewer — and the quality that holds him is labelled *“personable.”
Garry Moore, for example, is no great shakes as a singer or
dancer; he doesn’t fit into any of the standard categories for
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entertainers, but he’s one of TV’s most engaging performers;
he’s “personable.”

Fourth, television is measurable. Ratings should not be the
be all and end all of our existence, but they can act as a guide.

And finally, the most important adjective of all where television
is concerned is potential. “With TV anything is possible” —
that’s a favorite of WHEN-TV’s program director, Gordon Alder-
man —and in doing two full hours of children’s programming
from 9 to 11 on Saturday mornings involving dozens and dozens
of people, we've learned how true that saying is. Later I'd like to
share with you the techniques we use. We've learned “its pos-
sible to substitute ingenuity for expensive devices; precision
for elaborate production; but we’'ve learned too that there is no
substitute for work.

We feel that all of those rules affect children’s programming
on any level — network or local. Those words “network or local”
are important. We feel that as a station we owe certain obliga-
tions to the children of our community. Part of those obligations
the network carries out for us; we feel no need to duplicate the
effort. But there are portions of the day when network doesn’t
supply service, and there are programs which we feel can be
done only on a local level, duties that network could never fulfill
for us. We try to provide a balanced schedule. WHEN-TV is a
basic CBS affiliate; we also carry ABC. We kick off our children’s
programming with “Captain Kangaroo,” a program we feel is
designed for children of all ages; even the older ones are able
to watch at least a portion of it before heading for school. We
follow “Kangaroo” with an hour and five minute local program,
“Panorama,” aimed at a family audience. That term “family
audience” is important in our program structure. We try never
to specialize to the point that only polo players between the
ages of 20 and 22 would be interested in what’s on our channel
at the moment. That absurd example points up the fact that we
feel every program must have a general appeal. “Panorama” is
made up of five separate programs threaded together by a host —
the “Weatherman” is followed by “These Things We Share,”
our religious program — then “Party Line,” produced in coopera-
tion with the county extension service — the “Magic Toy Shop”
for pre-schoolers and “Gal Next Door,” a program of general
interest for women.

“Magic Toy Shop” is seen daily from 9:20 to 9:45 — it’s de-
signed for pre-schoolers and their mothers (we never call mommy
to the set, but mothers admit they feel left out of the conversa-
tion if they don’t keep up with the happenings at the Toy Shop).
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Magic Toy Shop celebrated its second birthday February 28th,
but its beginnings go back much farther than that. We as a
station felt that we needed a program for youngsters — parents
had asked for it, teachers had asked for it, and we wanted to do it.
Since those parents and teachers had made the initial request we
asked them to help in the planning of the program. An advisory
committee made up of the president of the county PTA’s, the
president of the county Mothers’ Clubs, the head of the children’s
division of the Syracuse Public Library, the director of the
Syracuse University Nursery School worked with our station
personnel in deciding just what elements a children’s program
should contain. But all of us agreed that the children themselves
were the best judges; so we prepared a complete program and
presented it one morning before our regular sign on to a test
audience of 200 families. Cooperative mothers watched with the
children, charted their reactions on a questionnaire, sent the
results to us and those results were most interesting. They told
us that we definitely were on the right track but that we still had
refinements to make. The original proprietor of the Magic Toy
Shop was Mr. Fudge, a Toy Maker; children confused him with
Santa Claus. That character we changed completely, so com-
pletely that Mr. Fudge emerged as Merrily, the present pro-
prietress. We learned too from the original questionnaire that
we had to do things very very slowly so that small fry could
follow them. I'd like to mention here that from the beginning
“The Magic Toy Shop” has been a participating program; the
child is not a spectator, he’s a part of it. He needs only his
imagination to be a part — no scissors, no paste, no finger paint.
We also learned that in addition to the easy unrushed quality
of the activities, we had to have a frequent change of activity
because the child’s interest span was short. All these things we
learned and applied before the Magic Door of “The Magic Toy
Shop” swung open 15 months later. Since that time the door
has been opened more than 700 times but the amazing and won-
derful thing is that for the cast, for the crew, for the station and
I sincerely hope for the youngsters each day is a brand new
adventure. Every program is a new one. There’s never been a
settling into routine except where techniques are concerned.
“The Magic Toy Shop” is just what the name implies — magic
because the toys come to life and report their doings to Merrily.
The most important part of the whole day is the moment the
boys and girls enter the magic toy shop — to open the door they
need a key. “A smile is the magic key to the magic door to the
wonderful magic toy shop; all you do is put your thumbs at the
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corners of your mouth like this and turn them into a smile like
this.” This high sign has, in the Syracuse area, become a synonym
for a smile. Photographers in the pre-Christmas rush were driven
to distraction because everytime they asked a child to smile, he
dutifully put his thumbs at the corner of his mouth and turned
them up.

Once inside the door all kinds of adventures await them.
Merrily is the proprietress of the Toy Shop; she gently but firmly
guides the youngsters through her assistant, Eddie Flum Num.
Eddie learns the songs and games along with the children at
home and mirrors a child's reactions so perfectly that psycholo-
gists have written their congratulations on his performance.
Their nearest and dearest friend is Mister Trolley, who resides
at the Car Barn just outside the Toy Shop, he’s the pride of the
transportation world and a story teller supreme; those stories
are an important part of the format of the program. The fourth
permanent member of the Toy Shop cast is a musician extraor-
dinaire, he plays the role of Twinkle, the clown, who has the
amazing ability to talk in music; music also plays a vital role
in the program.

The main elements of the format are these — the Magic Music
Box, we use either activity records and the youngsters at home
participate or a children’s story album . . . a participation song
or game taught by Merrily with Eddie and the children learning
together . . . music — either vocals performed by the cast or an
instrumental by Twinkle . . . stories told by Mister Trolley . . .
in addition there are routines set up for certain days, Thursday,
for instance, is clean-up day; Friday, review day. We try on
Magic Toy Shop to combine the familiar and the new.

Our aim is to keep the production simple but clean and concise.
It is carefully rehearsed. We feel that the only way performers
can be easy and relaxed is when they know exactly what they’re
doing. Each morning at 10 we rehearse for the next day’s pro-
gram. *Performers use no cue cards; no “cheat sheets.” We try
always to remember the cardinal rule — television is a visual
medium. Our story technique is, I think, an interesting one.
Most of the stories are original and the pictures are planned first.
Each story is made up of six to eight frames — within each frame
is a series of abstract shapes—as the story is being told, the
artist, Eddie Flum Num, integrates the shapes into a single
picture. On a cue line, the camera moves to the next frame.
Since the stories are designed for TV they are, of course, in easy-
to-pan ratio. The technique has been so successful that we’ve
borrowed it for many other programs. On our religious program,
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for example, it was used to demonstrate the duties of an altar
boy and to commemorate the 300th anniversary of the landing
of the Jews in America (the hero of this story was a Jewish
leprechaun named Yankee Mazeltov).

Children’s albums also demand visualization. We combine
reaction shots with picture cards. Some of the albums were
designed as reader-records and with these ‘the only problem is
how to best use the pictures. Capitol Records in its Bozo series
provides TV kits complete with standard size studio cards and
cue sheets. With opening and closing one of these albums makes
an excellent quarter-hour program, and a mighty handy one to
have on hand in case of emergency. When we design the cards
ourselves we plan them with moving parts — actually old-fash-
ioned valentines — the kind where you move a tab and a hand
waves hello — provided the idea. We also combine the use of
hand puppets and objects on moving turn tables. Again the
theme is always simplicity but careful planning so that a child
sees exactly what he’s supposed to see and more than that what
he expects to see.

Activity records provide an outlet for the child’s energy and
most of them also serve a second purpose. They were designed
to subtly teach a lesson, to exercise certain muscles, or to enrich
a child’s life through the early appreciation of fine music. Here
we combine live action with the use of pictures and objects.

The child is always the prime concern; utmost care is taken
in the selection of material. We never use some of the favorite
classics; some of those fairy tales were mighty grisly. Parents
complain about the violence on television and there may be too
much of it; but children all over the country were allowed to
stay up late to see Peter Pan and the Wizard of Oz; parents
thought they were charming; but I know dozens of children who
had nightmares. Captain Hooks and wicked witches can be
sometimes more terrifying than gunfire. We don’t want “The
Magic Toy Shop” to be responsible for any unpleasant memories.
~ We realize we have a tremendous responsibility. Sometimes
we don’t realize the scope of that responsibility. Parents wrote
to us complaining that we were making their children left-
handed. We hadn’t realized it; but it was true. Merrily and
Eddie Flum Num are both right-handed. Youngsters in front
of their sets mirrored their action and used their left hands.
We now have an ambidextrous cast.

We have been blessed by talented performers; tailor-made for
their roles and vice .versa; but the program is the important thing
and from the beginning it was designed so that substitutions
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could be made easily without breaking the mood or without
disturbing the children. Merrily teaches the youngsters; but it
stands to reason that she had to learn the song herself . . . her
teacher was the Play Lady from Toyland . .. and the Play Lady
comes to visit the Toy Shop (Since I was closest to the show
it was easiest for me to play the part. I haven’t yet been able to
convince anyone that this role as the kind, gentle, understanding
Play Lady was type casting) . .. Eddie Flum Num also has ready
made substitutes. He has seven brothers all named Eddie. Num
is the last name. Each has a different middle name. (Flum, by
the way, means “very good” or “things are fine”; in stationese it
has become a fine compliment.) When Eddie’s away, Eddie
Crumb Num comes to visit. He earned his middle name because
he dearly loves peanut butter sandwiches and has a special
peanut butter picket in his shirt —a pocket usually filled with

crumbs . . . Mister Trolley has many relatives. Mrs. Trolley
is willing to take over his run and so is a western cohort, Texas
Trolley . . . there is only one Twinkle, but when he goes away

he leaves a magic formula that enables the piano to play by itself.
The plan for substitutes was a fortunate one because just one
year ago Merrily presented the Toy Shop with a real-live doll.
How to handle the question of her pregnancy was our first
major problem. Very early we put the entire cast in smocks
(probably the first “His and Her” maternity smocks in history.
We had to have the men’s smocks specially made because they
refused to wear ones that buttoned on the wrong side). We
began to prepare the children for Merrily’s absence weeks ahead.
Some parents felt that this was a perfect time for us to give their
children a “birds and bees” lesson but we felt that this was not
our job or our right. We told youngsters that Merrily was going
to Toyland to give her stamp of approval to new toys. ‘She told
the children exactly what she expected of them while she was
gone; she let Eddie Flum Num assume responsibility; she invited
the Play Lady to come and visit. Merrily worked up to the day
before our favorite doll was born. There were no questions;
no problems as far as the program was concerned. The youngsters
trusted us because we had prepared them. From time to time
during the six weeks she was away, the youngsters heard her
voice on tape and they saw the new toys that she’d sent from_
Toyland. They accepted the Play Lady not as a substitute but
as an addition (just as there’s room for both mother and grand-
mother in affections) . We discovered in this case as in every case
that if we considered the child and his reaction we couldn’t go
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far wrong. We've tried to apply that theory to all of our chil-
dren’s programs. '

“Toy Shop Jamboree” our hour-long Saturday program is an
outgrowth of “The Magic Toy Shop.” When school bells rang
in September ’55, parents and youngsters alike demanded that
we give them a Saturday program and we did . . . a different kind
of program for a different kind of audience, not just pre-
schoolers but youngsters of all ages. We tried to find a formula
that was right. The cast was expanded . . . Gordon Alderman
“Mister Alderman,” the youngsters call him, became host of the
2-hour block made up of “Toy Shop Jamboree” and “Ten O’Clock
Scholar,” the program produced in cooperation with the area
school. Mister O’Donnell, our Panorama host, and Mister
Tommy, the Announcer Man joined the cast; the Play Lady be-
came a frequent visitor. Preceded by “Captain Kangaroo” and
followed by “Mighty Mouse,” our two hours of local program-
ming had to be good if we were to have a strong morning line-up.
Viewers very seldom will say after a station break “this is local;
it doesn’t have to be as good.” It does have to be good . . . those
are orders from our general manager, Paul Adanti and our pro-
gram director, Gordon Alderman. They set high standards and
make us want to keep them.

“Toy Shop Jamboree” used what we felt were the most
universally popular elements of the *“Magic Toy Shop” — the
story and the Magic Music Box; we added a carefully chosen film
and more music. This was a much more difficult program to do —
rehearsal schedule more demanding. We rehearse Saturday
afternoon, the week before the program . . . Thursday morning,
Friday afternoon with a final run-through Saturday morning.
We also added a studio audience. We’ve never had one for
“Magic Toy Shop”; we’ve preferred to keep it a completely
magic world. But “Jamboree” carried the party idea in its title.
Last July we asked if children would like to be a part of our
studio audience. We made the announcement just one day and
it took us from August to January to fulfill the requests, taking
100 youngsters a Saturday. Having youngsters in the studio
meant we had to have sets with eye-appeal. It was no longer
enough for things to look right on camera; they had to earn
gasps from the young visitors. Our audience does more than look;
they participate. Songs and activities that include both studio
and the at-home audience are always included. “Toy Shop
Jamboree” realizes too that it has a community responsibility.
We traveled to the State Fair; joined the Boy Scouts in the
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“Get Out the Vote Campaign” and did our part to earn money
for “The March of Dimes.”

The most difficult to produce and in many ways the most
important children’s program on the station’s schedule is “Ten
O’Clock Scholar” . . . this is not “educational” television but
“Education on Television.” We hold up a mirror to the schools
in our area — all the way from Public School for 4-Year-Olds in
Cortland, New York to the works of the Research Institute at
Syracuse University. All too often stations shrug off public
service programming with “we have to do it, but what can we do
with it.” We feel that since we’re working with non-professionals
we have to work extra hard. This must be as good in its way as
“Jamboree” or the network programs. Gordon Alderman ably
hosts the program and hours of preparation go into that work.
We start with a workshop for the teachers in which they move
into our studios and actually handle the equipment. Programs
are set up by the semester. Sometimes 2, 3, 4 or even 5 schools
share a program. Other times a single school will take a full
hour. Each participation starts with planning sessions and ends
with rehearsals the week before the program. Students are com-
pletely oriented. This TV appearance is a valuable experience
only if they can approach it with no fear and an understanding
of the medium. Even four-year-olds learn to ignore a mike boom
swinging over their heads. “Ten O'Clock Scholar” has shown
everything from how a first grader learns to read to the blasting
off of a miniature rocket especially made for the program by
the Research Institute. We've proved that “public service” pro-
gramming is worthwhile not only as a good will gesture but also
as a holder of audience. The latest Pulse shows that “Scholar”
not only holds its own against “Howdy Doody” but even edges
it out in the ratings. The entire station has worked hard to
accomplish this.

From the size of audience point-of-view one of the most pop-
ular programs on the air is “P&C Rascals” . . . a program com-
bining a live host, a studio audience, and “L’il Rascals” films.
Here the big problem has been editing the films —utmost care is
taken; scenes have been cut out; lines snipped; entire films have
been rejected, even though those films have been paid for.
Perhaps our policies are more stringent than most; but the station
has spent 8 years earning the trust of the community . . . no
matter what the program or the reason they won’t risk sacrificing
good will for bad taste.

That wasn’t meant to sound like a Polly Anna quotation; it’s
the truth — I'm proud to be part of an organization where public
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service programming is as important as commercial, where local
programming is expected to be as good as networks, where pro-
gramming is designed for children who are after all just children
and who deserve the best.

QUESTIONS AND ANSWERS

CHAIRMAN: That was a very interesting talk and one that
will provoke some questions and comments, I'm sure, from the
floor.

QUESTION: Miss Daugherty, being so intimately acquainted
with children’s programs, I assume that you have had a lot of
communication with parents and teacher groups. Have you ever
found out from them their feelings as to the type of programs
which stations normally present to older children, the 12- and 14-
year-olds?

MISS DAUGHERTY: Very often we find that parents tend to
judge programming by what they like . . . our most successful
“children’s” program, ‘““The Rascals” has a higher rating, a
higher audience than anything we do. This program interests
parents; they feel that it is right for their children. We've worked
hard to make the “Rascals” right for children by carefully editing
the films . . . the major emphasis has not been on programs for
teens . . . we do a special “Dance Party” program; special movies
and we dedicate our “Ten O’Clock Scholar” program to them . . .
an interesting thing happened last year, teen agers came to us
and said, “We're tired of being called teen agers and hearing
about delinquency problems. Do you know that in Syracuse
98.89, of us never get into trouble? Why don’t you show what
teen agers really are. So we did a series on teens. This request,
however, was from the youngsters not the parents. Parents seem
to be most concerned about the problem of whether or not the
minds of the small fry are going to become warped. Maybe all
of us are neglecting children who need help. In our case we have
tried to let teen agers have the bulk of *“Ten O’Clock Scholar”
to air their problems . . . more than that, to show their accom-
plishments. That's important.

I don't know whether that’s answered your question, but I do
want to repeat that requests for special programming for and
about older children and teen agers have come not from parents
but from the children themselves.
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QUESTION: Do you use any syndicated cartoons?

MISS DAUGHERTY: We do on the Saturday program. We
have the Terrytoon library and our friend, Eddie Flum Num,
has a wonderful machine called the Flum-O-Matic projector. We
do incorporate these films into “Toy Shop Jamboree”; we also
use them sometimes with the “Rascals” film. We do not use them
on the daily program. “Captain Kangaroo” precedes our pro-
gram and has used cartoons. We feel that children don’t need
more of the same. We are giving the participation which his
program is not designed to do. But we do use cartoons on
Saturday.

QUESTION: Would you discuss, please, the telecasting of
children’s programs during meal hours?

MISS DAUGHERTY: I discussed that with a Mothers’ Club
just the other day. They said, “You have something exciting on
at six o'clock and the other station has something on at six
o’clock, so why don’t you put something on that isn’t as interest-
ing so we can get children to the tabler”

Well, I'm kind of old-fashioned. I feel that there is such a
thing as discipline. There are many hours during the day when
children can watch. We have also found at Syracuse that the
meal hour varies in our town, a most highly industrialized town.
And we feel that if parents don’t want them to watch TV at meal
hours, that it is their problem. Mickey Mouse is on from five to
six, and if they watch that program together and eat at six
o’clock, then I think it is the parent’s job to turn the set off.
Because I don’t want to be an electronic baby sitter. I don’t think
that’s what we were designed for. One mother called up scream-
ing over the phone because her four-year-old was terrified by
something on the screen. It happened to be an octopus. Maybe
I would have been terrified, too, but the mother didn’t know
what that program was about. It would have been perfectly all
right for a ten- or twelve-year-old. But she plunked the youngster
down before the set and left him. Everything that comes on the
screen from early morning to late at night wasn’t designed for a
four-year-old. So she has to know what her child’s watching.

With “Magic Toy Shop,” once we have shown her what’s on
that program, we have an obligation to live up to that promise,
but I feel parents have duties, too, and I don’t want to baby-sit
for them.

INTER]JECT: I think it is my impression that although the
television has made great headway in building following among
the kids from let’s say zero to ten, and also among what you might
call young marrieds from 20 to 30, it is pretty weak in the age
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group from ten to twenty, and I wonder if you have any ideas
about how that might be attacked.

MISS DAUGHERTY: I think you are quite right. I don’t
have any brilliant ideas, because if I did, we’d try them. First
of all, in working with them, I found the interest so extremely
different. All right, you say, a teen ager. Well, there is no com-
parison in the likes of a 13-year-old and the likes of a 19-year-old,
and yet they are all lumped together. And I am not sure what
the complete answer is. We are still trying to find out. We have
found it at least a part of it on the highschool level, working
with high-schoolers themselves, in seeing the things we do and the
variety — we will do, for instance, an hour long football clinic.
We will do things on baseball, we will show what high-school
kids are doing in art classes; but that still is only a segment, and
I don’t know whether the age-range is too broad to try and
satisfy them, but I definitely think it is the place where the
emphasis needs to be. We are trying to plan for them. I'm sure
you are, too.

QUESTION: Could you be more specific about how many
people are involved in putting on these programs that you have
been talking about, and what your budget is? For instance, for
“Magic Toy Shop.”

MISS DAUGHERTY: I don’t know what the budget is for
“Magic Toy Shop” in dollars and cents. I do know the cast
budget. I know how many man hours we can request from the
Art Room — also the kinds of materials we can use.

The Station has never said, “You can do this or you can’t do
that.” We never have gone overboard on production. It’s a
simple production depending on precision for its appeal.

CHAIRMAN: Is it all commercial?

MISS DAUGHERTY: Both are participating programs. This
I would like to say, I know this is not about sales, but I would
like to throw a great big bouquet to the sales department, because
they have never put anything in that program that was wrong,
and when a sponsor goes in, he goes in with the understanding
that his commercials will be integrated so that they don’t harm
the program at all. And if he doesn’t want us to do the program
that way, then this program is not right for him. I understand
that also is quite rare.

CHAIRMAN: Thank you very much.

Do you have another question?

QUESTION: A question concerning research in this nine to
ten a.m. period. How does it stack up against your opposition?

And a second that bears on that, concerning the recruiting of
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parents. You say you bring mothers in along with the kids, and
I understand that you have designed this to appeal to everybody
who may be available.

MISS DAUGHERTY: I'm glad you asked. Our nine to ten
a.m. period has had the highest day-time rating, public service
or commercial, of anything from the time we sign on until six
o’clock at night, including our own commercial programs. So
evidently it has stacked up quite well.

I'm sure people don’t watch the whole hour and five minutes,
but from a rating point of view, from a community point of
view, from the integrating of commercial and sustaining pro-
grams, because the religious program, the farm program would
certainly never be sold, it has held up amazingly well. Not only
held up, it has surely passed the competition. An early morning
movie, and a women’s show as our opposition.

QUESTION: How about the recruiting of the other members
of the family there, what is your technique?

MISS DAUGHERTY: Actually, there has been no technique,
except the parents themselves who are particularly interested in
what we are doing felt left out of things when they could not
answer their children’s questions as to the program, that this was
a chance to share. And it also came at a time when neighbors
would get together and sit down and just have a cup of coffee
and chat and watch while the children were playing together.
They use the same things for their children’s parties. And it is
also used a great deal for in-school viewing on the nursery and
kindergarten level.

CHAIRMAN: Thank you very much, Miss Daugherty, and I
am sure this probably prompted other questions that you wanted
to ask and that you will be able to ask this afternoon. I'm sure we
all appreciate this very interesting and complete talk that you
gave us on children’s programming.
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INTEGRATING STATION IN COMMUNITY
THROUGH LOCAL NEWS, WEATHER, SPORTS
AND SPECIAL EVENTS

By

OTTO BRANDT

Vice President & General Manager (KING-AM & TV)
Seattle, Washington

SEATTLE is a beautiful city and the first thing that hit me
when I first went out there was the way the beauty was marred
with these telegraph poles with the power lines all over the place.
And so about a year ago we put together some ID slides and we
sent a photographer out and had him take a shot of the beautiful
scene with Mt. Ranier in the background but with these poles
sticking right up in front of the mountain and almost blocking
it out and we simply used it on an ID slide, saying “This is
Seattle, KING-TV.” We didn’t say we were against the poles or
the power lines or anything else. We knew that if we had done
it with an editorial we would have to go into the same thing
that we are all afraid of and that is getting into the problem of
presenting equal opportunity to all qualified opponents with
opposing views.

We did the same thing with a traffic intersection and we took a
shot of it with cars completely jammed and piled up all around
the place and also used that. Now, that’s doing it the sneaky way
but there are ways of getting around this equal opportunity pro-
vision I suppose.

I've got a couple of sub-titles for my talk that BMI didn’t put
in the program. The first one is “News, Sports, Special Events,
The Real Magic of Television” and the sub-title is “Oomph
Equals Dollars.”

When Glen Dolberg first talked about making this circuit he
made it sound attractive by saying this was not to be a speech;

The above talk was also delivered in Chicago and San Fran-
cisco. Additional Questions & Answers pertaining to this talk will
be found in the respective sections.
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that all we had to do was make a few remarks and plant some
seeds that would flower during the forthcoming bull session.
He went on to make it even simpler. He said stick to these four
basic facts and don’t get off of them: What you do at KING-TV;
how you do it; why you do it, and what are the results.

Three of those are comparatively easy to do but when I got
to thinking of why we do certain things, I'm stumped. But at
least I'll try to stick to those basic points.

This is not a speech. We won’t even start off with a significant
joke, although I would like to give you the definition that some
wit gave of horse sense, because I think it fits. Horse sense is that
quality in a horse that keeps him from betting on a man. The
reason I mention it here is if you apply horse sense to a telecaster
it’s that quality that keeps a telecaster who is running strictly a
network and film operation from thinking he’s really in tele-
vision, because he really isn’t if he’s operating that way.

It is doubtful that there is a human being anywhere who isn’t
basically nosey. I think we all want to feel hep; we all want to
be completely informed. And that is particularly true of viewers.
They want to be fully aware of what’s going on around them.
And we as broadcasters really have an obligation to not only
keep them informed but make them feel as though they are
actually there when something is happening.

Now, this basic truth of nosiness is something that I think
most of us are aware of but I think most of us forget about it.
When we do remember not to forget about it I think we have a
tendency to underplay it.

Now, when a viewer sits in his easy chair at home and watches
Wyatt Earp or an M-G-M movie, it’s really a wonderful and, if
you think about it it’s a very exciting experience, but it really
doesn’t involve the true magic of television. Unless you, as a
commercial broadcaster, are capitalizing on this true magic
you're not I'm sure extracting the maximum dollars from your
operation.

First, as to news, at KING-TV and also incidentally at
KGW-TV in Portland, where we are now in operation — let me
make just one aside here. This morning before we started some-
one said, “Are you going to stick to the script?” and I said, “Well,
I can’t. There are so many competitors here now— Tom
Rogstad, Burke Ormsby and so forth — that I —1I could tell lies
back east but I sure can’t do it now. By the time I do get
through deleting the lies and the competitor information there
isn’t very much else here to talk about. (Laughter)

Anyhow, at KING-TV — and I will keep mentioning KING-TV
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but you can just automatically assume that we are attempting
to do the same thing at KGW-TV, Channel 8 in Portland — we
like to use an aggressive approach to news. We think (although
it might be unfashionable to think this way) there is a real
place in television for news and that unless you go into it on a
wholehearted basis you’re just wasting your time and your money.
At least that’s our opinion.

The mainstays of our news operation are two strip shows, one
at 6:30, a half-hour show, Mondays through Fridays, called “Early
Edition” and the second one at 10:30, a fifteen minute show,
called “World Today.” “Early Edition” consists actually of three
main segments. The first is a twenty-minute segment devoted to
hard news. The next is a five-minute section devoted to weather,
using a semi-humorous cartoonist. The last section is a five-
minute sports cast. The first twenty minutes are subdivided,
the first ten minutes of which is sponsored by Alka-Seltzer and
is sub-titled “Newspaper of the Air.”

The first segment is hard news, and we do the thing that I
think most stations do in that segment. Generally we try to put
the local news up in front unless there is something really big
happening nationally or interationally, in which event, obviously,
we feature that.

On the “World Today” show the first ten minutes is straight
news. The last five minutes is devoted to a staff commentator.
We do have the usual things that I think most of you do — the
sign-on and sign-off news at the end of the schedule, done off
camera. We integrate live news into some of the regular strip
shows, like “Telescope” from 9:00 to 10:00 a.m., Mondays through
Fridays, which is a show emceed by a young couple featuring
various women'’s features, exercises, a live classified ad section
called “Telebargains,” which is quite successful, and off-beat
type interviews. We also integrate live news into an afternoon
two and one-half hour show called “King’s Kamera” emceed
by a husband and wife team, which includes the usual chit-chat
interviews. We integrate a feature film into this same show and
also the “Susie” strip. On weekends we are dark in the studios.
For a long time we evidently were under the impression that
people weren’t interested in news on weekends because we did
very little. Now we sprinkle it all through the schedule whenever
it will fit in, in short little bursts of news off camera, ranging
from one-minute shots to five-minute shots, depending on where
they will fit. I think we end up giving the audience the feeling
that if they stay with Channel 5 they are going to be aware of
what is happening even on weekends.
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As for our news operation itself our prime goal is live news
coverage. Obviously this happens very seldlom but we keep
trying. If we can’t get live video we will try live audio. This,
of course, is supplemented with sound film and silent film
coverage.

The news operation is handled by a news director, an assistant
news director and a news reporter. We have two news camera-
men, plus a part time cameraman, and a film editor whom we
can use when we are in a pinch. In addition to that we also have
made arrangements with CBS Newsfilm and they have even
established their News Bureau right in our own news depart-
ment, which is very helpful and turning out to be quite a good
deal for us. As for equipment we use the big and small Auricons
for sound film and Bell & Howell and Bolex for silent footage.
We have the UP and INS news wires, the UP Unifax (I guess
they call it wirephotos, which we think is excellent) and the
CBS Newsfilm newsreel servicee Our radio news operation,
although it is conducted entirely apart from television, is coordi-
nated to a certain extent. For example, we have a radio news-
room located in the local INS News Bureau which is located at
the Post Intelligencer, our morning newspaper in Seattle.
Although this is primarily radio it does provide a wonderful
news tip source for television and there is a close coordination
worked out between the two.

For about four years now we have been using a helicopter for
news coverage, which sounded startling then and to some extent
I suppose still does. It is not quite as startling as it sounds,
although we can really dress this up and make it look good.
We even went so far as to have the CAB designate the roof of
King Radio and Television Center as Seattle Heliport No. 1,
and this “whirlybird” can land right on our roof and pick up
a reporter and a cameraman and take off for a story and bring
them back to the roof again. We have had some interesting
experiences with it. We don’t use it very often but the times
that we do use it is generally very exciting.

For example, sometime ago we had a bank robbery right on
the edge of town which involved a fatality. It was quite a story.
Well, our helicopter landed right in the parking lot next to the
bank with a cameraman and a reporter and they began covering
the story. Suddenly, realizing that the bank robbers had escaped
and the police were frantically trying to find them our alert
newsman turned to the head detective there and said, “Here, use
our helicopter to chase these guys,” which they did. They had a
description of the two cars involved. The assistant chief detective
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hopped into the helicopter with a sawed-off shotgun and off they
went to patrol the main highways going out of town. They went
to the motels and hovered over the parking lots, checking license
plates of the suspicious looking cars. This would have been
tremendous if they had caught the robbers, which they didn’t do
unfortunately, but there wasn’t really a thing we could do about
that. At least we played our part. That evening and the next
day we made everyone quite aware that it was the King 'Copter
that was used for that purpose.

For five years now we have been using our own kinescope
equipment that our own engineering staff put together. This
comes in very handy in news coverage, especially here on the
West Coast. For example, when the President talks we will
generally kinescope his speech and then play back highlights of
the speech either on the 6:30 show, if we can make it, or certainly
on the 10:30 show.

As for live news coverage itself we love it and we try it when-
ever the odds and costs are somewhere within reason. We have
the good fortune to have a very experienced technical crew.
we have been on the air now for eight and a half years and
generally we can move fast and efficiently, The number of these
events obviously is very limited. For instance, we rarely go out
for a fire because by the time you get there there is nothing but
smoldering ruins and you can do it better actually with film.
We do occasionally though get out for live remote. Not too long
ago when a Pan-American Clipper ditched in the Pacific off
Oregon we thought they were going to take the survivors to
Portland. A lot of them were from the Seattle area. Well, on
several hours’ notice we learned they were coming into Seattle
instead. We moved fast and we were over at Pier 91 with our
live cameras on the air when the boat docked with the survivors.
It was a particularly exciting thing I believe because the survival
lists were pretty well jumbled and no one knew exactly who had
survived and who didn’t and I am sure in quite a few cases the
families and friends of the survivors knew that their loved ones
were safe only when they saw them coming down the gangplank
right into the KING-TV camera lens.

Another example of a fast-moving remote that we did fairly
recently involved a football coach at the University of Wash-_
ington. Out here on the West Coast — I don’t have to tell you
how popular football is up there, but it is a red hot subject,
obviously. Well, not too long ago George Briggs, the Director of
Athletics, announced that he would have a press conference at
which he was going to announce the new football coach. Well,
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everyone was in suspense and it was a big thing. We had a little
over an hour’s notice on this one and we did it live, much to
the consternation of the newspapers and maybe to the competi-
tion, I don't know. But there we had a lucky break. We had a
lot of microwave gear stationed at the University in anticipation
of a basketball pickup later on that week, but still we were able
to move fast and get the live announcement right from the lips
of the Athletic Director. We followed that up with a special
deal involving this coach who was down in College Station, Texas.
This was Jim Owens, the new coach. We immediately set up a
sound film interview with him through the cooperation of Bill
Walbridge at KTRK in Houston and instead of just having
them go down there and cranking out a stock interview we set
it up so that Bill O'Mara, our Sports Director, in Seattle did
the interview by telephone while it was actually being filmed in
College Station. The next day when the film arrived we set up
a split screen and we had O’Mara live in the studio with his
back towards the camera so you couldn’t tell his lips weren't
moving and on the other side of the screen we had Jim Owens
answering O'Mara’s questions and it made quite an effective
thing and caused a talk around town.

Another live thing we did that was rather exciting had to do
with the first flight of the 707 which was the world’s first jet
liner which was built in Seattle. On this one we really had to
move fast because Boeing had set up really a sneak test hop.
They were going to do it at 8:00 o'clock in the morning. Well,
through some very unusual weather circumstances up there—
it was raining and cloudy that morning in Seattle — they had to
postpone it and they announced 2:00 o'clock that afternoon as
the takeoff time. Well, we decided to try to do it. To further
complicate things they were taking the plane off from one air-
port right at the edge of Seattle where the ship was really built
and they were going to land it at Boeing Field. Well, you don’t
telecast a test hop unless you can show both the takeoff and the
landing so we decided to try to get to both places. Well, we had
Telco install the facilities for the takeoff field which was the
tougher of the two and then we ourselves planned to pick it up
from the landing field. Unfortunately Telco couldn’t move quite
fast enough and it was an almost impossible thing but we tried
it and they didn't get the takeoff. But we had taken the pre-
caution of having the helicopter over at the takeoff field with our
sound cameraman and he took pictures of the takeoff. We were
at Boeing Field with our live facilities and after they had flown
around for about 45 minutes, by then our ’copter had taken the
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film back to the station and we had developed it and we first
were able to show a sound film of the takeoff immediately fol-
lowed by the actual live landing of the 707. This was a big
thing in Seattle because obviously Boeing is a very important
part of our economy and daily life up there.

On spot news shows we refuse to prostitute our news shows.
We don’t put anything on there unless it’s legitimate news. If an
event does not fall in that category it doesn't get on the news
show, even though it might be the opening of our best client’s
biggest, newest supermarket. This leads to some embarrassing
and tough situations with your good advertisers but we find if
you will really stick to your guns generally they will understand.
I think all of us must realize that as each day goes by our viewers
are getting more and more sophisticated. You're not going to
fool them into believing a news event is news if it’s not. The
more you try to fool them the more harm you're going to be
doing to your news shows.

In the field of sports we all know that sports fans are often
rabid and always vocal. We also know that television fans gen-
erally are devoted. When you combine the two you have a real
force that you can’t overlook. As a network station we can’t go
whole hog in covering sports so we do the next best thing. We
try to grab off as much of the top sports as we can and use
various gimmicks and techniques to overcome our disadvantage.
We also have done and are still doing live University of Wash-
ington basketball games. We do one game with each of the other
four Pacific Coast Conference schools. We try to set it up in
such a way that we are not bumping, for example, into Lawrence
Welk too often. We will set two of them up on Friday and two
of them on Saturday, for example, so as to keep peace as best
we can with our viewers and with the network.

In covering basketball we use two cameras up high in conven-
tional position and we use a third camera down on the floor.
Half time we usually devote to pre-filmed material, saluting the
university; not only other departments in the university, but we
always pay some attention to the minor sports which is usually
advisable if you're interested at all in the university itself.

Live football is verboten in most places and we try to solve
this problem by employing a special film technique. The net
result is that the next day — although we could put it on Satur-
day afternoon, if we were allowed to — but at any rate, the viewer
sees the entire football game, all the action involved, plus what-
ever commercial treatment there is (and it has been commercial
right along, thank goodness) in about an hour and fifteen min-
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utes. This is done through a system of lights and switches with
the editing actually done in the camera at the field. We have a
sports announcer, a producer, and a cameraman out there and
through a signalling system they are able to roll the camera and
stop the camera (this is sound film) in such a way that you don’t
get the disadvantages of audio squeaks and whatnot and the film
doesn’t have to be touched. It’s all done right in the camera and
it’s really a great thing to watch because you see nothing but
action and that stuff in between plays and the dull stuff during
half time is not there.

Seattle’s major sport is hydroplane racing. These are the
world’s fastest speedboats. If you don’t know, they go up close
to 200 miles an hour. The feeling up there about these things is
so rabid we refer to the sport as “Hydrophobia.” It's really
amazing the interest that has been displayed in it. To give you
an idea of the elaborateness of the coverage we use in covering
the race, which generally is the Gold Cup Race — if a Gold Cup
Race is being held in Seattle we use a total of six cameras from
four different locations, spread over a distance of almost two
miles. We had quite a thing happen to us fairly recently. The
Gold Cup has been held by a Seattle boat for quite some time
but the year before last it was lost to a Detroit boat so last year,
in 1956, the Gold Cup Race was held in Detroit. We decided to
try to do it live because of the tremendous interest. So we went
out there and through the cooperation of ABC and WXYZ-TV
we did a live pickup back to Seattle in spite of some cloudbursts
and other problems we had at the scene. The way it ended the
Seattle boat, Miss Thriftway, owned by one of our best adver-
tisers, won the race but it only lasted about five minutes because
shortly after the conclusion of the race the judges disqualified
the boat because they said it had hit a buoy. We were kine-
scoping the race in Seattle and we didn’t think that, even watching
the race using our 100” lens, that the boat had hit the buoy and
looking at the film we were sure of it. We then sent the film back
to Detroit and after a couple of months of haggling the Inboard
Powerboat Racing Commission in Washington, D. C., which is
the final authority, declared the Seattle boat the real winner after
all. They gave as the principal basis of their reversal the
KING-TV kinescope film, which was a great thing for us, because
this Gold Cup Race is — well, in addition to being a real exciting
race it is also the heart of the Seattle Seafair, which is our annual
Mardi Gras type of celebration in Seattle.

This gimmick, incidentally, that I have just described, had a
lot to do with our just winning the Paul Bunyan Award which
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the Chamber of Commerce awards every year to the local concern
which has done most to bring national attention to Seattle.
This award —I'll say this, but I hate to say it — was won last
year by KOMO, Mr. Rogstad’s station.

In addition to our regular sports programs we also put on
on a regular weekly basis the sports editor of the Seattle Post
Intelligencer, who is regarded as the top editor anywhere in the
Pacific Northwest.

The final category I want to talk about is special events and
here I think you have your best opportunity to put real “oomph”
into your schedule. I will describe just a few of the things we
have done and later on during the bull session perhaps you'd be
interested in others. One of the most exciting things I think
we have ever done had to do with the Florence Chadwick swim.
It was shortly after she had finished this Catalina thing down
here which somebody had done live and she was swimming up
there from Victoria, British Columbia to Port Angeles, Wash-
ington, and we played around with the idea of doing it live and
then found it practically impossible to do, so we worked out a
deal that came as close to it as you can come. At the finish
point, which was Port Angeles at the Coast Guard Station there
we set up a projection room and a fast film developing lab and
we then borrowed a barge and a tug from a Canadian company
that was involved in sponsoring this race (at no cost to us, I'm
happy to say). We set up a floating heliport. This barge fol-
lowed Chadwick across the Strait of Juan DeFuca and our camera-
men were in two small boats right next to Chadwick. We would
shoot sound film with her interview, the small boat would scoot
back over to the barge where the ’copter was waiting, and then
the ’copter would fly the film over to the finish point, to the
developing lab where they developed it and shot it back to
Seattle and we had it on the air just within minutes after it was
actually shot. It was sponsored, I'm also happy to say, and very
successful.

In the field of special events if something isn’t happening
sometimes you can make it happen. A good example of this
happened on our fifth birthday when we decided to go back to
the site of the first telecast that KING had ever put on which was
the high school championship football game, but instead of just
going in and doing a regular pickup we invited the Governor to
attend and we asked him if he’d kick a football for us. He was
intrigued by that. We spent some time on this and the net result
was that during half time the band came out and played happy
birthday to KING and spelled Channel 5 out on the field. Gov-
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ernor Langlie, who was more athletic than we had counted on,
kicked this football 35 yards. We told him that we would pay
him ten dollars for every yard he kicked it, incidentally. He
kicked it 35 yards. That was $350 we were out. Then one of
our local talent was out there and he kicked it another ten yards
and for public relations reason we let it go and so we were out
$450 but I think it was the best $450 we ever spent.

We have done live operations. One in particular was a TB
operation a couple of years ago. That’s no longer very spec-
tacular but it was a big thing in our community. But we did not
do it as a sensational thing. We tried to feature the message that
incidence of TB was a lot greater than most people thought and
overall it was a highly successful operation.

Just recently we did a live pickup from the State Legislature,
the swearing in of the new legislators, the farewell speech of the
old Governor, the new Governor’s speech, and the inaugural ball;
a big three-day thing, sponsored incidentally by the Public Rela-
tions Department of the Teamsters’ Union. The Teamsters’ also
sponsored our election coverage, the primary and the final elec-
tions. For several years now we have set up our own election fact-
gathering system where we have stringers out in all 37 counties.
We found we didn’t want to wait for the news service so we set
up our own system. This year we really capped it off by moving
our TV operation into the IBM Building where we had all those
fantastic machines working for us and it was really most successful.

One of our goals is to give the viewer in Seattle the feeling
that KING is an exciting, dynamic, on-the-ball type of operation.
We feel that if we can instill that feeling in the viewers they will
instinctively go to that Channel 5 position when they turn on the
set. We hope that it works that way.

In the field of special events and news and sports you can
accomplish that goal but you can’t do it without sticking your
neck out. We have been clipped — since yesterday as a matter of
fact — and to give you an idea how far you can stick your neck
out — we did a remote from the Dalles Dam. We now refer to it
as the goddamned Dalles Dam because we were unable to sell it.
We decided to do this because this was the stopping off the
Columbia River, a big spectacular thing. It wasn’t the dedication
of the dam. It was the blocking off of the Columbia River and
it was the first time I think it had ever been done and we decided
to do it. We stuck our neck out. And we couldn’t find anybody
to sponsor it so we are now calling it a great public service event,
which it truly is. But if we don’t win the award with that one,
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why, if you know where there is a job available, I'll be ready to
talk to you. (Laughter)

But you do have to stick your neck out. You can’t get anywhere
without doing that and if you’re lucky you’ll come out all right.
Now and then you’re going to get stuck but when you do get
stuck you can charge some of that money off to your promotion
or public service or whatever you want to call it.

As for results, I refer you to the figures. Seattle is a four
VHF market, plus one educational VHF, and it has been this
way now for about four years, so it’s not a single market at all.
All recognized surveys show KING-TV to be the number one
station in the market. We are an ABC affiliate. Rarely do we
do a news, sports or special event without having it sold.

Finally in the line of results let me make my three points.

No. 1. We are performing a real public service I believe.

No. 2. Business is good and we are making money.

No. 3. Most important we're having fun doing it. Thank you
very much.

QUESTIONS AND ANSWERS

Q: You haven’t related your special events and news coverage
to the rest of the stuff you do at the station. Yould you consider
yours more a special event station than anything else, or do you
have a lot of other live things going on, live local things?

MR. BRANDT: No, this really is just one facet of the opera-
tion. I like to think we are aggressive in all other fields. In
public service, for example, out and out public service, children’s
programming, we are very, very heavily into children’s pro-
gramming. I don’t think that you can have a truly successful
operation if you are identified purely as a children’s station, or
purely as a special events or a sports station. I think that if you
want to be regarded as the community station, you want to
integrate yourself into the community, which I think you must
do, then you have got to break out into all these other areas.

In feature films, for example, we have the MGM package,
we are or were one of the first stations to buy that, and that is
turning out very successfully. In live programming, other than
sports and special events, public service-wise, we are always
trying to inject ourselves into a controversy. Find yourself a
good fight and get yourself mixed up in it, and just make sure
that you are regarded as being fair and not slanting it, and
you can’t miss.
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Q: Will you preempt anything to provide special events
coverage?

MR. BRANDT: When you say “anything”, I'll refer you to
Jahncke over here, who as a matter of fact is on the program.
Do you still have that there Lee, the — he added a little postscript
to the title, which was, “Integrating the station into local news,
weather, sports and special events,” and added, “in complete
disregard of your network obligations.”

But no, what we try to do is sell the network the idea that
this is good for them. This is a tough job to do, and being
an old network man, I know, because I have sat on the other
side. But you can’t deny it, you can’t sit there and grind out
the stuff that comes to you over the wire. You have got to add
some seasoning to it. And we are very careful, we don’t go
back to the network, for example, with a request for preemption
unless we document with all the reasons why we think it is
important. Remember not to put the network sales guy in
the position of having to go into a client and say, “Well, King-
TV is cancelling it because of some kind of sports event.” You
have got to tell them why it is important, is it a championship
game, does it feature some outstanding personality. And you
have got to sell them and I think it is important to bear in mind,
you can get away with a lot that way rather than if you put the
entire work of handling the preemption with the network, on
the sales department.
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MAXIMUM PRODUCTION WITH MINIMUM
EQUIPMENT AND SMALL STAFF

By

PETER B. KENNEY

Vice President & General Manager, WNBC
West Hartford, Conn.

INCE almost every station manager or program or production

manager is already convinced that he is doing the best job
possible in the area of production, let’s open this commentary on
the premise that there are as many approaches as there are
production people. However, some of these avenues pay better
dividends than others.

And let’s agree that the really great need for economical pro-
duction obviously rests with the small and medium-size stations.

For purposes of definition, we’ll consider production as in-
cluding scripting, producer-director roles, floormen, ‘sets, props,
lighting requirements, and the audio-video personnel affected
by production requirements.

While management has the continuing responsibility to main-
tain the best possible product on the air, for purposes of ratings,
sales and prestige, it has an equal responsibility to control
excesses that can be unnecessary luxuries. With close scrutiny
and tight evaluation, they can be eliminated without decreasing
effectiveness and without impairing the sales or audience values
of the overall effort.

My station, WNBC, celebrated its fourth anniversary on the
air only last month. And we are a UHF station. Probably I
don’t have to remind you what this meant. When we took the
air, no UHF station had been operating commercially for even
a year; nobody had yet demonstrated that UHF could be suc-
cessful. Not only were we sailing a brand new ship, but we had
few charts to guide us, and the seas we sailed contained rocks and
reefs that had never been mapped.

Abandoning the metaphor, and putting it briefly, a prudent
manager under such circumstances had to seek ways to obtain
maximum production at minimum cost.
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The first area to look at is personnel and the resulting stand-by
time. The greatest overall production cost is in people —and
people get mighty expensive. There’s an old rule in the industry
that we’'ve seen borne out on many occasions. That is: each
person on station staff costs $12,000 per year, regardless of his
actual salary. I think it's safe to say this figure is substantially
higher by now. Even if you're talking about a $65-a-week fioor-
man (if you're that lucky!), his salary, plus the administrative
expenses of keeping him on staff, plus the extra areas of expense
you incur by having him, will bring the cost far above his salary.
This same ratio holds for a production department, or for the
staff of a single show.

It is strange how the production people involved multiply like
jack-rabbits in the planning of a TV show. Even the most simple
format, once in the hands of a production department, takes on
the atmosphere of a Cecil B. DeMille production, and frequently
only the studio limitations will hold it in check.

In this regard a station may well forego the idea of having a
separate producer and a director for every show. Have you ever
tried to measure the lost time — frequently due to personality-
conflict between a qualified producer and an able director? A
tremendous amount of conference time, of rewrites, of rehearsals,
of set changes, etc., can frequently be eliminated by using a com-
petent combination producer-director, who is in complete charge
of the show from start to finish.

A typical crew under such circumstances consists of a director-
producer and a floorman, with the director calling his shots on an
intercom simultaneously to the switcher and projectionist in
engineering and to the cameraman and fioorman.

Flexibility in personnel assignments can be another major
point in production efficiency —a formula that works well for
both station and staff. There are always persons on staff who are
anxious to get ahead. A driver or a mail clerk may make a real
good floorman. A radio or TV staff announcer may develop
into a good parttime director. From the station’s point of
view, this is frequently more efficient —even on overtime rates —
than absorbing full-time personnel.

Using this system, I recall, we put on forty live shows a week
while carrying only one production manager, one full-time
director, and no full-time floormen or stagehands. Our costs were
far less than with permanent assignments. Despite staff limita-
tions in numbers, we maintained high-level efficiency and pro-
gram quality.

There is much to commend the idea of small staff, just in terms
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of flexibility. For there really isn’t any substitute for flexibility.

A small department, with broad areas of activity, will devote
much more effort to original creation and improvisation than
a large one. The members know that they alone have the respon-
sibility for doing a good job — and they alone will earn the credit.
A regimented, over-sized staff loses this spirit! ingenuity, original-
ity, willing joint effort — these tend to disappear. And it is still
the idea, not the window dressing, which counts the most and
will return the most in ratings and profits.

Another extremely important point for any manager to con-
sider is the amount of video and audio equipment he will carry.
I'm not going to try to -tell you that you can do the same job
with one camera that you could do with four —and if you have
a rate card that will support them, then you should have four,
or eight, or a couple of dozen perhaps.

But the matter of quality-of-product is a place where expensive
rationalizing often occurs. If you don’t have the commercial in-
come to let you equip your station the way you and your produc-
tion people would like to, you can still do a very fine job
with limited equipment —and with unlimited willingness and
imagination.

Does it pay to have a light-man ride effect-lighting through a
panel show, when pre-set lights could be used without manpower?
Does it pay to have an experienced band spend three or four
hours rehearsing a few numbers for background? These are
questions that any manager may well ask himself; and that the
manager of a station with a low rate card must ask himself.

I recall the fretting in the early days when we were putting on
our shows with only one camera. This can be tough, not only
because a show requires more than one camera, but also because
a director has a much more difficult job in planning his show
and camera movement, and if he goofs, it is right there on the
teed with no other camera to go to.

Yet if the patterns are ironed out it does work. As a matter
of fact, these shows had life, moved fast, offered a good flow of
visual, at the same time that they cost less in camera time, per-
sonnel, and in props which otherwise would have been used.

This is a lesson that can be profitably remembered, even when
the line between profit and loss is no longer razor-fine. Let me
cite you an instance of only a few weeks ago, when Atlantic
Refining bought a five-day strip of Weather at 11:10 pm. N. W.
Ayer does a pretty thorough job of supervising production for
Atlantic, as many of you know. The Ayer production man
insisted on a mike boom for the show. A boom operator at that
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time, for a 5 minute show, was going to cost us 5 hours of double
time. We convinced Ayer that a hidden chest mike would work
satisfactorily and we saved this expense. It took some experiment-
ing and extra rehearsal, but to us it was worth it.

Props form another area where production can be kept on a
high-quality level without going overboard on expense. There
is a tendency among production people to feel that no show
is good unless they use every piece of gear the station owns.
Some production managers approach a show as though they
were General Patton preparing a drive on the Rhine.

Yet sets and props which are already on hand can usually be
made to cover the needs of a new show. Sets can be mounted on
casters to provide quick movement from storage areas without
use of numerous stagehands. Desk and table-top sets can be
designed to interlock, for use as small or large units on news or
panel shows, so that duplication of tables and desks of varying
sizes is unnecessary.

Scenic backdrops can frequently be obtained by using large
poster pictures from such sources as travel agencies, thereby
eliminating costly artwork. Miniature props can be used, on
one camera, with a superimposed shot of a host or narrator, and
can create a desired effect and at the same time save in space
and real-prop cost.

If members of a production department are interested in
doing a top-notch job, they can do it without large expense
accounts for purchase and rental of props.

Props for some shows can be borrowed from museums, for
others from a hospital. Local amateur theater groups are glad
to lend costumes. The National Guard, the Boy and Girl Scouts,
florists, manufacturing companies, marine supply stores and
marine aquariums are other ready sources. Retailers’ store dis-
plays are valuable for studio use. Models are usually available
through any local modeling school, in return for credits.

There are many other points at which you can save money
without sacrificing efficiency or effect . . . Lighting can be pre-set
in nine out of ten presentations . . . Audio requirements can be
held down, to eliminate need for extra audio men or boom
operators . . . When a single camera is used, effective use of
mirrors frequently can make up for the second and third camera
. .. I have seen production and engineering personnel, on their
free time, cut lighting effects out of aluminum base from old
ETs ... We still don’t have a teleprompter in our shop. We use
cards or blackboard, and I don’t believe we have had more than
two or three requests for a ‘prompter’ over the whole four years.
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With a large studio to operate in, we have run back-to-back
live shows with a single camera . . . done by pre-setting the light-
ing and building the sets in clockwise pattern. Slides or film
breaks covered the transition from show to show. On tight
schedules, four or five sets may be put up in this manner, before
the first show, and not struck until after the last. Under that
schedule, rehearsal time for all shows was at a bare minimum,
but the air presentation didn’t seem to suffer.

I think our most efficient effort was present in the Monday-
through-Friday presentation of “Digest,” from 9 to 10 a.m. This
was a live show consisting of 8 to 10 segments daily, with a
typical day carrying dance lessons, fencing exhibitions, choral
groups, news and weather, trained dog acts, cooking demonstra-
tions, and several kids’ segments such as cartoon sketches and
contests. Each segment required a separate set area, plus set
areas for several live commercials.

The entire show was set up between 7 and 9 a.m. The program
was done with a single camera, one director working with the
MC, one floorman, two control engineers, and the performing
talent. In many studios, such a show would automatically start
with three cameras and a crew of at least 10 or 12. Yet our
“Digest” carried the top morning ratings in our market.

I don’t mean to say that all programs can be operated at that
level, or should be. Our election coverage last November in-
cluded 27 remote lines, 92 persons assigned to studio, and 57
persons on duty outside the studio. Here, however, our costs
were well calculated in advance and were covered by the sponsor
— just as they would have been had we undertaken the production
in our first year on the air. We had the objective of providing
the election results first; and commercial revenue let us meet the
objective. We not only met it, but were the first station in the
country to provide complete returns for an entire state.

This type of production, however, carries its own economy
message. For our well-trained staff was only the backbone on
which the election staff was built; it was supplemented from out-,
side to handle the show without difficulty.

All of us in the industry should strive for the best possible
on-the-air presentation —and my own staff thinks I'm hell-on-
wheels in this respect. But I honestly feel that, all too fre-
quently, we go far beyond practical limitations in trying to attain
perfection.

We can pour money into a production endlessly and come
out with only a slightly better product than would have been
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possible at half the cost. Many times, the only real difference
is that we have lost the profit.

There is a point of diminishing returns at which the cost of
obtaining that last measure of perfection — raising it, say, from
85% to 1009, —is all out of proportion to the major effort.
It’s generally lost on the public, anyway. The last measure of
perfection is a luxury of pride that should be indulged only by
those stations that clearly can afford it.

A sad commentary is that management is frequently too busy
to put the brakes on an upward spiral of production costs at the
time it is most needed and most effective — at the outset. If a
pattern of free-spending extravaganzas is established early in any
shop, just try to back off from it later . . . The outraged screams
of indignation would make any manager feel that he was sabotag-
ing the industry and hopelessly wrecking the progress and devel-
opment of America’s greatest art. Far better to begin with firm
controls and strong imagination; then relent as commercial rev-
enue permits it.

Personnel and equipment costs can be become top-heavy if
allowed to expand at will. Their proper levels can be deter-
mined only by the market requirements and the billing potentials.

It is clearly the duty and responsibility of the station manager
to determine these levels. In the ultimate, the efficiency and
effectiveness of production in any station is a matter of control
and firm supervision by Station Management.

QUESTIONS AND ANSWERS

CHAIRMAN: By way of starting the ball rolling on the
questions and answers, I'd like to underscore what Pete said.
He mentioned briefly a dancing program which was put on the
air in New Haven, another one of the Triangle stations.

Q: Do you have budgets for your programs?

MR. KENNEY: I should preface the answer to that by remind-
ing you again, in December our ownership changed from the
original group to National Broadcasting Company. At the period
that was talked about, for the most part we did not have fixed
budgets, rather it worked in reverse, from minimums.

One other qualifying point there is that we might have had
a ceiling but not an actual allocated budget that was available
for the show. The whole thing fell into place by reason of
controls on the number of people and program expense and it
was impossible to exceed a normal budget level.
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Q: You start at zero and work up from there?

MR. KENNEY: That's about it.

Q: First I will go George one more. We had our Saturday
night dance party, which was an hour of the Bob Horn thing
and we used the floor crew, the three of them; the two floor men
and the manager called themselves The Inkeepers, and during
the show we do three or four pantomimes and of course, while
they are on we didn’t need the boom man or the light man, so
they took over the cameras.

But what I wanted to ask Pete was, what kind of a minimum
crew do you use in engineering? There is a lot of consternation
at our place because we have a audio man, a video man, a
projectionist and sometimes a director in addition to that on
live production.

MR. KENNEY: During this period, the only union group in
the station was the engineering department. There was no TD
on these shows, there was a switcher and a projectionist, and
very frequently, unless it was a complex show, those two could
handle the engineering without the third man. Of course, for
live camera, another engineer was required as cameraman on
the floor.

Q: This is in addition to an announcer for a minimum staff?

MR. KENNEY: An announcer or MC as the case may be.

VOICE: I meant during your network or film hours.

MR. KENNEY: Just for breaks in network? That could have
been and very generally was, two engineers and an announcer,

es.
Y VOICE: Fine, thanks a lot.

Q: Mr. Kenney, would you tell me again please the time of
day of this dance party show?

Q: MR. KENNEY: Triangle’s?

SPEAKER: Yours?

MR. KENNEY: No, we didn’t carry one, at that time but
we are now. The one I referred to was the show which was
running on a competitive station from four to five in the after-
noon.

Q: Oh, I see, I misunderstood. You carry that at a different
time though at Philadelphia?

CHAIRMAN: 2:35, five days a week.

Q: I was interested in network commitments, and I thought
you had said four to five.

MR. KENNEY: That is right, but on a New Haven station.

Q: You were talking about the relationship that production
costs should bear to billing. If there is no budget involved, how
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can you make sure that increased billing will resu’t in better
production?

And a second question: You talked about an election program
where a client picked up a lot of additional production costs.
If you had not had that client along, would you have done a
cheaper show, would you have done a show that was less satis-
factory, would you have cut that show down, down to meet
the problem?

MR. KENNEY: To answer the second question first, we never
would have been able to afford the election coverage that we
provided if it had been a sustaining program. In that case, we
would have had to get along with a less expensive approach
rather than shooting for maximums. We could have done reason-
ably well, but we might very well have run second in coverage
rather than first. The commercial revenues gave us the income
to justify what otherwise would have been considered an
exorbitant expense in comparison to our total cost of sustaining
programs for the year.

The first question was, as I understand it, whether increased
commercial revenues justify the increased production cost.

VOICE: Yes, you seemed to indicate they did, there should
be a definite relation.

MR. KENNEY: Well, again we come back to the point that
we are always looking for the best, but all too frequently we
have to establish not what is best by industry standards, but
what is best in the ability of our own shop to turn out at a price
that isn’t going to put us out of business. _

As more commercial revenue is available, we move into what
might be some blue sky areas of production, but certainly by
industry standards, it is better production, yes.

VOICE: If your billing, for instance, should increase 10, 15, 20
percent, is that reflected in your budget? Would you tell your
production people, you then give them more to work with?

MR. KENNEY: As a matter of overall policy, yes, but not
necessarily in each specific case.

Q: So that we may put your remarks into a frame of reference,
could you tell us how many people you have employed in your
operating departments?

MR. KENNEY: You are not talking total staff, but rather
operations personnel? Are you excluding announcing personnel?

VOICE: I would exclude only administrative and sales.

MR. KENNEY: I would think that probably about 12 or 14
people in the operations, announcing, flooring, excluding en-
gineering, would pretty much cover the staff at that time. That
was out of a total staff of about 70.
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VOICE: I think you are not talking in the same terms, would
that include transmitter operation?

MR. KENNEY: No, that is excluding engineering. Perhaps I
could answer your question better if you would define just which
departments or areas you meant, and number of people.

VOICE: Well, in my own time at least the borderline between
operations and non-operation has to do with who has to do
with putting things on the air. Anybody who has anything to
do with putting things on the air, would be in operation. That
would certainly include the traffic clerk, for example.

CHAIRMAN: May I suggest that we could save that one
for the bull session later and you can calculate it in the mean-
time.

SPEAKER: Do you believe that a medium station should
have a reissuing projection and a film department?

MR..KENNEY: What size station is it?

SPEAKER: We cover about a million people, about 150,000
sets.

MR. KENNEY: Well, you are moving into a fairly good-sized
market. Let me answer that by going back again to our local
experience. We have never found that to be of much value.
Other stations have. In a somewhat larger market, where we
could afford the extra convenience, yes, I would think that it
was a good bet.

SPEAKER: Do you think we should have a film department to
build up our own film?

MR. KENNEY: For shooting and developing commercials
as well as news?

SPEAKER: That is right.

MR. KENNEY: No, I think you’d go overboard on expense.
I think it’s cheaper to farm out commercial spots in nine out
of ten cases.

SPEAKER: I don’t. We are seriously considering going into
our own film department right now, because just on news cover-
age alone, by farming it out we are paying $10,000 a year and
getting less than two minutes of film a day.

MR. KENNEY: We could qualify that too. You can build
all kinds of film processing units. If you are talking about one
to make up to three minute film clips, that can be done at fairly
low cost in the station, all right. If you are going into an
elaborate plant for processing and top quality material to turn
out your own commercials, I think you are tying yourself up in
so much time and production costs that you will never be able
to recover the amount that you put into it.
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TV TRAFFIC — PROBLEMS OF CONTROL AND

OPERATION

By

S. JOHN SCHILE

General Manager, KLOR-TV, Portland, Oregon
Now KMSO, Missoula, Mont.

HERE is a certain amount of satisfaction in being in the

cleanup spot. In the first place, the speech can be cut rela-

tively short and you get a certain amount of appreciation from the
audience because you have cut it short.

In this particular assignment I feel so much left out because
1 have a certain amount of pride in our operation. I would like
to say some things that we do, and I don’t know how in the
whole, wide world I could make the subject of traffic problems
sound romantic, aesthetic, or as glamorous as my worthy com-
petitor, Mr. Otto Brandt, did this morning.

Let me say that we do compete against his kind of an operation.
You have to get up early in the morning to stay relatively even,
so if his sounded real good, I will take credit for being the second
best station in Portland, Oregon.

When I get to San Francisco and run against Howard Lane,
who runs Channel 6, also a very formidable competitor, I will
then have to take credit for running the third best station in
Portland, Oregon, and I hope George Storer doesn’t attend, be-
cause I will wind up low man on the totem pole before I get
through telling you about our plan.

I did have a chance to make one remark at the bull sessions
following the formal speech, and it was such a good gag, that
in case one of you don’t ask me the same question when I am all
through, I am going to tell it now because I won't have a chance
to use the gag unless you do.

Somebody says, “How can you operate a station in as competi-
tive a market as Otto Brandt and Howard Lane and George
Storer, and be competitive, with only 48 people?”

The above talk was also delivered in Chicago and San Fran-
cisco. Additional Questions & Answers pertaining to this talk will
be found in the respective sections.
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The only thing I could think of at the time was just two words,
“Tough owners.”

So those of you who have similar situations, then I would like
to call upon my position because, lord forbid, some of you who
are on smaller stations, and some of you who, I am positive, have
385 people, with all the assistants having assistants — we don’t
have that kind of plant.

Let me Teal quickly say that our station has been on the air
only two years, not eight; we have 316,000 watts. The slogan, if
you would like to use it in your territory, is “Powerfully Good
Looking.” We do operate with 48 people. We are on the air 12
hours a day. We opened March 9, 1956, and with the Good Lord
willing and ABC, during the year 1956 we did operate profitably.

We do substantially in excess of a million dollars a year with
the 48 people. If you want to do some arithmetic — I don’t know
how it comes out.

So I am going to take the academic side. The title assigned to
me is “TV Traffic — Problems of Control and Operation.”

Frankly, if TV Traffic could be kept completely under control
there would be no problem. That is real trite, but actually it is
the truth. Right from the start I want to point out that, Lord
forbid, we don’t have the answers because I intend to learn as
much from what I say to you and you, in turn, ask me and what
I hear from you, as I hope you will. As a matter of fact, that is
why I accepted the assignment and why I am here.

Obviously, most of us have had to develop our own traffic
managers, our own operational procedures, bookkeeping, and
all the pertinent paper work within the organization, and in
most instances, as a result of trial and error. So unless you are
able to do a little proselyting, when you open a station, the
chancess are you have to train your own traffic manager. How
well you did the job will be reflected in the incidence of error in
this department.

Allow me one more trite observation. Your traffic department
is only as good as your traffic manager. Too often he or she
may be looked upon as just another bookkeeper or an office
clerk. We have a woman in this particular position, so in the
interests of brevity, I will refer to her as a “she” from now on.

I think you will agree it takes a particular temperament to be
a good traffic manager; it takes patience of a Job; takes under-
standing of a scientist, and more than anything else, it takes real
dependability.

Let’s assume you have the right man or woman doing this
job at your station. We can get down to cases. In my opinion,
traffic control begins with the initial order. From the time the
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contract, local or national, comes into the station until the
affidavits of the performance are in the mail, traffic has a major
responsibility, from beginning to end.

The first bottleneck, as a rule, is created by the order itself.
Too often the order or contract contains far too little informa-
tion. This is typical of salesmen. I know, because I have been a
peddler all of my so-called career in radio and television. Ped-
dlers hate details; they abhor red tape. As a result, the traffic
manager is expected to be a mind reader.

Your first step then is to insist that all of the specifications are
stipulated in the contract. From this initial contract we make
up the production order. I happen to have copies of everything
here, but again I say, in the interest of brevity we are going to
step this up. I have the shortest speech here, and I am going
through it fast. If any of you want copies afterwards, give me
your name and address and I will send them to you.

Making up the production order —here again all of the
pertinent information is absolutely essential, since it is this
document that puts the wheels in motion. We have found that
by having the production orders signed or initialed by the agency
or advertiser, we have avoided many misunderstandings arising
from verbal commitment. This is equally true on change orders.
If your routine is like ours, and it probably is, you are going to
receive a wired order or TWX with all the information it
will contain. It will read “Five spots a week. Inside lady of the
house or popular account made by Serutan oopp.”

“Oopp” — that is “Poop” spelled inside out. That is about
all the information you are going to get. At that point your
traffic manager is supposed to figure out what was actually sold
— five minutes; were they live; film; production; who is the
agency; how long does it run — all of these things. You have seen
orders like that come out of the rep’s office. Does the agency
expect us to put our lady in the goldfish bowl display in all
the supermarkets? And all that sort of information.

Of course, it may be the first word you have had from them
for about four weeks. The first thing you do is confirm it by
wire. When the excitement has died down you wonder what the
hell they bought.

But the salesman walks away from it and then it becomes
the traffic manager’s responsibility to try to interpret it. So at
that stage I would suggest this. We have a sales manager’s order
form. In fact, the traffic department developed this. This throws
it right back. The sales manager order form is nothing more
than an order placed by the sales manager to the traffic depart-
ment for this business, and if we can’t interpret the wire or the
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TWX —or the telephone call, which is worse — if we can't
interpret it into an understandable order, it certainly is not the
traffic department’s fault. That is why it should go back at that
stage, because you are going to have a lot of trouble when it
comes time to bill.

The point I wish to make is this: Most errors occur because of
inadequate or misinterpreted information relating to the initial
order. Most of these errors can be reduced, if not eliminated, by
intelligent use of accurate originating documents. After the
traffic manager has made up the production order and delivered
a carbon copy to each of the departments, production, program-
ming, accounting and engineering, film and promotion, she
also sends a copy to the rep or gives it to the local salesman
who brought in the business. This copy is initialed by the client
as a double-check.

She then transfers the information to the cardex file, and of
these I have a sample too. Most of you probably use a cardex
system. It is incidental, but this then becomes the whole, living
story of that account. That is the point.

Here again extreme accuracy is the watch word. Get all the
specifications. We at KLOR even include a tickler date, which
is set 30 days ahead of the expiration date. This can be used
very effectively by making up a little memorandum, sending it
to the sales department when the expiration date comes up,
rather than waiting until the last minute. Speaking of logs,
from this cardex the log is made. All of you are going through
this particular process, I am sure. I don’t imagine there are
two logs alike, exactly alike, nor am I sure you believe it is the
traffic manager’s responsibility to make up the log.

I do because she is the only department head who has access
to all of the necessary information. She knows the exact length
of the program and the spots, the production specifications, the
times ordered, and so forth. She also has, in our case, a complete
list of program films which has been carefully made up by the
program manager and submitted to her regularly.

We only have two people in our traffic department. I say this
because I want you to get the picture. It takes them about four
hours out of every day to make up the log. Again I say I have
a copy of it here if anybody wants it.

Like all of you, we have a copy deadline but occasionally
an order comes in late — it depends on how good business is —
in which case we then make up a pink addenda to cover the
changes. This too must go to every one of the departments
concerned. Of these logs three are used for performance checks,
the engineering copy, director’s copy and the booth announcer’s
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copy, since they are kept independently of each other. So we
have a triple check against possible discrepancy. This procedure
has enabled our accounting department to reduce billing errors
substantially, almost eliminate them.

Each telecast, regardless of length, is noted and initialed by
each of the three individuals one shift at the time. If there is
a slip-up or goof of some kind, this is also noted. At the risk of
dwelling too long on any one phase of traffic procedure, I may
have hurried through one or two of these points. However,
since we will have an opportunity later, and since the subject
is rather dry, at the bull session I will be very happy to answer
any questions about it later on.

Two years ago when we were ready to throw the switch at
KLOR we studied several different billing procedures. We
found in some instances stations preferred separate statements,
one to cover costs, and another showing the exact running times
and frequency. The second statement is then used as the notary’s
statement, or the one that is notarized as a proof of performance,
but doesn’t indicate cost.

There are advantages, I suppose, in using this double billing
method, but in our case — and many of yours — we didn’t go for
the double billing process. We felt that a single statement con-
taining all the information, the running time, the frequency of
performance, the total cost, the cost per unit all on one statement,
which is then notarized at the bottom as the statement and
aflidavit, was more preferable and certainly expedited billing.
We have reason to believe that the agencies preferred this one
single statement. So much for procedure.

Several times during my remarks I have alluded to the im-
portance of having all of the information all of the time, in order
to eliminate the possibilities of error. Certainly there is no
more apropos nor more significant procedure than in developing
and maintaining an efficient system of station clearances of
availability. Extremely important too is the reliability of the
information pertinent to availability or adjacency. We feel that
if the rep or agency has the slightest doubt regarding the authen-
ticity or accurateness of the information contained in our weekly
availability sheet, the whole procedure is useless. This doubt
would only lead to expensive telephone calls, TWX, telegrams,
and so forth, every time a pitch is made for new business.

I am sure that you are well aware of this, but if not, by all
means put the whip in your hand, not rep’s, by furnishing
regularly and consistently an accurate run-down of your avails.
He should then have the good sense to interpret it correctly,
even though you may have some misgivings regarding a certain
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situation where you might be showing three or four station
breaks at a desirable time. He doesn’t have to carry them around,
but he definitely should know that those station breaks exist,
otherwise he has no reason to believe the rest of the availability
sheet.

Again I say if any of you want some of these reports — they
are not masterpieces, but they came about only through trial
and error. They have been cut down to a minimum because we
have only, as I say, 48 people to do the job. We have lots of
live, lots of everything, and we have only two people in the
traffic department who seemed to have worked it out very well
with these forms.

I am going to close real quickly. I will be subject, if you please,
to any questions you would like to ask about traffic or about the
station or the market. I am going to close with this slight
admonition. I say that in deference to my very worthy competitor.

If you want to live a long time in this business and enjoy it,
thoroughly enjoy it and have fun, as Otto said, don’t run up-
stairs and don’t run down your competitor.

QUESTIONS AND ANSWERS

Q: We are currently reorganizing the entire traffic system
which we have, so therefore we have done quite a bit of research
in stations around and about, and I was wondering if I might
have your comment on one point, which is used at WMUR
in Manchester, where these people assess a ten percent added
charge to late coming — within the deadline clients, other than
clients whose businesses are set up so that they need to give
information within the 24 hour deadline, which this station has.

MR. SCHILE: I think it is one of those things that money
: alone can’t correct. There is never enough money to take care
| of a very late piece of copy that throws the whole thing in an
uproar, a fine or the assessment of an extra ten percent may
tend to even encourage it. I don’t know, some agencies might
feel, “Well, I wouldn’t worry about that ten percent, it’s a
small item, or it’s a necessary evil, and I get fifteen percent of
the ten percent anyway,” so they are not going to make too
much of a problem out of it. I think it is one of those hard
and fast rules that you try your best to make stick and hope
for the best. Because certainly if we didn’t have all of these
problems, everybody would be in the business, you know, it
would be hard to make any money.
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Q: From the station standpoint, I think they probably figure
that the extra effort is just covered by the ten percent.

MR. SCHILE: Right, and a lot of times it isn’t, as you will
agree. Particularly if you had to bring somebody down on a
Saturday or Sunday, when normally a certain phase of your
station is closed down, the ten percent might not do it.

Q: What do you do when your traffic manager goes on vaca-
tion?

MR. SCHILE: What’s even worse, what do you do if a
competitor moves in and steals him out from under you? You
thank the Lord that the second in command was able to move up.

Q: John, what are the lengths of your deadlines, film copy
orders?

MR. SCHILE: Forty-eight hours, except where it involves
the weekend. Forty-eight hours normally, for all other days.

Where it involves the weekend or a holiday, it makes it a little
more difficult, so sometimes you crowd them, Friday for Monday.

Q: Why?

MR. SCHILE: Why the deadlines?

Q: Why 48 hours?

MR. SCHILE: Forty-eight hours isn’t actually enough time in
many instances. If somebody sends over some raw art work and
some blocked out programming that requires live rehearsal
and what not, then it is far too little. I mean I don’t think you
can just reach right out and pick a good time. We have had
problems with 48 hours and there are times when we didn’t have
a problem, during election, for example, within twelve hours.
I mean, some politician would come in with some green in his
hot little hand in the morning, and he had a spot on by night.
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NEW YORK BULL SESSION
MONDAY, MARCH 4, 1957

Are there any of you who have written questions that you'd
like to submit? I'd like to suggest that you limit your questions
to programming and operational matters and not get into rates,
because the lights go out at ten o’clock here. Those of you who
would like to address your questions directly to one of the —
pardon the expression — panel members, may do so. If you'd
like to trust to my poor judgment and address them generally,
I'll try to sort them out and make sure that no one is offended.

And if I may do just one more thing, before we have that
question, so that my widespread reputation for fair play may
not be diminished, we owe the gentleman an answer. Pete, do
you have it?

MR. KENNEY: No, I'm still working on it.

CHAIRMAN: All right, go ahead.

COMMENT: First, I think that the whole day’s sessions have
been strictly top flight.

I'd like to direct the question to John Schile, it has nothing
to do with traffic. I think I understood him to say that they do
a gross of over 1 million. I think I also heard him say they
have 48 employees. That’s $28,000 per employee. The industry
averages about 15,000. How in the world can you be 809, above
average? What is there in your organization that produces such
effectiveness?

MR. SCHILE: Tough owners. I ought to say it’s sheer ability.
I'd like to stand up here and act like I knew what the answer
was, frankly, and take a proud bow, but no, we operate quite
economically. I mean probably this one single answer would
be best: We do not have an art department as such, we do no
film developing. We have fivesix on-camera people, 11-12 en-
gineers, two full-time producer-directors, three floor people, and
the one production manager, program manager, and a combina-
tion program coordinator and public relations director. John
Salisbury who does both, and through him we also clear the
public service affairs, and so on. And that’s generally about the
breakdown.

Q: How many in sales, John?
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MR. SCHILE: Four.

Q: Including the sales manager?

MR. SCHILE: Well, I'm the general manager, but I also act as
the national sales manager. But I have a regional sales manager,
because we do quite a little in that particular market. It’s only
185 miles from Seattle and Tacoma.

But such things as an art department, I felt from the very
beginning, and like I say, we could have been very wrong, I
felt from the very beginning that by establishing an art depart-
ment, the artists would be running around looking for something
to keep busy, and the first thing you know they are drawing
cartoons for all the local jockey clubs, and what not, just to
keep the ink pots wet. So we just feit that we’d have more
diversity in going out and buying whatever art was necessary,
when it was necessary. And in many cases — now, Portland is a
market much like Seattle, where probably 909, of our business
originates through advertising agencies. They, in most instances,
have their own art departments, so we felt that if it became
necessary to have one, we would have put it in. Since then it
hasn’t. And that’s why we have kept it out.

I will agree I have been of the opinion that when you have
at least twelve hours a day work five days a week for someone
over and above the staff you now have, then hire somebody for it.

We have twelve in engineering.

Q: How many shows a week do you do?

MR. SCHILE: Live?

Q: What percentage is live?

MR. SCHILE: Oh, it’s not over — let’s see, not over an hour
a day out of a twelve hour day. You see, when we were ABC,
we didn’t come on till noon, and we came on with network.
Then we had a half-hour women’s show across the board. We
also host, nearly all of our strip shows, live host them. But
that is a long ways from doing a live show, that just gives you
a chance to integrate the commercials and so on.

Then we have the news and the weather and the usual things
at night, but not over an hour. Once in a while, special events
or something like that, pick up a parade or something like that.
But it’s about the most economical, I would say or the tightest
of the four operations. And of course, when Brandt came down
with his flamboyant tricks from Seattle, he scared us to death
with his big budgets.

Q: Most of your special event shows are sponsored. Do you
have those sold to a single sponsor or do several sponsors pick
them up?
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MR. BRANDT: No, the only special events show that we
have sold, is a deal we just made a couple of weeks ago. We
sold Richfield oil, the same kind of thing we have in two other
markets, Los Angeles and San Francisco, a thing called “Success
Story,” a weekly half-hour, a high budget type thing. Each week
we go into a plant, industrial plant. It’s a public service.

Generally speaking, we will —well, let me give you some
examples: These gold cup telecasts have been picked up by
the same advertiser, Frederick Nelson, a Marshall Field store,
pick all those up now for almost six years. This year, however,
we have sold them to Rainer Beer, a regional beer account.

I'd like to add something, if I can add this to what John
just said about art department, that might be interesting. I
was always leery about having an art department in the shop,
just as I am about a photo lab. We wouldn’t touch a photo
lab ourselves. But we did set up an art department, and we
set it up as a separate company, in effect. It really is a subsidiary,
or truly, it is a department but we labeled it a company. We
call it Crown Art. It is situated in an annex building, it is
separated, it has its own stationery. And it is amazing how
much business we get from the other stations in our town,
directly from the other stations and also from agencies that
are placing business in other stations. And as far as our own
operation is concerned, each department treats it as though it
were a separate company. They have to go in and buy the
staff, which is a wonderful restraint and governor on your
creative people who, at the drop of a hat, want all kinds of
fancy art work.

Q: Is it operating profitably though?

MR. BRANDT: Yes, it is. We started out profitably, then we
started to expand, and added another person and it dropped
into the red, in a momentary way, really; so now we are back
in the black again and it is building up and we are attempting
to expand it.

In the photo lab we did not do the same thing, but we made
a deal with somebody, a fellow that we used quite a bit. He
was from Vancouver, Canada, really, and we set him up in
the same building where we have our art department. His is
a separate company. We get a preferential rate from him and
he too is peddling his wares all over town. In effect we are
having other people help pay for the overhead.

Q: Do any of the other television stations have art depart-
ments or do they all buy from you?

MR. BRANDT: No, I don’t think any other station in town
has a true art department. They might have someone who does
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maybe rough lettering and things like that, and maybe he is
also a floor man. But there isn’t any one else that I know.

Q: Do you manage that out of your facility, or are these
people, although it is a separate company, is there management
in that company, or do you actually manage that?

MR. BRANDT: It is under the direct management of the
program department.

Q: You said you don’t have a lab. How many feet of film
do you shoot a week, approximately?

MR. BRANDT: I honestly don’t know. We spend a lot of
money on film, I know that from looking at the bills, but
from an actual footage, if that’s important to you, I can give
it to you, but offhand I can’t just spout it to you.

Q: Does this art department just do graphics work or build
sets too?

MR. BRANDT: No, this is just graphics.

Q: How do you get your sets built, contract?

MR. BRANDT: That is right, we do it on a per job basis.
A couple of our floor men are handy that way, and we won't
ask them to do that as part of their floor job, but we will
actually pay them on the side to do it, and generally — this is
for just the simple stuff, you know, without any elaborate work
— we do have a staff carpenter who will do the carpentry work
on the set, but as far as the art work on a flat, for example, we
will either farm that out or have one of the boys do it in the
place and make a deal with them on the side.

Q: But you have a carpenter in the building who would
build the flat?

MR. BRANDT: Yes, we have.

Q: Is that paid for rather than contracting out the work?

MR. BRANDT: Yes, because he is a general maintenance
man. If we need a cabinet in the building or something, he
will do the job. But he is also a general maintenace man.

Q: Do you use canvas or masonite?

MR. BRANDT: The masonite, I don’t know what thickness.
We never really started with the canvas.

Q: This is for Mr. Brandt.

Your news department, Mr. Brandt, is that part of the pro-
gram?

MR. BRANDT: It's a part of our program. It operates directly
under it —the news director reports directly to the program
manager.

Sam, did I finish your last question?

Q: When you do something like the Florence Chadwick
swim, I assume you do that on relatively short notice, and yet
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you had a sponsor. Do you have one particular company that
you go to for these special events?

MR. BRANDT: No, there are a group of about six people
in town who have the kind of money. In that particular case,
the Bon Marche, the Allied Department store picked it up.
We had about, oh, two weeks on that one and it was enough
time for them to line up their co-op money.

Q: Relating to the Chadwick swim, this has real interest.
And this type thing, you mentioned, Otto, that you get paid for
these things. Now if these six sponsors who will normally pick
up tabs on these things, helicopters, barges, tugboats, all these
things are added into the price and this goes on top of the time
cost, and they pick up the whole tab?

MR. BRANDT: That is right. But it is not as bad as it might
seem. The barge and the tugboat didn’t cost us a nickel. I
told someone during lunch hour that there is an awful lot of
stuff that you can get if you will employ a little ingenuity and
a certain amount of guts, I guess. But in that case we conceived
the idea, then we knew that there was a barge company that
was involved in sponsoring Chadwick’s swim from Victoria —
this really was a big publicity stunt for Victoria, B.C.

So we simply went to them and said, “Here is our plan,
if you'd like to see this thing televised, and if publicity for
your company is worth anything to the barge company, why
perhaps you'd like to join with us.” And without batting an
eyelash we had the barge and the tug and we didn’t pay a penny
for it.

Now I think very often we underestimate the power of the
medium that we have. And these people on the outside, if they
can become involved in an exciting event such as that, it is
not too difficult to either work out a special rate with them,
if they have to charge you something, or you very often can
get it for free.

VOICE: Well, to take the point further, I believe you said
you had some six engineers, or six cameras involved——

MR. BRANDT: That was in the hydroplane racing, where
we used six cameras from different locations.

Q: Are these costs added in?

MR. BRANDT: Yes, this may seem fantastic to you, but
in that particular job, which is the most expensive thing we
do, you can’t appreciate an advertiser being willing to go for
it unless you can first appreciate what hydroplane racing means
to Seattle. This is, as I said, a phobia, and you have my word
that Frederick Nelson, the department store that sponsored
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it for five years, paid our time and our pickup costs, and it
was a profitable deal as far as we are concerned.

Now, someone else mentioned budgets. We don’t have budgets
for individual shows that are on a regular recurring bases. I
keep my finger on it by each month getting a report on the
income applied to a particular show, but in the case of a special
event, we have a very rigid budget. If we are going to do
something like the gold cup, or a Chadwick swim, before we
decide to do it, we have got to have down in black and white
exactly what it is going to cost us, so we might put a 209,
contingency figure in there. Then as soon as it is over, those costs
are all totalled together, and we take a look at our actual cost
as against the estimated cost. And if you don’t do that in special
events, it is murder, I mean you can just go completely broke.

Q: How many remote units do you have?

MR. BRANDT: We have one remote unit. On these elaborate
remotes we simply go out and get a rental truck, one of these
big vans. And we will get ones that go around the outside and
not as pretty as having, you know, a second or third mobile
unit, but it is completely functional and the people at home
interested in the picture don’t know the difference.

Q: Are those six cameras all your own, or some rented?

MR. BRANDT: All our own. We have a six camera operation.

Q: Six camera remote, or some are studio——

MR. BRANDT: No, all our gear is remote gear, field equip-
ment. We don’t have any studio equipment as such, exclusively
studio.

Q: Do you use still pictures at all or chiefly movies for news?

MR. BRANDT: We use them through UP, the news photo,
what do you call, Unifax. It’s tremendous, I think, particularly
out in that part of the country where you are remote. But we
get wonderlul service from them and make exclusive use of
those stills.

As far as our own staff camera men are concerned, rarely do
we use a still. The stringers we have, we have arrangements with
stringers all over the state, people that you buy pictures from
on a per use basis. They supply us with stills quite often, but
as far as our staff camera, they are out with motion picture
equipment, and if they can shoot sound, which happens very
often, they are shooting sound.

Q: Do those men write any of the stories or strictly take film?

MR. BRANDT: We have one man, as I mentioned earlier,
we called him photo journalist, but he will go out and come
back with a film and a sequence all set up and a rough script
worked out for it. And the director on the news show has
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very little trouble using it, I mean there is very little additional
work that has to be done.

Q: You said earlier that you could sell network on pre-
emptions for special events. Now in the case of the survivors
coming in off the plane at Seattle on the Pan-American crackup,
you couldn’t have had much advance notice of that?

MR. BRANDT: Well, here is where specials pays off, a
track record pays off, let’s put it that way. We have been operat-
ing for over eight years and in that time we have done business
with a lot of people, and they are familiar with the work we do.
In spite of that short notice, Richfield bought that. We are
fortunate in having built up a relationship with that particular
company, incidentally, so that on several occasions we have
called and with less than — well, in that case we had what, a
couple of hours, I guess. We have the home telephone number
of Fred Jordan, who is the advertising manager of Richfield,
and we will try to go to the agency, Hixson and Jorgenson first,
if we can’t, we will call Fred at home and say, “This is it, take
our word for it. This is something Richfield should do. And
here are the costs” —and sometimes we can’t give them exact
costs, but they are willing to go along with us on that. And
I say, that comes only through experience.

We have been doing business with them long enough, they
know we are not going to rob them, they know we are going
to do a fairly creditable job, so they are willing to go for us.
They did it not long ago with an extra basketball game. They
had bought four, and suddenly we had a hot situation and
didn’t know we could televise the game until that morning.
We called them, the salesman, on the telephone and we gave
him rough costs, we could come pretty close to those costs, and
they bought it.

Q: I was thinking more in terms of the programs preempted
or would the answer be about similar? Say you don’t have
time really to get to network before you preempt their show.

MR. BRANDT: Right, in quite a few cases that happens.
Particularly if it’s something that happens on a weekend, you
know that everybody is not going to know about it until the
following Monday, but you do the best you can. When you
finally give them the information you make darned sure that
you are giving them everything they need. And you are taking
your chances. We get burned every now and then, we will make
a deal with Richfield, for example, to sponsor a show, and we
gamble on being able to get a make good from the network,
and I'd say 759, of the time we are successful in getting the
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make-good approved, so there is no out of pocket loss as far as
that network income is concerned.

If we fall flat on our face selling the network, that is a cost
that we will very often-absorb.

CHAIRMAN: A question in the back there.

Q: For Mr. Brandt. What basis do you use to pay your
stringers, how do you pay them?

MR. BRANDT: You do it by ear because you have all types
of people. If you have got an experienced stringer who is doing
that for other news services, perhaps, you are going to have to
pay him a little bit more than you will maybe a college kid
somewhere out in Pullman, which is a college town, who is
a good photographer, but this is a side line for him. We leave
it entirely up to Chuck Herring, our news director, and I'd
say an average price that we’d pay for a maybe two minute
sound film job may be §50. On the other hand, a still shot of
an accident, maybe five or ten dollars. All depending on the
individual who is doing the shooting.

Q: Otto, I plead ignorant of your situation, but do you
have a minor league out there in baseball?

MR. BRANDT: Yes, in the Pacific Coast League and Seattle
is a very hot team, incidentally.

Q: What happens when you get a major or league game com-
ing in? Are you not permitted to broadcast the major league
game if the international league or the minor league is playing
at home?

MR. BRANDT: No. Of course we don’t do baseball, Bill.
We made a bid for baseball on a partial schedule, we wanted to
do just weekends, and lost out to the Independent that has
done all the games now for the last two seasons. They are not
hampered at all by the games coming in. But of course remem-
ber there is the time differential too, so a lot of your eastern
games are coming in there in the morning, avoiding conflict
with local stuff.

MR. FAY: Last week just before I came down, we had a
situation where it was suddenly decided the minor league teams
would be playing, I think, ten Saturday afternoons, and those
would be televised locally. And at the same time, there were a
couple of networks sending in major league games. And I was
not sure, and I wonder if any of you had any experience here
as to what the ruling has been regarding minor leagues. Does
anybody know the answer to that?

COMMENT: I can help you. The answer is that you are
not allowed to broadcast the network game if there is a minor
league game on.
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MR. FAY: By whom is that rule made?

A: By the Baseball League, the Association or something;
that made a deal with CBS, in other words, that the station
can not carry the game if a local game is being played.

MR. FAY: That’s what I've been trying to pin down.

Q: Would it be proper for me to ask a question and then invite
an answer from anybody who might feel qualified?

CHAIRMAN: Certainly.

Q: Getting back to traffic, Mr. Schile, in his address, made
some comment which brought comment from the audience,
from someone who said their station was thinking of modifying
or changing the traffic system. The same is true of our station,
WTWO in Bangor.

I wonder if any one here has ever experimented with or
utilized a traffic system which is unlike the normal old-time
system which calls for start orders, production orders, logs and
that sort of thing? Well, that’s the question. I wonder if anybody
could answer.

CHAIRMAN: Anybody who has an unusual one?

COMMENT: We haven't experimented with one, but we
heard about one that they were considering in this station in
New Hampshire, and it consisted of a traffic system of some
sort whereby once the cardex is made up, and kept complete,
that the cardex could be photographed daily, and then through
a very simple process have some sort of a master made up and
have the logs run off on that. And incidentally, while we are
on the subject of traffic, I'd like to throw a little bouquet
toward WNBC, which is one of the stations that we visited.
We have found that in looking around, it might answer this
question of the gal going on vacation or being sick, because
I think that his system is just about as efficient as we have seen,
Mr. Kenney’s, and almost anybody, with very few minor ex-
ceptions, could probably take it over.

VOICE: Thanks very much.

CHAIRMAN: John.

MR. SCHILE: I'd like to add one comment too, about that
same problem, about the traffic girl or her assistant getting
sick. And I think some of it can be solved. I know to all of
you gentlemen — this is nothing new; certainly to you gentlemen
on the east coast—you are familiar with a process known
as brainwashing or brainstorming. And I can’t think of any
business where this is more productive than in our own, the
television business. We have once a month a brainstorming
session in which I will only tolerate questions that do not pertain
to having the manager fired, other than that they can suggest
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anything. I generally start it with the first question, so I know
it’s going to get off to a flying start, and then leave. And so
does the program manager leave, and so does the chief engineer
leave. After the thing gets under way, the employees will appoint
right off the floor, someone to take charge. They have got to
be through in exactly thirty minutes, we don’t want anything
longer than that.

They make their suggestions fast, and as ridiculous as they

might seem, this it does: Everybody in the whole station is
aware of everyone else’s problems — since there is such a thing
as specializing to the point where you hamper your own opera-
tion. One of the phases is in the matter of traffic. I think if the
engineer and the production man and the floor man, each knows
why a certain originating document is necessary, and must
go through channels and must be initialed and must carry all
of the information; I think if they all know the reasons for
it, and these reasons many times come out in these brainstorming
or brainwashing sessions, then it isn't very difficult to take a
girl from somewhere else, out of programming, and in a very
short time, set her down there, if the traffic system or procedure
is functional, and makes sense in the first place.
" INTERJECT: Comment on the trafic thing. We have a
temporary traffic manager situation. And you know, we had one
heck of a time getting into a normally organized traffic situation.
And we find today still that unless that information comes out
from traffic to all involved, as soon as the stuff hits the desk, that
something is going to be left in a jam or somebody is going to
fail to get the word.

We use our traffic operation as the first informational source
for everybody involved. And so far, this is the only way we
have found that will keep the entire staff functioning.

CHAIRMAN: We use a visible record system which we in-
stalled not too long ago, three or four months ago. Prior to
that time we had, I am ashamed to admit, kind of a hit or
miss system. But we have found that it has cut down on errors
to the point where both radio and television in December, the
trafic department, there were no errors in continuity at all,
and the traffic department made one error on December 3lst.
And I think that’s pretty terrific. We bought them all a lunch.

Q: I can sympathize with the gentleman. In two years of
operationals we have had four traffic managers. We have the
unhappy habit of hiring eligible females, and they get them-
selves married, so that is in part the reason for our experimen-
tation with different forms.

I'd like to ask a question regarding that. We have the unhappy
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facility of divided facilities, that is, sales and administration
are far apart from places at one time. At the present time, they
are at the studio. I wonder if anybody else has this divided
facility problem in where they place their traffic?

VOICE: We have had it three different ways now, and
have had the same problems each different way. We have had
traffic and sales in one place, and production in another, we
have had traffic and production in one place and sales in another,
and now we have all three together, and we still have the same
old problem we always had. Don’t worry about it.

VOICE: Our girl, under the system we presently have, does
write things down in a diary, but I'm not quite sure what
language it's written in. Apparently the only answer to this
thing is the time order forms and the immediate copying of
this information to the cardex, or whatever.

Q: Did I understand that you would be willing to send
copies of your forms to any one?

MR. SCHILE: It amounts to that old adage in the office, write
it, don’t say it.

CHAIRMAN: I've had a lot of TV people tell me in traffic
the big problem is makeups. Is that the big problem, the make-
ups, the one you miss, that’s costly, isn’t it? Does anybody have
the real solution to that? I think you covered that pretty well.

Q: You don’t miss them.

CHAIRMAN: You just don’t miss them, that’s good.

VOICE: There probably are as many traffic situations as
stations, but we hit on one thing that helped a lot, and that
might be kept in mind in the future. We had the problem of
people returning from the service, you know, you have to
give them a job. So we had a director, a good director, graduate
of Syracuse University, coming back, he was very strong on
mechanics, a very academic type of person, but short on creation.
So we took him and made him trafiic manager, so right away
we dispensed with two girls, who were earning $40 or $50, a
girl, and put the §75 fellow in the job, and since he is so familiar
with all production problems, and since he knows where the
snags are, this guy really goes ahead full force, and gets every
one notified because he has the sympathy of the production
department, and at the same time he is very acceptable to
sales. But it is the first real successful move we have had in
traffic, in taking a production or a former production person,
and putting him down there to head up the traffic department.

CHAIRMAN: Any more comments?

INTER]JECT: Our solution came when we finally got a sales
service coordinator. He is in the production department, but
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he works very closely with the sales department, and he sees
to it that the girl in traffic has all the information that she
needs, and all that information is in the cardex and that
everybody in the station knows how to read the cardex. So that
if there is any question at night the director on duty can very
easily double-check her files. And it has worked very well.

Q:This is about budget. If you bring in the panel on a panel
show, do you pay the people to come?

CHAIRMAN: Who are you addressing this to?

Anybody.

MR. FAY: Well, I think that makes some difference as to
the character of the panel show. We have, for example, on
Saturday nights a panel show called the Court of Public
Opinion, which is conducted by a very astute young attorney
in our town. It happens that he has been associated with a
City Club group which meets every Saturday noon. They bring
in people of great renown, internationally known people as
speakers. They use these speakers on this Court of Public Opin-
ion on Saturday nights, and it is sponsored by our local
municipality.

Now in a situation of that kind, the sponsor, of his own
volition, desires to pay the participants. I think there is nothing
to rule against inviting people to appear on panels for the
publicity and promotion and for the sheer enjoyment they get
out of it, without remuneration. And I know several stations
that do it on that basis. I don’t think there is any staid and
fast rule.

Q: On a musical show, how much do you pay the talent, a
singer or dancer?

MR. FAY: That depends entirely upon the community and
the standard that has been set. In most communities that I
am familiar with, there is not a union under whose jurisdiction
singers are eligible to set a standard salary. This is not true,
however, of instrumentalists. I think that you just have to
arbitrarily build up over a period of years a standard which
will be the going rate within your own area. It varies from
community to community.

Isn’t that your experience?

MR. BRANDT: AFTRA covers singers in our market.

Q: Maybe this is not a question, but I think it applies to
the public service area which you covered so ably this morning.
We have found an interesting experience in our farm service
area. In a relatively urban market, to offer farm service on
a daily basis that will be satisfying to the farm area and the
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urban area as well, creates all kinds of problems, as everybody
is aware. We contacted the farm service groups, our agricultural
extension service of the State Department of Agriculture, the
Farm Bureau Federation and so on. We found them interested
in a Sunday morning area. Well, we are dead Sunday mornings
too,I mean our studios are dark at that time, but we found
that they were interested in our opening up at eight o’clock
on Sunday morning with film. And we make our own kinescopes
for a half-hour a week together with a half-hour of film that
they will supply from their libraries, to give us an hour, five
minutes of which is a preview and summary of market situations.

The interesting thing is that these cooperating agencies are
buying the footage, because we produce it as a television show,
and they can bicycle it around among other stations. So in
addition to satisfying this crying need for service in their
agricultural area, we get at least the cost of our footage pro-
duction back, to plow back into production.

MR. FAY: Well, here is another instance where you are
cooperating and encouraging those agencies interested in that
field, and doing an excellent job. I think that’s the trick.

CHAIRMAN: Are there any other questions?

Q: As far as promotion is concerned, you have touched or
covered very adequately this business of promoting a station.
How about promoting individual programs, do you have any
words of wisdom on that?

MR. FAY: I touched on that this morning, by saying that
Mr. Television, who could be your production manager, your
program manager or even the engineers, has a job to do in
their affiliation and contact with people generally, whether it
is on the air, in assemblies, or individually. They have a separate
job to do from the people who are professional promoters.
By professional promoters I mean your publicity directors
and so on. These professional peole, so-called, are trained and
have all the tools with which to promote programs, that it can
be left pretty generally to them to do a skillful and a profes-
sional job.

VOICE: This is more from the community relations stand-
point, though, than actual professional promotion, nearer to
sales promotion, to induce advertisers to buy, say, or to get
people to tune into one particular program at one particular
time. I'm thinking in terms of on-the-air promotion, brochures
and that sort of thing. How much effort and what kind of
effort can be poured into it?

MR. FAY: I don’t believe there is any limit as to how much
effort. I think there comes a time of diminishing returns. The
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cost of merchandising is a good example. How far do you go
in merchandising? Well, there comes a point at which it is
not economical to merchandise any more. And I think that’s
true in promotion too, although you certainly don’t reach
the diminishing returns as quickly in publicity and promotion
as you do in merchandising. It ought to be left to the people
who have the know-how and the money and training and tools
with which to do it.




IT'S A MATTER OF BALANCE

By

GORDON GRAY

Executive Vice President & General Manager, WOR-TV
New York City
Chairman, Morning Session, March Sth

ON'’T ask me what I was doing thumbing my way through
a dictionary, but I found myself doing just that the other day.
Coming across the word balance, I was more than slightly sur-
prised to find so much space devoted to a single word. That darn
word certainly has a flock of meanings.
A little while later, while going over WOR-TV’s balance sheet
I got to thinking about that word again and its multitudinous
meanings. Back to the dictionary I went. Let’s see; balance
can mean an instrument. Or it can mean a state of equipoise,
as between weights, different elements, or opposing forces. Or it
can mean an equality between the sums total of the two sides
of an account. It can also mean to proportion properly the parts,
elements, etc., of; as, to balance one’s diet.
Come to think of it, that word just about accounts for WOR-
TV’s currently hefty bank balance.

Back in the spring of 1954 dear old Channel 9 was strictly a
cellar club in a seven-channel league. We were having trouble
attracting an audience and even more trouble attracting adver-
tisers. In fact, we had troubles. Period. It was one of those
chicken or the egg situations. Few advertisers spending dollars
with us; few dollars therefore to spend on programming; few
programs to attract audience; few ratings to attract advertisers.

In analyzing the New York television market, we came to the
conclusion that in nearly every programming category our com-
petitors were in a position to do things better than we were.
How could a local station hope to compete in any given time
period with such attractions as Uncle Milty, Your Show of Shows,
the Colgate Comedy Hour or I Love Lucy?

Then along came the “Million Dollar Movie” concept, and
we found the balance beginning to tilt in our favor. When Tom
O’Neil bought that bundle of thirty fine first-run movies from
the Bank of America, we began to see the light of day. Here
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was a programming product that nobody in the New York
market could match. This made it possible for us to inaugurate
the policy of running the same good movie for a week, twice
nightly, 7:30 PM and 10:00 PM, and a matinee on Saturday and
one on Sunday for a total of sixteen times. If a spectacular
whopped us on one night or two, it didn't make much difference.
The viewer could look almost any time. We didn’t care when
he looked as long as he looked at least once a week, and most
people have done so.

The balance in our bank increased too and enabled us to
accumulate additional packages of fine feature films including
a package from Associated Artists, another from N.T.A., some
Stanley Kramers and some David O. Selznicks. Finally to clinch
it all, Thomas F. O’Neil bought out RKO lock, stock and barrel
and then we were really in business.

The public as well as our advertisers soon agreed that WOR-
TV, Channel 9 was the feature film station. Naturally our
competitors used our strength against us as much as possible.
They accused us of imbalance, and maybe they were right at the
time, but we think that our present scheduling and our sched-
uling for fall which includes live shows such as Ted Steele’s
afternoon variety show plus the Teen Bandstand, Claude Kirch-
ner and Terrytoons, the Autry/Rogers series and Telefilm power-
houses such as Mickey Spillane, Harbor Command, State
Trooper, Ziv Economee package, and so forth, gives balance
programming and a balanced list of advertisers. It's even been
a pleasure to look at the balance sheet and should be more so
as time goes by.

1




FILM AND THE TV STATION

By

NORMAN KNIGHT

President & General Manager
WNAC-TV, Boston, Massachusetts

N discussing the scheduling of programs on TV stations, we
start with the premise that a TV station is either affiliated
with one or more networks or operates as an independent entity.
In the case of network affiliates, we are discussing those pio-
grams which are scheduled locally and, in the case of non-network-
affiliated stations, we are discussing their entire program schedule,
all of which is locally scheduled.

TV is now the basic entertainment medium in these United
States.

Although Public Affairs efforts, service applications and eco-
nomic contributions are equally important, such facets of tele-
vision are accepted by the public because they are woven into the
fabric of entertainment . . . and when we stop entertaining view-
ers we lose large segments of them for public affairs, service and
economic messages — so, TV is basically entertainment.

In non-network areas of scheduling programs, film is . . . will
be ... because it must be . . . the basic programming commodity
for a successful station. Therefore, it follows that most film must
be entertainment.

Rarely is it a question of using film or producing live programs

. usually we must use film for our basic entertainment areasl

In public affairs and service areas we do often choose between
buying film, making film or originating live productions. When
faced with such decisions, we must ask ourselves these questions:

Can it be done better by an outside source?

Can it be done better on film or live?

What will the cost difference be between film or live?

Will we wish to replay or repeat the program?

Should it be sold to a commercial sponsor, and if so,
is it more salable on film or live?

The above talk was also delivered in Chicago and San Fran-
cisco. Additional Questions & Answers pertaining to this talk will
be found in the respective sections.

—67—




Do we want an audi-video record of the program?

Having outlined some broad, basic truths, we should now
consider the sources that can supply the specific programs to
satisfy our local TV station scheduling requirements for non-
network program areas.

These are some of the sources for entertainment, public affairs
or service programs via film or live production:

1. STATION'S LIVE PRODUCTION DEPARTMENT —
This department can produce most types of programs, limited
only by the physical facilities owned by the station (studios, tech-
nical equipment, lighting, storage space) together with the quan-
tity and quality of the personnel. However, the severe handicaps
are the economic ones concerned with acquiring the creative
materials, and the competent talent in amounts necessary for
consistent entertainment values.

2. WEATHER BUREAUS AND SIMILAR AGENCIES —
These sources can supply information which can be prepared by
the station for telecasting in weather and service programs.

3. RIGHTS OWNERS — These sources, usually sports organi-
zations, can sell us the privilege of telecasting play-by-play sports
or special events.

4. NATIONAL NEWS SERVICES — These firms can supply
film footage for news and special event programs.

5. FEATURE FILM AND SHORT SUBJECT SUPPLIERS
— These companies (either motion picture producers, distribu-
tors appointed by them, or companies to whom they have sold
television rights) supply us with full-length features, cartoons
and short subjects originally produced for theatrical exhibition.

6. SYNDICATORS — Primarily, these are companies organ-
ized to produce film product specifically for television. The
majority of the product commonly referred to as “Syndicated”
is of approximate thirty-minute length, but includes longer and
shorter types.

7. STATION’S FILM PRODUCTION DEPARTMENT —
This department can consist of all or part of the following,
separately, or in combination: cameramen, directors, producers,
writers, coordinators. They can be capable of producing these
types of product:

A. Local News Films

B. Filmed Public Affairs Documentary Programs
C. Filmed Service and Charitable Announcements
D. Filmed Commercials

We shall refer briefly now to the four sources first named, con-
cerned wholly or partially with live production.




The first of these, the Station Live Production Department,
renders its greatest usefulness in (1) areas of service programs
such as homemaker shows, (2) public affairs programs best done
on a live basis and (3) in the production of live commercials for
clients who sponsor film programs.

The second of these, the Weather Bureau (and similar type
agencies) acts only as a contributor of information which can be
integrated by the station into programs, usually live and of short
duration . . . thereby performing a service which, however impor-
tant, still consumes only a small portion of a station’s operating
hours.

The third source named, Rights Owners, obviously concerns
itself with the procurement of telecasting privileges of sports
events or other special features such as parades and celebrations
which are most effectively telecast on a live basis.

In regard to the fourth source named, National News Services,
the materials supplied by said source are never a programming
unit unto themselves. They must be coordinated with production
facets, regional news, local filmed highlights, weather data and
timely sports information in order to deliver to viewers a
well-balanced, interesting, informative and entertaining news
program.

We may now proceed to a discussion of three sources from
which must come the largest part of a station’s entertainment
and excitement.

In terms of entertainment, we will refer to our basic sources,
first to the Feature Film and Short Subject Suppliers, and second,
to the companies to whom we refer as “Syndicators.”

You noted in our previous sentence that we referred to enter-
tainment as we have a dozen times before . . . but we also added
another ingredient . . . Excitement! More about this magic word
when we discuss the source referred to as the “Station Film
Production Department” . . . now, we want to discuss the two
primary sources of our basic entertainment fare.

There are a limited number of companies distributing a
limited amount of product in the feature, cartoon and short
subject fields. The amount of product is limited because we are
referring primarily to product made originally for theatrical
distribution during the past thirty years. The quality of these
subjects varies from very poor to excellent, but whose original
costs usually far exceed the amounts which can justifiably be
expended by current TV program producers for product which
is similar both in length and in what most of us now refer to as
“Production Values.” A station purchasing such product (and
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it is impossible not to do so and remain competitive) has definite
obligations to the industry, the public and itself when it sched-
ules, sells and promotes these programs.

To the industry, it owes the debt of its very existence based
on the pioneering efforts of the people who have dedicated their
careers to its evolution and growth. Although our industry has
had, and continues to have its problems, its inequities and its
selfish interests, by and large, it represents a broad base of
pioneering courage and economic success together with enough
social achievement to indicate its capacity to attain a worthy
maturity in that area. Realizing this, it ill behooves any tele-
caster to utilize, sell or promote either feature film or cartoon
product in such a way that it overshadows his entire operation
or indicates to viewers and clients that his operation is primarily
engaged in a sprint with its competitors to see who can spend
the most money to buy the product, place more newspaper adver-
tising than he ever has before to promote it and charge less
proportionately than he ever has before to sell it.

This is limited product. Much of it is treasured material, never
again to be duplicated. It should be studied carefully and
analyzed thoroughly. When bought, the terms and conditions of
purchase should be based on such study so that its usage can be
integrated into the station’s schedule to the best advantage of
everyone, including the viewer who does not want all the
“Blockbusters” pushed down his throat faster and more often
than he can see them, any more than he wanted twenty-five years
of Hollywood product all released theatrically in the year 1950.
Some of us are scheduling this product, promoting it and selling
it as though we expected to cease operations by January first
of next year.

We suggest study by station executives of this problem so that
this feature and cartoon material is analyzed, conserved and
integrated it a manner most beneficial to everyone for many
years to come . . . most particularly the viewer, the client and
the station.

The “Syndicator” of today is usually either a company created
for the sole purpose of producing and/or selling television film
product or is a subsidiary of a company previously engaged in
some type of film work, which has converted all or part of its
facilities to television film production.

Just a few years ago, as might be expected with a growth
industry at that stage of development, the quality of syndicated
film product included large quantities of the “Excellent” together
with similarly large quantities of the “Good,” the “Mediocre”
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and the ‘‘Poor”; with a small amount of the “Miserable” ever
present. Today, by and large, syndicators are quality-conscious
and their end result currently is almost an even mixture of the
“Excellent” and the “Good,” with a small amount that is
“Mediocre” and virtually none that is either “Poor” or “Miser-
able.” This is good for the industry, good for the public and
good for the station.

We have reached an important plateau in the development of
our industry when it is possible to plan intelligently because of
this fact:

There is available a large supply of quality rerun product
together with a steady flow of top-notch, new, syndicated
product mostly in half-hour form, that makes it possible for
most of us to purchase, schedule, promote and sell the proper

program type for the proper time period to satisfy both
the viewer and the advertiser.

The basic entertainment function served by the Feature Film
— Cartoon — Short Subject and Syndicator Sources is strengthened
and complemented if the station film production department
can add to its film schedule the ingredient referred to once
previously . . . Excitement!

The year is close when every major television station concerned
with community leadership and industry acceptance will render
many services through its own film production department. We
mention the basic ones for our continued study:

1. The station will deliver for its newscasts a complete and
thorough coverage of local and regional news events, within
hours of their occurrence.

2. The station will regularly produce various documentary
filmed programs on subjects that will take from five minutes
to ninety minutes or more. Not all need be elaborate, but
all must serve a purpose. At WNAC-TYV, the station’s Film
Unit under the supervision of James Pike, Film Director,
has proven this past year that many documentary subjects
can best be telecast on film. The WNAC-TV production
titled ‘“River of Life” was originally filmed in Boston to
create renewed interest in the Red Cross Blood Program
and specifically to obtain needed large quantities of blood
for immediate use. It accomplished these purposes but we
could have done so with a far smaller expenditure using
live facilities instead of producing a twenty-minute sound
film. The difference is “River of Life” is now an official
blood donor film for the American Red Cross and per-
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manent prints of it are now in the possession of over 300
Red Cross Chapters throughout the world.

For two consecutive Christmases, the WNAC-TV Film
Unit has produced complete half-hour sound films of Christ-
mas season activities in New England titled “Noel New
England” and these have been so successful that they are
assumed to be an annual tradition whose tenth presentation
will take place in December 1965.

This same film unit produced the fifteen-minute film “Are
You Interested?” concerned with the problems of education.

Just a few weeks ago, WNAC-TV in Boston presented a
thirty-minute film titled “Suffer the Little Children” and
a sixty-minute film titled “Weltschmerz” (World Sorrow).
Both were film reports concerned with the plight of the
Hungarian refugees and were filmed, edited and produced
by the WNAC-TV Film Unit, three of whose members
spent a full week in Austria during the 1956 Christmas
Season recording the results of Soviet brutality. A copy of
this film is now at the State Department where it has been
screened by many important government officials because
of its accurate and authoritative report on the plight of
the courageous Hungarian people.

All of these programs were scheduled in AA time, heavily
promoted and given first-class treatment in every way. The
end result was that people were viewing WNAC-TV for

Excitement! . . . and the ratings proved it . . . look at these
indications of audience response:

On Rating
“Noel New England” 1955 36.2
“Noel New England” 1956 41.2
“River of Life” 29.7
“Suffer the Little Children” 27.8
“Weltschmerz” 20.7

Filmed Public Affairs Programs should become an integral
part of a station’s operating philosophy.
. The station will produce and donate to worthwhile organi-
zations, filmed announcements for telecasting by its own
facilities and in some cases by other facilities. Last year
and again this year, because of certain local conditions that
made it desirable, WNAC-TV created, filmed and produced
a series of spots for the Cancer Society which proved effec-
tive and accomplished the desired objective. Similar assign-
ments were undertaken and completed for Boys’ and Girls’
Camps, Inc. and for a back-to-school Traffic Safety Cam-
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paign. Recently, a special series of Brotherhood Week spots,
starring Frank Luther, were completed by the Public
Affairs Film Unit at WNAC-TV. These announcements
have been distributed to over 125 stations by the National
Conference of Christians and Jews to aid in the fight against
the stupid un-American evils of bigotry and prejudice.

There are unlimited opportunities for service and chari-
table filmed announcement production by stations.

4. The station will have the resources and facilities to produce
film commercials for clients, and openings and closings for
programs where it is feasible and in the best interests of all
concerned to provide such services.

In thinking about film, we must consider fully every ramifica-
tion of its purchase, scheduling, sale and promotion. Any station
which does less must accept a secondary role in a competitive
market.

Station leadership and acceptance, and long-term success
depend on a thorough understanding of film and all of its appli-
cations, direct and indirect.

More important, such understanding can only result in im-
proved service to our country and increased dedication to its
ideals . . . together with a greater capacity to contribute in a sub-
stantial manner to a significant future for the Television Industry.

QUESTIONS AND ANSWERS

Q: How large a film does it take to do these productions that
you are talking about and how much money do you spend on it,
these documentary films, commercials and so on?

MR. KNIGHT: As with anything else in this industry and
any other industry, the whole project starts with manpower.
We spent well over a year accumulating the necessary man-
power gladly. We didn’t want to rush into it for two reasons.
When you rush into anything it’s expensive and when you rush
into anything of this type you can make a lot of mistakes aside
from expenses.

Basically, you talk about these components first. Unless the
station has an over-all film director, who is qualified in every
respect, this unit can never survive in an efficient manner. So
having one of the outstanding film directors in the United
States, Jim Pike, we first had an understanding with him that
he would be supervising two departments. One was a film
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operations department, which is the department that existed,
and the second was the special film projects unit.

The next person needed was a production supervisor, a man
who is a top-flight producer and we were fortunate in finding
Jeff Forbes.

The next man needed was a superb cameraman, a man who
can handle anything under any circumstances. We hired Ed
Gilman for this purpose. We wanted next a writer who can
tackle any kind of writing assignment, from a minute spot to
a full sixty-minute program. We took our best commercial
writer out of our commercial department and reassigned him
to Public Affairs.

With this start and with the one secretary added to the
department, we had our complete group. However, it took
us almost a year to accumulate these people and during that
period those who first came in worked on the preliminary tasks
of the first project.

After we had completed our first two films, we spent a con-
siderable amount of time. Thanks to good friends of ours who
brought us together, we were able to induce Frank Luther to
leave New York and come to Boston as our full-time Public
Affairs Director.

Those are the personnel. I can’t give you their salaries, but
we went after the top men and we paid for the top men.

We also made a series of spots that we used in Boston and
also donated to the National Conference of Christians and Jews
— one thing on every film we make in this unit, no matter who
uses it, we never charge anybody for anything. It’s completely
paid for by our operation.

Then, of course this film unit is used for other things. For
instance, when the cameraman isn’t busy working on a film,
his efforts are not wasted; we give him the top news assignments.

You don’t do it with money alone. There is a spirit and
morale that accompanies a project as big as this which is
absolutely amazing to see.

For instance, the last four days these three men were in
Hungary and Austria, they slept a total of three hours caught
in half-hour segments. I don’t know how many of you work
24 hours around the clock, but this is four 24-hour segments
with a total of three hours of sleep. This is the kind of thing
you just don’t get from people who are just being paid money.
These men know that their’s is an area that is sincere and
dedicated.

Every single project we start commences with the department
head meeting of our top people who discuss the project
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thoroughly and everyone knows that this is more important
than any commercial project we have. Anything that stands
in the way of a Public Service Film documentary goes out and
goes out quickly.

Did I answer your question?

VOICE: Yes, very thoroughly, thank you.

Q: In order to try to relate this to the brood at home, about
how many hours of programming a year does this film unit
contribute to WNAC? A second part of that question, and
actually I guess this is three parts. How many people do you
have at WNAC involved in live production and how many
hours a week does the live program consist of?

MR. KNIGHT: Specifically, we are not limited in any way
as to the amount of time that film programs in the documentary
field can take up on our station, but we have not been, nor will
we ever be, interested in any continuing series of programs
which produce ratings of ones, twos and threes, regardless of
which organization wishes us to place them on the air.

We will tackle a project if anyone can point out to us a
subject which is broad and which is of such a nature that it
demands the mass appeal of television to accomplish its objective.

We are now considering a project which will involve fifty-two
different film programs and a total of two years in production.

We will probably have in terms of filmed programs, five hours
a year. In terms of film announcements, the announcements
which we make for Public Service activities and which we run
just on our own station, will have a minimum of 20 to 25
thousand exposures, but the announcements and programs that
our film unit has made, we have received one estimate from one
impartial source indicating that all of the film product that
we have made just this past year, before the next few years
have gone, will probably run somewhere in the neighborhood
of 25,000 hours of time throughout the country. This is impor-
tant to us, too. We are not trying to take over any agency's
functions. Every project we have done with an agency has been
done with their blessing, with the understanding that we stay
in the background, that whatever we produce is theirs for the
asking and we never ask for anything except the opportunity
to give to them whatever we come up with.

In answer to your question on live programming, we carry
an exact total of two hours and thirty-five minutes of live
programming a week that is commercial, and an exact total
of an hours and fifteen minutes of live programming that is
sustaining.

VOICE: Thank you.
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Q: Do you make these documentaries available to other
television stations throughout the country or will you —

MR. KNIGHT: In some cases we do and in some we don't.
We will if the organization we worked on in the production of
the film wants to make them available and it is in the best
interests of the industry and country to do so. We have done
so in every instance up to this point, but we will never answer
that question with a direct yes, because there could be a few
specific situations where we would not wish to do it for one
reason or another.

By the way, our film documentaries, do not take away from
our live documentaries. We do a continuing series of live
documentaries.

For instance, yesterday afternoon at one o’clock, we produced
a half-hour program called “SBE, Self Breast Examination.”
The Cancer Society in detailed meetings with our top people
over a period of weeks agreed that there was a basic area that
could be served — (and we are always looking for an area of
serving, not an area of impressing,) if women could be convinced
that they should go to neighborhood theatres to see a film (a
fifteen minute film on breast examination). Therefore, we are
going to stage this half-hour program which is going to be live
where the leading medical authorities in New England are going
to discuss the reasons why women should go to see this film.
Obviously we can’t show that film on television. But we are
telling them why they should see this film and accordingly
accompanying it with all the things that accompany one of our
film documentary presentations, including a heavy advertising
schedule. Our film unit made announcements to promote this
live program, with interviews with doctors and things of that type.
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GOOD PUBLIC SERVICE PROGRAMS

By

SAM COOK DIGGES
General Manager, WCBS-TV, New York

ALTHOUGH my background for some 17 years was in the
sales end of the business, and although I am vitally inter-
ested in sales at the present time, one of the most rewarding
business experiences that I have had has been my responsibility
in the area of public service programming.

Believe me, there’s a quiet excitement about public service
broadcasting that matches anything offered by the glamor and
excitement of an “Ed Sullivan Show,” a “Jackie Gleason Show”
or “The $64,000 Question.”

Any discussion of public service programming must consist of
two parts. The obvious part is the on-the-air presentation.

The not-so-obvious part, but probably of equal or even of
more importance, is the follow-up by the broadcaster in regard
to his public service activity.

Ladies and gentlemen, we’ve got problems. Basically, they
are not problems of programming.

Let’s talk about these problems.

As an industry, broadcasting is being clobbered.

It’s being clobbered by government agencies, by congressional
committees, by segments of the press, and by segments of the
public.

Are we as bad as we’re painted?

In my opinion, broadcasters are doing a wonderful job of
public service broadcasting, and a terrible job of selling that
fact to the FCC, to Congress, to other government officials, to
public service organizations, and to the general public.

Because of the nature of our business, we have a very tough
job to do to sell our accomplishments. It’s been the FCC inter-
pretation and the interpretation of congressional committees that
broadcasters have to give time to educational, religious, chari-
table and civic programming.

Because of the fact that we are told that we have to give this
time, two things happen.
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Perhaps some broadcasters, being human, resent it because
they are being told what they have to do.

The other side of the coin is that broadcasters have a tough
time getting credit for anything they do in the area of public
service broadcasting, because everyone feels that they are only
doing what they are forced to do.

In addition to the problems that we face in gettmg credit for
what we do, we're faced with various types of criticism that
cause a general resentment toward broadcasters.

We find among the purely intellectual type some who state in
broad general terms and in a very loud voice that there’s nothing
on television that’s any good.

We're being damned by people who’ll be damned if they'll
watch television to find out if there’s anything good. Their usual
position is that the entire broadcast day should be devoted to
sustaining programs of a public service nature . . . programs that
they themselves would never agree to watch.

And then, of course, the industry has been plagued by attacks
by certain of its own members — they include some independent
stations, some advertising agencies, some advertisers, some film
groups. It seems that our intramural arguments get a dispro-
portionate play in the press.

Without attempting to pass on the merits of their complaints,
I think that we have to recognize the fact that, whether justified
or not, these complaints can only do a disservice to the public
relations of the industry.

It takes a heap of public service activity to cancel out the bad
effects of adverse criticism.

As broadcasters, we certainly have an obligation to cover
political campaigns adequately.

However, here we seem to have a choice of the frying pan
or the fire. We will continue to have this choice as long as
Section 315 is on the books. If that could be repealed, so that
broadcasters could have the freedom to present political issues
and candidates intelligently — which is difficult under the present
regulations — a great deal of criticism would be eliminated.

In the meantime, however, in regard to public issues, we have
to live with television presentations which are less good than
they would be were it not for Section 315 — and must suffer the
justified criticism for it.

When broadcasters give support to a campaign through a
schedule of announcements, that support is too often little
appreciated. All of us know of the many, many advertisers who
will attest to the advantage of the saturation announcement
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campaign over the use of programs. Public service organizations
get great impact from announcement schedules — unfortunately,
many times the stations get little credit.

Let’s sell these organizations on what they have, just as we
sell Procter & Gamble, American Tobacco, and so on, on their
commercial schedules.

WCBS-TV is so sold on the effectiveness of announcement
schedules that, last year, the station donated over 5,600 announce-
ments to over 150 public service organizations.

One important aspect of public service programming is the
programming of religious shows. When we talk about religious
programs, the subject always comes up — should stations sell time
for religious programs, or should they donate the time? The
Television Code suggests donating the time, but does not forbid
selling it.

We can't get an answer from the FCC, for they cannot tell us
whether to charge or not to charge. Beyond that, they cannot
tell us how much time should be devoted to religious subjects
or how the station should allocate time among the various
denominations.

Yet, when license renewal time comes up, the FCC has the
right to determine whether or not the station has properly
carried out its obligations — whatever they may be—in the
presentation of religious programming.

How about educational programs?

First of all, let’s define attitudes.

Perhaps some educators and those working for educational
institutions feel that broadcasters are crass, commercial hucksters.

"Tain't so.

Perhaps some broadcasters feel that those working for educa-
tional institutions are ivory tower idealists whose main contribu-
tion is suggesting implausible ideas for time periods that are
impractical to clear.

"Tain’t so.

It's a plain, well-established fact that educational institutions
and commercial broadcasters can work together.

I would like to read what Warren Kraetzer, Director of Radio
and Television of New York University, said in an interview
with the New York Herald Tribune. He said that while he
respects the go-it-alone die-hards of educational television, he feels
the future lies wtih commercial stations. ‘“Take our own case,”
Mr. Kraeizer said. “WCBS-TV not only gave us free time, but
provided us with thousands of dollars worth of equipment and
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invaluable technical assistance. By such standards, the work done
by educational stations can only appear amateurish.”

I suggest that any trouble that exists in educational institutions
and commercial broadcasters getting together is simply a break-
down in communications. Communications between the two
are pretty lousy. It’s easy to do business with educators. Many
broadcasters have found them ready, willing and able to cooperate
in telecasting educational programs.

Certainly educational institutions have a wealth of material
that can never be used up as long as man has the desire to learn.

And certainly, they have a wealth of personalities.

Perhaps the stickiest problem in public service programming
is in the area of preemption of commercial programs for impor-
tant events of current interest.

This was emphasized last November when the networks failed
to cancel their usual programs in order to carry the U. N. hearings
on the Middle East crisis. The situation was blown up out of
all proportion by the importance placed on it by one or two
columnists. It suddenly became a cause celebre.

Once again the television and radio industry became a “whip-
ping boy.” This, in spite of the fact that there are inherent
disadvantages in carrying a debate — which probably should be
carried in its entirety or not at all — and in spite of the fact that
the Suez Crisis was spread over half the world, and was not
concentrated in the United Nations. The networks and indi-
vidual stations wrote and spoke many hundreds of, thousands of
words on the Suez Crisis — the equivalent of several sections of
The New York Times.

However, because of the bitter attack on the broadcasting
industry by important segments of the press on the basis of news
treatment — not coverage — we have to realize that in the eyes of
some of the public, and in the eyes of some government officials,
broadcasters did a miserable job of fulfilling their obligation.

Every time a special event comes up for consideration, we will
face the same dilemma. We will have to judge the importance of
the event in relation to the type of coverage that is practicable,
and in relation to existing programs that must be cancelled.

If, in our honest opinion, some one segment of the event does
not merit full and complete coverage, we must recognize that we
probably will have to face the wrath of critics of commercial
broadcasting.

Here again, we have a missionary selling job to do on the
press and on the public. We have to try and make them under-
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stand why it is in the interest of the public to cover special
events in the manner that we do.

Broadcasters were asleep at the switch when the FCC local
went through . . . or maybe we were so busy watching the com-
mercial express that we didn’t pay attention to the FCC local.

Now, we've got our railroad fouled up.

I don’t know how the broadcasting industry ever fell into the
trap of being a party to excluding entertainment shows from the
public service record. Sure, the percentage figure of “entertain-
ment” programs goes into the FCC statement of program service,
but I'm sure all of us have the feeling that that particular service
is totally discounted.

I'm sure that we all agree that we are certainly operating in
the public service when we provide our viewers with shows like
“The Ed Sullivan Show,” “The Perry Como Show,” “Playhouse
90,” “You Bet Your Life” with Groucho Marx, “I Love Lucy,”
“Lawrence Welk” and many others of a similar nature.

Another trap that certain segments of the industry have fallen
into is the “write off” of programs as public service programs
when they are commercially sponsored. Surely the fact that
shows like “Air Power” and “See It Now” happen to have found
sponsors does not suddenly declassify them from public service
programming to a neutral entertainment classification.

Sure, again, everyone protests that a program need not be
sustaining for a station to get public service credit, but again,
in spite of the protestations, all of us know that when there is
a dollar of income attached to a program, it is immediately sus-
pect as a public service entry.

This is sheer nonsense. But it does exist. !

For the purpose of this discussion today let’s not argue about
what is public service and what isn’t. I've got to say that as far
as I am personally concerned, I think anything that informs or
entertains is public service and that would include our entire l
broadcast day — yes, even our feature film shows.

But let’s talk about educational programs and religious pro-
grams and talk programs as defined by the FCC.

As broadcasters, we find ourselves belabored by individuals and
by groups that, for various reasons, detract from the job we are
doing in public service, and who refuse to give due credit for
the job that is being done.

I have stressed this aspect of the public service situation,
simply to point up the fact that although what we are doing on
the air in public service broadcasting is good enough, our efforts

—~81—

< <. < o



toward selling ourselves as an industry to the public, to the press,
and to the government just ain’t good enough.

How do we correct this?

Let me urge every general manager of a station to become
personally more vitally interested in the public service aspect
of his station.

If “Public Service” on your station means to you only a
“percentage figure on an FCC report,” I can tell you that you,
personally, are missing a bet, and that your station is missing
a bet.

Another thing that I would urge you to do if at all possible
is to set up an office of Public Affairs. The head of this operation
should be someone other than the Program Director. The Direc-
tor of Public Affairs should report directly to the General Man-
ager of the station.

The Program Director should retain control of facilities and
personnel, while the Director of Public Affairs should control
content of the public affairs programs and the scheduling of
public affairs announcements.

I think we need a Director of Public Affairs constantly to
come up with creative ideas and, if you will, to “needle” general
management into contributing time, talent and facilities to the
greatest possible extent.

Also, a station needs a front man for public affairs activity:
someone who can appear before meetings, who can welcome
important personages to studios, who can become as well
acquainted with government officials, religious leaders, etc., as
the salesmen are with their advertisers and agencies. This man
must eat, sleep, live public service.

I hope that you will encourage the personnel of your station
to serve public service organizations as volunteer workers not
only on their own time, but also on station time.

It is strange indeed that broadcasters take the time and effort
and spend the out-of-pocket money necessary to put public service
announcements and programs on the air, and then fail to tell
the public service organizations about their schedules. Yet, too
often, we find that public service organizations are not aware of
what they have received from broadcasters. It is not enough,
alone, to cooperate with public service organizations.

To be very blunt about it, it is imperative to get credit for it.

Covering the organizations that you deal with is basic. Now,
how about going beyond that? Many stations around the country
prepare public service reports which are mailed to civic leaders,
government officials and the press.
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I suggest that it’s terribly important that you have the right
people talk to the right people. What I'm saying is that if you
have in your community a minister, for example, who thinks
highly of your efforts, ask him to tell his congressman or his
senator or other important people about his opinion of you.
If he says that you are good, his word is worth 1,000 publicity
releases from your office. A third party recommendation is tre-
mendously effective.

How often have we heard prominent educators, religious
leaders, civic leaders, etc., offer to do things for us in gratitude
for favors received. It is an oversight on the part of broad-
casters not to take advantage of these offers.

So much for the administrative side of the picture. How about
the talent and the creative side?

I can’t stress too much the importance of finding the right air
personalities.

One of the classic examples is Dr. Frank Baxter. He started
his television career in a simple program on a local station,
KNXT, the CBS station in Los Angeles.

At WCBS-TV, we have been able to find in the universities
and in the schools of New York City people who have developed
into strong television personalities. Jim Macandrew, from the
New York City Board of Education, is the moderator of “Camera
Three,” and, in my opinion, is the finest moderator on television.

We have found other educators who brought to life such
diverse subjects as the Bible, Greek drama, archeology, and early
America. We have also been fortunate in regard to finding
exciting personalities for various other educational programs that
are more general in nature.

Not one of these personalities had previous TV experience.
However, they all have one thing in common — the great ability
to communicate. They love their subject — they have the ability
to bring the subject alive and to make it interesting and really
exciting to the viewer.

How about the show . . . after you find the right personality?

Keep it simple.

For heaven’s sake, keep it simple.

We don’t need five cameras or hydraulic stages or ten different
sets for each show. First of all, television stations cannot afford
such lavish productions; secondly, and even more important,
simplicity makes the program more effective.

Visualization should be used only to reinforce or to clarify
a verbal point. Gimmicks and special effects cannot substitute
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for effective communication between the speaker or the artist
and the audience.

A single speaker, who is absorbed in his subject, sitting on the
edge of a desk, with proper lighting, can get his story over in
an entertaining and effective manner.

Now, I don’t mean to say that we have to confine ourselves
to one speaker with a simple set. . We can, and do, use all of the
art forms to communicate our ideas. We constantly utilize the
talents of actors, musicians, dancers, artists, and experts in their
chosen fields.

All of us are, of course, interested in how to save money in
our programming efforts, without destroying program effec-
tiveness.

Imagination is a great substitute for big budgets.

Rear screen projection . . . effective lighting . . . simple, apropos
props are all big helps in eliminating costly sets.

If there is fax rehearsal, it’s basic to plan the show well in
advance of that rehearsal, and it’s certainly basic to plan it well
in advance of the air show.

Out-of-studio rehearsals save valuable time — hence, money —~
and will also tend to bring about a smoother performance.

Let’s talk about the kind of public service shows that can be
telecast . . . that actually are being telecast.

These shows can be tremendously effective in doing a job for
the community and — another plus — you will find that many of
them will develop into programs on which news is made — hence
getting you valuable newspaper space.

In the area of religious programs, 1 suggest four formats:

First, a five-minute program daily, or perhaps at sign-on and
sign-off, featuirng a local minister, rabbi or priest. He simply
delivers a sermonette for the day.

Although requiring remote equipment, some stations telecast
actual church services on Sunday mornings.

Many stations find a studio program consisting of a sermon,
delivered from a simulated pulpit, and perhaps backed by a
church choir, to be very effective.

At WCBS-TV we have come up with what we feel is a new
approach to religious programs. Called “The Way To Go,” it's
a 30-minute show without the formality of the pulpit, without
the stiffness of the sermon.

Leaders of all faiths are invited not to preach, but to carry
on a conversation with our host. In this way the viewer feels
that he is not being talked to, but that he is talking with great
churchmen in an intimate, informal way. We develop the per-
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sonality of the religious leader and present the human side of
the man.

In the field of educational programs, the possibilities are prac-
tically unlimited — again, provided you get the right personality
— someone who can communicate. Presenting these personalities
in a lecture series, with a minimum of props, is nevertheless
effective and a valuable contribution to the public.

Another type of educational program that makes a big impact
on the community is a show which features grade school, high
school and perhaps college students in their art skills and in their
hobbies.

Whether it is a youngster playing a violin concerto, or a
youngster showing off snakes from his private zoo, or a girl
dancing ballet, or a group of students performing as a drill team,
makes litlte difference. Whether they are especially good or not
makes little difference. The important thing is that they get to
participate. You just can't overestimate the importance of hav-
ing students from your local schools participate on your television
programs.

Demonstration programs also play an important part in educa-
tional television. Whether it is for the pre-school youngster, the
student, or for the adult, the “how to” program deserves a place
on your schedule.

One of television’s purposes is public service through public
information.

There are unlimited opportunities for television stations in
the area of discussion, documentary, talks, and civic affairs
programs.

One type of program that's especially effective is “A Report
to the People” from government officials. They can be local,
city or state officials. They can be the chief executive officers,
or they can be department heads.

It's necessary to maintain some reasonable balance between the
political parties, and it is important to keep news values in
mind. Not only are you keeping the public well informed, but
you are providing important people in government with a
platform.

There is the “press conference” type of program which can be
used for almost any situation involving civic matters.

A variation of the press conference format is the “debate”
format. You can use a moderator and then get two well-informed
people to represent each side of a question. This enables you to
give a fair, honest airing of both sides of a current problem.
The discussion need not be aimed toward a settlement in favor
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of one side or the other, but only toward giving the viewer a
complete picture from which to form his own point of view.

From time to time, there will be opportunities to schedule pro-
grams of a special nature, especially in the area of charity drives,
special religious events and special programs in behalf of the
armed forces and matters of civic interest such as fire prevention.

Many of these programs will be made available to you on film.
Some, because of their nature and importance, you may want to
cover on a remote basis. Others you can handle in your studios.

Problems involving covering special events — hot news breaks,
coverage of political events, and so forth are so diversified and
so specialized and are so dependent upon local situations that
it is very hard to generalize about them. Each manager has to
evaluate the situation, and then act accordingly.

I would, however, urge careful consideration of such pos-
sibilities and a general attitude of desire to give substantial
coverage to such events, whether live or on film.

Let’s talk about a hard-headed business reason why it is advan-
tageous to emphasize public service programming. In a recent
speech at a luncheon sponsored by the Radio and Television
Executives Society, Arthur Pardoll, Media Group Director of
Foote, Cone and Belding, talked about public service program-
ming as evaluated by the media buyer.

He said, “Quite often in qualitative buying, the media depart-
ment will be interested in knowing just how much public service
programming a particular station does.” He went on to say that
“frequently this is a measure of a station’s interest in the com-
munity and the community’s interest in the station. Since spot
buying is on a local level, the intimate relationship of a station
to its community is vital.”

Arthur made it clear that he is talking about programming a
wide variety of subjects catering to all classes of people, with
heavy emphasis on announcement support of campaigns and
events in behalf of religious, educational, civic and charitable
organizations.

He is convinced that the station that really has the com-
munity interest at heart, and tangibly demonstrates this interest,
is a better station to buy for his clients, everything else being
close to equal.

I am convinced that most astute buyers operate on the same
general basis.

Let me suggest another reason why it is in the interest of the
station to do a creative job of public service programming.

Today, because of the nature of the business, most stations have
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a program schedule that consists of network programs, news
programs, film programs and perhaps one or two stereotyped
live, local shows.

However, in the area of public service, there's an opportunity
to create, there’s an opportunity to experiment that just doesn’t
exist in the commercial area.

There's an excitement which is created that will stimulate
program people to great heights, and if your station is outstanding
in this area, you will be in a much better position to attract out-
standing people to your staff.

It's an intangible thing, but I think that really what I'm
talking about is: FUN. People throughout the station who are
concerned with new ideas, experimentation, new techniques will
have fun. You, as station management, can share in this fun if
you become actively interested in public service activity on your
station.

I think that too often people in the business, and out of the
business, think that anything that has to do with public service
programming is dull and uninteresting.

Well, maybe it is — but it should not be. Those of us in broad-
casting must keep in mind that we are in a medium that is suc-
cessful for one reason, and that reason is entertainment.

If we fail to get entertainment into our cultural programs, of
course they will be dull, and they will be uninteresting, and they
will be no fun, and they will fail to do a job. Let’s keep in mind
our function: entertainment.

Let’s all get to know our public officials better. Let's cultivate
the religious and educational leaders in our area. And when we
see an opportunity to be of special service to them, let's take
advantage of it. This type of activity is certainly a reflection of
the wide interest of broadcasters in serving the public. This
does not necessarily mean the expenditure of a single dime out-
‘of-pocket.

You don’t have to set aside a substantial grant for research
. . . you don’t have to publish booklets . . . you don’t have to
sponsor seminars. But, for goodness sake, let’s all of us apply
some ingenuity and effort in effectively serving our community

. . and then let’s see that we get credit for it.

It seems incredible that broadcasters, who are in the business
of communication, should be in trouble primarily because of
misinformation, and lack of information, on the part of their
critics.

Let’s destroy the myth that broadcasters are not doing a good
job in the public service.
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QUESTIONS AND ANSWERS

CHAIRMAN: Are there some questions pertaining to this
subject?

Q: I realize there are some slight differences between Channel
Two in New York and Channel Two, Bangor. I am interested
to know whether or not you pay your talent, these people whom
you call in to produce specific public service shows, put them
on a staff basis, or whether you are able to obtain services under
some other arrangements?

MR. DIGGES: Generally on a staff basis.

Q: Have you ever had the experience of being able to get
their help, the help of such people?

MR. DIGGES: Of course, we have a great deal of help and
cooperation from people who are with educational institutions.
For example, the fellows at New York University will come in
and produce shows for us.

Q: On their own?

MR. DIGGES: On their own, that’s right, in behalf of New
York University. We have had great help from the New York
City Board of Education. We also have our own staff there.

Q: I have watched “Eye On New York” for example, and
have seen at least one episode in which you had members of
the Board of Health or something from New York City — I have
forgotten the exact department —and I wonder if those people
came to you and worked for you on their own or whether they
had to be paid?

MR. DIGGES: Government officials on their own. Others are
generally paid . . . usually an honorarium. )

VOICE: Thank you very much.

Q: We did an hours documentary on Hungarian Refugees,
an early evening thing. Again lack of credit, aside from ad in
the newspaper, there wasn’t much excitement. About a month
after we did the show we got a letter from Hungary with very
impressive signatures from Hungary Free Government which of
course by that time was taboo, but evidently one or two of the
refugees on the show had been important people at one time
in the Free Government of Hungary and so the letter now holds
a very cherished place in our lobby, because the signatures are
from people of course who were in the news during the uprising.
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Q: At the CBS outlet in New York, were you put under pressure
of UN coverage during the dark hours? In other words, as an
NBC afhiliate we were offered UN coverage which meant our
prime commercial spot and local advertiser times, and had we
not preempted them, as many didn’t, we would have come under
editorial comment.

MR. DIGGES: We carried it both during local and network
hours.

Q: I was wondering how you stood on it in New York,
because it would cost local stations a great deal of money to
carry UN coverage, whereas, the network, in NBC'’s case didn’t
preempt any of their commercial shows but offered only the
dark hours to be covered.
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NEW LOW COST PROGRAMMING

By

HAYDN R. EVANS

General Manager, WBAY-TV
Green Bay, Wisconsin

MANY speakers begin their talk with a joke. My joke is in
the title: “Local Low Cost TV Programming”! But let’s
change that title to: “Relatively Low Cost TV Programming” ...
and I'll be on safer ground.

First, here’s the TV picture in Green Bay: We have three
competing VHF-ers . . . in a City of less than 75,000, but serving
an area of 360,000 families — small cities and big farms. WBAY
is on Channel 2. Our Network is CBS. We're in our fifth year
of telecasting, and have a full-time staff of 80. Guess you'll agree
our audience composition of small cities and big farms invites
neighborly, local live programming.

As we plunged into Television five years ago, it didn’t look
too complicated to us from a program angle . . . merely Radio
with sight. And maybe we were right — but we quickly learned
(and who hasn’t) that the sight factor is 909, of the formula.
And to build good local video, at low cost, is quite a challenge,
as we all know.

We feel WBAY is meeting the problem with fair success, and
both our ratings and income from local shows seem to agree.
Frankly, we do it by using certain stunts, gimmicks and promo-
tions that have been working for us in Radio these past few
years — the ones with video appeall

So if we have a philosophy of programming, it’s simply this:
Ideas, well produced at the local level, should cost a lot less than
syndicated film and big-name Personalities, and still be able to
compete . . . provided the ideas are both timely and potent!

Now before giving specific examples, may we make another
statement which is part of our theory: namely, a local live
commercial, carefully thought out and delivered, can be made
more effective than the average filmed variety. It is our conten-

The above talk was also delivered in Chicago and San Fran-
cisco. Additional Questions & Answers pertaining to this talk will
be found in the respective sections.
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tion that the moment a commercial goes film, it takes a big
step from realism — the viewer knows it—and the potential
impact is reduced. In a filmed commercial, the viewer senses
planned cleverness —a good live pitch transmits sincerity and
friendliness! And these same potentials for warmth and realism
obviously exist in good local live programming of all lengths!
So WBAY specializes in local live shows whenever possible.

Our first local half-hour (Mon.-thru-Fri., 9:00-9:30 A.M.) is
PARTY LINE. Party Line is a combination of . . . (1) How
To Do It, (2) Trading Post, (8) Lost and Found Items,
(4) Club Calendar. Rog Mueller and Eddy Jason, of our
Radio Staff, are the principals in this Show. They have been
handling Radio Party Line since 1949, and TV Party Line
since 1953. The third member of the cast is our Party Line
Secretary . . . a smart housewife who works for us from 9:00
til 5:00, handling cards, letters, phone calls and visitors. We
frequently put her on camera with her reference files, only
because we want viewers to feel they know her personally. The
other Party Line “actors” are two of our office girls, who sit
at a card table, answering phones . . . penciling incoming
messages . . . and handing them to Rog and Eddy who are
seated next to them at a higher desk. There is no particular
stage-setting for Party Line. The floor crew simply plunks the
big desk and card table somewhere in the studio. In fact, a
studied carelessness is urged. Rog and Eddy keep a pot of coffee
on their desk —and the floor crew or other staff members
frequently get into the Act. If studio work is going on in the
background, it continues on . . . but always in the background.
Incidentally, our special PARTY LINE telephone number is
not only displayed on the front of the big desk for all to see,
but is also listed in the Green Bay phone book.

The announcer who introduces the show tells the format:
“Good morning ladies, for the next half hour we’'d like to be
of service to you. Write or phone us and we’ll pass along news
of your Church or Club Meetings, Bake or Rummage Sales,
Lost or Found Items including dogs and cats, Household
Problems, etc.”

Obviously, our problem here is to maintain video interest.
We do it by . .. (1) close-ups of found items, (2) how-to-do-it
skits, (3) photos of weddings, babies, parties, etc., and of course
there’s the action of phones continually ringing — girls writing —
and Rog and Eddy demonstrating commercials. Obviously, this
type of show is a natural for live commercials. The only jarring
note is when some national advertiser insists on tossing in a
filmed spotl
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In our opinion, a show like Party Line personalizes our
station — proves to our audience that WBAY is in the service
(rather than movie) business. We cannot afford to produce the
expensive documentaries of stations in large cities. Party Line
is a worthy substitute.

Our next live segment is the NOON SHOW (12:00-1:00
Noon). Here we open with a little one-minute “Getting To-
gether” skit, which varies each day. The Noon Show cast
includes Emcee, Bob Parker — a colorful pianist — a girl soloist —
our Weatherman —our Farm Director — Foy Willing and his
Western Quartette —one of our Newsmen — our special Guest
of the day —and Art Linkletter! The reason for ‘“getting to-
gether” quickly is to settle down and watch Art Linkletter
conduct his “House Party” . .. a 15-minute daily kine starting
along about 12:01. (And of course the 3-minute Foy Willing
stint is on film, but cleverly disguised.)

After appropriate applause and comment on Mr. Linkletter’s
performance, our local part of the Noon Show starts moving.
The format varies each day, except that Farm Market Reports
always follow clock-setting time at 12:30 on the nose. Guess
you know what variety of fun you can have with a simple, little
gimmick like clock-setting time. We try to make the most of it.

And that word “gimmick” is pretty much our answer to all
local live low cost programming — although we feel the word
“promotion” is a more appropriate word. We build these promo-
tions into our Noon Show . . . our Women’s Program at 1:30 . . .
Movie Time at 4:00 . . . Colonel Caboose at 5:30 . . . our News-
Weather-Sports segments at 6:00 and 10:00 P.M. . . . and our
various weekend slots. We’re becoming more and more live . . .
seven days weekly!

As we mentioned earlier, many of these promotions have been
carried over from our Radio Operation, provided they offer
video opportunity. One such promotion, a February-March affair,
is our ANNUAL RAFT CONTEST. It's our good luck in
Green Bay to have a fairly large river flowing directly through
town. During the winter, heavy ice forms and stops all Lake
traffic. But from mid-February on, the river shows signs of
opening — and that’s when the folks start betting as to when
the ice will go out. And it is WBAY that officially records the
exact opening moment! We haul a large raft, with a tall flag-
pole, onto the ice in early February — the raft resting 100 yards
upstream from our Main Street bridge. When the ice breaks up,
the raft settles into the water and sails downstream. Now the
exact second the top of the fiagpole touches the bridge is the
official time of River Opening. Viewers from a hundred miles

—92 -




round play the game with us— mailing in cards and letters
predicting the day, hour, minute and second. And the merchants
from near and far offer prizes . . . everything from Used Cars
to Toilet Seats! This makes for delightful local live programming,
adaptable to all shows — and the interest is growing each year.

‘Another typical promotion is our ANNUAL FISHING
PARTY. We start beating the drum for this one late in April.
The Party is held at Northern Wisconsin’s best Fishing Resort,
in early June. Working in cooperation with our Wisconsin Con-
servation Department and individual Game Wardens, we select
40 men from twenty counties — men who have contributed most
to wholesome outdoor life in their Communities during the
twelve past months. These men are our guests for three full
days of fishing and fun. Prizes of all sorts are awarded — includ-
ing (from Standard Oil) a Golden Bulll Here, again, is lots of
video. For several weeks prior to the actual event, we feature
films and stills of previous Parties, and the new *“candidates”
who have been invited. Then our camera crew has a workout
during the Party itself — after which there’s the obvious follow-
through.

This promotion builds for two months. It, too, is growing. And
the cost is practically nothing since we have an unlimited due-
bill with the Fishing Resort. Again, this is not a Sports Depart-
ment deal —it’s an over-all local program promotion.

We also consider our TOWN HALL PLAYERS a form of low
cost programming. The Town Hall Players consist of eight
entertainers who have been with us in Radio since 1940. They
follow the usual pattern of singing and playing on our Radio
Noon Show . . . and entertaining six nights weekly in various
cities and towns in our area. We slot them 30-minutes weekly
on TV for Wisconsin’s largest farm advertiser. Of course there’s
nothing unique here. But they add a lot in building a distinct
Personality for WBAY!

And there’s nothing surprising in our other local programs,
but we seem to maintain decent ratings at very low cost. Each
Tuesday evening at 10:15, we run a 7-minute Male Style Show,
sponsored by our leading Men’s Store. Each Thursday evening,
also at 10:15, we run a Women’s Style Show, sponsored by our
largest Department Store. It’s topnotch video, with client paying
for the “Act”!

Then each Friday evening, we play host in our big Auditorium
Studio to TEEN-AGERS . . . in cooperation with Recreation
Departments. At first we hired live Orchestras to furnish the
music. They were Name Bands, the best in our area. In 16 weeks

Teen-age attendance averag@nd 500 weekly. As an experi-
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ment, we dropped the Bands completely and started featuring
different Radio Disc Jockeys from our territory. Attendance has
doubled!

Another sure-fire 2-minute program: Our State Traffic Fatality
Map. This is a large county-by-county map of the entire State.
At the start of each year, each county is in white — indicating
no fatalities. But as a traffic death occurs in a given county, we
cover it with a black overlay — reporting the accident as we make
the switch from white to black. Whenever possible, we bring in
a State Traffic Officer to describe the accident and tell how it
could have been averted. It’s quite thought-provoking.

You’ll note that we emphasize daytime programming. And
the reasons are quite obvious: (1) our local attempts would look
pathetic against nighttime Network production, and (2) the
daytime segment is just naturally more informal and intimate
. . . giving us an opportunity for Personality Development. And
of course we have more open slots in daytime.

We're not afraid to compete with daytime Network as it is
produced today. This is not meant to belittle daytime Network-
ing. But it, too, is trying to be informal and intimate — so we’re
competing on the same plane. The extent of our success depends
on the impact of our local and regional Showmanship, versus
East and West Coast talent.

According to two separate Pulse studies, our local daytime
shows carry an average rating of around 5 plus— while the
adjacent Network shows run several points higher. However, we
feel that this difference is more than offset by the potential added
punch of a local live pitch . . . making the commercial in one
of our local shows every bit as effective as a national film spot.
We do not make this claim lightly. We’ve proved it many times
thus far. And we sincerely believe we’ll be able to keep on
proving it until Mrs. Glotz gives up her small-town Weekly
newspaper to subscribe to the New York Timesl!

So at least in the case of WBAY, local live programming is
not slipping. It’s definitely on the way up! So are the costs!
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QUESTIONS AND ANSWERS

Q: I just don’t want to be selfish. I can ask this fellow about
a thousand questions. Maybe I can meet you at lunch or some-
thing. What size production staff do you use, Mr. Evans?

MR. EVANS: That’s a tough question to answer unless we
use the same definition of “production”. In Green Bay, we
generally define production as the work that takes place in our
studios, not including on-camera talent — namely the work of
floormen, floor directors, cameramen, scene shop workers and
producer-directors . . . a total roughly of 23.

Q: What happens to your ratings during your local shows at
9:00, 12:00 and so on?

MR. EVANS: They drop. Our latest Pulse gives us an average
of 8. on our three daytime local shows. Our Network shows
run between 11. and 12. But we still feel these local shows are
a “must”. They give our Station a Personality. They make our
viewers feel that WBAY is part of their everyday living.

Q: You have no difficulty selling these local shows?

MR. EVANS: They’re sold out. In fact, they're oversold.

Q: How many salesmen do you have?

MR. EVANS: We have only two local salesmen in the general
sense of the word — one who covers Green Bay proper and the
other who confines himself to the small cities around Green
Bay. Then of course we have a local Sales Manager and a
National Sales Manager. We also have our own man selling
and servicing for us in Milwaukee, 100 miles south of Green Bay.

Q: Approximately what do you get for a local spot announce-
ment on one of these programs you are talking about?

MR. EVANS:On a local spot we tried something two years
ago and we are still sticking with it. We have a flat price for
our daytime shows. The Party Line and Helen Day shows are
$25. It doesn’t make much sense, and still we started it that
way and we are leaving it that way. We find that against our
competition we can hold up rather well. Needless to say, when
you have three Stations in Green Bay — you have competition.

Q: Do they charge more?

MR. EVANS: No, they charge less. We were on a full year
before they were. There were a great many antennas pointed
toward Channel 2. We had to bring up an experienced staff.
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Q: Approximately how many people are you covering with
these local announcements? Your market you cover with local
advertising; about how large is that?

MR. EVANS: I would say about a million. In other words,
we go south to a city called Fond du Lac, which is 65 miles
south. We go to Sheboygan, where there are four or five
wonderful Sausage Companies. You get one advertiser on, all
the competition comes on.

Q: There are three stations competing for this market?

MR. EVANS: That’s right. And we must remember that there
are three VHF-ers in Milwaukee, which overlap our southern
segment.

Q: Don’t you find normally that it costs much more to produce
a local spot rather than one that comes in ready to shoot?

MR. EVANS: Yes, but we sincerely feel that we have to do it.

Q: It’s actually more expensive to do a local commercial.

MR. EVANS: It certainly is. But as I said before, we try to
localize whenever logical. Our local 30-minute Party Line show,
each weekday, preempts Garry Moore's morning program. The
fact that we preempt Garry Moore certainly illustrates our feel-
ing about the importance of local live programming, regardless
of cost.

Q: You are doing it to meet competition. In other words, to
make yourself attractive to the local advertisers.

MR. EVANS: Yes, we feel the man on the sidewalk must
think we are his station, too. Our news department is practically
our promotion department. Our news department never misses
the starting of a church, a bazaar — anything at all.

Q: In Springfield, as in Green Bay, we have no effective
Advertising Agencies. I would like to know a little bit more
how you built up this Agency of your own. Is it a separate
corporation, a totally owned subsidiary?

MR. EVANS: It’s simply a glorified Sales Service Department.
Incidentally, just about every man in this “Agency” is on
camera at least once weekly.

This enables us to feature 10 or 12 different faces . . . to
break the monotony.
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LUNCHEON ADDRESS

By

AVERELL HARRIMAN
Governor of the State of New York

THE astonishing growth of television in the last decade is
testimony to the amazing flexibility of the American economy
and its power to pass along quickly and efficiently to the
American public the marvels developed in our engineering and
scientific laboratories. Just 11 years ago, we had only a handful
of commercial television stations on the air, and there were
fewer than 10,000 television sets in American homes.

Today, while you of television are still the youngest of our
communications media, you are certainly a whale of an infant.
I don’t have to tell you we have more than 450 commercial
stations, and more than 39,000,000 of our homes have television
sets. This means that television is presently available to approxi-
mately 115 million people, or two-thirds of the population of
the United States.

Television is a penetrating and demanding medium for a
political candidate, or any public figure. As a rule, the phony
individual exposes himself, and the ill-informed can’t get away
with it. There may be some people who can beat this game
for a time, but the perception of the television audience is acute,
and the medium itself is pitiless. In the same way, sincerity and
integrity and ordinary decency come across even when the
individual lacks glibness and finesse.

We all know that television has revolutionized campaigning.
The TV smile now is just as important as the old-fashioned
hand-shake. But there is one thing you haven’t been able to
do yet. You haven’t found a substitute for baby-kissing — or
patting babies on the head as our itinerant Vice-President does
so well in his missions of spreading American good-will around
the world.

And you make us politicians all work much harder than used
to be the case. In the days of William Jennings Bryan, a
candidate could deliver the same speech in every part of the
nation or state, improving it each time, polishing the sentences
that went well and cutting out those that laid an egg. Now,
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we must have a new speech every time we talk, and, if possible,
a new idea, and that’s even harder.

In the 1956 campaign, nearly §10 million was spent for radio
and television time. We businessmen have found it useful to
analyze statistics and to learn from this analysis.

So it might be interesting to note that the Republican national
ticket won by a percentage of the total vote which was about
equal to the percentage by which their expenditures for air
time exceeded the Democratic expenditures. From this, one
might figure that if the Democrats had spent more than the
Republicans we would now have a Democrat in the White
House today instead of a Republican.

I offer this statistic to you television enthusiasts for what
it's worth. For my part, I don’t guarantee it.

The mass distribution of television has given us a new and
challenging instrument for the strengthening and perpetuation
of our democratic form of government. Our system rests essen-
tially upon the premises that a well-informed electorate will —
over the years — make wise decisions. Television obviously can
contribute in unique ways to the formation of a better informed
public. In the past 25 years, democracies in many nations of
the world tottered; some fell. But here in the United States,
despite economic adversity and war, our system of government
has remained strong — in no small measure because the American
people have had wide access to news about their government
at home and information about peoples in foreign lands.

We must, however, be constantly on our guard against any
move to curtail the flow of information which has given our
society the strength it has today. Television has properly taken
its stand with radio, and the press in support of the principle
that the American people have a right to know what is going on.

Recently, there has been a disturbing evidence of a trend in
certain areas of government to cut the people off from news
of their government. I say that no public official — whether he’s
in the Pentagon or anywhere else — has the right to use a rubber
stamp marked “confidential” or “secret”, to cover up his own
mistakes, or to conceal information which is essential for the
formation of intelligent public opinion.

When I was in the cabinet I instructed all of my staff that
they were free to talk about subjects and activities in their own
fields without clearance from my office. I felt that even if they
made occasional mistakes, as we all do, that was better than to
appear to be evading or concealing information.

And I'll tell you something else that I never confessed publicly.
After some members of the cabinet had made some blunders
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—of course none as bad as Charlie Wilson’s — the President
established a rule that all speeches by cabinet members on
foreign policy had to be cleared by the State Department. Well
that was a rule I ignored. I felt I would rather say what I believed
rather than to have my speeches watered down by some cautious
State Department officer. Of course, I knew that if I made a
serious mistake, I'd get fired, but I preferred to take that chance.
Later on, President Truman told me I was “dead right.” He
said that he had never liked that rule, himself.

I was surprised when I went to Albany to find out how much
of the government’s business had been done behind closed doors.
The Legislature held very few public hearings, and one of the
first things I undertook was to force them to hold more. I
vetoed some bills because the people interested hadn’t had a
chance to be heard. Each year, the Legislature has been holding
more public hearings and I think it’s a good thing.

We have broadened public participation in State government
in many ways. We have sought advice from groups from all
over the State. We have asked their opinions, and we have
been guided by their advice. In the last two years, we have
held highly successful and productive conferences on juvenile
delinquency and the problems of the aging and the consumers.
A good friend of mine, and yours, General David Sarnoff,
accepted chairmanship of the Governor’s Industrial Safety
Advisory Committee. Last September, General Sarnoff and this
committee, sponsored a provocative conference on worker safety.

My consumer counsel, Dr. Persia Campbell, has developed a
practical program for consumer protection. For the first time
in the history of New York, we have legislation protecting the
installment buyer — and that’s just about every family. Last
year, we enacted legislation regulating installment sales of
automobiles, and requiring the licensing of finance companies
which buy installment contracts. This was done with the
cooperation of the responsible finance companies. Our program
this year is to extend regulation of installment sales to all goods
and appliances — among them television sets. You have a stake
in protecting the consumer against unconscionable credit and
service charges. As you well know, the phenomenal growth of
your industry would not have been possible without installment
buying.

The television industry has been plagued by gypping in the
servicing of television sets. Reputable TV service agencies are
as keen as consumers to get rid of the “gyps.” This is another
problem that needs to be dealt with.

In the past few months, we have seen what I think is a
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dangerous incident in our State Department’s attempt to block
the American press in its efforts to provide some glimmering
of information about what is happening in Red China. Last
August, you will recall, the Chinese Communists offered to part
the Bamboo Curtain for a number of American newsmen. But
the State Department refused to permit them to go. This was
a serious blow at our American concept of a free press. Three
newsmen who ignored the edict are now threatened with
reprisals.

The real victims of this policy, I am sure you will agree, are
not our newspapers, or radio and television, but the American
public. The American Newspaper Publishers Association has
called upon President Eisenhower and Congress to reverse this
policy. I vigorously endorse that stand, and I say with a
distinguished Washington editor that “such issues as this do not
involve rights of the press alone, they involve rights of the
people.”

You who control this infant giant of television have an
enviable opportunity to carry on and strengthen the great
tradition of our free press. You provide enjoyment and edifica-
tion to millions, but what’s more, you give light —in the faith
that with light “the people will find their own way.”




NEW YORK BULL SESSION
TUESDAY, MARCH 5, 1957

MR. HEINEMANN: Thank you all for inviting me. It seems
like I have to follow all the tough acts. It’s a rough one to
follow the Governor, but I think in attending these meetings —
and I have attended almost every one since its inception — the
big problem is that we all sit and do a lot of listening, the other
fellows talk about what they are doing.

Very rarely do we get the chance to ask the questions that
we want to ask and to make the friends that we want to make;
so I am suggesting today that we operate on a shirtsleeve basis.
Anybody want to join me, take their coat off, why, do so.

Are there any topics that you wish to discuss in Bull Session
fashion and, if so, can I have the first question either from the
floor or from the speakers.

Q: Relative to film buying, as a Canadian I am interested in
knowing if there is a current American yardstick which has a
relationship to rate card in both syndicated and feature?

MR. HEINEMANN: Who can answer that question? I can’t.
(Laughter)

Q: What is the range?

JOHN SCHILE: It's what the traffic will bear. Zero to ten
million dollars. There is no easy way to determine whether or
not you are being stacked. You find out when you have bought
the product and then it’s too late. There really isn’t any way
I know.

There is a moral in it. After you have bought it don’t look
over your shoulder, don’t feel bad. I think our country probably
has the widest range of film from one end to the other of any
part of the country I can think of. If there is one I would like
to know. I am speaking now of packages like RKO, MGM
and Warner Bros. that will vary, and I think Otto will bear
me out, from three hundred bucks to eighteen hundred.

MR. BRANDT: I am not saying.

JOHN SCHILE: There is quite a spread. That is how
ridiculous it can be, you know, and I do use the word advisedly,
ridiculous.
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NORMAN KNIGHT: There are some patterns in the business
that you find after you have been buying for a few years. By
that, I mean this: It’s like every other business, people do busi-
ness with people and as you strengthen relations with certain
business — I am sure Otto has, Bill has, everyone has — certain
relationships where you have done a favor for a certain company,
maybe it’s a regional sale, where they want a certain time period
and you gave them a time period. After you have bought a
couple of films a company pretty much knows what the price
range is for that quality film and for another quality film, and
for different quality for different types of film. The net result
being pretty soon you have got the general areas of understand-
ing for different types of film in different kinds of time periods.
You will never accomplish a rate card for the buying of film,
if that is what your question is directed to. There are a lot of
areas of understanding. A lot has to do with the actual value
of that film and it depends upon what you are going to do with
it and get out of it. If you have to sit and eat it without the
benefit of condiment, a buck is too much, and if you got a good
ready buying thing and it's developed a rating commensurate
with the time period in which you have to run and it’s profitable,
then, regardless of what you pay, it doesn’t make a lot of
difference.

You can take Badge 714 on a rerun basis and in one market
it runs at 9:00 o’clock on Monday, and it’s worth so much dough.
In that same market, you run it at 6:30 on Wednesday as we
do in Boston, it’s a Class B rate and Class B price for the film.
Most film companies now appreciate this.

COMMENT: If you are looking for a level for your market,
there is only one way you can find out, unless you have access
to your competitors’ figures, which you generally don’t have.
I think the only way to determine the level, is to take a chance
on losing a package; in other words, pick a figure that is
substantially lower than what they are asking and stay with
it and if you lose the package, or it’s too low you have lost the
package, but at least will be getting a better idea of the level
at which that market should be and you do that the next time,
if you bid for a package and you get them every time, chances
are your are paying much more than you should be paying.
That is true, there may be a hell of a spread between for what
you pay and what you might have had to pay. Then you have
established a precedent, too.

Q: Is there any generalization, regarding recapture of the
film prices from the client?
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KNIGHT: No, you can resell film product for any price you
want to sell it at.

Q: Of course, but do you generally realize the purchase value
of the film?

COMMENT: If business is good, you can make money. If
it isn’t you eat some of it.

KNIGHT: I don't think you can generalize about when you
do and when you don’t.

MR. HEINEMANN: I would like to add just one thing. In
the purchasing of film for use internally in shows we have found
a successful format in — particularly for small station operation
by simply making deals with them on pay per play. That may
not be news to some of you but it works pretty well. You can
finally talk them into the fact that you will take the whole
shooting match that you will use in your children’s programs
and otherwise, but you will only pay them for what you use
and when you use it. They don’t like this and they don’t want
to make it this kind of a deal, but I have made many deals like
it and it has worked very successfully because our investment
is only what you use, and they provide us with a library or if
it’s a tough situation we will buy the prints and they may make
a small profit on that. That is for the use of film internally
inside the programs. But you will find that it’s a pretty com-
petitive situation and in the buying of strips and in features,
I find the simplest thing is to call some of my competitors and
also make a few phone calls around the system and find out
what the other fellows are being offered and you will find that
is the easier way to operate. I found that over and over again.

I say this guy is in. He may not give you a total thing but
he will certainly give you an indication, you will find over and
over again, if they think you are a softy, they will find you.

I would like to add that the competitive situation in the
market is what governs these prices, not the rate card, not the
number of sets in the area, nothing, not the size of the market,
because there are markets a lot smaller than Washington, which
is the market that we work in, where a lot more money is getting
paid for film than getting paid in Washington, a lot smaller,
a lot less seats.

It’s just a competitive situation. The thing you have got to
guard against is the attempt that can occasionally be made by
a salesman to create a phoney competitive situation, where you
are told everybody is breathing down his neck to buy something.
Do a little offthand checking with some friends you have, find
out what the basis of this is, because a fellow can come in to a
market and create a lot of excitement in an awfully competitive
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looking situation and drive the dollars up out of all perspective
when the situation doesn’t actually exist.

INTERJECT: In a $600 rate card we have been forced
to just about in regard to all syndicated films pass it on to the
sponsor after the signing of the contract. You might have five,
six, seven or eight local sponsors capable of picking up a
half-hour night time spot a week, but you get into a situation
where this guy has a fall out of sales, where they are down in
an industrial area like ours, and he has a sponsor that has to
come back after a year, and he squawks after eight weeks. You
have got to let him out, because this guy is going to be buying
time next year, so you are stuck with 26.

If you deal with some companies, they will make you take
all 26 and you have got 14 paid for. So we have passed on every-
thing in the way of half-hours. Go down and see the sponsor,
he wants something.

MR. HEINEMANN: That is one way to do it.

INTERJECT: These film fellows as you all know are
pretty persistent and they will get one hundred and a quarter
out of advertisers, where you were going to charge seventy-five
or eighty-five for something like Cisco Kid.

COMMENT: We have got 107 captive sets.

KNIGHT: It’s like Tom O’Neil said several times, the biggest
gamble to take is not to take a gamble. I like our formula,
because we had all of the top-ten syndicated films in Boston
last month and that is because we own most of these films and
put them where we want. You buy your film, don’t you?

VOICE: Yes.

COMMENT: That is what I said. It's designed for a $500,
$600 rate card where perhaps you have one or two in the
market. As I said we have 107 captive sets.

KNIGHT: If you are buying film in quantity from a company,
most of the film companies we are doing business with today,
are represented by people who are very fair to sit down and
talk with, are reasonable, who will go with us on reasonable
requests. We will pay their asking price on high quality films;
we will want concessions where the quality is not high. I don’t
know if you have seen the change in the film business the last
few years, but the kind of people talking to us right now are
very fair and reasonable people for the most part.

COMMENT: The only point I was trying to make was not
so much in opposition. We felt in our market the best way
to get the films was to have these availabilities, because you don’t
know, you know something looks good to you right now; The
Last of the Mohicans looks awfully good, but maybe there is
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something good out in three months that is going to look a lot
better. So we found out that quality is means of availability.
It’'s what you can offer the client. Because more and more this
business is not the distributor or the syndicator coming to the
station, more and more this business is the distributor or the
syndicator going to the national or regional advertiser and the
advertiser coming to the station and saying what time do you
clear. We have six out of the ten top syndicated shows, but the
four that aren’t on our station, were shows we lost because we
didn’t have the availabilities. That is why we have gotten more
out of the area of spread buying and more into the area of
making prime availabilities, available to the shows we would
like to have in particular spots.

VOICE: Our biggest problem is now trying to buy more
film than we can buy because the syndicators are holding them
back to make regional sales. It’s difficult now to make them
have a one-market sale. '

Q: If you are taking the point of view of programming the
time yourself, what happens to the one you want?

For instance, the best example in national spot today is
Kelloggs, and we have both Hickok and Superman as most
stations do.

They have the time, it’s their show. If we want the show
and we don’t control it, we program it.

Q: Aren’t they putting a lot of stuff on the shelf?

JOHN SCHILE: Yes, but we have a flow. We have some
periods we control, that they are flowing in and flowing out
all the time. We have been stuck with films; sure we have, but
the control we have had over it is far more compensated than
that which we have been stuck with. Then the multiple run
provisions are the most important facet in every film buying
situation.

INTER]JECT: Brings up a point I would like to ask the
throng at large. What do the people here think of this multiple
run? Of course, it depends on markets I suppose but the number
of runs that you buy. We bought a package I will admit
recently, a syndicated package, which allows us four runs over
a two-year period. I wonder at the time whether we were
perhaps treading on a little bit dangerous ground. I wonder
if anybody else has had that experience.

MR. HEINEMANN: Anyone had that experience?

A SPEAKER: I think that varies market to market.

MR. HEINEMANN: Yes, sirl

COMMENT: We have had a recent experience with Margie.
We are in our third run on a strip basis and it’s an accumulative
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audience which is growing all the time. We have just had the
third ARB on it and it’s stronger than it had been before.

Q: What’s your market, sir?

COMMENT: Richmond. Incidentally, we have just found
what we believe a new and reasonable source of film profit.

A SPEAKER: This is a religious film, no doubt.

VOICE: This is not free film of that sort. We were ap-
proached by the recruiters who said, “Hay, how would you
like to have “Victory at Sea” for free” and I grabbed him by
the lapels and closed the door real quickly. He says “I can
deliver it.” “What can I do with it.” He says, “Anything you
want, you can sell it, it’s yours for free, if you give it prime
time.” “I am your boy, don’t leave.” Well, we had a sale for
it by 8:00 o’clock the next morning naturally on that basis,
but then they couldn’t deliver. Somebody had goofed.

It seems that the footage used for “Victory at Sea”, “Crusade
in Europe”, the combat footage, the actual combat footage in ]
“Navy Log”, “Air Power” and so on, is the same basic footage
as used in the Armed Forces’ own combat films release that
they used for public information and public relations purposes.
They are not all timed to twenty-six ten. No, fellows, this just
doesn’t work that way. They are timed from sixteen to eighteen
to twenty-six minutes. Some of them are thirty-six. But if you
are on the proper terms with your recruiter, he can get for you
the approval to use that film on a commercially sponsored basis,
to take five minutes from his film, providing you don’t butcher
it all up and give shreds, to make that twenty-minute film the
proper size to make a commercial package, and I have got one
sold, and the buyer loves it and I love it, too. It’s some of
the most exciting footage I have seen.

Q: It’s all narrated and scored?

A: It’s narrated and scored. It’s Hollywood style. It’s beautifully
done. There is one that we are going to use this Saturday night
called “The Silent Service.” It's a submarine story. It ran thirty-
six minutes. It just happens that there are two five-minute pieces
in it that lift out completely and comveniently.

Q: I thought there was somebody in NBC that would have
thought of some part of it.

VOICE: We have a show called “The Silent Service.”

Q: The Silent Service is a new series of—

A: I must have the first one. This is not that show. This is
actual navy combat footage that we are starting the series with.,
The Air Force has a batch of it.

Q: It come to you from the Navy?
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A: It come to us directly from the Navy, We naturally have
made some of our own.

Q: Same place you are getting it George?

A: We have made some of our own film to go on open-
ings and closings. We do the same sort of thing you do
in Boston, use of our own film facilities in making commercial
films. We are using live commercials on it. A big automobile
dealer has bought the package and he just loves it.

Q: Wouldn’t that come under the same classification as the
Big Picture, only in a Navy sense?

A: No, there is a tremendous difference. The Big Picture is
a film on the part of the Army to narrate what’s going on in the
Army today, and it’s narrated by a Tech Sergeant, and it just
doesn’t compare in combat footage. These are half-hour shows.

Q: What do you do with the sixteen minutes ones; cut down
two of them to make a half-hour?

A: No, the sixteen minute will probably come intact, and we
will take another one together with it.

Q: You are going to edit the film?

Q: Yes, but not piecemeal. I am going to be able to take
a big chunk, because everyone of them so far has worked this
way and I looked at fifteen or twenty of them. I spent a
weekend. We are working with the VA Navy Recruiting Office.

SPEAKER: At Bangor, we have a half-hour public service
show weekly through the local Naval Reserve group. They do
exactly the same thing. They supply us with a film for each
week. If it runs twenty-four minutes, they will send an officer
over who will talk for four minutes.

Q: Is it available to Army and Air Force, also?

A: There is combat film available in all the services. This is
where it started.

SPEAKER: They are loaded in Boston, because if they
don’t have it in Springfield, they send to Boston for them.

Q: Are you doing it in Springfield?

A: To a certain extent yes, not in half-hour form.

Q: Is there anybody else running “Victory at Sea?”

A: We also run “Victory at Sea.”

Q: Any problem?

A: No, they love the idea of running “Victory at Sea,” the
recruiters do.

SPEAKER: Get that for Savings Banks.

VOICE: It’s cooperative now.

A: It was on for a bank at one time. We tied this navy thing
that we do in with the local people and specialize from week to
week in various phases of it.
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INTERJECT: Getting back to this question about the num-
ber of reruns and film in general, there is one comment I
would like to make first, that we — some of us sitting on this side
of the table are in a very different position than a lot of gentle-
men on the other side. We hear interesting talks for two days on
high price station operation, many hours, and a lot of things
brought out for the past day or two will in no way apply to our
operation. In our situation we have got the situation of a very
highly unionized organization where an announcer, all he can
do is announce. One of the gentlemen spoke of spirit and morale
building, but you will find when you have got a highly unionized
station, spirit and morale is secondary.

On the idea of film, now speaking from a small station opera-
tion, I have found that film people who come in to us— Just
to give you an idea, our program department controls operations,
production, copy, the whole works. We have no department
heads, so that programming is pretty much the over-all picture.
We have found in a film man coming into us, two things that he
doesn’t know. He doesn’t know what to charge us, he doesn’t
know whether our offers are going to be ridiculous or not.
I go under the assumption that number one, I know he doesn’t
know what he is going to charge me and number two, any offer
isn’t ridiculous.

One came to offer me a half-hour. He said, “Here’s a terrific
buy, only $200.” We bought that particular package from him,
after probably three or four days of calling one another names,
for $60. We have a four station market. There are two cities,
Scranton and Wilkes-Barre, two stations in each area. There
is ABC and CBS, where we are in Scranton, and ABC and NBC
in Wilkes-Barre.

They come in right offhand, with the idea, look, if you don’t
take it I am going down to see your competitor, and that is the
guy who gets thrown out in a hurry, because we tell him that
is the place to go. Once you establish an understanding, regard-
less of how smart you are, with your film people, you can say.
“Don’t come to me unless you are sincere and serious,” and you
get along very well. Just remember he doesn’t know what to
charge you. You got to be somewhat realistic, but don’t be
afraid to make an offer which in comparison will sound
ridiculous, ‘because he is looking for common footing.

On the problem of reruns, a station where they get into
multiple runs, probably they have got house prints, it’s all
good and well. In our operation, we find if we get over
two runs, we are getting into trouble, we are finding ourselves
strangled toward the end of that two-year period, with a lot
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of property where we have no place to put it, because of the
additional features, particularly that are coming out, that we
would like to buy, but because of our commitments, we would
be pretty well limited. If we went over the two runs, we would
have to forego buying anything in order to get our multiple
runs across, or else because in some instances in small operations
your programming is strictly at a loss.

They are going to give you this song and dance, about look,
if you take four or five runs, the cost is going to be a lot less
per play, but believe me, if you have got competition in your
market your audience is going to be a lot less.

It might be worth while to forego a few dollars to hold a
two run. For example, we have a late show that goes on 11:30
at night. We play the first run usually in our late show. Then
we wait about nine or ten or eleven months, then play if off
in the early show. If we had to buy a multiple run in two years
time, we wouldn’t be able to give it that spread, the time that
you need. Then we wouldn’t be able to keep ourselves as fluid,
go and buy new property if we were saddled with a lot of runs.
I wouldn’t go above, if I were you, a two-run deal.

I think there is a serious point in film buying that we have
found anyhow, that in some instances feature packages have
come to us and they have got this great big song and dance,
oh, we are going to give you Humphrey Bogart and Ingrid
Bergman and all that, that is all good and well, but what else
are they going to give you, a lot of dogs that you are going
to have a tough time playing.

We have done this, not in every instance, but in some instances
without expending too much money. As I say, ours is a small
operation, we can’t spend an awful lot for features.

We have been able to select and we will work out an agree-
ment whereby maybe we will take one good one for every two
bad ones instead of one good one for every five bad ones, and
we got them to cooperate with us that way.

MR. HEINEMANN: Excellent.

MR. PETER KENNEY: One comment I would like to make
is I wonder if the film sales people know how to price their pro-
duct as they might have been a year or two ago. I am inclined
to feel the grapevine among film organizations is pretty good
now. If a competitive station in your market or you establish a
top price that you have paid or are willing to pay, something
else. Feature United Artists may have a relative value against
MGM and the price you or your competitor establishes deter-
mines the holding price or asking price.

VOICE: That is true, Mr. Kenney, to a certain limit. You
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see, our competitors are in the same boat as we are. We
can only spend so much money, and we know, too, our
competition won’t go overboard spending one hundred and
fifty, two hundred dollars for features. They have got to hold
the line just the same as we do. What we did try is getting
together all four film men, the four stations getting together.
We got together once, that was it, because we found nobody
would come in with clean hands; in other words I wouldn’t
tell my competitor what I was paying for a half-hour and he
wouldn’t tell me. That wouldn't work. This idea of friendship
in one certain area doesn’t go so good. But your own resources —
and you have got to be honest with yourself and honest with
your film ‘people — will determine in great part what you are
going to pay. I have found — of course ours is a new operation;
we went on in June of 1953.

We started out using an awful lot of film. Today we program
about sixteen features a week. So we are buying and as I say,
we are not overpaying, but we are trying to be awfully honest
with our feature men.

Sure, we are paying more today for a feature than we did in
1953 simply because our audience has increased, our ability to
pay has increased. I will tell you this, when we started in '53
we bought features at the time for thirty-five and forty dollars.
We are paying a little bit more, because we know we are in a
position to pay more.

I think it’s an understanding of each individual station. I
don’t think that you can set any kind of a yardstick or standard
for it. I think that the film salesman in general are pretty much
free-wheeling. They will tell you their boss won’t let them
accept anything under this figure or that figure, but I think if
you get enough scotch and soda you will find that the boss
doesn’t worry too much about it.

INTER]JECT: I think you gentlemen in buying film have no
problem in the buying of film. The subsequent selling of that
film that can’t be intelligently corrected by the judicious, pru-
dent and persistent use of trade papers.

Q: I have a question I would like to ask. It’s been bothering
me since yesterday. I was wondering how you reconcile being
dark locally, Saturday and Sunday?

OTTO BRANDT: The way we got into it, if I tell you that,
it might explain part of it. We at one time had a public service
stuff, which you have got to carry naturally. We decided to give
Sunday to the competition by blocking all the public service
stuff on Sunday afternoon. Since we had kinescope geared, since
we had crews sitting around doing nothing while the network
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was on, we decided to kinescope during the week while we had
the studios and personnel, kinescope our public service stuff,
make use of the crews then, and play those kinescopes on the
following Sunday which worked out fine. That kinescoping
plus the normal network stuff, plus what film material you have
is more than enough to take up any slack that you might have.

As far as the audience is concerned, I have noticed no dis-
advantage in doing this. It's true that we might put these public
service things on live, but it really doesn’t matter as far as the
audience, and therefore your over-all ratings are concerned.

I think we do enough spasmodically on those days live, special
events stuff, to maybe spice up the schedule and change the
pace a little bit, but you have got two areas there that first of
all are a little tough to sell. Sunday afternoon is not an easy
sale as you know, nor Saturday afternoon an easy sale locally.
And so on Saturday afternoon we block kid’s stuff, kid’s films
and the kids don’t mind. I think they’d prefer seeing a western
film than seeing some live shows.

Q: No participating live shows at all?

MR. BRANDT: No. Sundays we go on about 10:00 o’clock.
Saturdays about 11:30.

In answer to your question, John — I don’t know whether or
not I have —but it doesn’t seem to have any effect on the
audience reaction and it’s a lot cheaper.

There is very little on Sunday we have to worry about but
we can rejuggle or maybe change the time, but there again we
can get away with that. I would like to make a couple of
remarks. In getting together with your competition and com-
paring prices, I think it might be well to have your attorneys
along with you, because that might get sticky some time in the
future. Secondly, I think with the unionized operation your
remark that morale is a secondary factor, is something I disagree
with. I would be willing to compare Seattle anywhere in the
country as far as unionization is concerned. In fact, I think it
has the reputation of being the most highly unionized city in
the country and that doesn’t exclude Detroit and Pittsburgh.
We are very heavily unionized. As a matter of fact, we have
some secretaries who are members of IBEW. This is in our
programming operation. There isn’t any station that has a
greater percentage of employees in the union than we have.
But we have a very hapy relationship with the employees and
threfore with the union.

I think one of the reasons for it is that we have been able
to keep morale reasonably high by giving them a feeling that
they are participating in a reasonably fast moving, exciting type
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of operation, and the side effect of it is incidentally that you
get a lot of people participating in making suggestions about
programming or promotion stunts and what not. We get some
amazing things from people you least expect as the source of
ideas. But I think it all comes out of their feeling that they
are part of a team and this might sound corney and a little bit
idealistic but it works.

MR. HEINEMANN: I can add to that, too. We have found
along the same lines, we have established what’s called an Idea-
Board and it consists of a member of the continuity acceptance
department, one producer, one director, one assistant director,
one of the secretaries in the production department, who is
looking forward to becoming more than a secretary, myself and
executive-producer. All ideas that come into the station after
releases have been signed, the legal releases, are submitted to
this blackboard committee. Each one reads the idea without
knowing what the comments from the other person are.

All those comments come back, and then I read the idea
before it goes in and I read all the comments when it comes out
and find out several things. Number one, I may be, well, wrong
on a program idea and find that they have found something
very interesting in it. Also it does a great deal towards unifying
the station and giving us a better perspective on where we are
going. It works very well and also eliminates the accusation
on the southside that it’s a one-man controlled operation. It
has worked well for us.

Q: Otto, you are an announcer. For example, do they do any-
thing else other than announce?

MR. BRANDT: They sure do.

VOICE: It all stems into the contract. For example, the contract
that was signed in our station, the announcer, that is all he
does, his announcing chores, he doesn’t touch anything else. He
doesn’t work on the floor. He doesn’t get a chance to handle a
camera, he doesn’t push any buttons. All he is doing is announc-
ing and I think that the men have done themselves more harm
than good by getting mixed up with that type of a contract. But
they are very insistent that they were experts in one particular
field and as far as they are concerned they want to develop their
talents along the one line. As a result of that, other than give them
job security, their affiliations with the union have done absolutely
nothing for them to advance their knowledge and understanding
of television.

Along the line of planning that probably might be helpful.
What we have, we have a luncheon meeting every Wednesday
that consists of the general manager, station manager, promo-
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tion director, sales manager and program director, and it's
surprising how many program ideas, promotional ideas and
everything could be hatched around a discussion such as that.
At the end of the meeting —of course, prior to the meeting a
report is made as to what will be discussed at the luncheon,
so we don't get off on a half-dozen different tangents. Following
this luncheon meeting, the minutes of the meeting are recorded
and then when we establish a program idea or what have you,
we know that it has the backing of the top brass, as it were.
That has saved on awful lot of work, of a program man going
out and building up an idea, coming back and then have the
top man, say, “oh, we can’t do that, we don’t want to get mixed
up with it.”

I think the program director would save himself an awful
lot of time and effort, if he would work out with sales, promo-
tion, station manager and general manager.

MR. KNIGHT: Most people with union problems have a
large sized market, so what you said is quite understandable.
When Otto was finishing up his remarks; he said it might sound
like it's corny, and I think he is modest. It’s not corny. If it’s
corny, it’s corny in Boston too, because we have IBEW, AFTRA
and the Newspaper Guild.

If you have a major network affiliation, then chances are
with reasonably good operation your profit can be substantial.
If you have a major network affiliation and an aggressive opera-
tion, chances are your profit can be even larger. If you have a
major network affiliation, an aggressive operation and high
morale, then your profit can reach its full potential, because
when it’s finally said and done the places you need your high
morale the most are the troublesome areas, the fringe areas,
the sport events, the live commercials that go with the important
film show, the important live production, etc.

On the union negotiating level, we have been meeting some
of the very finest type of management personnel. When you are
sitting down with these people, nobody is kidding anybody else.
If you are going to do something to create good morale in the
organization, and if it'’s done with the intent of wooing over
unions, it's a mistake because they see through it in two months
and you just have all those things included in the next negotia-
tion. If managament and the department heads and everybody
in the organization were sincerely trying to build a team —1I
will use the word again just as Otto did — and you have got a
team-work spirit and it’s honest and legitimate and it’s because
you run an exciting operation because there is pride and success,
and because you have been generous, not ridiculous and not
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just fair, but generous; and when everybody knows that your
motivation is a sincere one and when you state your principles
of operation (to return a profit to your investors, to serve the
public, to do a good job for clients and to also be generous and
decent to all the personnel) then I don’t think that you have
any problem with unions.

We have all got written into our union contract that they
can only do certain things and can’t do other things, but they
do many things when that morale is there. For example, our
announcers are not supposed to do anything but announce,
and yet one of the best ideas we've ever used came from an
announcer who brought it to George Steffy (our Vice President)
and he acted on it and put it on the air.

Our engineers will argue with anybody who says that WNAC-
TV is anything except the number one station in the area.

Our newsmen will go way out of their way to do that extra
thing on a story. I am not talking about boys, I am talking
about mature men who are in all of the key unions and all of
whom face their responsibilities with the same spirit as a non-
union person. As a matter of fact, our concept is very simple.
Unions negotiate for union personnel, but every person in our
organization in Boston is treated the same, union or non-union,
and union personnel want more than anything else to be treated
like anybody else on the staff. They don’t want to be isolated
or segregated.

MR. HEINEMANN: Thank you.

COMMENT: I don’t think there is any station personnel
here that wouldn’t agree with what you said. You certainly
can’t afford to isolate your men or do anything that would be
antagonistic. However, we have found in the affiliation that
our men have, that the men who come in on the negotiations
unfortunately are not of the same caliber that you speak of.
For example, they pulled two strikes up in our area, both of
which have failed, miserably failed and did more harm to the
union than anything they could have done. So I think a lot
depends, too, on the type of personnel that represents the union.

MR. KNIGHT: Yes, no question about that.

MR. HEINEMANN: In that matter of morale, whenever
there is a new time period open on our station, we send out a
general memo from our office indicating this time period will
be open on such and such a date, any ideas are gratefully
accepted. You will be surprised at the answers we get. The
interesting thing is you will find out whether the people work-
ing for you are of the caliber to work on your station at the
same time.
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When they come up with a good commercial idea, it’s a
wonderful idea, so we have been able to evaluate our people
and weed out those who really don’t belong with the operation,
in the simple procedure of letting them know and at the same
time letting them become part of the planning. There are no
program managers that are geniuses, nor are they born that
way. Everybody is a program manager.

Q: I have a question for Mr. Schile. I was interested in
your talk yesterday on traffic problems which I think is a
real problem with a lot of stations. What I was interested in,
you spoke of a staff of two, I believe, in that department and
you are an independent station now. When you were affiliated,
Mr. Schile, did those same two people accept all network orders
sustaining and commercial and originate all documents pertain-
ing to network orders as well as your commercial contracts, and
do they also pool the copy for the books and insert the copy
in the announcers and directors book that you have reference
to? Just what do these people do?

MR. SCHILE: They did handle all the traffic, TWX traffic,
liaison between the networks and clearances and so on. They
handled all of the mechanics of the traffic and/or the final
placement of the business on the card index. They made up
the logs each day and the number of copies required to go all
around. They did everything but make up the book.

They had complete logs, but the book is something more than
a log. This then becomes another set of documents in a looseleaf
file. This was done by a girl who worked with these two people
in the traffic department, but comes out of programming, and
in that department would be working with the continuity
writers, jointly, in preparing the final books. One copy to
engineering, one copy to production, or the announcer booth,
rather, and one copy to the director. Two people then, one
from traffic and one from continuity and programming, put this
final book together.

But the two girls, one that is in charge of the traffic department
and an assistant — (We recently lost one to a competitor and
got a new one)—do all of this work. It’s a fulltime thing, I
will grant you, but the fact which I pointed out yesterday, that
we operate twelve hours a day with forty-eight people, obviously
not many assistants have assistants.

It’s a full-time job. It's pretty much the whole day, but I
don’t think it crowds them out of their fifteen-minute coffee
breaks and I don’t think they are particularly anxious to go
elsewhere, because the girls get paid decently for the job they do.

As I said, you have to consider that it’s more than just a
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clerical job, you may be able to hire a pretty good secretary
for $65, $68 or maybe $58 a week, but you can't hire a good
traffic girl on the same basis, because, comparatively, she must
be brighter, she must have more resourcefulness and must be
willing to turn out the day’s work in the eight hours assigned
to do it. From time to time we will have some overtime,
Saturday morning, but as a rule these two girls are able to do it.

Q: Have you been able to prepare your log so there is a
minimum of typing? Do you have a form for your time periods
already inserted?

MR. SCHILE: The log form is a master stencil and certain
parts of it is press preprinted. Then this is thrown into the
electric typewriter, typed out with all of the cues and specs.
During real busy periods, this may take six, seven and eight
sheets. During the month of January, when business falls off,
it may be a little thinner. In any event, this part of it is
done ahead. ‘

Obviously where you have a script for a given show, some
of this can be prepared well in advance. Then, too, you will
need to make Monday’s log in advance.

Q: I would like to talk to Mr. Evans and ask him two
questions. This morning I got the impression from Mr. Evans
that he has what he calls producers of programs who have other
responsibilities. I didn’t recall you saying anything about
directors. I am going to ask you just what does the producer
do after the show has been prepared now we are on the air? |

MR. EVANS: In our case the producer does nothing after
the show has been prepared . . . except start working on his
next show, we hopel We feel our local shows have relatively
decent ratings only because we spend a lot of time, effort and
money on them.

VOICE: The other question is sort of a glimpse at the future.
Your operation is similar to mine and I am sure to others here,
a lot of local programming and a lot of live commercials.

Are you anticipating the use of video tape in your setup and
if so would you comment on it as to how you might use it?

MR. EVANS: Very definitely —but we feel it's too early to
make plans.

Q: You are trying to get sponsors to use live commercials
on WBAY rather than any other form?

MR. EVANS: Yes, we feel a live commercial in a live program
offers the greatest potential impact. Incidentally, we're finding
it takes a big healthy minute, at least, to do a potent selling
job. Guess it takes big Agency know-how to sell effectively in
20-seconds.
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Q: You believe in your live commercials more than you believe
in film commercials?

MR. EVANS: Definitely. A film cannot deliver genuine
realism — and realism alone guarantees maximum impact.

MR. HEINEMANN: We are making a concentrated effort on
the directors position, too, and it has been a long hard pull,
because there are lots of areas that have control over lots of
functions of this television station. But we have established
finally the understanding with everybody that no matter what
happens on a show, commercial goes wrong scenery falls over,
camera goes out or anything else happens, it’s the director’s
fault. By making it the director’s fault and he is responsible
for explaining to us what happened, we then give one fellow
the control on the show and we are reestablishing the position
of a director who has been overridden for many years. It's been
a long hard pull for us but we are finally winning and it’s a
wonderful position, because then you have one guy who answers
all the questions and all the other reports are correlated and
analyzed certainly. I realize that if the scenery falls over it's
not his direct fault, but why wasn’t he there and all. It
helps a great deal in morale, I might add. After you get the
point established, it’s very difficult at first because of so many —
you know, operations, says “that is our function.” Sure, it's
their function, but I hold the director totally responsible for
every single second of rehearsal and the show, and this makes
it very easy with the sales people and makes it very easy in our
sales liaison with our clients when we goof and so on and
so forth.

MR. SCHILE: I would like to make one comment on the
effectiveness of film as against a live commercial, in a market
such as yours, or in relationship to a market like New York.
Obviously if you have a customer such as a department store
or a regional food account, the commercial is going to change
from day to day and it wouldn’t be possible to do it on film.

Now, whether this commercial can be done effectively, I think,
depends largely on the personality that is doing the job. I
think too many times and too often (not because of the stations
inadequacies in this respect, I think they do a fairly good job)
the agencies in small to medium size markets haven’t got the
guts to ask for an order in most of the commercial copy they
write.

I have gone into department stores where the advertising
manager has said “it won’t work for a department store.” “There
is no way you can prove it to me.” You gentlemen have from
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time to time, some of you have — those of you who have tight
halos have lighter money belts.

But from time to time you have been proffered orders from
mail-order companies, from the first we took some of these. Then
we started to pay our bills and we don’t accept them anymore.
We take only one minute commercials. But let’s admit these mail
order people write sell into their copy.

When they get through, they ask for an order. I walked into
Meier & Franks one day. They allowed me — fourteen of their
top department heads who were sitting around a conference
table. This is a big department store doing about 50 million
dollars a year and they have some very brilliant heads in charge
of these departments. I thought television might be able to do
something for them. I went through the pitch of grinding
vegetables all over the president’s desk, squeezing orange juice
into a glass, and when I got through, I said, “you probably
think this is ridiculous, but I bought this gadget in your
department store for $2.98.” I said, “how many do you sell
annually?” Maybe a gross?

I said “we sold 17,000 of them in nine months, at $3.98 on
TV. One item only, that you handle in your department store,
among one hundred thousand other items. And it must have
been satisfactory because we can’t drive the client off.” You
can’t insult them to stay out of the station.

They do it for one reason, they pay $185 for this late ten-
minute pitch. They have cut it down to three and they still
pay you the $185 and if you cut it down to one they will still
pay $185 for one reason, they sell the vegetable slicers.

If you can do it with one single item, if a commercial can
do that, it has the right to be there. The difference between
a live commercial as against a film commercial is not whether
it is or isn’t film; it’s how well it’s done and how well the
job of selling comes through.

MR. HEINEMANN: If I can add just one thing on that,
we have also been analyzing that same thing. I am one of the
people who believes in live programming. There are just a
few of us left, I guess, and we have found that the talent got
into a situation which they got into in radio, and that is the
basis of the cue cards.

We have now stopped autocue completely on our station and
use no autocue whatsoever. That is the thing that goes around
when you look at it, and also we have stopped the use of the
idiot card and that is the next move, to cut that out completely;
so that the performers are having to memorize the commercials
and deliver them with more authority and do a better job.
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This is an evil that everyone has fallen into and now we
are trying to correct it.

Q: I have a few questions now. Do you think — and I am
not addressing this to anyone in particular — that sponsors are
aware enough of just what a live commercial consists? All
too often it seems that live commercials are just a matter of
putting your talent in front of a camera and letting it go at
that. It's up to him to sell it. He may have a remarkable
demonstration to show, or any number of pictures but try to
get it out of the sponsor. Of course, some of it is our own fault
for not forcing him to do exactly what we think he ought to
do. Some of it is his own fault, some pure laziness on his part
or our part.

What is a live commercial? Does it consist of using a lot of
slides, a lot of pictures, or making —

MR. SCHILE: A live commercial to me is an extension of
the sales department of the particular sponsor for whom you
are representing goods, extending right into the home.

Q: I want to come back to John’s question about the food-
grater. I didn’t get the answer. Did you sell that department store?

MR. SCHILE: I suppose — Jack Meier of Meier and Frank,
is also one of our owners, I don’t know whether it was the
pitch I made or what. But they are using a lot of television
now . They are merchandising on television and they are selling.
The only thing institutional we have out of Meier and Frank
is the candy-cane at Christmas, sort of a poor man’s circus boy,
done with the cooperation of the Public Park Department. That
and sort of a church thing on Christmas and Easter, strictly
sucker list item, but other than that all of the television money
is spent to do a job, and so is Safeway and so are the Allied Stores.

Q: This merchandising that the department stores do, do
they send up a lot of furniture?

MR. SCHILE: The stuff comes in spurts.

Q: They put it up every day and take it away?

MR. SCHILE: Yes.

MR. HEINEMANN: Along those lines, we have been pioneer-
ing this window bit which was done as the result of a lot of
surveys. You have a problem, you know, about what is com-
mercial and what isn’t within a five-minute show, and they
made a very careful study which has proven to us that in
newspaper advertising a full page of advertising was really an
entertainment feature for many housewives and they get as
much of a kick out of reading that just as they do a catalogue,
as they do out of reading stories in a newspaper of hearing
programs on a radio or television station.
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As a result of that the program called “The Window” was
developed. I had something to do with it in Chicago and New
York, and it has worked very successfully. It’s not a five-minute
pitch for — but the girl goes through the department store each
day, brings to the program items that she has found. We had
to talk them into not mentioning the floor and the department
number and how much each item cost, but it has worked very
very well.

Goldblatts in Chicago bought it and when they buy something
it really has to be right, and here in New York, another depart-
ment store; and we are finally convincing ourselves and the
department stores that there is a great deal to be had in these
merchandising programs and we put them on the time of day
when a woman would be available. Ours happened to be into
the Home Show for five minutes.

New Orleans does it on the fashion idea and it works very
well; but the general idea of convincing a department store is
not exactly institutional advertising, because it’s the products
they carry in the store, but it also is very good program material
at the right time of day.

Q: Have department stores been difficult throughout the entire
country?

MR. HEINEMANN: They are. They seem to be the most
difficult coast to coast to sell on the value of advertising, because
they have been in the business so many years where they have
gotten a direct response from an ad in the newspaper and they
can’t see that direct response from television. They say, “I can’t
pin it down to that, and I can’t put so many units of sale to it.”

Q: Usually their advertising manager is a print man, too.

MR. SCHILE: He is afraid that his little empire of thirty-
five or forty people is going to crumble because he is going to
need four people.

MR. HEINEMANN: A word of warning. You have to be
certain he doesn’t dump the advertising on you that he doesn’t
use in the newspapers. You have to be absolutely sure that you
are the person who picks the things in the store that has to be
done on the show. This was the first thing I ran into and I
found I was selling all the dog items, and we should be selling
the things advertised in the newspapers.

Q: On that window, do you come back with a definite — so
you have covered these items — to get John’s point, you do pin

int.
poMR. HEINEMANN: Yes. We usually tie each day’s show to
a central theme. If it’s travel, you go to the store for all the
travel things. There is one item there which may not be related
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to travel at all, which is definitely the hard to sell pitch and
definitely to the one minute allowed and that is where they do
the $1.98 pitch and that is done by the same performer.

Q: Another question along this line. Does this whole area not
bring itself to that section of the code concerning shoppers services
where the one-minute rule is obviated?

MR. HEINEMANN: I don’t know how to answer that ques-
tion, except that we had to analyze that ourselves and be sure
that there wasn’t a five-minute pitch as against a poor guy with
about a one-minute later on in the day.

Q: I realize that, but I was just thinking of our own general
thinking here, if you are a real strict code abider, there is an area
under the heading “Shoppers Services” that gives you some
leeway.

MR. HEINEMANN: Yes, we have apparently used that leeway.

Q: If I may take a further question to somebody talking about
Teenage Party or Teenage Bandstand or something yesterday.
A: I was referring at the time to another station’s program.

Q: I wanted to ask a question concerning this on a day-to-day —
I understand whoever is doing it is doing it across the board;
maybe several of us here are: I want someone to speak from ex-
perience in running through the summer. How do you maintain
your continuity of kid performers?

A: We haven't had that experience.

INTER]JECT: We program ours, September through May,
Sam. It was a High School thing. Salute Bridgeport High School
this week, Bellaire High School next week. Then came the end
of school and we switched to what they called “Ogleby Park”
which is a big recreational center just outside of Wheeling
where they have a huge pine room which is used all summer
long. Saturday nights for teenage dances on the up and up;
I think the American Legion is behind it, you know, and the
PTA is all there.

I was directing the show at the time. The salesman and
myself went out every Saturday night for about a half-hour to
Pine Room dance and selected what looked like wholesome
kids who did some nice dancing and their attire was correct
for television and we would invite them on next week’s show.
Of course, the kids, regardless of their High School affiliations,
were thrilled to death being on television the next week.

During the summer we changed the complete set. The depart-
ment store incidentally had the show and it was very modernistic,
a long low type set. During the summer we duplicated the Pine
Room dance hall where we went out to get these students and
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we were very succesful. Of course, we had complete cooperation
from the Park.

Q: What time?

A: Six to seven Saturday night.

Q: What about the scheduling Monday through Friday?

A: Somebody talked about that yesterday. George Koehler
intimated it was on in the afternoon.

VOICE: Two-thirty to five in Philadelphia for a long
time. We studied their setup very closely, because we were
planning to do the same thing and couldn’t find someone to
pick up the tab. What they got into is all sorts of kids from all
sorts of High Schools, and they had a great big grandstand or
a bleacher on a very low budget show, two cameras, one stood in
the middle of the floor and caught the kids performing off the
bleachers. Then they backed up. The other took close-ups of
their feet. Bob Horn being in Philadelphia had the opportunity
to bring in the stars and the recording stars and he had inter-
views with them as a very small type teenage bar effect they
had at one time. It was a very simple show and there were
just pop records and kids dancing for hours on end.

We did the same thing on Saturday nights in fact and we
used three members of the floor crew who became very sharp
in pantomining. We called them the Innkeepers. It was during
the rage of all the trios and everything. We had a girl who
made a fortune. This girl became so good, that they made
a fortune.

Q: It would go down in the summer.

A: Make sure they are couples and dressed properly.

Q: Do you have any union problems?

A: We don’t. They will come flooding into the studios and try
to get into the act. Make sure only those who are invited show up.

Q: We have considered extending our ticket policy on it, so that
bonafide people can have a pair of tickets. We have the race
problem involved, too, in Virginia. I guess you have it anywhere.

But a bonafide couple can come in on a ticket, but we con-
sidered putting on the back of the ticket a disclaimer waiver
type of thing so that we have the right to exclude them, to
refuse them entrance, all of these things for no cause and
without recourse, and acceptance of the ticket accepts these
rulings or conditions.

Does anybody have any experience with that sort of thing?

We do that in exactly that fashion.

Q: How does it work?

A: Fine. The matter of the teenage show is a big problem. It’s
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a large problem and yet the ratings don’t really show across the
country as much as they should.

Some of the problems seem to be that the broadcasters are
failing to realize that the teenager himself really wants to be
an adult and there has been some success. I have some myself —
with programming an adult appeal show before the teenagers
and eliminating the teenagers from the audience, you are par-
ticipating as a dancer, because we found the only people watch-
ing were other teenagers and not the total family market. So
the attempt now is to build teenage programs which have adult
appeal and attract the teenager and raise the level.

The impression of the teenager is the dovetail haircut and
long pants and ridiculous things they wear. In the studies we
have made we find these exactly what they don’t want to do,
they are very reticent to change and slow to accept new ideas.
If you can build a program which really says this is an adult
program they will come to it faster than they will if it’s just
for them.

Also I have found that the most available time period during
the winter months is the five to six period in the evening, where
they are available because their family demands that they be
home. In the studies we have made we have also found that
the teengger will command a television set in a home where
there are younger children, and the younger children will
tolerate it because they want to be like the teenager. This
market is still open and has a long way to go.

Q: I was about to ask whether there is any other kind of show
in anybody else’s mind for the teenager except one of these dance
programs. That seems to be what everybody think of in terms of
teenagers. There must be other programs.

MR. HEINEMANN: We are in a different stage right now
for the different type of show, an adult appeal show which is
not designed for High School or High School participation. It’s
designed for family participation.

MR. FAY: Mr. Chairman, you have made some studies on
teenage operation here.

I wonder if you have been able to determine the relative
value assuming you can get a good teenage audience. What's
the relative value between a teenage audience, an adult audience,
or an audience of teenagers who buy your western material?
There must be a survey somewhere of the relative value of such
an audience.

MR. HEINEMANN: I can only answer that by example.
We built a show for the National Tea Food stores. They had
a problem like Coca Cola had a problem. They recognized that
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the younger members of the family needed to be trained, to
put it bluntly, to shop at their stores. There is a great market,
being only 189, of the kids go to college. The rest of them go
to work and get married earlier, and they need to be trained
in the right place to shop. So National Tea recognized this,
asked us to build them a program which would do exactly that,
so we built them a program with a popular disc jockey, a small
orchestra and name performers each day, but never played it
on the side of the teenager. We played it on the side of talking
to the parents. For example, on New Year’s Eve instead of
telling the kids to drive carefully if they borrowed the old man’s
car, we told the old man to let them use the car after he had
properly talked to them and that they know their responsibili-
ties. It was his job to point it out, always acting on the adult
appeal and letting the teenager go riding with it instead of
reprimanding the teenager openly on the air.

The specific question you ask in relation to the younger child
buying the cereals and the impact on the teenager; if the teen-
ager does the shopping in the home, you will find that the
than the recommendation by the pre-teenager. I put that very
training from buying or selling of commercials is much higher
poorly, but I am not an expert on this except by the seat of
my pants.

MR. FAY: You say it has some potential if you capture that
audience?

MR. HEINEMANN: Yes, I mentioned Coca Cola going across
the country. They are doing it because they recognize their
major competitor is getting that market and they will lose out
as that teenager grows older, because they will continue to buy
Pepsi Cola, whatever it might be.

MR. BRANDT: We just had some success with Best's Women's
Apparel Store in Seattle where twice a year we are going in there
and do a remote on Saturday morning at 10:00 o’clock, twice
a year with a series of about four shows on consecutive Satur-
days, a total of about eight shows a year. We go in there right
into the store and do a remote, have a guy and gal who do a
regular on our station. They act as the MC. It's primarily a
teenage fashion show. They interview the kids and get a tre-
mendous turnout. That particular department is on the fifth
floor and each Saturday they pick a different high school, and
that high school is honored with unusual tributes and what not.
It’s highly successful as far as Best's are concerned and they
really sell a lot of stuff with this and are very happy with it.
It’s a spasmodic type of thing.
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Q: Do you cover every high school in the city before you finish.
In other words, in the eight shows are there eight high schools?

MR. BRANDT: Actually, eight more than take care of the
schools right within the city limits.

Q: When you went through this experience, you covered
what you thought was the basic high schools in there?

MR. BRANDT: Yes, they are the biggest schools.

VOICE: Do you think in a little larger area, particularly up
there where we have a problem of different kinds of schools, if
we had to go up to twenty-six, spring thirteen and fall thirteen,
would you think that would be pressing the idea too hard?

MR. BRANDT: It depends how much money they are willing
to spend. You automatically have everybody in that school
watching. Kids from Fairfield High School are interested in
seeing what the kids in Lincoln High School are doing.

VOICE: What interests me is you can do it in a short period
of time.

SPEAKER: In the teens participation, in the schools partici-
pation in the fashion show, has this type of thing been done by
the same department store or school through strictly their own
end store and newspaper use of the same kind of notion before?
For example, in Richmond today we have a series of Saturdays
when high schools in the areas are hosting in the teen shops,
the teen departments in the department stores and they take
newspaper space on this and they do their own little business
there. I am wondering whether you had the same experience
of their doing it without TV before having —

MR. BRANDT: Yes, this is an activity that most of the larger
apparel shops are doing all the time. As a matter of fact, I think
most of them have a teenage director, someone who is in charge
of nothing but teenagers. Before television was ever thought of
they were going around to the schools, putting on these little
fashion shows in the schools or having kids come in the stores.
This wasn’t a new idea, but an adaptation of an old idea and
injecting it into television.

VOICE: Whatever it is, you made it glamorously exciting.

MR. BRANDT: It's not our idea, it’s theirs. They came to us.
We don’t claim any credit for it. It has worked.

Q: Do you know the percentage of efficiency of it?

MR. BRANDT: They are very close-mouthed about actual
figures as most local outfits are. I think you will all agree, they
are perfectly willing to make general statements about being
delighted with it and being the most successful teenage show.

Q: I have one further question on that. Do you have the
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cipal?

I;\'IR. BRANDT: You don’t do anything in the teenage field
without, number one, the school administration, number two,
the PTA groups. Other stations in town have had some sad
experiences, mostly in radio, disc jockeys getting off base; but
we don’t move at all until we first check out those few sources.

Q: Do you find them willing and cooperative?

MR. BRANDT: Yes. There is no question about this, because
it’s a very high class operation, and there is no problem at all.
Of course, the parents are anxious to get these kids dressed
better, and so they are anxious to get as much fashion informa-
tion crammed into them as they possibly can.

MR. HEINEMANN: Another subject, or are we on the same?

INTERJECT: I feel compelled to say — we made repeated
overtures to the school board and the superintendent of schools
to get permission and to get him to help us in originating and
conceiving something for the kids and it wasn’t at that time
this dance party idea. We were going to him with an open mind.

They just didn’t want to become involved. They just sort of
told us they were overworked, so as time went by, we wanted to
do something and went on our own. I don’t know whether
they liked it or not. I haven’t heard any complaints.

MR. BRANDT: Coca Cola came to us. They were doing a
show in San Francisco, the teenage dance party show, and we
got all excited about it. As a matter of fact, we sent our program
guy down to San Francisco. He lived there for two days just
observing how it worked, and everything went along fine. We
had a little trouble convincing the school people in the PTAs
that this was the right thing. It was a little different than a
fashion show. There was a dance involved. Some red flags went
up and they were a little apprehensive and suspicious, and we
cleared that.

MR. HEINEMANN: You have to change the distributor of
Coca Cola to some other area or another wife.

INTERJECT: We have a fairly successful kid’s program
— I would like to talk this program idea — it’s been very success-
ful for us for about a year. We got a hold of the supervisor for
the Public Schools and we had him on a quarter-hour show
called “Chalk Talks.” His show is designed primarily for the
first and second grader and his show is divided into two parts.
The first part, he takes the basic forms of drawing pictures, the
cylinder, circle, what have you. From that he develops some very
very clever pictures. He tells the youngsters, you can do this. This
is fine. Seven and eight year old youngsters can do it. Inadvert-
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ently, he got started — the teachers of his art class start watching
his show and without any to-do, without any fuss or anything at
all, these teachers use this particular example for their classwork
the next day.

The second part of his show he takes cartons — he is sponsored
by a dairy and this was a natural — he takes cartons of the dairy,
and makes little trains, carts, and what have you, and in the
arts and crafts classes a few days later, you will find the kids
copying what they have seen him do on the show. We run into
no opposition as far as the school is concerned. There is no
pitch that you have to use a carton or anything like that, but
the sponsor is happy, the school is happy. It plays up the fact
that the arts and crafts department of the local public school
is doing a terrific job. It carries over into the summer in the
playground. He goes out into the playground and in his own
arts and crafts courses in the playground he used various cartons.
It’s something that has been proved very interesting. It has
proved successful from a financial standpoint and it's one thing
you will get very little criticism on it. It won’t build terrific
numbers for you but will keep you in the race.

MR. HEINEMANN: Any other new questions or ideas? Have
you had enough or do you want to continue?

Q: I have one question for Mr. Knight. Have you traded for
any film up there or do you find it successful or is the stigma
lifted from those that traded for film in the very early days;
feature film specifically. The C & C TV package is the one I mean.

MR. KNIGHT. WNAC-TV, doesn’t trade for the C & C
feature films for the simple reason that those who owned the
films and who made the C & C trade deals purchased them from
RKO and the rights were reserved for the RKO owned and
operated stations, so we purchased the package; thus we didn’t
have to trade for the RKO films. Our ownership of the films
is due of course to Tom O’Neil’s foresight. As a matter of fact,
most of the feature concepts today are traceable to Tom O'Neil’s
original thinking and of course, it was his moves with RKO
that opened the vaults of the major studios.

Now, did you want to know if we have a policy on barter deals?

COMMENT: Yes, I want your opinion on this thing. Of
course, this extends into the hour and half-hour.

MR. KNIGHT: I want to honestly try and answer your
question, but if I go into too much detail stop me.

In regard to trade arrangements or anything else in station
operation, I have been in both small markets and large markets,
and I never felt that I should even at a session like this or at
any time say there is any certain way to run a small station,
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medium size station or major market station. Rather, each of
us in our own areas has to balance out and weigh, which is
the duty of management, all of the local conditions that apply
in each market and make the decisions which best apply to our
individual markets.

I do not criticize anyone who makes a trade deal today. How-
ever, as the fellows who have operated stations for any number
of years know, we have all gone through these things and we
did make one. I am one member of a three-man committee. I
have one vote. The other two members of the committee each
have a vote, Jim Pike, our film director and George Steffy,
our Vice President in charge of operations. It takes the unanimous
vote of all three to buy a film and one vote against it negates
a deal.

We meet and act immediately upon the solicitation of an
offer to us. Our committee did make a deal once to trade out
some film. It was a fair and reasonable arrangement and hap-
pened some two years ago. We were satisfied with it.

However, we felt we made a mistake then, because we didn’t
want the business to disintergrate into a trading business. I
felt we had made a mistake, because nothing’s good for us if it
isn’t good for the industry, and I don’t think it’s good for the
industry, that there are as many trading-out arrangements as
there are now. I do not criticize anyone that is now trading out
time for film, but I do mention for whatever it’s worth that we
have decided that we do not want to trade out any more of our
time for film and have not done so for the last two years.

In essence, I think what I have just said is that we have gone
through almost every area you can think of in trading. I think
we talked with every company that has had every kind of a
trade arrangement and it's our opinion that a trade arrange-
ment is not in the best interest of the industry or of our station
and we have not made one for two years nor will we in the
immediate future unless there is some substantial change in
our thinking.

INTERJECT: In the thinking of our station, and it also was
brought out very vividly by Clair McCullough, who is, I think,
one of the top men in our industry, and he said to be very jealous
of your time, it's the only commodity you have to sell. Once
you get in a trade deal you are losing some control over that
time period. You are going to have a continual hassle over the
type of commercials you are going to take, you are going to
find your national man getting very unhappy, because what
happens to his fifteen percent. You find you are making more
enemies involved in a trade deal than you will find in any benefit.
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PROGRAM AND STATION PROMOTION

By

EDWARD BREEN

President & General Manager, KQTV
Ft. Dodge, lowa

KQTV is a small operation. It is UHF, Channel 21. Thanks
to Bob Sarnoff, Harry Bannister, Tom Knode and some
others, it is an NBC affiliate. By virtue of P.E.P. and NBC
program service, we have 80%, of the NBC programs available
during the hours of our operation. Fort Dodge has a population
of 27,000. We cover eleven counties and parts of seven others.
Our conversion factor over the entire area is little over 60%.
In our own county, it runs 88%, according to the latest ARB.
The area we serve is partially served by three or four VHF
operations, all of whom claim to cover all of it. Actually the
nearest one is 42 air miles away — but that one is also the oldest
operation in Iowa and is owned by the State of Iowa, and at one
time had all four networks. They were on the air for three
years before we started.

I think you have guessed by this time that the home address
of our station is Poverty Gulch. So the first rule in our operation
when we consider promotion is this. Who do we sell it to and
for how much? Our promotions are, without exception, of
necessity self-liquidating. And at times we crowd public service
into a self-liquidating promotion.

A recent example is Farm Day. The principal business of
our area is farming. We dropped pro basketball that Saturday
afternoon and did a series of film shows on Iowa farms, plus
interviews with everyone from the National President of the
National Farmers Organization, the state director of the Farmers
Union, the county president of the Farm Bureau, the head of
Federal Land Bank for our area, the president of a large farm man-
agement company, the county agent, the head of a firm of live-
stock brokers and the manager of the Hormel Packing Company.
We also invited the manager of the largest REA in Iowa, the

The above talk was also delivered in San Francisco. Additional
Questions & Answers pertaining to the talk will be found in the
San Francisco section.
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heads of four or five co-ops in feeds, grains, and oils. We sold
enough in and around it on the strength of Farm Day to
make it pay.

That’s a recent public service that we considered also as a
promotion.

Another promotion that we sold involved the vote on the
corn referendum held in December. We got the state chairman
of the ASC program, the state secretary of the Farm Bureau,
the national president of the National Farmers Organization,
the president of the Farmers Grain Dealers, the Farmers Union,
the G.I. Farmers, and the president of the largest farm manage-
ment company in this state. We sold three out of the seven
shows we did. Vote on the question in our area was the heaviest
percentage-wise in Iowa. We got letters from a number of farm
organizations complimenting us on the programs. The vote
on the plans in our area was the reverse of what it was elsewhere
and was heavy enough to defeat the plan backed by Secretary
Benson in Iowa.

We believe that television is the greatest of all media in the
molding of public opinion. The man who was Congressman in
our district until last November believes it too. We made a
defeated candidate out of him. He was a Republican. He had
been in office twelve years. He was 64 years old. He was a
former state commander of the American Legion. His uncle
of the same name had been U. S. Senator from Iowa and before
that, Congressman from our district. The district had never
been represented by a Democrat. A young Democrat, 32 years
old, a minister from one of the less influential churches, ran
against him and beat him. A great factor in the defeat, the
former Congressman feels, is a program which we do once a
week called “Turnabout.” As its name implies, it is a program
on which both sides are heard. “Turnable” is fair play. These
two candidates each appeared three times on this program
during the course of the campaign. The election was close. The
young Democrat won. In the election contest which the loser
stated, the Republican running for his seventh term says that
we favored the winning candidate and that’s the reason he was
defeated. We deny this, but it’s nice to know that a little-bitsy
UHFer can command such respect.

This program “Turnabout” we consider a promotion. It is
always controversial. Every major office-holder in Iowa has
appeared on it; so have many of the state’s leading citizens.
They have discussed every question in which Iowans have a
special interest — the liquor question, Alcoholics Anonymous,
Are the Schools Teaching Johnny to read and write. We have dis-
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cussed Russia, Iran, Germany, the state speed laws, the need for
water rights legislation, and the farm program in all of its phases.
Its statements have frequently made tomorrow’s news. The last
program before I left home presented the Lieutenant Governor,
the president pro tem of the Senate and the chairman of the
School Reorganization Committee. The program is sold. It always
has been. It is a station promotion. If its present sponsor dropped
it, it could be sold tomorrow. The sponsor sells steel buildings
over ten counties. He had led the middle west in sales for his
company for three years. He has been on television with us
for three years.

We ended a promotion on Valentine’s Day that we thought
had a lot of appeal for women. We have a cooking show that
we have a lot of faith in, but we give it gimmicks. We asked
overweight women to write in late in December, overweight
women who wanted to reduce. We picked two and started them
in a contest agreeing to give the one who lost the most weight
a dollar a pound for every pound lost. The loser got twenty-five
cents a pound for every pound lost. They told about their diets
and weighed in every week in front of the camera. The winner
lost twenty-four pounds in about six weeks, the loser eighteen
pounds. The winner gave her check and an equal amount
to her own to the Red Cross.

The day that ended we started another little gimmick going
on the same show. We offered a hundred dollars to the first
person coming in with a parakeet that will say “KQTYV, Channel
21.” The catch is that the award goes down a dollar a day.
The winner did win $84.00. It only took her sixteen days to
get her parakeet to say, “KQTV Channel 21.”

Our good viewing area covers one hundred towns that have
high schools. We sent letters a year ago to the presidents of all
the senior classes, asking them to pick out the two best looking,
most talented, most popular girls in the class. We told them
that we were going to pick out the nicest girl in Northwest Iowa
and name her Graduation Sweetheart. We got entries from
thirty-eight schools last year. We got forty-five this year. We
had the girls’ pictures and their complete talent history. We
presented each pair on a fifteen-minute program in Class “A”
time, sold the program to a sponsor in the girls’ home town.
It was easy to sell. The girls came in; we talked to them, let
them sing, recite, play the piano, whatever they could do. It
made a good show. Local judges eliminated all but six. We
sent their pictures to Snooky Lanson and he picked the winner.
The prize — here’s one thing we dreamed up that we thought
was good. The winner got to take a chaperon and four of her
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classmates on an all-expense paid Slumber Party Weekend at
a lake resort. This year they are going to a very plush hotel
in Chicago, the Sheraton Blackstone. We fly them both ways
and they’ll go by helicopter from Midway Airport to downtown
Chicago. Some fun!!

Along the same line we run an amateur contest each year
that is a little different. We call it “Pathway to Fame.” We
recruit about five top acts from fifteen towns in our area. They
compete in a half-hour show on television. Voting is done in
the home town in five stores, the stores of the sponsors of the
program. In the final contest in which the fifteen winners from
the fifteen towns compete against each other (that program
runs an hour) ballots are again in all the stores. In order to
have your ballot count, you must vote for three people. That’s
to prevent each town voting only for its own. The grand prize
again is a trip for two.

One of the problems of a UHF station is to get people to
convert. We got a hundred service dealers and the Chevrolet
dealer and a radio-television distributor to sponsor a program
that ran every day for seventy days. We gave away a Chevrolet
car and seventy record players, one a day. People hzd to go
into a serviceman’s store, and sign an entry blank saying, “I
have a television set which can or cannot get KQTV.” We had
sixty-thousand entries. I guess some of them must have had
everyone in the family register.

We gave away another car, a Buick, on a bowling show. We
bought this film “Championship Bowling.” Each week to those
who beat the champ, we gave a certificate. For those who were
high, we had three prizes, a bowling ball, a pair of shoes, a
bowling bag. The thirteen winners bowled at the end for the
Buick. It was a good promotion for us. We made money on it.

These hundred small towns are our life blood. We have had
most of their mayors on television on a program called “Mayor
of the Town.” We have also collected a lot of pictures from
their Chambers of Commerce which we use on ID’s in unsold
time, and last year we started a deal where we go into a town
that is having a celebration and sell a package which puts them
on television on practically every live show we have. We give
a lot and sell a lot. One town of 900 last year paid us $1,200.00
for the week’s promotion. We covered the town’s history, its
famous citizens, its schools, churches, clubs, its heroes in war,
and its good neighbors in peace. We had the sewing circles in,
the P.T.A,, the D.A.R., the 4$H Club. It was a wonderful
experience for us and I'm sure they enjoyed it.

Right now we are doing another show which we call “Calling
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Ed Breen” I do it because I have become a more or less
controversial figure in the area because of a daily column I
do on radio, called “It Seems To Me.” “Calling Ed Breen”
furnishes an opportunity to the listeners to talk back. I start
the discussion and then wait for the phone calls. They come in
all right. We caught a sponsor the first night it was on. He
called and said, “I'd like a piece of that show.” It requires
almost no equipment except a phone and a strong left arm.
I'm on the phone for twenty-four or twenty-five minutes out
of the half-hour. I stand at a sornt of lectern on the front of
which we have a three-minute clock. This one-armed clock is
a device for limiting the calls. It is made out of a timer from
a pin ball machine. We set it ahead of each call. When the
three minutes are up, I say goodbye to my caller as gracefully
as I can. It's fun and people love it.

The biggest single device we ever came upon for bringing
in the mail is an idea caught from a guy named Francis Fitz-
gerald, Box 10063, Charlotte, North Carolina. If you want to
use it, send him $20.00. He’ll give you the format. For free
I'm going to tell you what we are doing with it. In twelve days
we got in over 6,000 cards asking for these viewer licenses. The
next day we started a town promotion that will net us $3,000.00
for 150 20-second spots during the week of March 10th. The
viewer licenses that we send out each carry a number. Here is
one. We went to the merchants in our town and said, “Look,
we have over 6,000 of these viewer licenses in the hands of people
in the twelve counties comprising our trade territory. We are
going to let you in on something. We are going to let you use
our numbers in your stores. We'll supply two to a store. You
hang these numbers on merchandise worth not less than $25.00
and away we go. We'll tell our lucky viewers and they’ll come
trouping to your store. We’'ll give one of them, in addition, a
trip to Chicago and we’ll give the store manager whose store
that treasure is found in, a full week’s vacation in Minnesota
for himself and his family at a very fancy fishing lodge — all
expenses paid.” The first afternoon out, we sold ten stores. Our
goal is fifty. Here’s a map showing where the cards came from.

All this is station promotion. What do we do for the promo-
tions of programs? Well, we do somersaults occasionally. They
don’t cost anything and they keep you healthy. Sometime ago
we were not getting “21” on our station. We thought we should,
so we called NBC and said, “Look, unless you’ve got tired blood,
anyone ought to know that 21’ would just go extra fine on
Channel 21.” You know, someone liked that idea. We were
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ordered for ‘“21” and my friends, so were three other Channel
2’s. You lucky guys.

“Wells Fargo” was due to come on NBC at 7:30 P.M. March
18th. That’s my birthday. I said to an assistant, who is a smart
young fellow on the telephone, “It wouldn’t be right for me
to ask NBC for that program for my birthday, but maybe you
could.” He got on the phone, and we got it. Now we have
found an old Wells Fargo sign in our town. I have had a
picture taken of it with one of our cowboy singers standing in
front of it. We are doing an interview with an old Wells Fargo
express agent and on March 18th, I'll receive a telegram from
the star of the show and also a birthday cake with Wells Fargo’s
best wishes enscribed on the side. Everyone knows it's my
birthday because for years we've tied it in with St. Patrick’s
Day, March 17th.

None of these things cost money. If they did, we couldn’t
do them. But they've made us friends and listeners. Some day
we believe they’ll make us money.

QUESTIONS AND ANSWERS

CHAIRMAN: Thanks Ed, for a very interesting and enlight-
ening exposition of how to program and promote a television
station. I am sure there are folks in the audience who would
like to ask you some questions. I would like to know how big
a staff you have up there to do all of this. It sounds to me
like you must have a couple of hundred people.

A: We have seventeen, Alex.

CHAIRMAN: Will you come back and tell us how you do that
with seventeen people? Anyone else have a question?

Q: So many of the things you do would seem to me to be
making news — like that “Turnabout” show. Do you get reason-
able response of press locally and in the area newspapers?

A: In the area newspapers, yes. That is, the state newspapers.
In the local newspaper, none — because we don’t own it.

Q: How do you get around the lottery angle on these
numbered cards?

A: There is no lottery there; there is no consideration. They
pay nothing for the card.

Q: Isn’t it considered consideration when a person has to
get in his car and go downtown? Isn’t there a recent decision
on that?

A: I think so. I think the F.C.C. has so ruled, but that case
is still pending. Since then a decision of a Federal Court has
voted that picking up a card is not consideration.

— 136 —




Q: How do you pick the numbers?

A: We just give them the number that's there when they
write in. These are consecutive numbers.

Q: How do you pick the number that goes on the merchandise?

A: That is selected, really, by geographical consideration.

Q: Ed, we missed the first portion of your show and I imagine
it was equally as interesting. Did you discuss news from any
angle; or if you didn’t, describe a little bit about your news
operation.

A: Well, that’s another thing that we don’t do a lot of, but
I think we do is well enough done to satisfy the sponsor, let
me say that. Our present news operation is geared with our
radio operation. We have twenty-six correspondents in the field.
We have a couple of people who do nothing but handle news
in radio and television. We do one newscast a day, at 10:00
o'clock at night and that runs twenty minutes. We recently
changed the format of that completely. We have a man stand
against a map which is as long as half of this table, and his
weather is over here (indicating). He has a sort of a shelf over
at this side that he can use for placing his news on. He walks
back and forth a good deal and points out things on the map.
He also uses a weather board very effectively. He uses three
weather boards —one of them is a map of the United States,
one is a map of the area and the other is a map of Iowa. They
are all paper maps behind glass. We tried plastic but we don’t
like it at all. These slide like windows in a frame. You see one
at a time and he will slide one and you see the next one, slide
it and you see the next one. Then over here, into the thing
they slide, there are eight paper tabs, like this, on which we
put the present weather, the barometric readings, and so on.

Q: Do you use lots of pictures?

A: Yes, all our own, though. We once subscribed to one of
the services. At the state the art was in then it was not very
good. We kissed it goodbye. We use a lot of our own film, a
lot of slides.

Q: On that “Calling Ed Breen” deal you were talking about,
did I understand you to say that you were using “beeper” phones
to air their conversations?

Yes.

: What time do you run “Calling Ed Breen"?

At 9:30, following “Robert Montgomery presents”.

: This is a thirty-minute show?

: It is a thirty-minute show.

: Give us a little idea of what kind of subject reaction you
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get. I would assume there is quite a little carry-over on this,
due to the fact that you are Master of Ceremonies on “Turn-
about”. There must be a lot of that that moves on over there
with you. Would you give us some examples of some of your
most unruly type calls?

A: I don’t get any unruly type calls. I wish they were more
unruly. In the first place, they probably think Breen is a tough
customer anyway, why get too tough on this call. But we discuss
things like — we had an awfully bad nursing home fire recently.
I guess everybody in the United States has nursing homes. We
had a fire up there where sixteen or eighteen people were killed.
I had written on “It Seems To Me” about a similar sort of thing
two or three nights before, and I started out and said, “Anybody
interested in talking about nursing homes tonight?” I try not
to inflict my opinion on people who are calling. I said, “Is
anybody interested in talking about nursing homes?” Yeah,
there were people who were interested. I finally talked to one
woman about nursing homes —1 would like to get her on the
air for an interview. She drives a delivery truck, believe it or
not. And she had that kind of a voice —a big, full fog-horn
voice. She said she went to a nursing home where they had the
front door locked from the outside. This, she thought, was a
horrible thing. Suppose there was a fire there? Someone would
have to run out the back door and come around and unlock
that door from the front in order to get people out of there.

Q: Did she, in this particular case, happen to name the home?

A: No, she didn’t. But it wouldn’t have made any difference
if she had; I think she could have proved the thing, anyway.

Q: Have you had any suits or anything?

A: I am just waiting for a lawsuit.

Q: How long has it been going?

A: It hasn’t been going for very long, but I have been waiting
for three years on “It Seems To Me”, for a lawsuit and I haven’t
had one yet. I think that’s a poor record, really.

Q: Have you ever received any “gag” calls?

A: No. Once in a while I get a funny call. The other night
I said, “I wish I could have stayed home to see the rest of
Robert Montgomery so I'd know if he got the girl.” A woman
called and said, “He got the girl, all right.”

Q: What time do you run “Turnabout?”

A: “Turnabout” is at 7:30 on Friday evening — follows
“Blondie.”

Q: You were able to put these programs in “A” time. Do
you think they will do as well, or any good at all, on a weekend,
or anything like that, when you have network competition?
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A: Yes. We are competing with networks. You will remember
that at 7:30 I have CBS and ABC barreling in there.

Q: Do you get both male and female callers?

A: Yes, male and female.

Q: Have you had any special format on “Turnabout”, or is
it the ordinary garden variety of panel discussion?

A: Well, I guess it is pretty garden variety, except that we
insist on a controversy. That is one thing that politicians were
tough about — it wasn’t easy to get them to come on this thing
to begin with, because they didn’t like to have somebody heckling
them. During the campaign, in order to make the thing fair,
when I had a Republican on, I would ask the Democratic State
Central Committee to get me somebody to interrogate him.
When I had a Democrat on, I would ask the Republican State
Central Committee to get me somebody. They got me some good
people.

Q: What do you do — have a man on and allow him to make
a statement and then have people pitch questions at him?

A: Usually about a five-minute statement, and then we get
right into the questioning.

Q: In other words, it’s not a give-and-take, but rather one
man’s opinion and his point of view against another’s?

A: To a degree, and sometimes when we are not political.
For example, when we had this “Are the Schools Teaching
Johnny to Read”, we got a critic from the local area, we got a
teacher from Iowa State Teachers’ College and one from Drake,
and also one of the local teachers. One of the local teachers was
in agreement that our present system of teaching reading was
poor. So, it was back and forth, and I was acting as moderator.

Q: Ed, have you taken any surveys on “Turnabout” and this
other show, particularly, as to share of audiences you have?

A: Oh, I don’t think “Turnabout” is ever going to break any
records per share of audience, but it sells buildings for the
sponsor. He has been at the top in eleven states for three years.
He attributes it to television.

Q: I am still impressed with this seventeen man staff you
have accomplishing all this. What hours do you program daily?

A: From 2:00 o’clock. I guess you weren’t in here when I
told that. From 2:00 o’clock in the afternoon until 10:30. We
run a little longer on Saturdays and Sundays.

Q: Do you restrict your live programming to an eight-hour
shift? I mean, do you program from the time you sign on until
the time you sign off?

A: Yes. This is a one camera operation, by the way. Some-
times I wish it were a no camera operation.
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PROBLEMS OF COLOR TV

By

PHIL WYGANT

TV Production Supervisor
WBAP-TV, Ft. Worth, Texas

Y TOPIC, “Problems of Color TV” presents a problem in

itself. Naturally color TV creates problems for everyone
involved — from the station owner on down to the floor man.
There are different problems for management, engineering and
production to solve and there is probably only one, that I'll
discuss later, that is common to all departments. I, personally,
am more concerned with production problems at WBAP-TV so
the larger portion of this discussion will cover some of the
operating problems.

So far, I've used the word “problem” numerous times and
never once mentioned the word “solution”. And besides that
I'm not telling you anything new when I say that there are
problems connected with color television, so let’s consider some
solutions. Naturally, the very first consideration will concern
management, and that is “what will all this cost?” It would
be a waste of your time here to list the prices of cameras, lights,
projection equipment, and so on. There are price lists available
that you can easily check. If live studio color is being considered,
the question of one or two studio cameras quickly arises.
Certainly a very satisfactory job can be done with one camera,
particularly if it is on a dolly or equipped with a zoomar lens.
Many stations are doing a fine job with only 1 color camera.
The feeling at WBAP was that it was desirable to convert
successful black and white programs to color in the same manner
in which they were on the air, so two studio cameras were
purchased. After the question of “how much” is settled, the
next is “when”. Speaking from a production department stand-
point, it is highly desirable to start into color TV before the
home receiver count gets too high. There are many surprises
and many things to learn, so we feel that plenty of time should
be alloted for experimentation. From a financial standpoint it
may not be appropriate to start into live color until the set
saturation rises. These factors you can weight for yourselves.
Of course, there is the publicity and prestige value of being
first in your area.
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To mention now a few specific problems, let’s move on to
the Production Department, and talk about lighting first because
it involves money. Most stations use between 100 and 200 foot
candles of light for black and white. We believe that as a mini-
mum for color 400 foot candles is necessary with 500 desirable.
(Some stations are using less light, but I, personally, don’t see
how they can get by.) To provide 400 foot candles of light,
anywhere from 3 to 4 times the number of light fixtures must
be added to the studio ceiling. Stepping up the lamp wattage
helps, but not too much. Lighting is extremely critical. You can
often get by with small mistakes in black and white lighting,
but not so with color. A light meter is essential. Because small
intensity changes are important, you’ll want more control equip-
ment, such as dimmers, than for black and white. Don’t sell
lighting short. Many times it seems as if studio lighting is an
afterthought. Good lighting is essential for color! It takes more
than just a technical knowledge of light to come up with a
good color picture —it takes a lighting man with imagination
and an esthetic sense. Also don’t overlook the power require-
ments for all these lights and the air conditioning to get rid
of the heat. As for sets, more consideration has to be given color
values and especially their rendition on black and white re-
ceivers. Therein lies one of the major problems in set design.
A set may look fine in color, but lack the contrast for good
black and white. The second major problem in set design is
the effect of set colors on foreground subjects, whether they
are products or people. The only solution to these problems is
experimentation. Paint a set and look at it on the system. In
the majority of the cases some revisions will be necessary. I wish
it were possible to tell you that certain colors look good and
certain others do not. It just is not possible, there are too
many variations of any one color, such as hue, saturation, trans-
luscency, etc. I can mention some colors to be suspicious of:
white, black, yellow and red (especially on sets). There are
instances, however, when these colors can be used most success-
fully. The art department should not have any major problems
with color, since most artists are accustomed to working in
color. Once again experimentation will give the artist at least
an idea of which colors to avoid. The rules of good taste espe-
cially apply to color art. You may be in for some surprises
when you make slides of the art work and then see the slides on
the system. Some colors change radically, due partly to the film
characteristics and partly to the color projection equipment
characteristics. Here again experimentation is the answer. Al-
though we have made extensive tests and made every effort to put
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the results down on paper, there are too many variables and
it is too difficult to continue testing to find the exact cause of
the descrepancy. The engineering department does not have too
many new problems — only more of the same ones! We’ve found
that most everyone, with practice, can line up a satisfactory
color picture. The question arises: “How many additional people
do you need on your staff for color?” Our answer is none — if
some of the staff members can find some time to work in some
added duties. We've found that with the enthusiasm for color
TV, staff members have themselves found the additional time
to take on the extra work.

Since we’ve mentioned “time,”’ let’s examine this 'problem a
little more closely. And time is definitely a problem — perhaps
one of the major problems. In fact, “time” is the one problem
that concerns everyone. How much more time? It is hard to say
exactly for every department. For the set designer, the commer-
cial artist, the lighting man, about three times as long as for
comparable black and white work. For the engineer, it takes
about four times as long to prepare the cameras for the air. For
the program director, twice as much consideration must be given
program location, personnel available, etc.

I would like to get in a word about my favorite subject con-
cerning color TV: “Panic.” Starting out into the relatively unex-
plored regions of color TV is quite similar to the beginning days
of black and white. You are perfectly aware how hectic the first
days were. If you believe everything you read and hear about
color TV, you soon come to the conclusion that color is a big
black monster and something that shouldn’t be touched with a
ten foot pole. It just is not true! If your first attempt should
be blue and turns out green, don’t panic! Take time for consid-
eration before jumping to conclusions. There are so many vari-
ables that any number of unsuspected things may be giving
trouble. Our solution when something does turn out differently
from the way it was planned, is to let it go until the next day
ind look at it again. Assuming of course that the black and white
picture is satisfactory.

By now you're wondering what all this has to do with pro-
gramming. I contend that the problems of all departments must
be considered by the Program Director. A program in black and
white today cannot go on the air tomorrow without adequate
forewarning. The commercial artist will need time to prepare
the art work and check it on the system to see if the desired
results have been achieved. The set designer will want to select
the proper colors and try them out. The chief engineer will need
to schedule his men so that enough are on duty three hours
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before the show goes on. Consideration will have to be given
to the length of time following the preceding program to allow
the lighting man to set up and check his lights. If there are any
lighting effects the lighting man will need adequate on~amera
rehearsal time. After making allowances for everyone’s problems,
there should be no reason why any program could not be pre-
sented — unless it be for economic reasons. Remember, it takes
three times as many tube hours to put on a color program.
Currently WBAP-TV is programming 715 hours of live studio
color each week. We have aired programs as long as 314 hours,
and on occasions presented all of our programs for one day in
color. All without too much difficulty.

In conclusion — there are many new small problems, but none
that cannot be solved.

QUESTIONS AND ANSWERS

(Chairman) : I wonder how many in the room are in color
now, originating in color? How many of you are planning to
go into color in the next year and a half? What questions can
you ask Phil that will be helpful?

Q: You mentioned you were using 450 foot candles of light
and some were using less than that. I presume that is incident
light rather than reflective light?

A: That’s correct.

Q: What lens stops are you using? I am curious about that
because they have been giving us a pitch about less light than
that.

A: Of course, as tubes get older they demand more light and
you start opening up the iris. If I am not mistaken, we are
operating about at f. 8.

Q: That doesn’t give you much depth.

A: Not a great deal, but it’s adequate.

Q: Secondly, you mentioned that dimming did not actually
affect appreciable the Kelvin temperature. Is that correct? Or the
Kelvin temperature doesn’t affect the cameras so much?

A: Of course, we would never turn on all the lights and dim
them to half intensity, and shoot it that way. We can operate
nicely with 809, of the lights at full intensity and 209, down.

Q: You do find, though, that the Kelvin temperature does drop
off with the dimming, which will eventually affect the camera.
Do you drop off very rapidly?

A: The Kelvin temperature does affect the picture — about in
proportion to the light intensity.

Q: These are a whole bunch of scattered questions. Have you
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done any cross fading as far as dimmers are concerned, with
color jells, and what has been your effect there?

A: Yes, we have, as long as the dim doesn’t take too long,
there is not too much trouble. Sometimes trouble shows up, but
it only appears to the video engineer. Lighting with color jells is
rough. When you have four hundred to five hundred foot candles
of front light pouring in, you either have to get your subject
a great distance away from your backgrounds or you have to
pour a tremendous amount of colored light in to saturate. Of
course, when you use jells you are knocking off a good per cent
of your efficiency in a light anyway. I was talking to a fellow at
NBC, and it seems they have come to the conclusion that it’s
a great deal cheaper to call in a crew of painters and paint a
background blue than to try to do it with lighting.

Q: One other question, and that is make-up. How much and
what kind?

A: Max Factor makes a color make-up that is very satisfactory.
For black and white, we first used make-up on everybody that
was on camera from two seconds on. Right now, with the set
saturation as it is, we don’t think it is too important to have
everyone that appears for a short length of time made up. Ad-
mittedly, it does hurt the color picture somewhat.

Q: Some of us, when we get into this thing — I particularly —
will have a labor problem. How much more money is it going
to cost me? How soon do you bring in a crew?

A: Well, when we first started, we turned the cameras on
three hours before the show went on. Now they are down to
turning them on an hour and one-half before air times. Two
men are working on them — that is, one man for each camera,
taking the full hour to line them up.

Q: Do you need more rehearsal time?

A: It depends on the program. If you are doing a variety type
program, with a lot of lighting effects, with special scenery that
perhaps you haven’t seen before on the system, you will need
to look at them. If you are doing the type programs that use
essentially the same scenery each day, or about the same place in
the studio, as far as floor plans go, where you can set up the
lights and leave them, then I don’t see any need for rehearsal
time.

Q: One other question. Do you advise the Zoomar? Or can you
get away without it?

A: With cameras on dollies, a zoomar would not seem essential.

Q: Phil, how many color sets are there in your area?

A: Perhaps Miss McDonald can answer that question.

(Miss Margaret McDonald, WBAP-TV, Fort Worth) : In the
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Dallas and Fort Worth area, there are approximately one
thousand sets at the present time.

Q: Do you find that your color people are doing any ex-
perimenting with vibrating colors, such as a bright red against
a light blue will give you a certain depth contrast?

A: They don’t seem to increase contrast. We have used some
day-glow paint, even putting a yellow day-glow on a deep blue
background. I don’t think the result has too much more contrast
than if a yellow water color paint was painted on the same
background.

Q: Phil, this is over in another department at your place, but
certainly you are advised on it. Are any of your original or local
sponsors paying additional charges for color commercials and
color programs yet?

A: As far as I know, they are not. I could be corrected on that.

(Mr. George Cranston, Manager, WBAP) : No, there isn’t —
there are no additional charges at this time.

Q: Phil, what formula do your artists — both your commercial
artists and your scenic artists — follow at the present time when
they build a — let's say a flat? Do they have a master scale of
colors that have been set to gray scale from which they work.

A: Somewhat. We have photographically copied a series
of colors for the gray scale rendition. Basically, what we have
come up with is a blue background we know is going to work.
We’ve come up with a red, a dark blue, and a green, that we
know would work for lettering. Now, if we are in a hurry, and
there is not time to experiment, we know we can make an
acceptable slide using these colors. If we have time, then we try
something new.

Q: What kind of paints do you use?

A: Just the regular artist’s gouache colors.

Q: Have these colors been correlated to Munsel scale at your
place, or is that useful?

A: No, that’s pretty difficult. The only time we have referred
to the Munsel is when we painted a large cyc. Then we tried to
match to the middle of the Munsel chart, at about number
seven and a half, I think.

Q: Have you had any significant reaction, considering the
small number of receiver sets in the area? Have you had any
significant reaction to any kind of a color presentation, com-
mercial-wise?

A: I don’t know that we have had anything from the home
viewers. We have had any number of agency men who have
looked at their product and have jumped up and down with
delight.
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LOCAL NEWS, WEATHER, SPORTS AND
SPECIAL EVENTS

By

FRANK P. FOGARTY

Vice President & General Manager, WOW-TV
Omaha, Nebraska

SUCCESSFUL television news begins with a management
attitude. Some station managers hold that television news
is dull, expensive, and unprofitable. As a result, they relegate it
to fringe time and give it a meager budget.

At WOW-TV, however, we believe that television news is
interesting, that it is important, that it builds audiences, that it
develops loyalty to the station, that it sells merchandise and
services for sponsors, and that it makes money for the station.

Television devours program material at a frightful rate.
Today’s comedian is tomorrow’s has been. This week’s situation
comedy is on the re-run circuit tomorrow, in somebody’s economy
package.

But news is a bottomless source of program material. It hap-
pens all about us and every day. As in the Texas oil fields, every
news gusher in operation seems to be matched by new discoveries,
new reserves. And above all, your news is YOURS! No one can
take it away from you.

This evaluation is not mere theory or personal judgment. The
January 1957 Telepulse gives our 10 PM weather, news and sports
show a rating of 30.8 in the first quarter hour, and 28.1 in the
second quarter hour. Meanwhile, our competition, with a similar
show, is also piling up rating points — enough so that we have
a total tune-in of 56.7 and 51.7. This compares very favorably
indeed with a tune-in ranging from 62 to 67 in the 9 to 10 PM
hour, with entertainment type network shows. The audience
composition is very significant, since it is almost entirely adult.
On Monday evenings, at 10 PM for example, there are 199 viewers

The above talk was also delivered in Atlanta. Additional
Questions & Answers pertaining to the talk will be found in that
section.
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per hundred homes, or two to the home. Of these, 87 are men,
88 women, 13 teen agers and 11 children.

Pulse’s findings are backed up by ARB. The November 1956
ARB gave our 10 PM news a 29.8 and a total two-station tune-in
of 49.7. Again, this compares favorably with mid-evening tune-
ins for network programs.

It might be argued that we do so well in news because our
competition is news, that an entertainment type of show would
clobber us. Possibly, but I do not think so. In the Twin Cities,
KSTP's ten o’clock news is far out ahead of the other three
stations, each offering entertainment, including the MGM films.
In Denver two stations program news at 10 o’clock and two offer
feature films, again including the MGM films. The news shows
are No. 1 and No. 2.

To be entirely candid, we are not as successful rating-wise in
earlier newscasts. For example, our 5:30 PM local news and
weather show settled for an 8 rating against “Mickey Mouse.”
Our 12 Noon half-hour strip, consisting of news, weather, farm
reports, and women’s chit-chat earned an average 9.8 rating. This
is about the same as such daytime favorites as Godfrey and
“Queen for a Day.” For once, the rating services agree almost
to the decimal point, as our ARB average rating for noon news
was 10.1. Of great interest to advertisers is the fact that the ARB
cumulative rating for the week is 18.7, third highest of any local
daytime show.

With this rating history, it is only natural that our television
news should be commercially successful. The 10 PM show has
been a solid sell-out for many years, with a fine list of blue chip
advertisers and a remarkable renewal record. The noon show is
participating only and is nearly always sold out. The 5:30 PM
news program is a spot carrier and does well, also commercially,
even though not a rating getter.

Since viewers and advertisers have put their stamp of approval
on our news, let’s see how it is done, starting with the gathering
process. We subscribe to the United Press and AP news services
and to the United Press facsimile picture service. These are our
pipelines to the world.

From our radio side we inherited a network of one hundred
correspondents and stringers in key communities throughout
our service area. Our news director gives them a handbook telling
them how to write stories . . . how to illustrate them. Each month
he sends them a bulletin with tips, leads, and citations. Many
of our correspondents are skilled in the use of still cameras, and
a few even use movie cameras. Others have made connections
with local photographers. Each correspondent carries an iden-
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tification card and displays our sticker on his windshield. We
give our correspondents credit on the air for their more important
stories and pictures. Here is a part of a letter we received just
last week from our correspondent in the little town of Scribner,
Nebraska:

“Just a line to let you know that I think Scribner can be
listed at 1009, for the WOW-TV 10 o’clock news. You used my
name in the Dodge fire story, and all the people who talked to
me the following day greeted me with “heard your name on TV.”

Our compensation formula for correspondents starts with a
basic fee, to which we add something for each newscast through
which the story lives, something for still pictures, something
more for motion pictures, and occasionally a bonus for outstand-
ing correspondence or photography. It is possible for a cor-
respondent to get a check for ten to twenty dollars for a single
story under this plan. Obviously the cost of correspondents can
be tailored to your budget. Bear in mind that the by-line on the
air is almost as important as money.

While the UP, UP Fax, AP and the correspondents are pouring
material into our newsroom by wire, mail and phone, we are
hard at work on the local scene. Our set-up is a carryover from
and refinement of our radio news department which once received
the award of the National Association of Radio and Television
News Directors. In 1952, we decided to integrate our radio and
television newsgathering operations, starting with radio reporters
and commercial photographers.

We have thirteen full time and two part-time people in our
news and film departments. We have armed our reporters with
standard four-by-five press cameras, and they have become pro-
ficient in the use of them. Several in fact do a thoroughly profes-
sional job with movie cameras. While we were training our
reporters in photography, the process was working in reverse
as we were teaching our photographers the rudiments of report-
ing and fact gathering. Thus, we are in such a position that
we can send a reporter out alone, a photographer out alone, or
the two together, depending on the nature, importance and
requirements of the story. We no longer have room for specialists.
We look for and get men (and women) who can write a story,
shoot stills and film, do a sound-on-film interview, and work on
the desk when necessary.

We have a camera for every job. We have Bolex and Bell and
Howell 16 mm cameras, speed Graphics, a Polaroid Land
camera, Eastman cine special 16 mm and an Auricon sound-on-
film. We process our own film in a Houston developer.

In the way of mobile equipment — valuable both as working
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tools and for promotion — we have a van-type remote unit, and
a Newsmobile equipped with flood lights, generator, portable
transmitter, two-way telephone and police radio equipment.
We have another less elaborately equipped newsmobile plus our
editor’s car which has two-way communications. In addition,
three other staff members have police radios in their cars.

Supplementing our sound-onfilm recording equipment, we
have three portable recorders which we frequently use for inter-
views behind silent film. This is sort of a poor man’s sound-on-
film, but we have found it effective and flexible.

Always available for reference is an extensive morgue of persons
prominent in the news. This, while a constant chore, enables us
to illustrate many late breaking stories. In addition to keeping
the filing up-to-date, there always is the task of keeping up with
the seasons. Our newsmen tell me they no sooner get all of the
morgue subjects into summer clothes than they have to get
them back into winter garb.

Now, how does our newsroom operate on a day-to-day basis
. . . and how much time and effort go into the production of a
prime newscast?

Our active coverage of Omaha begins at about 4 AM when a
reporter visits the police station and checks the over-night emer-
gency sources for news. He carries a camera with him — just in
case anything is stirring pictorially at that early hour.

By 8:30 or 9 AM, our newsroom has a pretty fair idea of the
“fixed” stories it must cover with stills or film. This is determined
by a check of the previous day’s news, by overnight developments,
and by a day book. The news desk advises reporters or film staffers
what is in the works.

The newsmen now take to the field on foot and in phone
equipped cars and mobile units. Those on regular beats check
in at frequent intervals.

When pictures are shot, they go directly to the film lab for
processing. The story goes to the rewrite desk — along with pic-
‘ture and film information. A basic story is written — one copy for
radio, the other for TV. And with the TV copy goes the picture
information.

It is now about two and a half hours before air time. Onto
the desk of the newscaster has poured a torrent of material, both
words and pictures. His is the job of selection, editing, writing
and blending the story with the picture. He prepares his news-
cast in a hybrid form . . . his script is much longer than head-
lines, much shorter than radio copy, because his delivery on
the air is a cross between memory and ad lib. He must be — and
is — a master of timing and an artist with climaxes. He must be
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prepared to revise a newscast at one minute before air time,
or even on the air, because of late breaking stories. About thirty
minutes before air time, he gives his pictures a last-minute check
and screening. Twenty minutes before air time he is on the
set for a skeleton rehearsal. Then he is on the air for the nightly
miracle — a rounded and polished newscast that starts and stops
on the split second and for fifteen spellbound minutes keeps
approximately two hundred thousand viewers glued to their
screens.

On the production side, we believe in simplicity. Our news
set is a reading desk in front of a map of the United States. Our
theory is that nothing should distract the viewer from the news.
We favor close, tight shots of the newscaster when he is on
camera at all . . . as he is not, most of the time. We do not use
production gimmicks for the sake of production. They must
contribute to the story. Most of our still pictures are direct
camera shots at two alternating tote boards, but we also use
rear projection freely. Our camera moves smoothly from the
newscaster, in tightly to an RP slide which dissolves before the
viewer's eyes into film, silent or sound. We try to make good
use of maps, charts and graphs.

Like a good cook, the TV newscaster must use the right pro-
portions of local, regional, national and international news. Our
rule of thumb calls for two-thirds of the time devoted to local
and regional news, but there is nothing sacred about this. Neither
do we have any fixed order for local, national and world news,
and in fact we may mix up the three. There was a time when
we had a fixed order, but we found that the practice invited
tune-out. The viewer whose interest stopped with local news
was disposed to switch dials under the old plan. Now he doesn’t
know what’s coming next.

Also like a good cook, we try to use the right proportions of
still pictures, silent film, sound-on-film, rear projection and
beeper reports. My mention of still pictures may send shudders
down the back of film-happy newsmen. We find however that
some stories deserve only the still picture treatment, and that
we can cover much more ground by using the stills where indi-
cated. We may leave a still picture on for a little as six seconds
or as much as fifteen. In one recent newscast we used 58 still
pictures. You can readily imagine that we had a swift-moving
newscast that night. A fairly typical newscast will include twenty
to forty still pictures, two or three films and a sound-on-film
sequence. We almost never have live interviews, as we find they
are hard to control.

Through the years too we have eliminated our prejudice
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against unillustrated stories. Certainly, we prefer pictures. But
if there are no pictures available and the story is important,
we put it in anyway. That makes television as complete and
flexible as radio. We believe in fact that television can do every-
thing in news that radio can. A useful device for late breaking
stories is a telephone which we keep on the newscaster’s desk
for live beeper reports on last minute stories. Get the picture if
you can, but don’t kill the story because you don’t have the
picture. The story is more important than the picture, even in
television.

In our weather segments, we use a professional meteorologist,
skilled both in the collection and the interpretation of weather
data. We have direct teletype circuits to the U. S. Weather
Bureau. Our weatherman also makes regular personal visits to
the bureau, and invariably makes a last minute check by tele-
phone just before air time. In our judgment, the most important
elements of weather data are temperature, precipitation, sky
cover and winds. Humidity and barometer readings are second-
ary. Here again, we aim at simplicity in sets and techniques. We
avoid displaying distracting material and do not shaw maps,
charts or boards until needed. We do not go for glamor gals
and gimmicks. We think people want weather information, in a
clear, friendly and authoritative fashion.

Our area is agricultural, and so farm news is vital to us. When
a big farm story is breaking, we often use it in our regular news-
casts with sound-on-film interviews or reports made by one of
our two farm directors. We give high priority to news in our
farm programs. Through the years we have reduced emphasis on
markets, believing that farmers don’t market every day anyway,
and hence are satisfied with trends. We play up personalities in
our farm programs. Both of our farm directors are skilled in the
use of all types of recording and photographic devices, and are
therefore completely self-sufficient, except with respect to sound
on film. They try to cover personally all the big farm meetings
in the area, and frequently stockpile interviews and feature
stories at these meetings. Almost always the big farm story of
the day is weather, and we try to forecast for three to five days
ahead.

In our sports segments we follow the same principles of news
gathering, writing and production as in our general news, weather
and farm. We do use more live interviews in our sports than in
our general news. The sports show presents special problems
because many games and contests may be still in progress or just
finishing when 10:20 PM rolls around. For scores, we use a
restaurant type menu board with changeable letters and figures
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. . . a blue board with white letters. The names of the teams
are already in place, and the scores can be inserted in split
seconds as they come in. We cover all major sports in season, but
stress college and high school athletics.

Let me offer a few concluding tips which we think have
contributed to progress in our news:

First, the station should make it a practice to put important
news bulletins on the air immediately. These bulletins can be
the barest flashes, written in telegraphic style. They should refer
forward to the next regular newscast. To implement this policy,
the news director must be given wide discretion to put news
flashes on the air immediately. Time does not usually permit
going through channels. A word of caution, however. The news
development must be really important. The old fable about
crying “wolf, wolfl” applies here. The main objective is to
create all day and every day tune-in, based on faith that your
station will bring all important news developments to the audi-
ence first.

Second, go all out on the big stories. The TIME station in
Salt Lake City, KTVT, had its mobile units on the Utah peni-
tentiary grounds within a few hours of the recent riot, stayed
on all night, fed the network, and perhaps contributed to the
speedy termination of the incident by giving the convicts an
electronic sounding board for their grievances. You can readily
imagine that KTVT has built stature in its community.

When something big breaks in our area, the news director
throws all available manpower and equipment into action with-
out asking anyone’s permission. That is how it must be if
you wish to be the news leader in your community. For example,
when a convalescent home fire took fifteen lives in our sister
city of Council Bluffs, two photographers, two newsmen and two
mobile units were enroute to the scene within minutes after the
first alarm. Soon, three other off duty staffers reported volun-
tarily. On such stories trained manpower is important. You
can’t expect a busy photographer to count the bodies, talk with
the eye witness and get the word story, too.

In this particular case, our film and word output were enough
to give us outstanding coverage on our local newscasts, plus
enough to feed the Douglas Edwards newscast, CBS Newsfilm
and seven other TV stations. Our coverage included everything
from the actual fire fighting, both on the ground and in the air,
to the recovery of bodies and moving sound-on interviews with
eye witnesses. We believe that if a news staff performs notably
on such a story, viewers will develop a respect for your station
and a desire to watch your day-to-day efforts.
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Another important point:

Do not permit your news programs to become vehicles for
plugs and publicity. Perhaps I should say “newsless publicity.”
After all, some publicity is news and all releases should be
screened for news content. Your own station publicity may assay
high in news value . . . as witness the tremendous popularity
of TV Guides and TV sections of metropolitan newspapers. By
any sensible standard, one of the biggest news stories in Omaha
this year was the premiere of the MGM movies on our station.
Three rating services agreed that more than fifty per cent of
our sets were tuned in at 11 PM for these movies. They were
the universal topic of conversation over the next morning’s
coffee cups. That made them news, and we treated them as such.
My final tip is this. Television news should make liberal use
of feature stories and angles, as distinguished from hard news.
When a blizzard or flood hits your town, that is hard news. But
how did it affect the lives of your people? There you get into
feature angles and pictures. It is relatively easy to cover the
public acts of a government official, but what about the human
interest angles in his private life? People are interested in
people . . . their habits, their feelings, their hobbies, their idio-
syncracies. No medium can report these things as effectively as
the television camera accompanied by the human voice. It is in
the feature field that television news faces one of its greatest
opportunities and challenges.

As I look at television news day by day, I sometimes get the
feeling that we do not progress. But when I look back five or
six years, I am struck with the ineptness of our efforts in that
pioneering era. We have come a long way. And yet, television
news is still in its infancy. It has still to realize most of its
potential. Already it is one of the greatest forces for public
education and enlightenment. As such, it constitutes an awe-
some responsibility for us in management. Let me go back to
my opening sentence: “successful television news begins with
a management attitude.”
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QUESTIONS AND ANSWERS

CHAIRMAN: Who has questions they would like to ask
Mr. Fogarty?

Q: First, let me editorialize by saying that I think that was
a very fine speech. Budget-wise, how much of your program
budget do you figure you allocate to news, and do you figure
you are making any money on it?

A: I don’t have specific figures. Actually, budget-wise, it is
relatively a small percent of our budget. You must keep in mind,
of course, that we have had an elaborate radio news set-up. Our
practice is to charge two-thirds of the word services to radio;
therefore, one-third to television. Of course, on the picture side,
it is all charged to television. I am sorry I can’t tell you the
percentage of our budget, but I often think of it in these terms:
If we were to take our 10:00 to 10:30 strip, and program it with
syndicated half-hour shows we would be spending something
like one hundred fifty to two hundred fifty dollars per half-hour
for those shows in our market. We don’t spend anything like
that for television news. And, when we get through we have
something that we own, and at a price of which we control.

As to the question about profit, the answer is yes — we do
make money on TV news.

Q: I would also like to ask you for some more specific details
on your rate formula for stringers.

A: For stories we pay fifty cents for the first newscast and
25 cents for each additional newscast through which the story
lives. We pay $3 for a still picture in its first newscast and one
dollar for each newscast thereafter. Keep in mind that a
correspondent may send in three stills, and for each of these
he gets three dollars.

Q: How do you give credit on those stringer stories?

A: Simply by saying that “according to WOW-TV’s corres-
pondent in Scribner, Nebraska, Miss Mabel Jones.”

Q: Do you have a standard format to introduce that?

A: We do not believe in standard formats for the same reason
we believe in mixing up the order of stories. They get rigid.
The newscaster just throws them in and integrates them
smoothly.

Q: Do you go seven days a week with your 10:00 to 10:30?

A: We have a half hour strip Monday through Friday. We
cut down to fifteen minutes on Saturday and Sunday nights.

Q: But you are live the entire week?




A: Oh yes, that's right. We believe that's important, by the
way, because we don’t think we get the listening habit, and
viewing habit, unless we are live across the board.

Q: Did you delineate that 10:00 to 10:30 strip? Did you
break that down into segments? What were the time segments
on it?

A: The format calls for five minutes of weather, fifteen minutes
of general news, seven minutes of sports, and a three minute
commercials of course. We think the recap helps our ratings
recap of the previous 27 minutes, all suitably interlarded with
in the second quarter hour by picking up listeners who, for one
reason or another, are not with us at 10 PM.

Q: What type of pics do you use — telops, film clips, eight-
by-tens ,or what? You mentioned using a lot of pics in your news.

A: We use film and eight-by-tens stills mostly direct camera
shots at the tote boards.

Q: No telops?

A: No.

Q: What is your commercial formula?

A: The NARTB Code allotment, namely, three minutes per
quarter hour.

Q: Are some news shows sponsored?

A: Yes, the weather show is sponsored across the board. We
have one sponsor who buys the news three quarter hours a week,
and four who buy a quarter hour each. This refers to the 10 PM
news. The earlier shows are all participating.

Q: What type of breaks are you using in between?

A: We are using tens in between.

Q: Are you using national film syndication, I mean national
news films?

A: Movies? We are not.

Q: Have you ever?

A: We did in the early days, and because it is so many years
ago I don’t think it would be fair for me to comment. We
realize that movies are better than stills, but facsimile moves
pictures while they are still news.

Q: May I expand on that? Our problem with that has been
that our competition is using it and putting today’s stories
behind yesterday’s film, which seems to be giving the allusion
that they have film on national stuff immediately. Our problem
is whether or not it is worth it, and you have answered that
question.

About how many feet of film do you shoot a month—local film?

A: We shoot a lot of film — about 14,000 feet a month. And
we throw away a lot, which brings up another point. We used
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to have a feeling that because we shot the picture we had to
use it. You don’t do that with words — you edit, discard, and
select. I think it is important that you be equally selective in
the handling of your film.

Q: Do you have an extra charge, a production charge, over |
and above regular charges for news? 1

A: Yes, we do. We have an extra charge over and abéve the
time charges, and where we sell it participating, we get a
premium rate.

Q: But that is in addition to a regular production charge
which you might charge for live cameras?

A: Yes, it is, but to be right honest with you, I don’t think
it is enough to cover the added cost of the service.

Q: One other question. You mentioned your noon time hour.
What is in that, and you say it has been commercially successful?

A: Our noon show opens with fifteen minutes of news, fol-
lowed by ten minutes of farm and weather and five minutes of |
“women’s views”. We use our three first string personalities at |
noon, and are usually sold out.

Q: Frank, do you use the same newscaster on all news?

A: No, we do not. We use two, sometimes three men. ‘

Q: Frank, I would like to clarify a point and then ask a |
question. You mentioned that you had thirteen full-time people
and two part-time —a total of fifteen. This is in radio and
television, isn’t it?

A: Yes —it includes both radio and television, both news-
room and film. It breaks down to about eight in the newsroom
and five in the film department, and those in the film depart-
ment do the commercial work as well.

Q: Who, then, merchandises the story for radio versus TV,
or makes the decision —and how is it made — whether it goes
on radio and not on TV, or vice versa, or on both? Do these
people — in other words, they are reporting, getting their stories
for both mediums?

A: That’s right. Well, the routine is this. Of course, for
radio the news script is prepared by the re-write man. As far
as radio is concerned, the re-write man, backed up by the news
director, makes that decision. Then the carbons go to the TV
newscaster, and he is the editor in this instance. He discards,
selects, abbreviates and everything else. We have the feeling
that no one else can prepare a newscast as well as the man who
delivers it. I mean, it is that much a part of him. So he makes
the decision as relates to TV. By the way, I make none of them.
About once a year they call me up and ask me about a story,
and that’s all. That’s the way we want it, too.
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PITFALLS IN TV PRODUCTION

By
BEN SLACK

Assistant General Manager
KTBC-TV, Austin, Texas
Now Commercial Manager, KGUN, Tucson, Ariz.

THE big problem is how to make TV pay off in our town—
wherever it may be. The big pitfall is spending too much
money, after we make a profit.

I know of one station spending $2,400 annually for Snader
telescriptions they never use except for trouble-ills about 12C
minutes a year. That’s paying $1,200 an hour for programming
Their card rate is $750 an hour. To me, that’s a pitfall.

I've visited stations from Vancouver to Florida, and have one
lasting impression to pass along to you who need new studios,
more space, bigger crews. It occurs to me that the really efficient,
money-making stations are those who are required to operate in
make-shift, inefficient plants. There, you have to be imaginative
and efficient, or you die.

Assuming that your rates are right — which is a problem for
a separate clinic — these are the areas in which you can help
solve management’s problem: to make a profit, or stumble into
the pitfall of spending too much money after it'’s made. These
areas are in film and slides, display and scenery, direction and
floor management, and lighting.

Let’s take up lighting first.

If you need to know more about the principles of lighting,
borrow the CBS film titled “Test #146, Lighting Guide Posts,”
with Carlton Winkler.

Remember that light comes from three directions: front, back,
and side. Front light is “key” light, and equals 1009, of your
lighting strength. Back light is equally strong, sometimes even
stronger. Side lights, also called fill or modelling light, repre-
sents about 609, of your lighting power.

Most TV cameras shoot on an F11 to an F16 setting. That gives
a good depth of focus, but it’s a high-priced way to shoot. More
studio lights are necessary, using up to eight times the amount

The above talk was also delivered in Atlanta. Additional Ques-
tions & Answers pertaining to this talk will be found in the
Atlanta section
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of current required by low-key lighting. This also requires more
cooling in the studio, and more man-hours to set lights.

Buy yourself an “incidence” light meter and try shooting on
a 5-point-6 lens. This low-key lighting keeps your studio — and
your performers — cooler, gives you more quality for less money,
gives you a good focus on your object.

For back-lights, build your own “Poor-boys.” Get a 300-watt
standard display flood-lamp, mount it on a wooden circle that
fits an 18-inch length of stovepipe, coat the interior with lamp-
black. Anchor it to a batten, or use a C-clamp, and you're in
business for $4.28, instead of paying $38 to $40 apiece for stand-
ard equipment back-lights. Adjust them with an angle-iron
screwed to a broom handle.

Put your Scoops on pantographs, and to eliminate sharp
shadows, diffuse them with copper window-screen. One screen
reduces intensity about 25 percent. For spotlights that cast
boom-shadows, spend some of the bosses money on barn-doors.

Mount your major lights on traveller rails, slide them from
one area to the next. Build your power outlets into the light-
ing grid, so you won’t have to throw cables over the grid when
moving lights. If you have an RVP, mount your Poor-boys per-
manently on the RVP batten, so you won’t lose time adjusting
them when you swing the RVP into position.

In a small studio, get rid of floor lights, they take up too
much room. And don’t use fluorescents, they give you no depth.
Except to light your flipstand — they won’t reflect a highlight,
because they don’t throw a highlight.

Try to motivate your lighting; it provides variety. If daytime,
use lights from the side, as though from windows. If at night,
use dark backgrounds and light floors, as though from overhead.
For items with texture — clothing, or rugs — use side lights. For
items that gleam — silver and copper — use flat front lighting.
For glassware, light from below, if possible. For diamonds it
took us three years to get away from a 8l4-inch long lens.
Instead, try focussing a 90 or 135 down to its minimum; don’t
use Infinity. Get as close as possible, use a single light, and for
scintillation, rock the focus slightly.

In handling film, be sure you're shipping the most economical
way. Insist that your film editor keep written records of his
shipping — and receiving — costs.

Next, be sure he gives you a written run-down on the timing
of each reel you handle. This is invaluable, because it helps
you time the show if you know how much of the credits you
can cut, and you can be reasonably sure he’s checked the film
to eliminate somebody else’s commercials.
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Insist that your slide-projectors — and your film projectors —
operate on different film chains, so you can always prevue what's
coming up. And, if one chain goes out, you can transfer film
and slides to the other chain.

Use Academy leader, not blank leader. With a prevue system
you can set up roll cues, and never get a number on the air.
To avoid audio wow, roll the film with a minimum of #5 in
the gate. Put your own cue-marks in some corner besides the
upper right, or buy yourself a star, to avoid confusion.

For slides we use photo-sensitized glass, not film. Breakage
is always a threat, but the clearer picture is worth it. We use
35mm negatives for fast, spot stuff, and a cardboard mount.
To show, we reverse the film polarity.

We use the same type of uniform numbering-system for flips
and slides. This makes continuity happy, and there’s no reason
why you shouldn’t make continuity happy.

We try to stay under 5,000 slides on file; annually the file is
culled, and the old index is filed with the old slides, for ready
reference.

If you can make your own slides, by all means convert your
flip-cards to slides wherever possible. They can be handled
faster, easier, and besides they free a camera for other use.

Use film sparingly, make the photographers edit as they shoot.

We invested $600 in a three-lens Cine K-100 camera, and $138

For news, we’ll shoot film, but usually we depend on lots of
in a developer, and have gotten some pretty good prints. Usually
we develope the negative print and reverse polarity, although
there is some “reversal film” on the market that will save you
steps and give you a positive print on the second run-through.

Unless you're really equipped to do so, don’t get trapped into
shooting filmed commercials. Everybody gets in the act, man-
hours are lost, the result is poor. Farm out the work, add your
10 or 20 percent, and be sure you make a profit.

Polaroids, and pan a new picture every 5 to 7 seconds.

If nobody around your place can letter signs, buy some Art
Type, available in all styles and sizes. Cut out the letters with
a Sharp-edge, press on. The transparent mounting won’t show,
especially if you light with that fluorescent. Incidentally, wall-
paper samples make a fine variety of backgrounds for lettered
flipcards.

I'm awfully glad that masking tape was invented before tele-
vision. Masking tape, Scotch tape, and no-seam paper are the
three greatest boons in TV, and there’s no point in dwelling
on their multiple uses — you all know them.

The basic rule to remember in designing scenery is to keep
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it simple. You can work your head off on a realistic set and
not draw as much appreciation as one imaginative, stylized
display-piece or prop that symbolizes the same scene.

However, try to use what natural scenery you have outside
the studio by shooting through a window flat. Or, if you're
downtown, as we are, you can do a 15-minute street scene with
one camera and mood music. It nicely fills the Godfrey segment
we weren’t ordered for, and bed-ridden viewers write in, thank-
ing us for taking them ‘“‘downtown.”

Besides covering flats with No-seam paper, or Monkey Ward
sheeting that’s cheaper than muslin, you might try a heavy,
corrugated cardboard, costing $2 for a 6 by 10 section. You
can staple it on the flat, and sketch on it easier than on muslin
or paper.

Incidentally, to tighten muslin flats that are loosening up,
spray some water on them — not enough to make the paint run.

Anchor your neutral background flats against the wall, behind
your drapes, hang posters or colorful cut-outs on ’em. A four-
inch ring of masking tape will hold maps and posters on a
flat, without injuring the surfaces. Use flats that open like
doors to reveal a second set. On news and weather, for instance,
just flop your hinged flat, and you have a weather board.

For news, you might put a scenic unit on rollers. The sides
could fold up flush against the unit, and the reverse side could
be used as a storage bin for flip cards and small items.

For maps and wallpaper, write Sherwin-Williams paint. For
eight by twelve world map in color, write the Army Map
Service, Corps of Engineers, Washington, D. C. For actual
blow-ups of landscapes, suitable for picture windows, write
Dupont paints.

An RVP can give you backgrounds that aren’t necessarily
landscapes. Use spotlight diffusers, or gobos, for light-and-shadow
effects. Put pinholes in aluminum foil, for a starlight theatre
effect. For some magnificent landscape slides, write Arizona
Highways Magazine, Phoenix, Arizona. For man-and-wife com-
mercials, try silhouetting them behind an RVP.

You can buy curtain tracks that curve around corners. You
can buy hook & eye snaps that keep curtain edges closed. For
puppets you can buy toy stuffed animals at Woolworth’s, and
un-stuff them.

For merchandise that appears like magic behind the announcer,
put some pin-spots on him. On cue the floor-man switches on
some spots preset on the washer, or the refrigerator.

If you have a lot of small items to display, or a big, bulky
item, take a Polaroid or a glossy print of it, use a toothpick as
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a pointer. They'll look lifesize if you keep your hand out of
the shot. Or, if pointing isn't necessary, make a 35 mm slide of
the display. While your one camera is racking lenses, you can
punch up the slide.

For vertical displays, use a peg-board. For more interesting
backgrounds, put merchandise on splitbamboo mats. For
groceries and plates of food, make them appear to be suspended
in mid-air by placing them on a large sheet of poster-board,
thumb-tacked at the front-edge, and curved up behind the
display.

During a network, or a film stretch, pre-set as many displays
as feasible on plywood boards, leave them in the hall, and move
in as needed.

Build a rack for Polaroid pictures, for fast, accurate panning.
The surface is Masonite, painted dull black and curved in an
arc equal to the panning sweep of 135 lens. Build it to
accommodate three rows, twelve pictures in a row, so your
newsman can show plenty of stills. The pictures slide into
metal grooves, top and bottom, and the sides of the pictures
are trimmed of their white margin. Don’t build a stand for
this rack, just hang it anywhere on nails in the wall.

Build a shadow-box, for ghost-writing, supering of prices, or
weather information. WOAI has very successfully mounted
butcher-paper on a horizontal pane of glass, lighted from below.
The camera shoots into a mirror, mounted at a 45-degree angle
below the pane of glass. You have to have hoods around this
device, but the effect is startling.

To dress your displays, borrow from a display shop, or art
store: get vases, pedestals, an empty but ornate picture frame,
the usual display props. For decoration, get this afternoon’s
unsold flowers from your florist. You'll get them free, if you
give credit once a week.

And always remember what associated items can do for dis-
played merchandise. With man's item: a pipe, some coins, a
key-ring. With woman’s item: a compact, a comb, a flower.
With children’s item: a toy, a slate with the price of the item
chalked on it. And with anything: mood music under your
commercials.

The man-hours assigned to your floor crew can mean the
difference between profit and loss, sometimes. Form a well-
trained, dedicated hard core of capable full-timers, and supple-
ment with part-time students who can work cheap, on split-shifts.

Be sure that your Traffic department makes up a daily book
for the studio, including cue-cards. The floor man should check
the log as soon as he comes in, each day, and compare the live
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commercials listed with his daily book. Cameraman and crew
men should read every live commercial as soon as they come to
work. The director makes a floor plan for the crew, and on
complex shows he makes a run-down sheet, showing the pro-
gram’s sequence of action, the participants and how many, the
assignment of mikes, and the floor location.

Keep the clock and the studio monitor out of the performer’s
sight. A pre-show conference between director and floor-man
can set up the back-timing, and the floor-man should give the
time-cues, sparing the director the duty. A performer can’t know
what emergencies may have arisen, and the director can immedi-
ately condense or lengthen the program. If he’s letting the
performer watch the clock, then he has to get a written message
to him, in order to change the timing. And don’t burden your
floor-man with time-cue cards. Let him use something he always
has with him — his fingers.

On a complicated show, chalk the run-down sequence on a
olack poster-board, and hang it on the wall where performers
can see it, off-camera.

On a deluxe show we use 2 cameramen, 2 boom-men, 1 prop-
man, and a floor-manager. No cable-pullers. On an easy show
we get