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PREFACE

This book is designed for station employees, future and present.
Radio and television are treated as one subject, since employees move
from one station to another and not infrequently work at sister am-tv
stations.

Since station, not network, jobs are described here, no material on
dramatic writing, dramatic production, and acting is included. The
work of sales, promotion, advertising, announcing, and other station
jobs has been expanded beyond that of other general texts.

The Modern Broadcaster is written with a point of view: the in-
dustry must aim toward becoming a profession and professionals must
have a high sense of public responsibility and pride in standards.

The book is about broadcasting. It is assumed that speech can best
be taught in speech classes, acting in drama classes, basic journalism
in journalism classes. Though these skills have a direct relationship to
broadcasting, broadcasting has a subject matter of its own and skills
that are peculiarly its own.

If station employees are to become professionals rather than just
jobholders, they need to know the background of the field. They need
to know about the jobs and techniques of others in their field and to
be aware of issues which underlie general operations and programing.
The Modern Broadcaster is intended to meet these needs.

SHERMAN P. LawToN

vii



ACKNOWLEDGMENTS

The author owes a heavy debt to others for this book. Friends at
stations and agencies seemed anxious to help make this a practical
book, truly representative of the work done on typical jobs. Educator
colleagues in many places contributed ideas. Strangers, too, were
helpful and generous.

To begin with, there is the list of stations where people contributed
examples, photographs, and advice: KAWT, Douglas ( Arizona); KBIC,
Beaumont (Texas); KBIG, Hollywood (California); KBOE, Oskaloosa
(Iowa); KBOI, Boise (Idaho); KFSD, San Diego (California); KGFF,
Shawnee (Oklahoma ); KING, Seattle (Washington); KNOR, Norman
(Oklahoma); KODE, Joplin (Missouri); KRHD, Duncan (Okla-
homa); KSL, Salt Lake City (Utah); KSPL, Diboll (Texas); KTOK,
Oklahoma City (Oklahoma); WHYU, Newport News (Virginia);
WALB, Albany (Georgia); WISN, Milwaukee (Wisconsin); WJCD,
Seymour (Indiana); WJOY, Burlington (Vermont); WKY, Oklahoma
City (Oklahoma); WLW, Cincinnati (Ohio); WMBD, Peoria (1li-
nois); WOW, Lincoln (Nebraska); WMC, WMCF, Memphis (Ten-
nessee); WMMH, Marshall (North Carolina); WRCA, New York
(New York); WTM], Milwaukee (Wisconsin); WW], WW]-FM, De-
troit (Michigan); WXLW, Indianapolis (Indiana); KBOI-TV, Boise
(Idaho); KFMB-TV, San Diego (California); KFSD-TV, San Diego
(California); KING-TV, Seattle (Washington); KGUN-TV, Tucson
(Arizona); KODE-TV, Joplin (Missouri); KPRC-TV, Houston
(Texas); KPIX, San Francisco (California); KSL-TV, Salt Lake City
(Utah); KWTV, Oklahoma City (Oklahoma); WFIL-TV, Philadel-
phia (Pennsylvania); WMFY-TV, Greensboro (North Carolina);
WISN-TV, Milwaukee (Wisconsin); WKY-TV, Oklahoma City (Okla-
homa); WLWI, Indianapolis (Indiana); WLWT, Cincinnati (Ohio);
WMC-TV, Memphis (Tennessee); WMBD-TV, Peoria (Illinois);
WOW-TV, Omaha (Nebraska); WPST-TV, Miami (Florida); WRGB-
TV, Schenectady (New York); WTM]-TV, Milwaukee (Wisconsin);

ix



x ACKNOWLEDGMENTS

WTVT, Tampa-St. Petersburg (Florida); WWJ-TV, Detroit (Mich-
igan).

For program information that made certain data possible, thanks are
due to WABC-TV, VV_ABD, WCBS-TV, WNTA-TV, WNYC-TV,
WOR-TV, WPIX-TV, and WRCA-TV of New York, and KABC-TV,
KCOP-TV, KHJ-TV, KNXT-TV, KRCA, KTLA and KTTV of Los
Angeles.

In addition, the experience of other stations is mentioned within the
text, and I am grateful for the information.

Advertising agencies, too, contributed freely. Among those whose
copy is included are the following: N. W. Ayer and Sons, Inc., New
York City; Bozell and Jacobs, Inc., Omaha, Nebraska; Campbell-
Mithum, Inc., Advertising, Minneapolis, Minnesota; Cockfield, Brown
and Company, Ltd., Montreal, Canada; Cunningham and Walsh, Inc.,
Advertising, New York City; George Duncan, Advertising, Tucson, Ari-
zona; Gibbons Advertising Agency, Tulsa, Oklahoma; Hays Advertis-
ing Agency, Burlington, Vermont; Honig, Cooper, Harrington and
Miner, San Francisco, California; Pitluk Advertising Agency, San An-
tonio, Texas; Tilds and Cantz, Advertising, Los Angeles, California.

I have also drawn freely on past associations with agency people, and
they are credited where examples of their work is mentioned.

Manufacturers of equipment contributed pictures so generously that,
regretfully, only a small part could be used, and some of the company
representatives went to exceptional lengths to outline technical details.
Particularly to be mentioned are the following: Bodde Projector Com-
pany, San Fernando, California; E. J. Baughman Company, El Monte,
California; Camera Equipment Company, New York City; Century
Lighting Company, New York City; Collins Radio Company, Cedar
Rapids, Iowa; Dage Television Division, Michigan City, Indiana; Fair-
child Corporation, Long Island City, New York; General Electric Com-
pany, Schenectady, New York; The Harwald Company, Inc., Chicago,
Illinois; Houston Fearless Corporation, Los Angeles, California; Kliegl
Brothers, New York City; Magnecord, Inc., Tulsa, Oklahoma; Magna-
sync Manufacturing Company, Ltd., North Hollywood, California;
Photo-Sonics, Inc., Burbank, California; Radio Corporation of America,
Camden, New Jersey; Rek-O-Kut, Corona, New York; Sarkes Tarzian
Company, Bloomington, Indiana; S.0.S. Cinema Supply, New York
City; Telescript, CSP, New York City; Television Zoomar Corporation,
New York City; Weston Instruments, Newark, New Jersey; Wollensak
Optical Company, Rochester, New York.

Specialists of film production and processing groups, as well as
program services people, went to considerable effort and expense to



ACKNOWLEDGMENTS xi

provide materials and information. Selected examples of the work of
the following companies are included: Alexander Film Company, Colo-
rado Springs, Colorado; Animation, Inc.,, Hollywood, California;
Christensen-Kennedy Productions, Omaha, Nebraska; Contemporary
Productions, Kansas City, Missouri; Gordon M. Day Productions, New
York City.

The Broadcast Advertising Bureau (now RAB and TvB) and Na-
tional Association of Broadcasters were generous with materials and
permissions.

So many individuals have been helpful that no list could be complete.
I mention especially Mitch Miller and Eric Sevareid because quotations
from them were taken from published material. And Frank Lane,
KRMG, Tulsa; Ned Hockman, OU Motion Picture Production Unit;
Sydney Head, University of Miami; Jack Sampson, KOMA, Oklahoma
City; Lewis F. Sargent, WSRO, Marlboro, Massachusetts; and Ansel
Resler, colleague, for reading selected chapters. I have quoted freely
from letters and conversations, as well as public sources, and I am
certain that unconsciously I must have used ideas expressed by friends
who are not credited.

Surely my patient family and students must not be overlooked, nor
the loyal secretary and artist.



CONTENTS

PREFACE
ACKNOWLEDGMENTS

PART I. YOUR STATION
1. THE FIELD OF BROADCASTING

Some Paradoxes Some Unglamourous Facts Jobs at Stations
- . . And Other Jobs Training for Broadcasting—and Life

o

. THE RIGHT TO BROADCAST

FCC  Allocations Ownership Regulations  Program Regula-
tions The “Unique Right”

3. THE AUDIENCE
Audiences, Not Audience The Audience Core Recent Audi-
ence Trends Differences Among Audiences They Do Learn,
But . . . Broadcasting Is Powerful, But ... Audience
Measurement

4. STATION PROGRAMS
Factors Governing General Program Plans Patterns and Trends:
Radio Patterns and Trends: Tv  Educational Stations and Pro-
grams  Program Sources

5. STATION ORGANIZATION
Radio Station Organization Television Station Organization
Routines at Commercial Stations Automation

6. RELATED GROUPS
Advertising Agencies Station Representatives Music Copy-
right Groups  Unions Talent Agencies Professional Organ-
izations

19

41

52

75



xiv CONTENTS

7. ECONOMIC FACTORS
Building a Station  Purchasing a Station =~ Network Arrange-
ments  Rates  Special Arrangements  Operating Expenses
Educational Station Financing

8. THE STATION’S BASIC EQUIPMENT
Capsule History  Microphones and Playbacks  Radio Trans-
mission  Television

PART II. JOBS AT RADIO AND TV STATIONS
9. PRODUCTION

Television Production Equipment Television Production Facil-
ities

10. DIRECTING

Radio Directing Tv Directing Educational Programs: A Com-
ment

11. ANNOUNCING

Radio Announcing Television Announcing

12. WRITING COMMERCIAL COPY
Disparities in Advertising Trends in Advertising Advertising
Principles  Radio Advertising Writing  Examples of Radio
Commercials Television Advertising Writing Examples of Tv
Commercials

13. NEWS, WEATHER, SPORTS
What Is News? Radio News Television News Issues in
Broadcast News  Weather News  Sportscasting

14. INTERVIEWS, TALKS, AND EDUCATIONAL
PROGRAMS

Interviews  Talks  Educational Programs

15. LOCAL STATION SHOWS

Entertainment  Public Service Programs

16. FILMING
What Should Be Filmed  Scripts  Taking Motion-Pictnre Film
Editing Kinescope and Telecine Videotape Sound-on-Film

106

121

133

161

177

194

236

292



CONTENTS
17. SALES AND PROMOTION

Sales Promotion
POSTLUDE
GLOSSARY
INDEX

xv

310

333
337
347



ILLUSTRATIONS

-

12.

© P No Gk o

Transmitter Building and Tower

Staff of Small Radio Station

Staff for One Tv Newscast

Radio Mobile Unit

Tv Mobile Unit

Organization of Large Program-Centered Station
Organization of Medium-Size Program-Centered Station
Organization Plan of Small Sales-Centered Station
Organization of Educational Station

Sample Routine Forms

Remote Control Head

Automatic Turntable

Automation Relay Rack

How Radio Works

Principle of Color Tv Camera

Principle of Tri-Color Receiving Picture Tube
Camera Pedestal

Color Orthicon Camera

Vidicon and Image Orthicon Cameras

Cinemobile

Zoomar Lens

Scoop

Cone Light

Fresnel Spot

Follow Spot

Dimmer Board

Studio Lighting Setup

Multiplexer

Monitor Pedestal and Wave Form

xvii

-~ w

136
137
139
139
139
141
141
141
145
145



xviii

ILLUSTRATIONS

Vidicon Console

Set Suggested by Properties
Multiple Set

Portable Set

RVP Screen in Use

RVP Projector

Continuous Roll for RVP
Director at Work

Picture Composition

Switch Buttons and Faders
Marked Script for Director
Marked Script for Announcer
Telescript

Integrated Commercial

Key Drawings from Story-Board
Page from Story-Board

Pages from Tv News Script
Weather Studio

Sportscaster at Work

Tv Typing Class

Tv Art Class

Standard Clap-Board
Synchronized Camera

Key drawings for Animated Commercial
Exposure Sheet

Film Editor, Inspect-O-Film
Counter and Clip-Board

Heat Splicer, Splice-O-Film
Splicing Process

Videotape Magnetic Recorder
Weekly Sales Report

Basic Sales Promotion Materials
Added Sales Materials
Specific Client Proposal

Sales Manual Revision Sheet
Contracts and Sales Orders
Promotion Methods
Promotion Methods

Trade Promotion

[N
NN

145
150
150
151
152
153
153
163
165
166
174
188

Pt
=]
[

—
-1

(SR o 3 9]
(S
[~

l|°
o oW LWwLw 0 I K
BESEHRER

302
302
302
303
307
313
315
316
318
319
320
324
325
327



PART |

YOUR STATION




CHAPTER 1

THE FIELD OF BROADCASTING

SOME PARADOXES

Probably you think of broadcasting as big business. In a sense
it is.

More than 4000 radio stations, with an investment of more than
100 million dollars and an income of about half a billion dollars
a year. Almost 600 tv stations, with an investment of more than
600 million dollars, and an income of more than a billion dollars
a year. It can cost an advertiser a quarter of a million dollars to
bring a one-hour program into 13 million homes on television.

But broadcasting is really a composite of little businesses. Com-
pare the payrolls and incomes of radio or television stations with
those of other businesses in the same towns. In size these stations
cannot match a typical newspaper, manufacturing plant, or de-
partment store. The typical number of employees at a tv station
is fifty-one; at a radio station it is ten. Nationally the entire empire
of radio and television reaches only one-third of the revenue of
a large mail-order house, and it has never achieved one-fifth of
the advertising business in the United States.

No doubt you have thought of the radio-tv audience as huge.
It is. More than 70 million people spend more than a billion hours
a week listening to the radio; more than 90 million people spend
more than 2 billion hours a week watching tv—and these figures
do not include children under 12 years of age. You have read
that people own more radios than they do bathtubs, automobiles,
or kitchen sinks. They do. They have invested almost 30 billion

3



4 THE MODERN BROADCASTER

dollars in tv sets, components, and repairs; they spend three times
as much to get radio programs (in sets, parts, repairs, current)
as advertisers spend to bring the programs to them. Obviously
people want radio and television and, for the most part, like what
they get.

But each individual audience is small, consisting usually of one,
two, or three people. This audience size, coupled with the condi-
tions under which the programs are received, makes broadcasting
unique and distinctive in show business.

Surely you have heard about broadcasting’s terrific impact on
people, but perhaps you have never wondered whether the
reverse might be true. Perhaps the truth is that people have an
impact on broadcasting, and that what is said or done on the air
is a direct reflection of the audience itself. Sit down and listen.
You can get weeks of deadly repetition of hackneyed formula—
but only moments of scintillating creativeness (usually in the
commercials); months of dull catering to the lethargy of the
“average mind"—a few occasions of brilliant interpretation and
stimulation; weeks of pampering the tastes of the uncultivated—
flashes of fine judgment and aesthetic perception; days of unin-
spired “educational programs,” poorly produced, from the stations
of public schools and colleges—instants of challenging thought
and mental refreshment. Perhaps the programs lack mental stimu-
lation because we do not want to be stimulated. If they are in bad
taste, perhaps it is because we have bad taste. To the extent that
they are stupid, it may be that we are stupid—stupid enough to
listen to what is offered. Yet on the whole, broadcasting probably
stacks up pretty well with the cultural and intellectual level of
most other media; surely not every book is worth reading, not
every news column is signiﬁcant news, not every motion picture
is a masterpiece, and not every magazine is an aesthetic creation.
It is quite possible that broadcasting often gives us better than we
deserve.

SOME UNGLAMOROUS FACTS

You are attracted to the field of broadcasting or you would not
be reading this book. Perhaps you want to make a lot of money.
Then you would like to know that broadcasting is the second-



highest paid of all American industries, that
about ten disc jockeys in New York City each
make more than $50,000 a year, that a singing
barber parlayed his ability into a 10-million-
dollar contract. But vou should also know that
the typical pay of most employees at most sta-
tions is no greater than that of a skilled plumber
or carpenter. And a tvpical job in radio or tele-
vision has nothing to do with being heard at the
microphone or seen on camera—in fact, the odds
are twenty to one that your job in broadcasting
will not be in front of the public.

The creative challenge represented by such
programs as Studio One, Twentieth Century,
and Playhouse 90 may have stimulated vou to
believe that vou would like to have something to
do with writing or producing. Then vou should
be told that the opportunity to do creative work
in broadcasting is limited. Most big productions
come from the networks. About one job in six
is a network position, and few of these jobs are
directly related to live programing. In radio,
except for news, networks have come to lean
heavily on phonograph records. In tv, few pro-
grams are produced by the networks themselves;
most are cleared through, and sometimes pro-
duced by, advertising agencies. In 1959 three
out of four network programs were handled by
agencies. The bulk of “big” tv programs come
through about twenty agencies, leading to a
concentration of program control in few hands.
Networks and agencies both use a great deal

Figure 1. Transmitter Building and Tower, WLW, Cincinnati.
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of syndicated film from companies that specialize in film series
for tv. About half a dozen of the syndicates are very large; new
independents have a hard time getting started, since the produc-
tion of a thirteen-week series can cost close to half a million
dollars. This means that program production is becoming further
concentrated. About half the prime time on the tv networks
represents the programs of a single sponsor, a company that
markets a variety of household products. Hence, even more
limited program control.

So the opportunities for breaking into big production are few.
Those who achieve these jobs frequently find that originality is
dangerous; untried ideas can be risky; there is a tendency to play
it safe, since so much money is at stake in a substantial advertising
venture. It is surprising that we get as much creative programing
as we do.

Opportunities for talent, including acting, are less numerous
than might be supposed, since most of the series use the same
talent on a regular basis. Admittedly, however, “hitting the big
time” as talent can mean money, glamor, and fame.

The chances are that your first job, or your first several jobs,
in broadcasting will be with a station. In 1959 about 30,000 people
worked for tv stations, 42,000 for radio stations.

Except for news, commercial radio stations have been going
through a period of very little live programing. Commercial tele-
vision stations, which began with ambitious live programing in
the late 1940’s, now rely so heavily on network programs and
film that only 5 percent of the stations carry as much as 25 percent
live scheduling, while 61 percent carry only 6 to 15 percent live
shows. These figures include news, weather, and sports; so you
can see that program creation is at a minimum. Furthermore,
stations suffer from handicaps that do not impede film makers
and networks: limited facilities, personnel, and budget. Even if
stations attempted to create good dramatic shows, for example,
most of them would not have adequate space in which to produce
them properly, and even then the stations would have a difficult
time selling them. The programs would be too costly for local
sponsors, while national sponsors would prefer network shows or

syndicated packages.



Figure 2. Complete Staff of Small Radio Station, KGFF, Shawnee (Oklahoma)—Two Announcers,
Salesman-Program Director, Engineer, Manager (seated), Bookkeeper-Traffic.

Figure 3. Staff for One Tv Newscast, KWTV, Oklahoma City (Oklahoma). Twenty-five people
who play parts in the preparation and production of the 10:00 P.M. news-weather-sports pro-
gram are shown. For the four daily news shows, 45 people are used: 5 newscasters and editorial-
ists; 1 livestock reporter; 2 weather reporters; 1 sports reporter; 2 farm reporters; 4 announcers;
1 farm secretary; 2 news photographers; 1 lab technician; 1 film editor; 2 engineering supervisors;
2 audio engineers; 2 video engineers; 3 projectionists; 4 cameramen; 3 lighting men; 2 com-
mercial writers; 2 artists; 1 page; 1 operations coordinator; 1 production supervisor; 2 directors.
Obviously, not all these people spend full time on the four shows. On the other hand, the list
does not show the work of people in sales, traffic, filing, typing, accounting, etc., all of whom
must give some time to the news programs.
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Educational stations do far more live programing than com-
mercial stations, and always have done so. However, even these
have increased their use of taped programs, films, and records.

Let’s be practical about it. Maybe the radio-tv field isn’t as
glamorous as many people believe. But there are jobs—interesting
jobs, well-paying jobs, jobs that lead to work with challenge,
with high income, and with deep satisfactions.

If you get a job at a radio station, you will probably be a
member of a small “family.” The odds are even that the staft
will not number more than ten, and there’s only one chance in
four that your whole family will number more than fifteen. In tv,
there’s a fifty-fifty chance that you will be a member of a team
of fifty or more employees.

JOBS AT STATIONS

The titles of jobs at stations are not always descriptive of the
work done, since there is, and always has been, a great deal of
“doubling in brass,” especially at smaller stations. In radio it is
common now for announcers to “dual,”—that is, to operate the
control board as well as announce. A secretary may serve as
receptionist or write publicity. A tv director may alternate direc-
tion with handling a camera. Since many tv stations are combined
operations with radio outlets, employees often divide their time
between tv and radio stations. This is different from network and
film production where specialization is forced by union regula-
tions. In large stations with union contracts, job descriptions are
often quite precise.

Salaries in broadcasting (as in other areas of work) vary widely
and soon become out of date. For instance, a typical salary range
at stations in 1929 was $18 to $25 a week; in 1939 it was about
$2000 a year; in 1949 the average was $3640 annually; in 1959 it
had risen to $6756. The executive and management group at
stations received around $100 to $150 a week in 1939, $125 to $175
in 1949, and $150 to $300 in 1959. Though there are many ex-
ceptions to these averages, the ratios for the various jobs have
remained fairly constant, with management, sales, and engineer-
ing always heading the list of highest paid employees.

With these limitations in mind, the following job descriptions
and salaries are listed, using 1959-1960 as the base.
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General Office Positions

These jobs would be typical of any business organization: secre-
tarial work, filing, reception, accounting and payroll, telephone
and PBX, mail, purchasing. Although the pay for these positions
usually is no greater than for the same work in other fields, good
secretaries, who serve as “girl Fridays,” often make $100 or more
a week, and good accountants can make $200 a week at larger
stations. Reception and secretarial jobs often serve as stepping-
stones to work in continuity, sales, promotion, and other types of
work.

Special Service Office Jobs

The positions in this category are peculiar to broadcasting, and
the work is of a service nature to the news, program, and sales
personnel. Most are common to both radio and tv.

TRAFFIC. Keeps track of upcoming programs and commercials,
routing the proper information from and to program and sales
departments. Prepares a schedule, making sure that announcers,
directors, film projectionists, and others know the exact order
and timing of materials to be broadcast. Sometimes keeps an-
nouncer’s assignments scheduled, in cooperation with the chief
announcer or program manager. Pay at a small station may be as
little as $1.10 an hour, but it ranges up to about twice that at
some larger stations.

MUSIC LIBRARY. At small stations, announcers usually get their
own records out for broadcasting and return them to the files after
use. Larger stations often assign someone, part-time, to do this
“stacking,” as well as to keep a card file of incoming records,
active ones, and discards. Taped programs, taped commercials,
sheet music, and sound-effects records may also come within
the province of the librarian. The job may be combined with that
of film librarian in combination operations. Pay is often minimum,
and seldom more than $60 to $75.

PUBLICITY. At its simplest, this work includes the writing and
release of station news and the preparation of the program sched-
ule for publication. Combined with a job in promotion, the work
can include such things as these: writing and layout of space
advertising for newspapers; working with national station repre-
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sentatives in the creation of advertisements for trade magazines;
working with the sales department in planning window displays
and other promotional tie-ins with advertisers; representing the
station at public events, such as giving talks to clubs. The pay
for this type of work is highly variable, since in some cases it is
done part-time by secretaries, and in some cases is assigned to a
promotion director with executive status.

RESEARCH. Station jobs in research are rare, except at the
largest metropolitan outlets. Usually they take either of two forms:
(1) measurement and analysis of the size and composition of the
station’s audience, and (2) checking the effectiveness of the
station’s advertising. A research job can also include market
analysis to discover potential customers for specific advertisers.
This work is always closely tied in with that of the sales and pro-
motion departments, and can include cooperative efforts with the
station’s national representative or with advertising agencies. Pay
ranges from $85 to $200 a week.

FiLM BUvING. The job of film buyer at tv stations is often
handled by someone in the program department, usually the pro-
gram manager, in cooperation with the sales manager. From the
available films they select the ones that will help to achieve
program balance and that hold real possibilities for sales to
advertisers. Often a film series is purchased only after an ad-
vertiser has agreed to sponsor part or all of it.

Program Jobs

In small stations the manager usually serves as supervisor of all
work in programing as well as sales. As station size increases,
program responsibilities are divided.

SUPERVISORY GROUP. A program manager is responsible for
overall program policies and operations, usually including all
personnel except office, sales, and engineering. His salary is usually
in the lower brackets of managerial incomes, from $85 to $200 a
week depending on station size and success. It must not be
assumed that smaller stations always pay less than larger stations.
A tv station may also have a program supervisor, who is in charge
of all arrangements and facilities for getting a program on and
off the air.

prrecTING. The director is a fast-disappearing breed at radio
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stations. Where he exists, he sees to it that the right microphone
setup is achieved, that program participants do their jobs as well
as possible, and that timing is accurate. At networks, he is also
responsible for pace, acting, and other aspects of dramatic pro-
duction.

At television stations the director is responsible for mike setups,
lighting, and picture composition; selection of appropriate shots;
giving directions to cameramen; and signaling audio engineers,
video engineers and projectionists when sound, films, slides, and
special effects are needed. When there is a choice of two or more
pictures, he decides which one will go on the air. If a director
is also listed as a producer he is responsible for program content,
sets, and all other elements that go into making an effective show.
Typical station pay for this work is from $85 to $175 a week.

ANNOUNCING. Probably more men break into broadcasting
through announcing than in any other way. In radio the pav is
sometimes as low as $45 a week, but it ranges up to about $200
in middle-sized cities. In large cities the pay is about $70 to $80 a
day. On network commercial programs $1000 a week is not un-
usual, and it can range higher. On both large and small stations
the rates can be considerably increased if the particular announc-
er’s services are in demand by advertisers.

CONTINUITY.  Since the era of the disc jockey started in radio,
writers on most station staffs no longer write announcements for
every record that is played; since the reduction of live radio
shows there are few program announcements to write. Straight
announcements have in many cases given wav to singing station
breaks or special-effect announcements, in which case the writer
works with musicians, vocalists, and production people in pre-
paring copyv. Commercials remain staple fare, of course. In tv,
writers of commercials must work closelv with sales, film, and art
departments, as well as with directors. Occasionallv staff writers
prepare copy to go with local film on newscasts, although usuallv
the news personnel prefer to do this job themselves. A few
stations prepare special programs on public issues or in coopera-
tion with organizations and schools; sometimes staff writers are
assigned to these projects. More scripts are prepared at educa-
tional than at commercial stations, because there are more live
programs.
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Writers have always been notoriously underpaid at stations,
which seems strange when their importance is considered. $50 to
$150 a week is a generous range. $100 to $150 a script is network
minimum.

taLeNT. This is becoming almost unknown at radio stations.
Staff musicians and vocalists are rare even at larger stations.
Where used, they are hired on a piecework basis. If the producers
of women’s programs, farm shows, etc., are to be classified as
talent, there are still quite a few to be found. Tv stations, too,
have only a limited stable of talent. Staff employees often include
a woman’s director, a farm director, and a few other on-the-air
personalities.

NEWS, SPORTS, WEATHER. These program items at small sta-
tions are usually handled by staff announcers. Often the work
consists of little more than reading copy received on teletype ma-
chines from national and international news services. The first
expansion from this limited service is usually the coverage of live
sports events. Specialization increases with increased station size.
In television, stations are more likely to have local news coverage
and a news-gathering staff, including cameramen; large stations
have full-time sports and weather specialists.

PHOTOGRAPHY. Film departments at tv stations provide motion
pictures and photographs for the news department, as well as
filmed work for sales and advertising. The jobs include motion-
picture cameramen, still cameramen, film processors, and editors.
Pay in this work varies greatly, depending in part on the type of
job. Typical range for moderate-sized operations is from $300 to
$700 a month.

arT. Tv art departments are sometimes a subsidiary of pro-
duction and sometimes of sales. They work closely with promotion
and photography personnel. Their work usually consists of layouts
or drawings for commercials, but might extend to designing sets.

FLoor crREw. The floor staff of a tv station consists of camera-
men, lighting men, property men, grips, and sometimes a mike
man and a camera “pusher,” all doubling or tripling in brass
except at union stations. Usually these jobs are not well paid,
but they are often steppingstones to directing. $70 to $85 a week
can be considered typical except in large metropolitan areas.
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PROJECTION ROOM. Jobs here include operation of projection
equipment, shipping and receiving, and editing. The work can
also include storage and distribution of filmed or videotaped com-
mercials, in coordination with traffic. Not infrequently the person
who holds this position previews films on arrival to check them
for possible violations of good taste, or to select points in features
at which commercials can be inserted without disturbing plot
sequence too violently. Except in large metropolitan centers
these jobs pay about $70 to $85 a week.

Sales

Sales are normally considered the fastest road to management,
and successful salesmen can be the best-paid station employees.
However, typical starting pay is sometimes as little as $45 a week
p]us als percent commission on sales; some beginning jobs com-
mand $125 a week. Salesmen often aid with merchandising (tie-in
promotions with advertisers), help plan the advertising and write
it, work with the art and photography departments to produce
tv commercials, and service the accounts. Successful station sales-
men often make from $15,000 to $25,000 a year.

Engineering

Good engineers, audio and video, can usually command good
pay. For this reason, many small radio stations employ their first-
class engineers on a part-time or “stand-by” basis. Typical pay for
nonsupervisory full-time technical employees is $110 to $180 a
week. Chief engineers of large tv installations range from $12,000
to $25,000 a year.

Other Services

Included among station emplovees are building maintenance
men and sometimes carpenters, guards, truck drivers, nurses,
make-up people, and even wardrobe mistresses.

Education Specialists

Except in sales, all of the jobs so far described are available
at noncommercial educational stations. The staffs of these outlets
also include people who know curriculum plamning, construction



14 THE MODERN BROADCASTER

of workbooks, and test building, and who know what educational
skills are applicable to different age levels. Although the execu-
tive salaries at educational stations cannot match those of com-
mercial managers, most of the other jobs pay about what they
do in commercial broadcasting.

. . . AND OTHER JOBS

This book is concerned with the nontechnical jobs most com-
mon at radio and television stations, and these will be described
in detail in later chapters. Other types of jobs should, however,
be mentioned.

Networks have more complicated organizations than stations,
especially in sales and production. Additional departments in-
clude station relations, public affairs, svndication, law, and per-
sonnel.

Salaries at networks average about 25 percent higher than at
stations, although many network positions command even higher
incomes.

Many radio-tv jobs are outside both stations and networks.
Some 3,300 advertising agencies employ 46,000 people, many of
whom are engaged in advertising and programing for broadcast-
ing. In addition there are research organizations, trade magazines,
talent groups, and the rapidly growing film syndicate groups.
The latter employ producers, directors, actors, and the whole
array of technical and production personnel that go along with
motion-picture work.

In addition, companies such as department stores and public
utilities frequently employ people to do their radio and television
advertising and sometimes such companies will employ people to
represent them on the air.

There are also jobs to be had in teaching radio and television.
And finally, there are free-lance opportunities for writers and
talent.

Women share these jobs at every level. About one employee
in five at a station is a woman. More than half of them are in the
general-office category, but women are by no means limited to
that group.
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TRAINING FOR BROADCASTING—AND LIFE

The foregoing quick survey of tvpes of employment in broad-
casting gives an overview of the range of possibilities. Not all
the jobs are glamorous, nor is the field a ready road to riches.
But the opportunity to make money is a poor reason for entering
radio or television—or, indeed, any other field. You should choose
vour future because vou think you will enjoy it and do well in it,
because vou think it offers an interesting challenge through the
years ahead.

Since 1930 the writer has been privileged to know hundreds
of broadcast personnel, from network presidents to janitors. Rare
is the person who hasn’t been happy in his work. There is vitality,
a sense of significance, and a living urgency about the field that
makes it one of the most attractive vocational opportunities in the
United States.

What kinds of people do well in broadcasting? Various studies
have been made, and many judgments given, of the hasic charac-
teristics necessary for work at stations, quite aside from the
specialized talents and skills required for each job. The con-
clusions are always the same: good broadcast emplovees are
dependable, cooperative, and energetic. These qualities are re-
lated to success in any field; yet it is not without meaning that
the most common reasons for being fired from station jobs are:
instability and undesirable habits; a tendency to drive too hard
and too directly toward glamour, glory, and big money; a lack of
sociability (this includes uncooperativeness with other em-
ployees); dullness of personality, accompanied by lack of energyv;
lack of either talent or know-how; chronic absentecism; unwilling-
ness to take direction (including failure to adhere carefully to
station policies). Perhaps thz greatest asset a person can have
is a love of his field, whether broadcasting or any other.

In practice it is clear that a college education—indeed, training
of any sort—is unnecessary to get a job at some stations. And, as
matter of frank fact, many phases of broadcasting can be better
learned on the job than in a classroom.

However, there is an increasing requirement of a college edu-
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cation for responsible positions in all fields, including broadcast-
ing. Networks always have required college educations for
emplovees in certain phases of their work, and such an achieve-
ment is a requisite for management training.

Radio and television have not vet reached the professional
status of medicine and law—or of journalism, which is closelv
related. In these fields, three things are considered essential:
broad general education, specific training for the field, a code of
ethics which governs the occupation. Each profession has a
common hody of knowledge and a sense of tradition.

At one time medicine could be learned through apprenticeship
to a physician; law could be learned by “reading law” in a
practicing attorney’s office; journalists could start their careers
as printer’s devils. Today a general education plus specific train-
ing are required in medicine and law, and it is becoming increas-
inglv difficult for people to work on a good newspaper without a
college degree and training in a school of journalism. Broadcasting
has been going through this cycle although learning on the job
has been tvpical. Only recentlv has the broadcasting industry
hecome concerned about the need for a liberal-arts education
and aware of the values of good radio-tv training schools. The
National Association of Broadcasters and various state organiza-
tions have begun to give financial and moral support to colleges
and to students involved in broadcasting training.

As for a code of ethics, medicine has its Hippocratic Oath, law
has its Canons, journalism has its Code of Ethics for newspaper
editors as well as an unofficial code adhered to by most journalists,
and the broadcasting industry has its Code of Good Practices.
And, after a generation of broadcastmg the field is acquiring its
own traditions.

Training for radio-tv jobs is available at 300 colleges and
universities, of which about twenty offer only technical training
and eightv-five offer work leading to a bachelor’s or advanced
degree. An indeterminate number of specialized “trade schools”
come and go; the general pattern is that they offer short-term
training in the skills and techniques of broadcasting, without the
other requirements that normally go along with an accepted
academic degree.

Colleges and universities that are members of the Association
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for Professional Broadcasting Education are in general agreement
on several points: (1) Training for broadcasting must have a
foundation in liberal arts, including work in such fields as social
sciences, psychology, physical and biological sciences, literature,
history, government, and, usually, a modern language. (2) It
should have close relationships with fields such as business, adver-
tising, marketing, and journalism. (3) It may be closely tied in
with specific skills in such fields as speech, drama, and cinema.
(4) Skills and equipment training must be coupled with factual
understanding. (5) Course content should include the cultural,
economic, and social significance of broadcasting, the legal founda-
tions and history of the industry, station organization and staff
functions, the overall structure of the industry, and a philosophy
of broadcasting based on the concept of public interest. (6) At
least part of the faculty should have some industry experience.
(7) Basic training should concern itself with a broad approach
rather than emphasizing talent training. (8) Those who plan to
associate themselves with the rapidly expanding field of educa-
tional broadcasting need to have some knowledge of educational
techniques and levels.

A student should always remember that his training in college
is not to prepare him for his first or second job, but for the later
positions in which a good education will be essential.

Above all, a student must remember the real purposes of an
education, which are directed toward fruitful living throughout
the years rather than toward specific job training. He should know
that a rich life comes through a sense of challenge, of accomplish-
ment, and of contribution.

In radio and television this means a high pride in the privilege
of broadcasting, a sense of obligation to the public, and a respect
for the sanctity of the human mind and human time. To para-
phrase an old saying: vou can steal a man’s money and he mayv
be able to replace it; you can injure him physically and he may
recover; but if you waste his time neither you nor he can ever
restore it. To ask for the right to broadcast is to ask for a precious
responsibility.

At the presentation of Emmy awards in 1958, Eric Sevareid
recognized that a part of the responsibility for worthwhile broad-
casting belongs to the public, when he told the viewers:



18 THE MODERN BROADCASTER

You have been watching tonight some of the most powerful men
and women in the world. Not necessarily the wisest or the most gifted,
but the most powerful. The power to compel the eye and the ear is
the greatest power there is. It is the power to affect thoughts and
what a country thinks. . . . Do not believe that they [in radio-tv] are
all—or even very many of them—insensible of this. More often than
their critics know they have their private moments of humility—indeed,
of fear—because of this prodigious public trust given by rather pell-
mell circumstance into their care.

This industry was only born yesterday. As a business it grows
faster than we on this side of the camera eye can grow as individuals.
We are only human. We need your help. Not just the help of the
“yes” or “no” in a statistical audience survey. Your true help—your
ideas, your concern. If you do not help, then those present cynics who
say the American audience will take anything it gets and deserves all
it gets will indeed have a case.

The artists and technicians and producers and directors and execu-
tives here assembled do not believe the cynic’s claim. We know what
we have to do. We have to amuse and there we have done well. To
inform, and there we have a long way to go. To inspire, and there is
the longest untraveled way of all. Help us find the way. Help make
us make ourselves work at only one level—our best. That would be an
award on which the gold would never tarnish.!

A broadcaster cannot, however, shed his responsibility for con-
structive programing because an audience is willing to accept
less than the best. A “prodigious public trust,” as Sevareid says,
goes with the right to broadcast.

! Reprinted in Broadcasting, April 21, 1958, p. 26. By permission of Eric Seva-
reid.



CHAPTER 2

THE RIGHT TO BROADCAST

In a legal sense no one owns a broadcasting station. He may
own the sticks and stones and steel and soil that constitute the
real estate and equipment of the station, but not the frequency
over which the station broadcasts or the right to use the fre-
quency. In fact, anyone who is granted the right to broadcast
signs a waiver that his use of the air lanes gives him no vested
rights in the portion of the spectrum assigned to him. The spec-
trum belong to the people, and the right to use a frequency
for broadcasting purposes is granted for temporary periods by
license.

The reason for this is that the available channels are limited
by technical developments and by international agreements.
Only 107 channels are assigned to am (standard band) stations,
100 to fm, and 82 to tv. Since the same channels can be used by
different stations in different parts of the country there are many
more stations than channels. But since the number of possible
stations is limited, a selection must be made among the applicants.
Theoretically this is quite different from, say, the newspaper field,
in which anyone who can raise the capital and acquire equipment
and newsprint can start a newspaper anywhere he wants to.

It is sometimes said that radio and television are not so dif-
ferent from other businesses as the public ownership theory
might suggest. All that a man needs to do to get a commercial
license is to raise the capital and make certain promises in regard
to his broadcasting; his promises are lip service, and no serious
effort has ever been made to enforce them. Having received a

19
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license, the commercial broadcaster has the legal right to make
money out of a public facility.

Educational broadcasters are in a different situation. Their
right to broadcast is based on a concept of democracy that grants
the rights of the majority to dominate, but insists on the rights of
minorities. The minorities who want something more than enter-
tainment must be served if the public interest is fully to be
preserved. The counterpart of this concept is the feeling held by
some educators that their stations must deal solely in educational
programs; thus they include in their own unwritten code a restric-
tion on entertainment programs as ends in themselves.

The right to broadcast is limited somewhat by laws and rules
governing ownership and programing, by self-regulation, and by
various groups with which the broadcasters have to deal.

FCC

The Communications Act of 1934, which succeeded the Radio
Act of 1927, puts the granting of licenses in the hands of the
Federal Communications Commission. FCC is a body of seven
people, appointed by the President and approved by the Senate.
No more than four may be of the same political party, and they
must have no financial interest in any broadcasting property.
Usually the membership includes people with excellent engineer-
ing or legal background and occasionally some broadcasting ex-
perience. Until recently the Commission has had a reputation for
fair and objective dealings, and few charges have been made that
any member has been influenced by bribery or pressure. It is,
however, generally believed that legislators often attempt to
secure favorable consideration for their constituents. The Com-
mission has authority over broadcasting, telephone, and telegraph.
Public broadcastmg stations, with which the public is familiar,
represent only a fraction of the stations on the air; for every public
station there are eightv-five for special services, such as fire, forest
patrol, police, taxicab, and ham operators.

The Commission makes rules within the framework of the law,
decides whether rules are being violated, and has some limited
powers of enforcement. This gives them some characteristics of
all three branches of the government: legislative, judicial, and
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executive. All federal bureaus have these same powers in some
degree; they are commissioned by the legislature to perform
certain functions, specified by the law that creates them.

A description of the overall organization of the Commission
and the routine by which applications are processed can be found
in the vearbooks of Broadcasting Magazine and elsewhere, and
need not be summarized here.' The important thing to be noted
at this point is that ownership of a station is not without restric-
tions.

FCC’s commission, as far as broadcast stations are concerned,
is to issue licenses “in the public interest, convenience and neces-
sity.” In carrving out this mandate, the Commission is concerned
with three areas: allocation and power of the stations, ownership
and control, and programing.

ALLOCATIONS

Standard radio stations in the same communities have frequen-
cies that are different enough so that they don’t interfere with
each other. Stations that have the same frequencies are separated
geographically from each other, and their power is regulated so
their coverage areas do not seriously overlap. Stations are divided
into classes. Some regional stations have powers as great as 50
kilowatts and cover as much as a third of the country. Others have
little power—250 to 1000 watts—and usually cover a radius of thirty
or forty miles. Some have to directionalize to keep from inter-
fering with reception of other stations on the same frequencies
in certain directions. Radio waves carry farther after dark, so some
stations that do not interfere with each other in the daytime must
reduce their power at night. Some are licensed to operate only
during daylight hours.

Fm radio stations are of two general classes: those intended to
cover onlv one town and its immediate environs, and those that
cover a cluster of towns in a limited area.

Among television stations, differences in coverage are not so
great as between radio stations. For one thing, as a tv station
increases the height of its tower it must reduce its power. Also,

' Sec, for example, Walter B. Emery, “The FCC: Its Powers, Functions and
Personnel,” Journal of Broadcasting, Fall, 1958,
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since the lower frequencies get better coverage, thev must operate
with less power. Very High Frequency stations with fairly high
towers usually put a good signal over a radius of fifty to eighty
miles. Ultra High Frequency stations have difficulty achieving a
good signal for more than twenty or thirty miles. For this reason,
as well as other technical difficulties, UHF stations have been at a
disadvantage. Various suggestions have been made to equalize
the situation: for instance, to permit only UHF or VHF stations
in the same citv.

Television frequencies are assigned to cities on the basis of the
estimated ability of the area to support the stations profitably.
In contrast, a radio station may be constructed almost anywhere
if the applicant can prove that the power and frequency will not
interfere with competitors.

OWNERSHIP REGULATIONS

The Communications Act itself places certain restrictions on
the granting of licenses. A successful applicant must be a citizen
of the United States, of good character, financially responsible,
technically responsible, and must not have been convicted of
monopolistic practices in the field of communications. Good
character usually means that a person has not been convicted of a
felony. Financial responsibility means that if the applicant owes
money, the person to whom he owes it will not have control of
station operations; an applicant is expected to have adequate
financing for getting on the air and, if necessarv, operating at a
loss for a time. Technical responsibility means that the proposed
equipment conforms to FCC engineering standards and that the
applicant will have a reasonable understanding of the technical
aspects of broadcasting; he can rely on engineers or others for
precise technical information. No clear policy of applying the
“no monopoly conviction in communications” rule has emerged.
For example, motion-picture producers were charged by the
Department of Justice because of block booking practices (refus-
ing to sell individual films to distributors) and ownership of
theaters (“no monopoly is so complete as when the producer is
also the consumer,” said the Supreme Court). Yet the producers
were granted licenses for television stations by FCC on the
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general ground that the monopolistic practices had been discon-
tinued. On the other hand, a newspaper that had been accused of
monopolistic practice by refusing to sell advertising to merchants
who advertised on a competitive radio station was refused a
license on those grounds.

Decisions of the Commission may be reversed by the courts,
but otherwise their regulations have the force of law. In general,
although not always consistently, the Commission has considered
several factors when granting licenses: local ownership, integra-
tion of ownership and management, past performance, and broad-
cast experience. It has generally been considered desirable for a
local man who actively participates in management to operate a
station, since it is likely that he will have the interests of the
community at heart and will be more constructive in programing
than someone who wants the station only as a financial invest-
ment. For this reason, too, people with successful records in
broadcasting are preferred over newcomers who may be interested
in establishing a station only so it can be sold at a profit as soon
as it is established. Purchasers of stations must be approved by
the Commission, just as an original applicant must. It is presumed
that trafficking in licenses (building or buying stations with intent
of resale) is not good for the public interest, since it is likely to
lead to degrading of programs to attract larger audiences and
increase the selling value. Yet it is common knowledge in the
industry that trafficking is a frequent practice.

A major consideration in the granting of licenses has found its
way into Commission rules and regulations: prevention of mo-
nopoly. To this end, several Commission rules, listed below, are
aimed at diversification of ownership and preservation of com-
petition.

1. No one may own more than one network. The Commission
has no direct control over networks, since they are not licensed.
However, it can exercise control l)_v refusing to grant or renew a
license to a station that affiliates with a dual network or is owned
by a network that violates the rule. As a result of this ruling, the
National Broadcasting Company, which formerly operated a Red
and a Blue network, sold its Blue chain, which became the
American Broadcasting Company. Recently, suggestions have
been made in Congress that networks be required to have licenses.



24 THE MODERN BROADCASTER

2. No one may control more than seven am, seven fm, and seven
tv stations; of the latter, no more than five may be in the Very
High Frequency range (VHF) Channels 2-12; the added stations
must be Ultra High Frequency (UHF). The word control does
not necessarily mean majority ownership of the stock, but applies
to “working control in whatever manner exercised.”? The concept
includes ownership of stock in a corporation which, in turn,
might have investments in stations, except that it does not apply
to corporations with fifty or more stockholders unless the applicant
is an officer or director of the corporation or owns more than 1
percent of the stock.

3. No one may own or control more than one station of each
type (am, fm, tv) in the same market area.

4. No station may have a contract with a network which gives
it the exclusive right to carry the network programs in its area
or which restricts the station from carrying programs of any other
network.

5. Every station must, in a contract with a network, reserve
the right to refuse any network program, thus keeping program
control, theoretically at least, in the hands of the station manager.

6. No station may have a contract that will give a network con-
trol over rates charged to advertisers, except for network pro-
grams.

7. Network optioned time on the station is limited to a maxi-
mum of two and a half hours during each period of morning, after-
noon, evening, and between 11:00 p.M. and morning. An option is
an agreement by which a station must carry a network program
when the network requests it to do so. Under the rules, a request
from the network must come at least four weeks in advance of
the scheduled program. The problem of option time is an old one.
In 1940 FCC frowned on this practice, which makes it possible for
a network to sell a program to an advertiser with the assurance
that it will be heard on stations all over the country. In the eyes
of the Department of Justice (in 1959-1960) a contract with an
option clause is monopolistic, since a station is, in effect, sur-
rendering a part of its program control when it makes such an
agreement. However, FCC appears now to agree that some option

2 Sections 3.35, 3.240, and 3.636 of Communications Act as summarized in 1959
Broadcasting Yearbook, p. C-20.
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features are essential to the smooth functioning of a network and
that the limits as provided in their rules are adequate safeguards.

8. Networks will not be granted licenses for stations in areas
where the facilities are so few or so unequal that they would be
given an unfair advantage over competitors.

The Commission has suggested that television stations in one-,
two-, or three-station markets be limited in the number of hours
that they could carry from any one network, or that they be re-
quired to carry a minimum number of hours from each. The
purpose would be to strengthen network competition.

Over the years it has commonly been accepted that a newspaper
which applies for a station license is not likely to receive it if a
nonnewspaper owner also applies for it. The assumption here is
that there should be diversity of control of the means of mass
communication. The Commission has not adhered rigidly to this
practice, since other factors are also taken into consideration in
any competitive application.

PROGRAM REGULATIONS

The Communications Act specifically prohibits the Federal
Communications Commission from exercising any censorship of
broadcasting. Broadcasters share the right of free speech with other
citizens. However, the Commission cannot carry out its mandate
to see that broadcasting is “in the public interest” without giving
attention to programing. Censorship is, by definition, “prior re-
straint,” so FCC cannot tell station operators in advanee what
they may or may not broadcast; they can revoke or suspend a
license if programing in their opinion has not been for the public
good.

Broadcasters have some guidance as to the type of programing
that is considered acceptable. In addition to recommendations
from the FCC, the right to broadcast is somewhat restricted by
the Communications Act itself, minor regulations of the Commis-
sion, other laws, industry codes, and other pressures.

In 1959 disclosures that network quiz shows were rigged in
favor of certain contestants led to pressures to give FCC more di-
rect program control. In 1960 rigged shows were forbidden by law.

Deceptive techniques in tv advertising have recently attracted



26 THE MODERN BROADCASTER

the attention of the Commission. Advertising is not exempted
from censorship by the Communications Act. Although false ad-
vertising is the direct province of the Federal Trade Commission,
FCC must be alert to infractions of any law. Furthermore, FCC
can claim a direct interest in commercials that violate good taste
or any other standard of good program practice.

Program Balance

When a person applies for a license to broadcast, his program
plans are expected to show a balance of entertainment and public
service programs. In 1946 the Commission issued a statement,
titled “Public Service Responsibilities of Broadcast Licensees,” in
which it indicated that station owners would be expected to carry
out the promises they made at the time of application. In this
publication, commonly called “The Blue Book,” the Commission
suggested that stations should: (1) include discussion of public
and controversial issues in their schedules; (2) keep some time
unsponsored so that programs not normally suited for sponsorship
can be booked; (3) do some local live programing; (4) limit the
length of commercials and the number included in any one pro-
gram. Since that time there has been much discussion in trade
magazines and elsewhere about the need for program balance.
However, no follow-through on these regulations has ever been
enforced.

Over the years the Commission has expressed displeasure, in
one form or another, over such matters as horoscopy, fortune-
telling, programs in bad taste, dramatizations that might be mis-
construed as reality broadcasts, and attacks on religions and other
minorities. But no station has ever lost its license permanently for
poor programing. ‘

When a station applies for renewal of its license, which it must
do every three years, it must submit a narrative statement of
program categories and practices, and evidence that the station
has operated in the public interest. The opinion of the owner,
under these new 1960 regulations, is to be given considerable
weight. No station license has ever been revoked solely on the
basis of poor program balance. The right to an imbalanced pro-
gram schedule seems to have become de facto, by virtue of neg-
lect.
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Critics have long wondered why the Federal Communications
Commission has made no serious attempt to enforce the public
interest clause of the law by refusing license renewals to stations
that restricted their programs to popular tunes and news. In 1958
licenses of seven Georgia radio stations were withheld because
there was little or no agricultural, educational, or religious pro-
graming on these stations. One in Wisconsin and another in
Alabama were added to the list in 1959. Soon thereafter all
of the licenses were renewed. An old problem was hereby re-
vived: should the Commission become specific about program
policies and set up clear-cut program requirements before penal-
izing any station; or should its policy be precedent, considering
each station application as it comes up for renewal?

On July 29, 1960, FCC issued a policy statement and a staff
report which recognize that the radio news-music format is a
“natural” development of the times, but points out that some
managers have taken advantage of this to make their stations
little more than “jukebox bulletin boards.” The report reiterates
the general principles of the “Blue Book,” and states that the
“essence” of good broadcasting is diversity of entertainment and
other programing. It implies a need for children’s, religious, edu-
cational, public affairs, sports, and agricultural programs, as well
as opportunity for local expression and talent and programs for
minority groups. However, recognition is given to the place of
specialized-audience stations, such as the “good music” stations,
which make a contribution to overall balance. The Commission
once again insists that a renewal applicant will be held respon-
sible for promises made at the time of his original application,
but it also says that the licensee’s “individual judgment” will carry
great weight as to whether community needs are being met.

It is not clear how any Commission action less than drastic can
force a change in music-news formula stations, or other imbal-
anced schedules, especially when these practices seem to have
proved profitable.

One difficulty in enforcing good program policies has been that
the Commission’s only disciplinary power has been to revoke a
license. Revocation is a serious step which could mean economic
disaster to a licensee and a loss of program service to the public.
In early 1960 commissioners were suggesting that less harsh
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penalties be legalized, such as temporary license suspension or a
cash fine.

Political Broadcasting

Sec. 315 of the Communications Act requires that legally quali-
fied candidates for political office be given equal opportunities on
the airways. FCC rules interpret this to mean that no station has
to permit political broadcasting; but if any candidate for any
specific office, such as that of district attorney, is given or sold
time, all other candidates for that office must be provided time
on the same basis. An exception in 1960 allowed debates between
the major party presidential candidates. In May, 1959, the Com-
mission ruled that if a political candidate is offered time in a dis-
cussion program and refuses to take part, he cannot later request
free time for a talk in which to answer the discussion participants.

Serious disagreements have arisen as to whether candidates
need be given equal coverage in the news during campaign
periods. In February, 1959, in the Lar Daly case in Chicago, the
Commission ruled that candidates are entitled to equal news
coverage. The danger is clear that some candidates might be given
an unfair advantage through news programs. However, repre-
sentatives of the broadcasting industry pointed out that complete
application of the ruling was unfeasible, since sometimes as many
as twenty or more candidates may be legally qualified for a
particular office, and news programs are insufficient in number
or length to give coverage to all of them.

In September, 1959, Sec. 315 was revised to permit appearances
of political candidates in newscasts, news interviews, news docu-
mentaries, and on-the-spot coverage of news events without the
necessity of providing opposition time.

If, in such programs, a candidate speaks on the issues of the
campaign, or on behalf of his own candidacy, the obligation to
give equal time to his opponents seems ethically' mandatory.

In hearings on the Richards case, which concerned stations in
San Francisco and Detroit, the Commission made it clear that an
owner of a station may not dictate to a newscaster the items that
should or should not be included in the news. Presumably this
helps safeguard the rights of a candidate. Furthermore, in cases
involving a Texas network and a New England network, the



THE RIGHT TO BROADCAST 29

Commission has shown disapproval of stations furthering the
cause of one political party or candidate.

Editorializing

Station owners and managers are not only privileged but en-
couraged to editorialize. Opinions must be identified as such, and
it is presumed that some opportunity should be given to respon-
sible opposition to answer editorials of a controversial nature.

There is some objection to the broadcaster’s editorial right,
since opposition is not available in the same sense as it is for a
newspaper. Any Competitor can start an opposition newspaper
without a license, and the “Letters to the Editor” columns provide
some measure of opposition even in a one-newspaper town. How-
ever, there are more radio stations than newspapers, and the
broadcasters are in competition with each other as well as with
newspapers; the competition, conceivably, can be in ideas as well
as dollars.

Furthermore, the type of editorializing done by stations is rela-
tively innocuous and noncontroversial for the most part. No one
can seriously object to a station editorializing in favor of improved
streets or against waste in government, or urging voters to see that
their city councilmen live up to their promises. Much editorial-
izing is of this nature.

Controversial Issues

As partial fulfillment of their public interest obligation, stations
are urged to schedule programs dealing with controversial issues.

Commission and industry attitude is that both sides (or the
several sides) of a controversial issue should be presented. How-
ever, during a UAW-CIO strike in Detroit, a station was told by
FCC that it should not prevent one side of a controversy from
presenting its case simply because the opposition would not ac-
cept an invitation to state its position; if a station uses reasonable
initiative to secure opposing views, its obligation is fulfilled.

Managers are expected to be responsive to requests for equal
time when controversial matter has been presented or when a group
or individual has been attacked. Some station representatives have
pointed out that no one has the right to demand equal time, and
in this they are technically correct. But in the Scott atheist case
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in California, FCC stated that when the matter is “of public
moment” a station has an obligation to present replies “no matter
how reprehensible” the ideas of the replier may seem to the man-
agement. The term of public moment seems to mean “when a
substantial amount of publicity has aroused the interest of a sub-
stantial segment of the public.” Naturally, station operators re-
serve the right to decide whether people who request time are
responsible representatives of a substantial group.

Libel and Slander

Libel has generally been considered “written defamation,” a
graver offense than slander, “spoken defamation.” No proof of
damage from libel is considered necessary to collect in a lawsuit;
the mere printing of the libel is presumed to constitute damage.
In prebroadcast days the spoken word reached only a few people
at a time, and damages as a result of slander were hard to prove.

In March, 1959, the New York State Supreme Court decided
that the impact of television is such it cannot be measured by the
term slander and defamation by tv must be considered libel.

If this precedent is followed for radio, and by other states,
broadcasters will need to be newly alert, since their right to broad-
cast obviously does not include the right to libel.

Station personnel may not censor the speeches of political
candidates. This places the management in some jeopardy, since
in most states they, as well as the speaker, may be sued for libel
or slander. A proper safeguard is for the manager, in the presence
of an attorney, to point out to the speaker portions of his talk
that might be construed as libel and to advise against their use.

Lotteries

Sec. 1.304 of the United States Criminal Code makes lotteries
illegal on broadcasting stations. As determined by postal regula-
tions and court decisions, lotteries involve three characteristics:
prize (something offered as an inducement); chance (winning a
prize does not depend on such factors as skill or ability); con-
sideration (the participants in the enterprise expend some “thing
of value,” such as money—buying a ticket or a product). FCC is
bound by all laws, including the Criminal Code; and the broad-
caster is bound accordingly. The Commission, however, has had
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considerable difficulty eliminating programs that it believes are
bhorderline lotteries. All of the difficulties have stemmed from the
word consideration. The Commission has on occasion attempted
to define listening as a “thing of value,” since without listeners a
station would have no value. If a person must be listening to a
program to win a prize, this condition, FCC has thought, consti-
tutes a “thing of value” to the station. In this they have been
overruled by the courts. Sec. 3.122h of FCC’s Rules states that
they will consider the enterprise a lottery if the winners “are
required to have in their possession any product sold, manufac-
tured, furnished or distributed by a sponsor.” This does not seem
to include the bingo-type cards distributed by stores that partici-
pate in various games on both radio and tv.

The Criminal Code also prohibits the broadcasting of any “ad-
vertisement of or information concerning any lottery, gift enter-
prise or similar scheme.” This legal prohibition seems to be poorly
enforced, since more than one station broadcasts publicity for
“Merchant Day” lotteries, sponsored by local Chambers of Com-
merce; indeed, in some cases stations broadcast the actual draw-
ings. Such enterprises are in the shadowland of legality. It is
sometimes claimed that they escape the definition of lottery be-
cause their rules do not require customers to buy anything in
order to sign their names to the tickets that are used for the draw-
ing of prizes; yet the merchants advertise that customers can get
a ticket “with every purchase,” implying that a purchase is neces-
sary. Broadcasters would do well to investigate each case care-

fully.

Obscene Language

Sec. 1.464 of the Criminal Code prohibits the use of obscene
language in broadcasts. This is generally interpreted to mean
words that would not ordinarily be used in mixed company.

Miscellaneous Regulations

A few technical rules concern materials spoken or shown on
the air. Station call letters and location must be given when the
station signs on and when it leaves the air; a tv station must give
its identification on the hour, and a radio station on the hour and
half hour or on the quarter hour following, except that continuous
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program content, such as a speech or symphony, need not be
interrupted for the identification. Sponsorship of programs must
be announced; groups that furnish properties, film, or records in
excess of normal use, or with whom a deal for use has been made,
must be identified. No attempt may be made to lead the audience
into believing they are receiving live programs when tape, film,
or records are being used. If the time element is important, as
with a speech or news event, mechanically reproduced programs
must be announced as such at the beginning or end of the pro-
gram; this does not apply to material less than one minute in
length or to network programs reproduced at a later period to
adjust to time zone differentials.

False and Misleading Advertising

Since April, 1959, large stations and networks must submit all
the commercials for one day’s broadcasting to the Federal Trade
Commission every three months. Medium-sized stations submit
such copy every six months, and small stations once a year.

The Federal Trade Commission is expected to (1) detect and
prosecute the perpetrator of advertising that is false and mislead-
ing, and (2) prevent the sale of products likely to be harmful to
the public health.

Like the FCC, FTC has a difficult time getting legal enforce-
ment for many things it believes are proper and prosecution
against many things it believes are improper. Its procedure is
awkward. At one time it had to prosecute its cases through the
Department of Justice; technicalities under this system resulted
in one case in a delay of more than ten years while the courts
considered whether a certain mouthwash really killed harmful
germs, as advertised. Now the procedure is that FTC examines
samples of advertising and holds out questionable copy for in-
vestigation. It lets the advertisers know that their copy is being
investigated and releases a list of suspected companies for publi-
cation in newspapers and elsewhere. At this point the advertiser
may sign an agreement to discontinue the advertising. Otherwise,
the Commission may issue an initial or proposed decision; the
advertiser may then contest the proposed ruling and attempt to
establish that its advertising is defensible. If the advertiser per-
sists in using the suspected copy, and if FTC, after investigation,
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becomes morally certain that the advertising is false or mislead-
ing, or that the product is likely to be harmful, it can issue a cease
and desist order and ask for a “letter of compliance.” For ex-
ample, it recently ordered one cigarette company to cease claims
that it has no adverse effect on the nose, throat, or accessory
organs, and another to stop contentions that its cigarettes soothe
or relax the nerves or are less irritating than other cigarettes. If
violations of cease orders occur FTC then prosecutes through
regular courts, at which time the advertiser again has an oppor-
tunity to prove that FTC is in error.

Only about 3 percent of radio-tv copy is held for investigation,
in contrast to about 7 percent of printed advertising.

The use of deceptive advertising on a station would obviously
raise serious questions as to whether the station is operating in
the public interest. FTC therefore keeps FCC informed of every
step in the proceedings, including the names of stations known to
have carried the advertising. FCC in turn informs the stations.

All stations are expected to give careful inspection to adver-
tising claims, whether or not attention is called to them by FCC.
A licensee’s right to broadcast carries with it responsibility for
legitimate advertising.

Whether it is illegal to use deceptive or exaggerated produc-
tion methods to enhance legitimate advertising claims is a problem
which probably will engage the attention of courts for many years.

Copyrights

Copyrights are easily obtained: the author simply sends two
copies of his work and a small fee to the United States Copyright
Office. This protects the work for twenty-eight years and is re-
newable once, after which it is in public domain. Music rights can
be extended by writing new arrangements and copyrighting the
new versions.

Since 1952 the international Universal Copyright Convention
has protected the rights of authors uniformly in twenty-nine coun-
tries.

United States laws provide minimum damages of $250 for copy-
right violation, and the protected author does not have to prove

3See K. L. Atkin, “Federal Regulation of Broadcast Advertising,” Journal of
Broadcasting, Fall, 1959.
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damage. Our concept of copyright, however, extends beyond the
law itself and is based partly on accepted custom.

Few stations have trouble with copyrights. Contracts with
copyright-holding groups in music, such as the American Society
of Composers, Authors, and Publishers (ASCAP), Broadcast
Music, Inc. (BMI), and the Society of European Stage Authors
and Composers (SESAC), usually cover the rights to most music
that a station might care to use. These rights are generally only
for a list of specific compositions and do not cover complete
musicals or musico-dramas, for which separate arrangements
must be made.

Printed materials such as plays and poetry cannot be repro-
duced except by permission of the copyright owners, usually for
the payment of a fee. Under the “fair use doctrine” permission is
not required for quotations of less than fifty words unless the
quotation constitutes a complete artistic unit.

Rebroadcast of the programs of another station is a violation of
copyright; reproduction of a broadcast by tape, transcription,
kinescope, or videotape of another’s program is such a violation.
Permissive arrangements are, however, often made, as between a
network and an affiliate station.

Recreation of a sportscast is not considered a violation of either
copyright or FCC’s rebroadcast rules, since the originating station
has been held to have no property rights in the program once it
has been broadcast. This ruling obviously would not apply to a
verbatim reproduction.

It is illegal for news competitors to pirate each other’s news
stories. For example, it is unlawful for a station that does not
subscribe to a news service to appropriate a story from that service
which has appeared in a newspaper. And it is illegal for radio
stations, television stations, and newspapers to use each other’s
news stories until such time as the news has become common
knowledge.

In a general way, only verbatim material is copyrightable, but
civil suits have been waged successfully against people who have
appropriated other’s ideas. Stations and networks have been
forced to pay for using ideas similar to those submitted to them
by aspiring producers.

Titles as such are not generally considered copyrightable, but
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the Trade Mark Act of 1946 provides for registration of “service
marks.” Trademarks were originally printed symbols that repre-
sented a product or service and distinguished the advertiser from
others. “Service marks” have come to include symbols, names,
titles, designations, slogans, character names, attention-getting
symbols, characteristic sounds, and distinctive personalities.
Duffy’s Tavern, Captain Video, and the NBC chimes have been
registered under this act.* Such registration gives the owner of
the mark presumptive legal status; in a lawsuit he would not have
to prove his long use of and association with the mark, which he
might otherwise have to do.

Privacy Rights

Law and custom in regard to the right to privacy are vague. In
general, unless a living person has become associated with public
business, such as an election or a crime, the unauthorized presen-
tation or representation of him would be considered a violation
of his right to privacy, and subject to suit.

Self-Regulation

The right to broadcast, as with all rights, presumes obligations;
and obligations presume self-discipline. This is especially true in
the field of broadcasting, where the industry often thinks it feels
the hot breath of the federal government down its neck. In en-
lightened self-defense, responsible industry leaders have long
felt that the surest way to avoid censorship is to set up a self-
disciplining industry. This has not yet reached the stage that
motion pictures and baseball found necessary: an independent,
industry-supported czar, serving as censor and final arbiter on
policy. Rather, it is an informal pressure and, in practice, a gentle
pressure.

The National Association of Broadcasters, which represents a
good share of the radio and television stations in the United
States, has, through committees, devised two similar Codes of
Good Practice. Not all stations belong to NAB, and hence many
are not bound by the Codes. It is not a requirement of member-
ship in NAB that stations subscribe to a Code. This does not

* A Copyright Primer, National Association of Radio and Television Broadcasters,
Washington, D.C., 1957, p. 14.
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mean that nonmembers and non-Code-subscribers are necessarily
violating good practices any more than it assures 100 percent
conformity to the Code by those who have pledged their signa-
tures.

Radio signatories are privileged to state that they have sub-
scribed to the Code, and tv code-signers may display a symbol of
their pledge. These rights may be retracted by the NAB if their
Code Committee discovers violations.

Complete copies of both Codes are available from the national
headquarters of NAB. Highlights are summarized here, since they
constitute, in effect, a self-limitation on the right to broadcast.

News. News should be factual, fair, unbiased, and balanced. News-
men and news sources should be dependable. Morbid details and the
creation of panic should be avoided. News dramatizations and com-
mentaries should be identified as such.

Editorializing. The radio code states that opportunity should be
provided for qualified divergent opinions.

Public Issues. Discussion programs should be identified as such,
and participants should be responsible individuals or groups. The tv
code says that managers should seek out and develop such programs,
and the radio code urges that equality of opportunity be given for
differing points of view.

Political Programs. Should be identified as such.

Religious Programs. A schedule of religious programs should be
well balanced, and the discussions should deal with broad issues. The
tv code states that charges for time to religious bodies and churches
is not recommended.

Education and Culture. The tv code says that managers should
affirmatively seek out such programs, and the radio code urges coopera-
tion with qualified groups.

Advertising. No advertising of hard liquor, training that prom-
ises jobs, fortunetelling, numerology, mind reading, occultism, spirit-
ualism, astrology, phrenology, palm reading, character reading, prod-
ucts unsuitable for mixed conversation, tip sheets. “Bait-switch” ads,
by which a low-priced product is used only as a “come-on” for costlier
items, are prohibited. Good taste shall be used in the presentation of
commercials. “Hitchhikers” and “cowcatchers” (commercials by which
added products of a sponsor are advertised outside the framework of
his sponsored program) are disapproved.

Contests should be based on skill and ability rather than on chance.
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Tv advertisers are encouraged to use a part of their advertising
allotments in support of worthy causes. Also in tv, medical advertising
may make no claims of cure and should avoid indiscriminate use of
terms like harmless and without risk; commercials including profes-
sional people such as doctors and nurses must use legitimate members
of those professions. Tv advertising should not disparage the products
of competitors.

Standards for Advertising. The length of commercials in spon-
sored programs should be limited, as follows:

Minutes for Minutes for
Advertising Advertising
Length Length
of Class AA  All Other of Class AA All Other
Program and A, Tv Tv Radio Program and A, Tv Tv
5 1:00 1:15 1:15 65 6:30 7:35
10 2:00 2:10 2:10 70 7:00 8:10
15 2:30 3:00 3:00 75 7:30 8:45
20 2:40 3:30 — 80 8:00 9:20
25 2:50 4:00 4:00 85 8:30 9:55
30 3:00 4:15 4:15 90 9:00 10:30
35 3:30 4:45 C— 95 9:30 11:05
40 4:00 5:15 — 100 10:00 11:40
45 4:30 5:45 5:45 105 10:30 12:15
50 5:00 6:10 — 110 11:00 12:50
55 5:30 6:35 C— 115 11:30 13:25
60 6:00 7:00 7:00 120 12:00 14:00

In television, spot advertising included in programs that are not
sponsored should not exceed three commercials of 125-word length
within a fifteen-minute segment; however, fewer commercials of
greater length are acceptable. Also, in tv only, not more than two
commercials should be programed back-to-back, plus a sponsored sta-
tion identification of ten seconds.

Program Content. Both codes emphasize that programs should
not include unnecessary violence and excitement, and both emphasize
that an effort should be made to preserve respect for proper social
concepts.

Miscellaneous. Tv broadcasters are urged not to do programs
designed to “buy” the audience and encourage them to listen in the
hope of reward rather than for the quality of the program. Also, the
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tv code prohibits “subliminal perception” techniques, by which mes-
sages are conveyed to the viewers below the level of consciousness.

Committees of the National Association of Broadcasters at-
temt to monitor a sampling of programs to see whether standards
are being maintained. They also take into account complaints
from listeners and viewers received by the Federal Communica-
tions Commission. Most code-signing stations are found to adhere
to the tv standards of good practice. The most common violations
are excessive commercialism, “bait-switch” advertising, and ques-
tionable taste in the advertising of personal hvgiene products.
With few exceptions, stations have corrected these practices when
called to their attention.

The NAB Code Committees try to do their work quietly and do
not like to publicize violations, especmllv the names of violators.
Hence much self-policing is done of which the public is unaware.
Although there is no good evidence that any emphasis has been
put on correction of program content, attention has, however,
been given to certain advertising practices. Cooperation has, in
general, been good. In 1959 about twenty Code approval seals
were withdrawn from stations that advertised a hemorrhoid
remedy, and several stations withdrew their membership from the
code-compliance group when the Committee threatened to revoke
their right to display the seal.

In 1959 a monitoring report from Broadcast Advertiser’s Re-
ports, Inc., was released. The work of this independent group
showed the following violations of good practice in one week on
71 stations in 25 markets: triple-spotting, 327 times; triple par-
ticipations, 411; four or more participations back-to-back, 111;
triple station breaks, 254; two 20-second spots between network
programs, 306; crowded quarter-hours, 389; competitive product
conflicts, 262; local station breaks clipping oft national advertising,
1689 times.* Practices of this type lead not only to complaints on
the part of listeners but also to strong objections from advertisers.

Pressures
Broadcasters are subject to pressures of many groups, including
the following: religious groups who are opposed to certain scenes
or language included in plays, or who feel that they have inade-
3 Broadcasting, March 9, 1959, p. 45.
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quate representation on the air; medical groups who fear that use-
less or harmful medical products might be advertised or that
improper medical advice will be given; educational and cultural
groups who feel that standards should be elevated.

Sometimes local community pressures are strong in regard to
such things as the advertising of beer or news items adverse to
the interests of local merchants.

One of the most direct effects on the right to broadcast results
from Canon 35 of the American Bar Association, which prohibits
photography and broadcasting in court proceedings. In spite of
the Canon, court broadcasts have been permitted in a few states.

Unions

In a sense, unions are a limitation on the right to broadcast,
since a station with organized labor cannot operate unless the
employees are satisfied with wages, hours, and conditions of
employment.

THE “UNIQUE RIGHT”

By its very nature broadcasting is unique in American business.
The “owners” reallv hold a license to make money, if they can,
out of a public facﬂltv In some ways this is similar to the situation
of common carriers such as railroads and airlines, of public utilities
such as gas and electric companies, and of telegraph and tele-
phone franchise holders. But there are real differences: (1) The
protection for broadcasters is not so absolute; competitive broad-
casters are licensed in the same areas, though not on the same
frequencies. (2) Rates for broadcasting are not government-
determined, although one law prohibits charges for political time
being greater than for other advertising. (3) Common carriers
and utilities must accept all customers on an equal basis, but
broadcasters need not accept all comers in their advertising and
programing. (4) Express companies need not be concerned with
the content of packages or a telephone company with what
messages are carried over its lines (with minor exceptions), but
broadcasters are intimately concerned with program and adver-
tising content. (5) A railroad, airline, or shipping line that loses
money may reccive a government subsidy, often in the form of
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mail contracts. A broadcaster can receive no such help. Indeed,
FCC has several times expressed itself as not being concerned
with whether stations make money, since their mandate is to
license broadcasters “in the public interest”; their concern there-
fore should be with program merit rather than financial success.
One court has ruled that the Commission must take “economic
hardship” into consideration when the addition of a station to a
community might result in difficulties for an existing station.
However, it does not appear that FCC’s basic position has been
altered.

The right to broadcast is therefore a peculiar privilege. In a
general way, often only verbally, broadcasters recognize that a
radio or tv station is not a private business like a service station.
In theory, the owners may seem restricted by various forces de-
scribed in this chapter; but in practice they do not find themselves
handicapped, especially in programing. Most broadcasters are
more actively interested in making a profit than they are in obli-
gations of public interest; programs with merit beyond mass en-
tertainment usually emerge only when financial stability has been
achieved. To a great extent the reasons rest in the nature of the
audience.



CHAPTER 3

THE AUDIENCE

The most obvious fact about the radio-tv audience is that it is
large. It has been said that more people might see a single tv
broadcast production than would be included in all of the
audiences to all of the public entertainments produced from the
fall of the Roman Empire to the beginning of motion pictures at
the turn of the century. The statement is, of course, unprovable,
though dramatic. It is also a bit deceptive, since it conjures up a
picture of a nation-wide audience instantaneously sharing a single
program from a remote source, usually Hollywood or New York.
Such an audience does exist. But the sum total of all the watching
and listening to nonnetwork programs is greater than that of the
networks. The typical audience is a station audience.

AUDIENCES, NOT AUDIENCE

The term audience itself is deceptive, since therc are many
audiences, depending on station, program, and time. Even the
same people constitute different kinds of audiences at different
times, depending on the framework of reference surrounding
them when they turn to their receivers—whether they are working
or giving the program full attention; whether it’s Sunday, late at
night, or a holiday; whether it’s a news show or a musical; whether
they have tuned to an educational or a commercial station.

As the dominating factor in all broadcasting, the audience has
been studied by scores of researchers since the middle 1920’s.
Many hundreds of reports have been made on the nature and

4
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habits of audiences, their descriptions, responses, preferences.
Many of these studies have been poorly done; many have been
promotions by self-serving interests; many are directly contradic-
tory of others. All audience research must take into account the
ephemeral and changing conditions of the field. No sooner has
a fact about audiences been gathered than it may no longer be
true, since programs and audiences are in a constant state of
change. It is therefore risky to make generalizations.

A few things may be said, however, with relative assurance.
Some of these follow.

THE AUDIENCE CORE

The backbone of the general radio-tv audience always has been
the middle socioeconomic class, especially the lower-middle
group. Most programs are aimed at them because they constitute
the largest segment of our population. The upper strata of Ameri-
can citizens tend to have a greater variety of interests that demand
their time: organizations, social functions, books, theater, and
socialized sports. The lowest income groups have always had pro-
portionately fewer functioning receivers, been erratic rather than
steady listeners, and, of course, been a poor market for advertised
goods beyond subsistence items. Leaving this group out of con-
sideration, the general pattern has been, and is, that the lower
the income, the greater the likelihood of avid listening and view-
ing. The typical viewer and listener spends less time with books,
newspapers and magazines, organizations, organized sports, and
cultural activities than other people. To him his receiver is not
only his primary source of news, information, and entertainment;
it is also his symbol of “belonging,” his direct tie to the world of
larger events, and his escape from his immediate environment.

RECENT AUDIENCE TRENDS

The general make-up and listening conditions of the radio
audience have changed since the advent of television. About one-
fourth of the radio audience is in automobiles, a condition far
removed from the family listening which used to characterize
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radio. The location of home radio receivers gives added emphasis
to the fact that radio listening is more individual than formerly.
About 85 percent of tv receivers are in the living room, whereas
only 31 percent of the radio receivers are located there. Fewer
than 4 percent of tv sets are in bedrooms, but 30 percent of radios
are there, often in children’s rooms. Twenty-one percent of radio
receivers, but almost no tv sets, are located in the kitchen. These
factors have had a profound effect on programing, along with the
economies which have so drastically reduced radio to a music and
news medium.

Car radios and portables have kept the production of radio
receivers up to that of tv, even after a dozen vears of tv domi-
nance. And, although the evening audience for radio has dropped
sharply, daytime listening has leveled out without the marked
differences that used to characterize different hours of the day.
Twice as many homes are reached by radio as by tv up to 6:00
p.M. In the daytime about 70 percent of the listening is to radio,
whereas in the evening it is about 25 percent.

Two further changes have come about in the radio audience.
Since the man’s listening period is evenings, the trend to evening
tv has intensified the description of radio as a woman’s medium.
And the reduction in network service, together with the increase
in the number of independent stations, has made the radio audi-
ence more than ever a station audience.

DIFFERENCES AMONG AUDIENCES

Much precise information has been gathered about different
segments of the audience, and the research is continual.

Age Differences

Children start regular tv viewing a bit earlier than is typical
for radio. Between the ages of 5 and 7 they watch somewhat less
than two hours a day; the amount of viewing increases gradually
until age 11-13; the average time used in tv watching is a bit
more than two hours a day. After that the pattern is about the
same as for the rest of the family. In radio-only homes, children
appear to do sustained program listening by about age 7, and the
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amount of listening increases generally into the teens. Teen-agers
in radio-tv homes listen to the radio about two and one-half times
as much as adults. However, the only time of the week that
youngsters under 16 outnumber the adults is on Saturday morning,

With few exceptions, the general program preferences of chil-
dren are about the same as those of adults. Recently, however,
the music preferences of teen-agers seem to have been markedly
different from those of their parents.

Sex Differences

A few differences between the preferences of boys and girls,
and men and women, are pointed up occasionally by various
audience studies. Usually these differences boil down to certain
obvious program types like sports, news, and women’s programs.
Women are the dominant audience, and always have been, with
the exception of certain week-end tv periods. In a general way,
the quantity of listening and viewing increases for women as they
grow older, although some studies show a peak for early middle
age. With men, there is a general drop between ages 20 to 40,
but a small increase thereafter.

Geographical Differences

There are, of course, some geographical differences in the gen-
eral audience; but these are not as great as they used to be, and
not as great as urbanites east of the Alleghenies presume them to
be. Easterners go to bed later and get up later than Midwesterners
and West Coasters; this makes some difference in local program
schedules. Fewer people in the deep and mid-South own receivers,
so broadcasting there does not reach as large a portion of the
population.

There are some regional preferences in programing. Polkas and
schottisches, which attract listeners in Wisconsin and Minnesota,
do not find enthusiasts in Arizona and southern Texas, where
Mexican music has many faithful devotees. A farm program on
rice culture would be of high value in Louisiana and eastern
Arkansas, but might fall on deaf ears in Maine and Oregon. A
metropolitan audience probably would not be interested in new
ways to increase egg production.
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But, by and large, preferences, customs, habits, and attitudes
are pretty much the same throughout the country. Broadcasting
itself is partly responsible for this fact. The top network tv pro-
ductions and the top ten tunes are usually the leaders evervwhere,
and at about the same time. Such differences as do exist on an
area basis can be capitalized on by the astute station manager,
but the differences can easily be exaggerated.

Socioeconomic Differences

The amount of listening and viewing varies with the cultural
level as well as with the income level: the more vears of education,
the less avid the audience.

Socioeconomic preferences differ somewhat. Informational pro-
grams, serious music, and literary drama apparently have a higher
following among people who have had more years of schooling,
and the audience of educational stations is of a somewhat higher
sociocultural level than for commercial stations. This is true also
of the audiences for high-quality music stations, especially fm.
On the other hand, the people who are most favorably disposed
toward educational stations and quality programs are usually too
busy with other interests to do much listening or watching.

THEY DO LEARN, BUT . . .

The broadcasting industry is proud of its contribution to the
rising level of public information. Representatives of networks and
NAB like to point out that the public has been exposed to great
symphonies, ballet, and Shakespeare, though on rare occasions.
They insist that the increased percentage of voters is directly
related to an increased interest in current events because of the
broadcast media. That broadcasting, coupled with newspapers,
magazines, and schools and other institutions, has contributed to
a better informed public is a fact too commonly recognized to
labor here.

Yet it is apparent that, except for news, few programs on com-
mercial stations are designed for the enlightenment of the audi-
ence. And it must be readily admitted that most people do not
turn their dials in search of education, but of entertainment.
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In spite of the fact that the typical audience is better informed
than people were in prebroadcast days, it is further evident, from
a series of studies, that they are still woefully uninformed in such
matters as names of public officials, geography, and, yes, even
current events. The broadcaster has a choice of catering to their
present level of interest or attempting to improve knowledge and
taste.

Educational stations have proved beyond question that radio
and television can teach, especially in controlled classroom situa-
tions. In 1959 half a million students, from first grade through
college, were receiving part of their instruction by television.
Several million adults were estimated to be taking advantage of
educational radio and television programs. An amazing quantity
of information has been released, proving that people can learn
such disparate subjects as algebra, chemistry, physics, sewing,
typewriting, Russian, artillery, and child care from television
programs. The parade of evidence is reminiscent of similar mate-
rial which proved throughout the 1930’s that radio could teach
history, speech, music, literature—indeed, almost anything. All
such studies are likely to be misleading unless the reader notes
that few researchers claim that radio and tv can do the teaching
job better than standard teaching methods. The best results are
usually obtained when the Dbroadcasting media are used as a
supplement to, rather than a substitute for, classroom teaching.
The careful reader will also note that some studies claim that
poorer students profit the most from broadcast lessons, while
others state that the better students get the most from these ac-
tivities. A basic residue of fact is left, however, with which no
one disagrees: the broadcast media are capable of conveying in-
formation very effectively. If the success of educational programs
and stations is not equivalent to that of a network dramatic or
comedy program, the fault is not that of the media or of the
sincere educators who are exploring the possibilities. One difli-
culty is that people in huge quantities do not scem overwhelm-
ingly anxious to spend their leisure hours in serious attempts at
self-elevation. Another is that radio and tv apparently are difficult
to use effectively. None of this can or should minimize the value
and significance of educational programs as a necessary contribu-
tion to the sizable andience minority that wants them.
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BROADCASTING IS POWERFUL, BUT . . .

Public awareness and purchase of advertised products can often
be attributed directly to radio and television. There are many
striking examples of the power of broadcasting to create impact;
for example, as a test, a 20-second commercial delivered once on
each of two tv stations in Oklahoma City, urging people to clean
up the streets of New York City, was recognized by 27 percent
of the people interviewed the following day, and four out of five
people who had seen the advertisement could recall something
specific about it. This power of impact is daily turned into bank-
rolls for advertisers.

Broadcasting has demonstrated that it can get results not only
for advertisers, but for “causes” as well. The Episcopal Church,
for example, raised a million dollars for missionary purposes from
a single 15-minute network radio broadcast. Unfortunately the
evidences of such spectacular results are specific cases. As yet we
have no evidence that people are any better than they were before
the rise of broadcasting, or that they have improved either their
taste or their behavior. When the American Association of Adver-
tising Agencies puts itself behind campaigns like those of the
Community Chest and Red Feather, with national cooperative
effort, it can proudly show that it has accomplished fine results.
But no such unified campaign has ever been conducted against
such evils as government waste, union racketeering, corporation
injustice, or poor law enforcement.

One reason that the industry cannot show leadership in the
general improvement of people is that it has never presumed to
assume such leadership. It has thought of itself as an informer
rather than a crusader in national affairs.

Indeed, broadcasting frequently undoes with one hand what it
tries to do with the other. For example, the NAB codes proclaim
an intent to create a respect for the law; yet many programs con-
tinue to extol heroes whose heroism is in evasion of the law or in
proving themselves superior to stupid sheriffs, D.A’s, and police-
men. Perhaps the most significant reason that broadcasting may
not be a power for leadership in social and political affairs is that
people’s opinions on these broad issues are formed from their
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immediate environment, and they look to their community leaders
for opinions on public affairs. A respectable group of studies estab-
lishes that most people make up their minds on public issues be-
cause of the guidance of a local leader, who might be a family
member, the corner grocer, a minister, or an employer. This might
explain why the political party that has spent the most money on
radio and television has lost the most elections since 1936, when
political broadcasting began to be extensive. There is no evidence
that political parties have profited from broadcasts, though polit-
ical personalities have.

These facts about station audiences and the impact of broad-
casts on them should give you a realistic background for under-
standing your job in broadcasting. You ought to be impressed
with the capacity of your station to affect your audience; but you
cannot expect miracles from media that have limitations—and one
of the limitations is the audience.

AUDIENCE MEASUREMENT

No matter what job you have in broadcasting, unless it is
grounds maintenance with a nail on a stick, you will be keenly
aware of ratings. You will hear terms like audience research and
market research. You will certainly hear the names of groups like
ARB (Audience Research Bureau), Pulse, Nielsen, Trendex,
Videodex. You might hear names like Schwerin, Whan, Hooper,
Politz, Starch, Dichter, Conlan, and Roslow. Somebody might
even remember CAB and Crossley. You will get the impression
that a great effort is being made to discover what people listen
to and what they buy and why. The total bill for audience research
in commercial broadcasting runs to a little more than five million
dollars a year which, as Bernard Aspell has pointed out, is about
the amount American people spend every year for live earthworms
for fishing.! Yet a good deal of research is carried on. In educa-
tional setups alone, an astonishing amount of research is con-
ducted just in measuring audience response.

All practical audience research is aimed at answering a few
simple questions: how many are there in the audience? who are

' “TV Ratings: What They Really Mean,” Harper's Magazine, September, 1958.
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they? do they like you? how do they respond? what is the best way
of getting the desired response?

There is no point in attempting to outline the type of work done
by specific currently existing researchers. The companies and the
people change—some come, some go, some stay. Those who stay
change their methods frequently. Some use combinations of
methods.

Ratings

Ratings represent the relative audience size or popularity of a
program or station.

RATING TERMINOLOGY. The total number of homes with receiv-
ing sets in an area represents the potential audience for that area.
This term can mean the total of radio-only homes, tv-only, or
radio-tv, depending on the base from which the researcher starts.
The available audience is the number of receiver-homes where
people are at home and awake at any given time. Sets-in-use
means the total number of homes whose receivers are turned on
and may mean either radio or tv. The proportion of active sets
tuned to a particular station is that station’s share of audience.
To be specific, let us assume an area with a population of a mil-
lion. If 95 percent of the families own tv sets, the potential tv
audience is 950,000. If the families are of average size the number
of sets will be around 300,000. If in 60 percent of the homes people
are at home and awake, the available audience is about 570,000
(60 percent of 950,000), assuming that all of the members of the
families are at home and old enough to constitute an audience.
However, the average number of listeners to a receiver is con-
sidered to be about 2.03 for tv and 1.40 for radio, so the actual
number of listeners would be perhaps 250,000 to 360,000. If half
of the sets in these homes are being used there will be 150,000
sets-in-use. If half of these sets are tuned to station X, that sta-
tion’s rating, or share of audience, will be 50. Even if 200,000 sets
are in use, if station X still has half of them, its rating will still be
50 if that is the base being used. Using the potential audience as
a base gives more meaningful ratings. Using this system, since
there are 300,000 sets in the area, station X’s rating would be 25.0
in the first example and 33.3 in the second. It is obviously im-
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portant to know what the researcher’s figures mean. For example,
a certain tv program might have zero share of audience in radio-
only homes, a 28 rating in radio-tv homes, and 35 in tv-only
homes.

Figures are usually given for fifteen-minute periods. For a
program lasting an hour the rating may be given in terms of aver-
age audience or total audience, the latter being the sum of the
four fifteen-minute periods. One method of reporting is to give
the cumulative audience, which is the total number of different
sets (or people) tuned to a program at any time during its broad-
cast period. To get the full picture for any of these ratings, how-
ever, we would have to know how many people are listening in
automobiles, in public places, and on portable receivers.

Since all advertisers want to get the most for their money, and
since different time periods cost different amounts, an efficiency
rating or cost-per-thousand is often used. While share-of-audience
may be of greatest importance to broadcasters, cost-per-thousand
is the advertiser’s primary concern. To get this figure, the cost of
the program is prorated among the total (or sometimes the cumula-
tive) audience. Sometimes this is figured in terms of cost-per-
impression: in a half-hour show containing three commercials,
each commercial is considered an impression and the costs are
prorated. It can, and sometimes does, happen that a low-rated
morning show may cost the advertiser less to reach a listener than
a top-rated evening program.

Audience stratification, another important broadcasting term,
deals with the make-up of the audience. It may refer to horizontal
differences among them, such as the proportion of men, women,
and children, or the proportion of city dwellers and farmers. Often
it means a vertical stratification, in which the audience is divided
into income levels, age, or years of education.

Methods

Various methods are used in gathering information for ratings.
Most of the terms we have used so far refer to coincidental meth-
ods which measure the number (and sometimes the stratification )
of the audience while a program is in progress. Recall methods
ask listeners to remember things, such as what programs or com-
mercials they have heard, what programs they watch most fre-
quently, or what stations they listen to regularly. Preference
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studies are designed to learn the listener’s favorite program, sta-
tion, talent, or program type.

The most common methods of gathering audience data are by
telephone, diaries, mail, personal interviews, and mechanical de-
vices attached to receivers.

Audience Responses

To test whether students or others have learned facts or
changed attitudes as the result of programs, groups of them are
compared with matched groups who have not heard the program,
pretest scores being compared to scores after program exposure.

Program success in selling goods is measured by comparing sales
in markets where programs are aired with sales in comparable
areas where the programs have not been broadcast, or by sales
before, during, and after a series of advertisements in the same
market.



CHAPTER 4

STATION PROGRAMS

In a way, the audience determines a station’s programs, since
the schedule is intended for them. The available audiences are
limited by the power and location of the station. The audience
for which a station aims is determined by the owner, whose de-
cision is almost exclusively based on economic factors.

FACTORS GOVERNING GENERAL PROGRAM PLANS

Allocations

To some extent the programs of both radio and television sta-
tions are predetermined for them by the part of the country in
which they are located, the extent of their coverage, and their
hours of operation. Stations whose coverage is over only a large
northern metropolitan area will obviously have different program-
ing than a station whose signal covers a diameter of 150 miles of
cotton farms. Regional news is as natural to a regional station as
local news is to a 250-watter. Daytime stations often have pro-
grams they would not schedule during evening hours.

Ownership and Affiliation

More than half of the tv stations and a fifth of the radio stations
in the country are in about 235 groups under the same ownerships.
Some of these group owners establish program policies that are
carried out by station managers, thus tending to give stations in
the same group an identifiable personality. For example, one
group of radio stations was permitted to have not more than fifty

52
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records in the station at one time or to play more than forty of
them in a single day. Another group emphasizes public service
programing and news.

Some of the groups are known as “O and O’s,” meaning owned
and operated by one of the major networks. This naturally means
that the bulk of the programming is from the networks, with a
minimum of independent program development.

Affiliate stations carry some network programs, but their pro-
graming is not markedly different from that of independents. In
tv they usually fill the rest of their schedules with syndicated
films similar to those used on the independents, while inde-
pendents use films similar to network programs and, sometimes,
reruns of network series. In radio, network affiliates do get news,
some plays, some special features, and some live music—program
elements that have almost disappeared from most independent
radio stations. But large portions of network programs are made
up of popular records, which is also the typical offering of the
stations themselves, independent or affiliate.

Audience Diversity

Within the framework of the available audience in the area, a
station manager may aim for audience segments that he believes
will be profitable to his station. He then has two choices. A sta-
tion’s whole schedule may be devoted to attracting a single group
—a Negro audience, for example, or people with strong religious
interests. Or programs may be designed for different audiences
at different times of the day: farmers at early periods; housewives
during the morning and early afternoon; children in the late after-
noon; classical music buffs in the early evening; jazz enthusiasts
in the late evening. The programs might cater to different interests
in periods of an hour or less. Ilere the danger is that the andience
might be fractured into small, though loyal, numbers at any given

period.

Trends

If the manager tries to reach a general audience, which means
as many people as possible, he is likely to program to the lowest
common denominator of audience acceptance and ride the trends.
When hillbilly, soap opera, quiz shows, variety shows, rock and
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roll, westerns, or adventure-detectives are leading in popularity
(as each has, in turn), he will schedule these programs as long as
they attract sponsors. The danger in this type of programming is
that a station can lose its identify, since it sounds or looks like
many others.

PATTERNS AND TRENDS: RADIO

The trends that emerged in radio programing after 1946
changed the pattern of radio significantly. Some of them blend
with and supplement each other. Stations are like people. Most of
them share many characteristics and cannot neatly be described
by a single pattern or trend. Some stations stay rigidly to one
pattern or another, but most incorporate in their schedules several
program approaches.

Reduction of Network Service

The world of network radio, which used to absorb millions of
listeners nightly and spice their conversations the next day, has
almost vanished. From 1946 to 1959 the number of radio stations
in the United States tripled. This means that, since networks are
ordinarily interested only in stations in larger towns, and are per-
mitted only one owned or affiliate station in each market, the
proportion of radio stations operating without network service
has increased sharply. In addition, new contractual relationships
with affiliate stations do not require the stations to carry as many
hours of network shows as they used to—some stations use their
networks only for news commentary. This has meant a sharp
increase in the use of recorded music, especially pop tunes.

Top-Tune Stations

Top-tune programing has been treated by some managers as a
final answer to all radio’s problems, a magic formula for success.
Other answers in other days have also been satisfactory for tem-
porary periods. Some managers, however, have pointed out that a
steady diet of popular music attracts only teen-agers, especially
girls, since the selection of music is based on the sale of records
and the largest purchasers of popular records are girls at the
baby-sitter age, between 13 and 17. Yet even during the after-
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school period from four to six, only 18 percent of the radio audi-
ence is made up of younger people. Since adults are the purchasers
of most goods advertised on radio, these critics believe that spon-
sors do not get full value from their advertising. The answer often
given is that when the youngsters turn on the radio, the rest of
the family also hear it, including the advertising. Furthermore,
say the defenders of top-tune programing, housewives may say
that they want other types of music, but tune-in surveys find them
listening to top-tune stations even when the youngsters are not
at home. Actually, different audience studies are in sharp disagree-
ment on this matter. One thing is certain: many stations have
increased their ratings and their revenue by turning to the pattern
of popular music, news, and sports.

Development of Station Identity

The trend toward basing all programing on popular records
twenty-four hours a day resulted in many stations sounding just
alike. To compensate, most top-tune stations have attempted to
provide their own “sound.” Sometimes this takes the form of
regularly scheduled short program items. Examples include such
featurettes as “sound-off”—quick, pithy editorial comments on
local events; the “worst record of the week,” which is broken
audibly; “honor days,” which honor, in turn, local policemen,
highway patrolmen, nurses, teachers, doctors, mothers, and street
cleaners; “pick hit of the week”; “pet peeves” of listeners.

Establishment of station identity is also aided by another trend,
“foreground treatment.”

Foreground Treatment

Radio’s long reputation as a background for other activities led
to attempts to push the programing into listeners’ consciousness.
One means used is to have announcers always sound excited,
almost breathless, and carry an air of momentous events, their
energies stopping just short of a side-show pitchman’s. Announce-
ments begin before the last phrase of a record is completed, and
the first notes of a vecord following the announcer overlap his
last svllables. The insistent beat of rock and roll aided in pushing
the music to the foreground instead of the background. News
bulletins, even of an inconsequential nature, are given a promo-
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tional build-up and follow-up. In one case the report of an acci-
dent that involved a dented fender devoted 14 seconds to the
accident and 21 seconds to the build-up, the latter boasting that
the station was always on top of important news events, cooperat-
ing with state and city police, the Chamber of Commerce, and the
Better Business Bureau.

Strong on-the-air promotion includes the use of call letters at
every possible opportunity and in a variety of ways. In a Shreve-
port, Louisiana, station the announcers sometimes used the call
letters, KEEL, as a word and sometimes spelled it. “KEEL time
is six-o-five”; “Kay-double-ee-ell temperature is eighty-five, and
rising”; “KEEL top tune this week is . . . .” Jingles, sound effects,
and odd musical treatments are used to promote the station and
impress the call letters on the minds of listeners. This type of
station promotion is sometimes carried over into the introductions
for weather and news. In one 5-minute newscast, the station jingle,
the jingle promotion for the station’s news schedule, the weather
jingle, and the partly sung commercials leave only 2 minutes and
15 seconds for the actual news.

Echo chamber and voice filter effects can give added attention-
getting interest to an announcer’s delivery. For example, the capi-
talized copy in the following quotation represents the use of an
echo chamber and the italicized words represent the use of a voice
filter: “Now for the WTXX Pick Hit or THE WEEK. First, though,
a report from the WTXX radar weather tower. It looks a little
cloudy from here. The temperature on the WTXX radar weather
tower is sixty-one. Barometer steady. Wind from the northeast at
six miles per hour. Over. Thanks, Jim. Now for the WTXX Pick
Hit oF THE WEEK.” Added sound contrast is given by using tape-
recorded voices for commercials.

Development of Station Personalities

The term disc jockey originated before the recent trend of fore-
ground stations, when the traditional, often impersonal, “straight”
announcer gave way to a school of conversational, chummy per-
sonalities whose intimate manner was often coupled with wit and
a real knowledge of records. These announcers gained a personal
touch for the sponsors whose commerecials they read or ad-libbed.
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The late 1950’s produced an accent on youth among station an-
nouncers and a new type of personality emerged. Young voices,
expressing youthful attitudes, may not add convincingness to a
sponsor’s message for adults, but they certainly attract large and
enthusiastic followings of teen-agers. These new personalities
become identified with the stations and come to symbolize them.
They give advice on dating, emcee public functions for young
people, and help determine the musical taste (or at least musical
offerings) in a community. The promotional advantage for the
station can be considerable.

The Gimmick Approach

Gimmicks are used either for buying the audience or for pro-
moting stunts and contests. Buying audiences by encouraging
them to listen in hope of reward is a violation of the NAB tv
code, but not the radio code. In radio the methods take constantly
changing forms. Examples include such gimmicks as the follow-
ing: giving a listener money if his social security number ends
with a specified three or four digits; giving him money or per-
haps trading stamps if he has a dollar bill with a certain serial
number; giving him a prize if he lives at a certain address and
calls the station within a limited number of minutes; making the
payment on a listener’s house or car if his name is drawn from
the list of a station fan club, for which he must register. One re-
spectable variation is to pay listeners for any news scoops that
they bring to the station’s attention. The list of stunts and con-
tests is almost endless. In all parts of the country radio stations
have increased this novelty aspect of their programing: a disc
jockey broadcasts from a store window, where he determines how
many days and nights he can stay awake; a prize is offered for
making the best snowman; a hoola-hoop contest is called off after
several hours in fear that the prolonged exertion of the participants
might be harmful to them; college students try to cram more
people in a telephone booth, or a canoe, or model-T Ford, than
others have been able to manage; a call is sent out for trading
stamps to be used for articles of bedding in an orphanage. As
promotion stunts for the station these things are excellent; opinion
varies as to their listening value.
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Longer Music Programs

Typical programs used to be 15 minutes or half an hour in
length; an hour-long show was unusual. Today record shows of
three or more hours are frequent and talk programs are eliminated
or reduced in length. News was at one time almost standardized
at 15 minutes; now it is commonly 5 minutes in length.

A corollary of this trend is that some stations have 1-minute
spots of farm, home, or religious information in place of their
former 15- and 30-minute segments. As an illustration, compare
the two program schedules (abstracted) below, one from a “tradi-
tional” station and one from a “modern” radio outlet.

6:45
7:00
7:15
7:30
7:45
8:00

9:00

9:30

9:45
10:00
10:15
10:30
10:45
11:00
11:15
11:30
11:45
12:00
12:15

12:30
12:45
1:00
1:30
1:45
2:00
2:15
2:30

Traditional Program

Farm news, markets, weather
Morning news

Radio Bible Class

Western Request Program
Musical Clock

Breakfast Club

My True Story
Morning Music
Homemaker’s Hour
Headline news

Old Favorite Tunes
Hymn Time
Family Life Forum
When a Girl Marries
Whispering Street
Church of Christ
New tunes

News

Local news

Swap Shop

Hammond Harmonics

Siesta Music

Club and School

Showtime Tunes

Shopper’s Guide

Songs My Mother Taught Me
Light classics

7:00
7:05
7:30
7:32

8:00
8:05
9:00
9:05

10:00
10:05

11:00
11:05

12:00
12:05
12:10
12:30
12:32

1:00

1:05

2:00
2:05
2:30
2:32

Modern Program

News headlines, weather
Morning Music

Weather

Morning Music

Headlines, weather
Morning Music
Headlines, weather
Morning Music

Headlines, weather
Morning Music

Headlines, weather
Morning Music

Headlines, national news
Local news, weather
Afternoon Melodies
Weather

Afternoon Melodies
Headlines

Afternoon Melodies

Headlines
Hit Parade
Weather
Hit Parade
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Traditional Program Modern Program
3:00 The Three Suns 3:00 Headlines
3:15 Military Band 3:05 Hit Parade

3:30 Pop tunes
4:00 Outdoors in Beaver County 4:00 Headlines, sports

4:15 Cisco Kid 4:05 Hit Parade
4:30 Teen-Time Tunes 4:30 Sports Flash
4:32 Hit Parade
5:00 Sports report 5:00 Headlines, sports, weather

Middle-of-the-Road Programing

The term formula is usually applied to stations that schedule
only music, news, and sports for their programs; this generally
implies the use of only the top forty or fifty popular tunes, news
headlines on the hour, and sports reports rather than live sports
coverage. However, such a limited use of the term is somewhat
deceptive, since many traditional stations also follow formulas of
their own,

One group of stations aims for the middle-of-the-road in pro-
graming. Although they find this term difficult to define, they
avoid heavy classical music on the one hand, and hillbilly and
the more extreme popular tunes on the other. Some of them talk
about “nothing farther over than show tunes,” by which they
mean they would include in schedules tunes from musicals which
have been liked for so many years that they have become classics
of their kind, but they wouldn’t include concert music. Memory
tunes, the less extreme jazz, and even some western songs might
find a place in their schedules. The attitude of some managers who
follow the middle-of-the-road is expressed by Bob Enoch, WXLW,
Indianapolis, who says that his station “makes no attempt to
appeal to minority groups, such as teen-age, race, ‘long-hair,
sports fans, etc. . . .”

In the era of formula stations, with the frantic and frenzied sounds
and the beat of R & R on the top 40, it has not been a simple matter to
hold to the plan; yet, today we have the top audience in the market
with a loyalty factor most impressive, topping all other local opera-
tions,

WXLW s, I believe, the highest incomed daytime station in the
country. Of this we are proud; but even more than this, we are proud
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to prove that radio does not have to program to nitwits and immature
morons in order to command attention and fulfill its function.!

Other Formulas

Another group tries to supply music for different tastes and does
it strictly by formula. For example, one station in Kansas sched-
ules a 1-hour once-a-week “country tune” show; it has a once-a-
week modern and progressive jazz show; it has daily hymns; its
popular music segments are so formula-ized that each quarter-
hour must include an instrumental number, a vocalist, and a
singing group; male and female vocalists and groups are alter-
nated. A variation in this attempt to reach different audience
segments is a station that relies heavily on network news, plays,
and features for the bulk of its schedule, but uses only top tunes
during the rest of its broadcast period.

Another station, KBKC in Kansas City, avoids block program-
ing, which was so common a few years ago and which has been
extended to the ultimate by top-tune stations. Its formula for one
hour is as follows: band, ballad, mood (instrumental), pop, band,
ballad, jazz (instrumental), 5 minutes of news on the half-hour,
band (instrumental), 5 minutes of uninterrupted music (either
Latin-American mood or piano rhythm), ballad, mood (instru-
mental), pop, band, ballad, mood (instrumental). One show tune
is also scheduled during the hour, at variable times. Vocals are
never back-to-back.

One program concept, borrowed from the networks, is the
“magazine” approach, which aims for program balance through
variety. Such a concept would keep and develop a schedule that
includes interviews, service programs, community features, plays,
discussions, and other program types which have been discarded
by many “new sound” stations.

A return to background listening is represented by WPAT,
Paterson (New Jersey ), where only soothing music is played, with
no title announcements, and commercials no oftener than every
15 minutes daytime and every half-hour during evenings.

Bucking the midcentury trend toward music, a few stations
have turned completely away from it. For example, one has spe-
cialized in news and sports. Another, in San Francisco, schedules

! Personal letter.
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only news, talks, interviews, readings from magazines, book read-
ing, political discussions, and other talk programs.

Mobile Remotes

Radio has always made use of remote equipment and telephone
lines from sports events and churches. To help create a sense of
immediacy, there has been an increased use of mobile units and
of relay transmitters which send a radio signal back to the station
transmitter for rebroadcasting. The equipment is often a simple
unit in the back of a station wagon or panel truck; some units are
elaborate bus or trailer types of transportation with turntables
and complete studio facilities. WWIL, Fort Lauderdale ( Florida),
even boasts a 50-foot yacht and a helicopter. As a promotion
device for the stations, these units, with the station call letters in
evidence, are effective. The purposes to which the equipment is
put include covering special events, getting to the scene of fast-
breaking news, roaming the streets to give traffic reports, broad-
casts from the stores of advertisers, pick-ups from a corn-husking
contest, man-on-the-street interviews, and neighborhood dance
parties promoted by the station. The public service values can be
considerable. But whether the event is trivial or significant, the
effect is one of station alertness, and is part of the “new sound” of
radio.

Special Audience Programs and Stations

FOREIGN-LANGUAGE PROGRAMS. Although no station in the
United States broadcasts entirely in a language other than English,
foreign-language broadcasts are a significant part of the schedules
of many stations, and reach important segments of the audience.
There are American Indian language broadcasts in the Southwest
from Acoma to Zuni; there is Spanish in the South and Southwest,
Japanese on the West Coast, Yiddish on the East Coast, French
in upper New England, Polish in industrial towns, and Dutch
in agricultural areas. An astonishing amount of American broad-
casting is in foreign languages—almost 1200 stations carry such
programs. Although most of these stations schedule the foreign-
language shows for only an hour or so a week, many of them fill
more than half their time with programs for special language

groups.



Figure 4. Radio Mobile Unit, WXLW, Indianapolis (Indiana). Completely self-contained with
studio, relay unit, and living facilities.

Figure 5. TV Mobile Unit, WOSU-TV, Columbus (Ohio). The platform on top of this Ohio State
University bus is for mounting of cameras and microwave equipment.
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NEGRO STATIONS AND PROGRAMS. About forty stations are pro-
gramed 100 percent by Negroes, with a Negro audience the
primary aim. More than 500 stations carry Negro programs, with
Negro talent. Though more live talent is used on Negro stations,
a careful examination of the schedules indicates little difference
in the programs from those intended for general audiences. The
music seems to include more blues and spirituals than on other
stations, and the schedules show proportionately a few more
religious programs. The content of the news is slanted toward
Negro interests, but this does not constitute a real difference in
programing.

The most significant difference seems to be in the treatment
of the shows. Announcing and commercials are handled some-
times more exuberantly, sometimes in a more person-to-person
manner, and sometimes in a more offhand way than is typical
of other stations.

GOOD-MUSIC STATIONS. It is estimated that in any population
center of a million or more people a large enough minority want
serious music programs to make a good-music station successful.
Most of the stations that have attempted it are frequency modu-
lation; the ability of fm to carry a wider tonal range than standard
stations makes them logical outlets for quality music. The growth
of hi-fi record and equipment sales has led to the prediction
that fm stations with good music have a promising future.
Tempted by this prospect, about 500 broadcasters joined the fm
ranks during the 1950’s, multiplying the outlets to ten times the
number on the air at the start of the decade. About two-thirds of
these outlets have been losing money regularly, however. A sub-
stantial part of the income of stations that have made profits has
come from sending mixed signals to public places like restaurants
and offices, where special decoding receivers get the programs.
This service was authorized by FCC in 1955.

The programs of good-music stations look startlingly heavy to
people who are used only to typical commercial broadcasting.
For example, WQXR, in New York City, schedules 52 percent
serious classical music (symphonic, instrumental, and opera), 30
percent light concert music, 10 percent news and talks, 7 percent
popular music, and 1 percent religious programs.

KPFA, Berkeley (California), is an audience-supported, inde-
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pendent, nonprofit corporation. Here is one morning from its
schedule.

7:00 Chamber Music
Haypn  Quartet, D major, Op. 50, No. 6
(Schneider Quartet) (Haydn 9015)
BEETHOVEN  Quartet, A minor, Op. 132
(Konzerthaus Quartet) (West 18408)
MENDELSSOHN  Trio, D minor, Op. 49
(Beaux Arts Trio) (MGM 3420)
Branums Sextet, G major, Op. 36
(Konzerthaus Ensemble) (West 18445)
9:20 Commentary: Trevor Thomas
9:35 Theresa Loeb Cone Interviews
10:05 Orchestral Concert
HanpEL Water Music (complete)
Brauns Violin Concerto, D major
Dvorak  The Golden Spinning-Wheel
WaGNER  Siegfried Idyll
11:20 Israeli Concert Hall: ninth in the BFA series recorded in Israel,
with commentary by Martin Bookspan. Paul Kletzki conducts the
Israel Philharmonic Orchestra.
MENDELssOHN  Overture “Calm Sea and Prosperous Journey”
ScuumaNN  Overture to Byron’s “Manfred”

RELIGIOUS STATIONS. Most large cities have at least one station
that specializes in religious programs. Some are owned by church
groups. For the most part, the programs are made up of transcrip-
tions, distributed by the national offices of evangelical churches,
which pay the stations for the time. The balance of the schedules
is frequently filled by local church groups that pay for their time
and ask for contributions from listeners. Programs vary all the way
from excellent music to preachers who claim to cure listeners
of their physical ills by placement of hands on receiving sets.
These stations are exclusively a radio phenomenon, and although
religious films and live shows are shown on tv, no tv station de-
votes itself exclusively to religion.

PATTERNS AND TRENDS: TV

Differences among television stations are not so great as among
radio outlets. Only the largest cities have so many tv stations that
some are without network affiliation. Films used by nonnetwork
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stations are often the same syndicated or theatrical productions
that appear on some network outlets. Even when the films are not
identical they are of similar type. Sometimes independents use
reruns of film series that have appeared on networks. A compari-
son of the schedules of nonnetwork stations with those of network-
owned and affiliated stations in the same cities shows two differ-
ences. The independents use more feature films and schedule more
religious programs, both live and film. Other differences do not
seem great.

It is almost impossible to speak of station patterns in tv, since
the patterns are national. Local differences do exist, of course, but
these are usually more a matter of emphasis than of program type.

The cycle of program dominance has shifted rapidly. Few
shows last as long as 5 years in television. Variety shows, quiz
programs, westerns, and adventure-detectives have held domi-
nance at different times. Situational comedies, family shows, and
crime shows are usually in the running as top preference programs.

There has been a marked shift toward filmed programs. Stations,
which did live originations for 25 percent or more of their time
a few years ago, now do only about 11 percent live programing,
and this includes news and weather several times a day. Networks,
which formerly originated about 80 percent of their shows live,
now schedule almost half of their programs on film, not counting
live sportscasts.

Although a record is no less “canned” than a film, the feel given
by the frequent voice of the local radio announcer is that the
program is local. While radio has gained in personal audience
relationships, tv by the use of film has been surrendering its
identity with the community.

The trend toward film has been regretted by many advertising
agencies, as well as by critics. For example, Max Tendrich, of
Weiss and Geller, says:

Unfortunately, “live” local tv programming has disappeared be-
cause of filmed programs. Even though rating-wise live programs
may rank lower and cost-wise, cost more, I believe it is essential in
order to maintain a “character” or “image” that a station devote time
to “live” local programming. Many advertisers want to use established
local personalities for commercials and for merchandising.?

? Broadcasting, April 20, 1959.
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Part of the explanation for the drop in local shows rests in the
inability of some local talent to compete with national artists.
Ben Leighton, of Campbell and Mithun, notes this:

Since viewers don’t usually discern between local and national pro-
gramming and since most local programs are produced under handi-
cap of limited facilities, local tv programming suffers. Most local
personalities are not strong enough to carry a program successfully
without extraordinary ability to entertain or without unusual use of
facilities and production personnel.?

Some buyers point out that loyalty to local personalities is often
a great advantage to an advertiser. Others believe that manage-
ment is not making full use of the talent that it has. This is pointed
out by E. Manning Rubin, of Cargill, Wilson and Acres:

Local tv programming invariably reflects directly the enthusiasm,
ability and interest of station management. In far too many instances,
station management puts all its eggs into buying and selling hot film
properties, into selling time without regard to the professional ability
of its production and program people and the sales ability of its air
personalities.

Leighton suggests that some excellent resources for local pro-
grams are being overlooked.

Alert management, with the use of video tape, can exploit local
special events to make tv fill a gap which now exists in local program-
ming. The best local programs are in the field of service and information
rather than entertainment.’

In spite of the trend to film, tv stations still do proportionately
more live programing than radio stations, unless disc jockey shows
are counted as live.

The most marked difference in tv programing is between com-
mercial and educational stations. This can be well demonstrated
by the schedule of KETA-TV, the educational outlet of the Okla-
homa Television Authority in Oklahoma City. Compare the
KETA schedule for one evening with opposition programs on
three commercial stations. Several differences are obvious. The

3 Ibid.

4 Ibid.
5 1bid.



KETA-TV

5:00 Mathematics (L)
5:30 Japanese Time (L)
6:00 News (L)

6:15 Opera Workshop (L)

6:30 Opera Workshop (L)

7:00 Gov't of Oklahoma (L)
7:30 Beginning Russian (L)

8:00 Briefing Session (L)

8:30 David Copperfield (F)

8:45

9:00 David Copperfield (F)

L Live
F Film
N Network
NF Network Film

Station 1

Woody Woodpecker (F)
Mickey Mouse Club (F)
News, weather (L)
News, weather (L)
Northwest Passage (F)
Why Berlin (N)

Sports Cavalcade (N)

Jackpot Bowling (N)
M-Squad (F)

Station 2
MGM feature (F)
News (L)

News (N)
Rawhide (NF)

Markham (NF)
Phil Silvers (NF)
Lux Playhouse (NF)

Line-Up (F)

Station 3

Bandstand (N)
Pop-Eye Th. (F)

Rin Tin Tin (NF)
Walt Disney (NF)

Tombstone Territory (NF)
77 Sunset Strip (NF)
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educational station has a “content” rather than an entertainment
approach, a markedly larger number of live local programs (L),
and a greater segmentation of audience appeal.

Program planning for commercial stations is usually in terms of
attracting as many kinds of people as possible. Some programs are,
of course, designed for a family audience, or smaller groups such
as housewives, men, children, or farmers. But planning for edu-
cational tv must be much more precise, since the various back-
grounds, age levels, and capacities of different audiences must
be taken into account for the different subject matters.

EDUCATIONAL STATIONS AND PROGRAMS

Radio stations owned by colleges and public school systems
have been an important part of broadcasting since the early 1920’s.
The rapid and fruitful development of educational television sta-
tions during the 1950’s was largely the result of promotion by
the Joint Council on Educational Television and support by the
Ford Foundation. The etv stations have continued the types of
programing that were common to educational radio stations, but
on an expanded scale and with a revised purpose. The major ex-
pansion has been in two directions: (1) college classes now find
many programs developed for their level; (2) noncollege viewers
can get college credit for following some of the lesson series and
taking examinations. These programs are now intended to be
complete lessons in themselves rather than supplementary to other
instruction, to a degree that never prevailed in radio.

Etv has reached a degree of public acceptance and approval
never achieved by educational radio. Even the commercial-
minded Broadcasting Magazine has commented: “An attempt to
appraise the progress of etv in terms of cold digits bumps into the
impossibility of balancing megacycles and dollars against human
values. The social-minded appraiser recalls that a class of 1000
illiterates learned to read and write by watching the instructive
broadcasts of WKNO (TV) Memphis. He wonders how anyone
could ever begrudge the channel and dollars that made the feat
possible.”

® Broadcasting, November 11, 1957, p. 94.
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During the heyday of radio, commercial networks and stations
sometimes did substantially the kind of thing done by the educa-
tors themselves. For example, the CBS School of the Air was used
on a nation-wide scale by public schools. Stations like KDKA,
Pittshurgh; KMBC, Kansas Citv; WSB, Atlanta; KOIN, Portland;
and others financed educational projects in cooperation with pub-
lic schools. In television some commercial broadcasters have felt
that the strong presence of educational stations, to which FCC
allotted 10 percent of the available frequencies, relieves them of
responsibility for educational programing. Nevertheless, some
substantial efforts to bolster educational offerings have been made
by a few commercial broadcasters. In the late 1950’s NBC inaugu-
rated a nation-wide early-morning educational series. Individual
stations have not only contributed funds and equipment to edu-
cational stations, but in some instances have donated their facili-
ties for regular series, including credit courses. In addition, almost
every commercial tv station provides some time for college and
public school broadcasts of a general education nature when
the local school people are ready to take advantage of the op-
portunity and are qualified to produce acceptable programs.

PROGRAM SOURCES

Networks

The role of networks in program production has undergone
major changes. In commercial radio it has been reduced; in com-
mercial tv it has shifted toward film; in educational broadcasting
it has increased.

raplo. The chances are about one in three that your radio
station gets part of its programs by telephone connections from
one of the four networks. This may be only a few news programs
a day or it may amount to as much as nine or more hours of varied
programing. Types of programs offered by networks have under-
gone great changes since the coming of television.

CBS, with about 200 affiliate radio stations, reduced its offerings
during the late 1950°s but continued to present a greater variety
of program types than its competitors.

NBC numbers about 240 radio affiliate stations. Aside from
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news and a few program vignettes, its services to affiliates have
been sharply reduced. Its Monitor series, with brief spots of what
used to be programs (news, comedy, interviews, sports, etc.)
is an attempt to gear to the pace of “modern radio.”

Nearly 300 stations are affiliated with ABC, but by 1960 ABC
had little but news to offer its affiliates.

MBS, which lists nearly 500 affiliates, has never offered either
the quantity or the balance of program types of the other net-
works; news and sports have always been its staple. It capitalizes
on this situation to call itself the network with local programs
and national news.

All of the radio networks have found themselves engaged less
and less in the role of program producers and more and more
in the capacity of time brokers. That is, their business operations
are centered on selling time for spot advertising, not only on
their own affiliate stations but on some independents as well. This
practice, plus rate-cutting, which is discussed in another chapter,
has led to considerable criticism. During recent years the most
valuable programs the networks have been able to supply their
affiliates have been news. This is an important function, and many
stations would be unhappy to forfeit it if radio networks should
be discontinued. Yet resentment at network practices has reached
a point that stations seem prepared for a program service from
some central program-producing group that would not attempt to
sell advertising. Such an organization would provide stations with
programs, primarily news, on a fee basis; stations could then sell
the programs if they had an opportunity to do so. The plan has
been considered by old-line networks as well as by new and in-
dependent investors.

Tv. Except in the largest cities, virtually every tv station has
some network tie-in; there are about 200 stations each for ABC,
NBC, and CBS. Some stations use programs from more than one
network.

Some affiliate stations are interconnected with the network by
coaxial cable or relay transmitters, and carry the shows as they
are first presented. Others use kinescopes (motion-picture films
taken from a program monitor during production) or videotapes
(magnetic film reproductions) as second runs; still others are per-
mitted only third-run showings.
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NAEB “NETWORK.” Educational stations that belong to the
National Association of Educational Broadcasters exchange radio
programs on tape and tv shows on film and videotape through a
central library. Since these stations are not interconnected by
cable they are not a network in the usual sense of the term; but
they share a common program source, which gives them one
of the main values of network affiliation. Some of these pro-
grams are used by commercial stations as public service fea-
tures.

Music Producers

About seventy-five companies release music records and tapes
for use in radio. Most of the records are marketed in singles or in
albums. A dozen large “libraries” offer a basic collection of records
and a regular weekly or monthly service of new additions. Some
library records come with a number of separate “cuts” on the same
disc; some provide complete 15-minute programs and announcer’s
scripts to accompany them. Until recently it was common for
stations to subscribe to one or more library services. Where
producers of “singles” were once reluctant to have them played
on radio for fear their popularity would be worn out too soon,
now the reverse is true—companies are anxious to have their
records played to stimulate sales. Stations receive free records in
such quantities that some of them spend no money at all for
purchase.

Radio Program Services

At least sixty companies offer live programs for sale, but few of
these are sold to stations. Some of them are independently owned
packages that are placed on the networks through advertising
agencies.

Thirty-five or forty concerns produce transcribed programs on
a syndicated basis; these shows include all of the usual program
types: mysteries, quiz shows, serials, sports features, documen-
taries, news analyses, interviews, and educational programs. In
addition, religious and charitable gronps provide complete tran-
scribed programs, as do information offices of a number of foreign
governments. Various departments of the United States govern-
ment and branches of military forces make regular program series
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available. The use of this type of transcribed program has de-
creased markedly in recent years.

Film

More than 125 companies offer various syndicated film series
to tv stations; about sixty distributors rent or sell feature films.
It is estimated that Hollywood is turning out about 200 features
a year, which may be released for tv showing in the future, while
at least 2000 syndicated films for tv are produced annually; some
of these come in units of from thirteen to fifty-two shows, usually
a half-hour in length. About forty libraries offer thousands of free
films from industries, travel bureaus, and religious groups. Fifteen
or more distributors release foreign films, either free from the
information offices of the countries concerned, or with the usual
rental fees for features.

In the early days of television some people felt that since tv eats
up programs so fast there would be difficulty in meeting the de-
mand. However, at present, the production of films exceeds the
need.

The cost of producing a pilot film to show a prospective adver-
tiser or station is usually about $45,000, except for a few travel
films and others produced on shoestrings by beginners. Buyers at
some advertising agencies have recently demanded that a com-
plete unit of thirteen shows be produced before they will consider
a series. This means that new companies have to venture almost
half a million dollars in capital before getting consideration in
many instances—a gamble so great that film production is rapidly
falling into the hands of a few giants. Since many of the larger
distributors also produce films, they naturally try ‘hardest to sell
their own products—an added handicap to the film producer
just getting under way. Since networks produce many of the
programs fed to their affiliates, both live and filmed, other film
producers, large and small, find themselves at somewhat of a
disadvantage. It is frequently claimed in the trade press that
networks will not book programs in the better evening hours
unless they have a financial interest in them. Evidence for this
charge is hardly conclusive, but to the extent that it could be true
it could further limit program sources.
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News

The two major sources of news for radio stations in the United
States are the Associated Press and United Press—International.
Both companies provide twenty-four-hour-a-day news service by
teletype. During some periods of the day regional and state news
is sent separately to different geographical areas. At regular
periods news summaries, 5 or 15 minutes long, are provided.
During the night the AP sends feature scripts and background
stories that can be used by local women broadcasters, news-
casters, and sports announcers.

Voiced radio news services of Radio Press, Inc., and Interna-
tional Transmission, Inc., were combined in 1959 as Radio Press
International. Reuter’s of London and Broadcast News, Ltd., of
Canada also provide regular news service, but they are not widely
used in most parts of the United States.

Television stations get most of their national and international
news from networks. However, several companies offer films of
news events on a subscription basis. The two most commonly
used are Hearst’'s Telenews and CBS’s Newsfilm. Telenews in-
cludes special features such as women’s fashions, farm reports,
and sports summaries.

AP provides by facsimile, a system of wirephoto, still pictures
that can be used by local newscasters; UPI also sends pictures by
facsimile, as well as still pictures by mail, accompanied by scripts.

In large cities, stations that lack the personnel to send to all
major news events can employ the services of groups like News
Associates, Inc., which cover important events on assignment,
supplying either still or motion pictures.

Stations also receive regular news releases from national and
local organizations, sometimes accompanied by useful pictures.

Program Material

Stations regularly receive great quantities of materials that can
be incorporated into programs: currant growers send recipes for
currant jelly, government agencies send information on health or
livestock, the League of Women Voters provides background
facts on political issues, national and state safety councils send
statistics and advice, insurance companies send health recom-
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mendations, the Christian Science Monitor sends analyses of for-
eign affairs, the Catholic Welfare Conference sends feature ma-
terial. And, as if it were needed, numbers of enterprisers offer
scripts for sale.

A fruitful source of program material at the local level is found
in programs from schools, chambers of commerce, civic clubs,
city councils, and church groups.



CHAPTER 5

STATION ORGANIZATION

Internal organization and routine vary according to station size,
philosophy of broadcasting, available personnel, and sometimes
personal idiosyncrasies. However, some patterns of operation have
become fairly standardized.

RADIO STATION ORGANIZATION

There is much greater variety in the organization of radio sta-
tions than in television. Although station size has a good deal to
do with these differences, the attitude of the owners and managers
is probably more important.

Program-Centered Stations

The degree to which a station takes seriously its public interest
responsibilities is reflected in its setup. The definition of a station
as an organization that produces programs has largely given way
to the concept of an organization that sells time. Obviously all
commercial stations do both things, although program creation in
radio is minimum. Some owners feel that greater effort should be
put into live programs, and a few feel that such shows are certain
to make a comeback. To be prepared to create, develop, and pro-
duce live shows, provision must be made in the station organi-
zation.

A good example of a program-centered organization was pro-
posed several years ago by Lewis F. Sargent, then of WEEI,
Boston, who felt that “broadcasters should place program depart-

75
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Figure 6. Organization of Large Program-Centered Radio Station.

ments ahead of sales, because programs are radio’s chief stock in
trade.” His plan, shown in Figure 6, envisions a staff of seventy
or more employees, but could be handled by about thirty people,
not counting talent. By combining positions these functions could
be carried out by: one manager; seven office employees (account-
ing, secretarial); two director-producers (including the program
director); five engineers (including maintenance ); four announc-
ers; two newsmen; two writers (commercial, public service); one
music librarian (including traffic); four salesmen (including the
sales manager); three people to handle sales promotion, market
data, sales service, and publicity; and one or two building em-
ployees. The important thing about Sargent’s chart is not the size

' An Approach to Modern Station Management, Copyright, 1946 by Lewis F.
Sargent. By permission.
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of the staff, but that provision is made for public service programs
and that a creative planning committee gives thoughtful attention
to program development. In the 1960 climate of commercialism in
radio, Mr. Sargent, now at WSRO, Marlboro (Massachusetts),
says the plan is probably unworkable, though “it is surprising how

EEI

many of these idealistic approaches are still applicable.™

rMANAGER
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| ANNOUNCERS| [ NEWS } PUBLIC J
‘ STAFF [ ™77 seRvicE

Figure 7. Organization of Medium-Size Program-Centered Radio Station.

Even some small stations can, by their organization, provide an
emphasis on programs. Figure 7 shows this for a station with only
twelve or thirteen emplovees. Two things are important in this
chart: (1) at least one employee has news as a full-time respon-
sibility, coupled with some attention to public affairs programs;
(2) the program manager has a direct interest in the develop-
ment of public service shows with organizations and schools in
the area. All other programing is handled by the announcers, who
play records and handle some news from the teletype.

Sales-Centered Stations

It would not be fair to say that program-centered stations are
not sales-minded; rather, they believe that by putting program
emphasis first they will profit in sales. Neither is it reasonable to
say that sales-centered organizations have no interest in programs;
usually they believe that in giving the audience what it wants (or
what they think it wants) they are performmg a useful enter-
tainment service. They l(‘ddl]V replace “quality” programs, if
they have anv, with s()metlnn{_, more acceptable to sponsors.

Large stdtlons it is said, can afford to put effort into public
service and minority programs, while small stations have all they

2 Personal letter to the author.
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Figure 8. Organization of Small Sales-Centered Radio Station.

can do to keep enough revenue coming in. Both parts of the
statement are only partially true, but certainly there is a tendency
for more small stations to be sales-centered. One such, with nine
employees, is shown in Figure 8. Here the manager serves as
sales manager, sells time, handles public relations, sees to all
purchases, and supervises the bookkeeping. Two salesmen sell
advertising, do sales promotion and sales service, and write the
commercials. The office staff of two people does the bookkeeping,
typing, filing, traffic, billing, and other details of office routine.
Three announcers dual at the board (announce as well as handle
control board equipment ), keep the music files, and give the news
and weather. One first-class engineer spends half-time on opera-
tions and maintenance and announces part-time.

Even stations with a staff member titled “program manager”
can be sales-centered in their operations. The difference between
the two types of stations lies in the effort they give to program
creation and the degree to which the schedule is governed by
direct economic considerations.

Educational Stations

Educational stations have no advertising writers or sales staff.
They do, however, need people who can write informational

i MANAGER |
l’ | PROGRAM MANAGER |
R | -
SCHOOL OF PUBLIC ] OFFICE ENGINEERING
AIR j BROADCASTS |
- —| E—

PR EPARATIOPi‘

EVALUAT ION

Figure 9. Organization of Educational Radio Station.
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programs and prepare manuals and study guides. Usually, too,
someone is assigned to measure the results of programs, in terms
of learning, change of attitudes, and development of apprecia-
tions.

Otherwise the staff organization of an educational radio station
is no different from that of a commercial outlet.

TELEVISION STATION ORGANIZATION

Although the organization of television stations is more intricate
than that of radio, lines of responsibility are substantially the
same. One difficult organizational problem has found different
solutions, depending on the local setup. This concerns pho-
tographers, who work closely with news but are also called on for
production of commercials and other work. One plan has been
to set them up independently as a service unit to other depart-
ments of the station; another has been to include them in news
departments but to make their services available on interdepart-
mental requisition.

As in radio, the tvpe of organization depends in part on size.
At one large station, which is a combination am-tv outlet, both
affiliated with networks, the total employvment is 188, as shown
by the following breakdown:

PeRsONNEL AT Rap10-TV StATION

A. Nontechnical Employees

Manager (am and tv)

Assistant Manager

Administrative Assistant

Director of Radio Operations

Am Program Manager

Tv Program Manager

Assistant Tv Program Manager (also buys film, directs film depart-
ment)

9 Newsmen (Director, 2 Photographers, Technician and Devel-
oper, Scripter and Interviewer, 4 Announcers and Leg men)

Public Service Director

Assistant Public Service Director

2 Farm News Supervisors

3 Home Economics employees ( Home Economist, Clerk-Typist,
Maid)
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Weatherman

21 Talent (14 staff talent: musicians, woman’s features; 7 nonstaff,
work for talent fees, station fees)

Continuity Director

Am Continuity Assistant

2 Continuity Writers

6 Producer-Directors (tv only; also write for tv)

3 Production Assistants (also service accounts)

11 Announcers (1 Chief. 1 am only; others double)

Music Director (writes lead sheets, arranges, sets moods, etc.)

Music Librarian

3 Film Editors

Film Librarian

3 Artists

3 Public Relations employees (Manager, Copy Writer, Clerk)

7 Salesmen (3 am, Local Tv Sales Manager, 2 Tv Salesmen, Na-
tional Salesman)

4 Traffic employees (Manager, Tv Traffic Supervisor, Tv Clerk,
Am Clerk)

5 Accounting employees (Chief, 4 bookkeepers)

All-around girl (assists in continuity, grips, properties, etc.)

5 Secretaries (Manager, Assistant Station Manager, Tv Program
Department, Director of Radio Operations, Sales Department)

6 Filers (Supervisor doubles as secretary when needed; 1 part-
time proofreader; others double in typing)

Receptionist

4 PBX Operators (2 part-time)

4 Pages (2 double on interoffice communications, duplicating ma-
chines, ctc.; 2 double as panel-truck drivers)

3 Snack Bar employees (2 part-time who double as needed )

5 Ground Maintenance and Nursery employees

B. Technical Employees

Painter

Carpenter

Electrician

20 Stage Crew (includes projection, camera, lighting, boom mike,
grip work, handling sets, etc.)

2 Film Cameramen

30 Engineers (Chicf, Assistant Chief for am, Assistant Chief for
tv, 5 am, 14 tv, 8 transmitter)

Building Maintenance Supervisor

6 Janitors
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The list is quite different for a station that employs only
eighteen people, as shown below. This station is daytime only,
and has no network connection except for film. It does no local
news, but subscribes to a filmed news service. Its photography
is done on contract by other companies. Here is the list of em-
ployees and their duties, which overlap to a considerable degree.

PeRrsONNEL AT SMALL TV StaTION

A. Management

1. Sales Manager

a. Selling
b. Public relations

B. Program

1. Program Director
a. Announcing
b. Writing—commercial continuity and scripts
c. Directing
Traffic Manager
a. Announcing
b. Details (spot program scheduling)
c. Continuity writing
3. Switcher

a. Announcing

b. Projecting

¢. Camera work

d. Switching
4. Cameraman

a. Switching

b. Announcing

¢. Camera work

d. Lighting
5. Announcers (2)
Announcing
. Continuity and script writing
Directing
. Cameraman
Switching
6. Film Director

a. Editing

b. Splicing and projector work

¢. Switcher

d. Photographer

1o

o e ow
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7. Projectionists (2)
a. Film, opaque and slide projection
C. Sales
1. Assistant Commercial Manager
a. Selling
b. Writing
c. Directing
2. Salesman
a. Selling
b. Producing—arranging for slides and other materials for
commercials
c. Creative programing
D. Engineering
1. Chief Engineer
a. Technician—all phases of operating
b. Buyer—all equipment
2. Engineers (2)
a. Technicians—audio, video, and lighting
E. Office
1. Secretary-Receptionist
a. Phone answering
b. Continuity writing
¢. General office routine
Traffic Secretary
a. Making up daily log
b. Billing
c. Contracts
3. Sales Department Secretary
a. Sales letters
b. Salesmen’s accounts
c. Agency, client, and station mailings

)

A careful study of these two lists reveals a great deal about
the operation of television at a local level. The various jobs listed
and the lines of responsibility will become clearer in later
chapters.

Educational Stations

Some educational tv stations have staffs of more than a hundred,
but most workers are students-in-training rather than employees.
One of the first such stations had only two paid employees, the
manager and the engineer. The staff of one state-owned television
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station consists of a manager whose job includes finance, promo-
tion, and program planning; a chief engineer and an assistant
whose functions are maintenance and repair of equipment as well
as board operation; a program manager who handles traffic, some-
times serves as a director, and writes announcements; an an-
nouncer-projectionist who also takes care of shipping; two part-
time directors, four part-time cameramen, and one part-time artist.
No script writers are needed, since the programs consist of NAEB
network films and live programs by faculty members who do
their own scripts and provide their own production devices, if
any.

At municipal or community stations, where many of the pro-
grams are planned for public school reception, the organization
can become quite elaborate. Paid employees other than those
needed at any station include program coordinators, who make
necessary arrangements for classrooms; consultants, who help
teachers in the effective use of the broadcasts; and people who
prepare lesson plans and study guides. In addition, volunteer
committees work on program planning and policies.

ROUTINES AT COMMERCIAL STATIONS

No matter what the organization, the operation of commercial
stations centers around routines. The details of individual assign-
ments may vary from station to station, but the difference between
stations is only in degree of complexity. The work to be done is
much the same everywhere and can be represented by printed
or mimeographed forms in common use.® The forms, in turn,
represent routines which are the heart of station operation. The
principal routines and forms are listed below.

Reception Desk

Phone Calls. For calls that cannot be completed, slips are made to
show who called, for whom, time, date, the message to be relayed, or
a request to call back and what number to call.

? Forms used in this summary were supplied by WISN-TV, Milwaukee; KFSD-
TV, San Diego; KWTV, Oklahoma City; WKY-TV, Oklahoma City; WW]J-TV,
Detroit; WRVT, Tampa; KICA, Clovis (New Mexico); WMMH, Marshall ( North
Carolina); KBOE, Oskaloosa (Iowa); WMIL, Milwaukee; WISN, KFSD, and
WW]. Routines reported by KBSW-TV, Salinas (California) and WFMY-TV,
Greenshoro (North Carolina) were also incorporated.
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Appointment Forms. This information, which is usually taken by
the secretary of the department concerned, includes the name of the
person who made the appointment, his company, his purpose, the
probable length of time he will need, the time he expects to come, and
a number to call if the appointment cannot be kept.

Guest Lists. Such lists are not only for studio visitors but also for
those who participate in programs. They are useful as mailing lists
and as data for promotion. Names, addresses, and organizations repre-
sented are the usual items recorded.

Schedules and Contracts
Schedules are made up from programs that have been booked
and sales contracts made.

Log Book. The master log book is usually loose-leaf and often
contains everything that is to be broadcast during a day, arranged
chronologically. In some simple setups only a detailed chronological
list is used, which refers announcers to a file from which to get the
commercial copy. In these cases it is really a combination of the
program schedule and the commercial schedule.

Program Schedules. These lists show what is scheduled, at what
times, in chronological order. For radio stations, the times of sign-on,
station breaks, and sign-off are shown. Program titles and, rarely, an
exact list of records to be used are given. The nature of each program
is indicated by symbols. As examples: L is live; N, network; RE, re-
mote; R, recorded; ET, electrical transcription; T, tape; W, wire copy;
SA, spot announcement; PSA, public service announcement; C, com-
mercial; S, sustaining; A, announcer. Thus, “Tennessee Tamboree,”
listed as RNS at 5:30 means that the remote network broadcast is
sustaining; Weather, WA at 6:00 means that the announcer gives the
weather as received on wire service.

For television, the same type of information is listed, but the code
numbers differ somewhat. T is telop; SF, silent film; SOF, sound on
film; S, slide; VT, videotape; STU, studio; REM, remote; KINE, tele-
transcription; AB, announce booth. Other symbols are also used: NC,
network commercial; NS, network sustaining; FC, film commercial; FS,
film sustaining; LC, live commercial; D, delayed broadcast; LS, live
sustaining; P, participating; SN, special network; CLR, color. Even
the program types sometimes have code symbols: A, agricultural;
E, entertainment; D, discussion; G, governmental; N, news; TK, talk;
R, religious; ED, educational; SF, special feature.
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The list constitutes a log for each day’s operation, a guide to
employees as to who does what when, as well as a program
schedule.

Commercial Schedules. A separate list of the commercials and
sponsored programs is prepared for the use of sales, traffic, bookkeep-
ing, and other personnel who might have need for it.

Commercial Rotation Schedules. These are sheets with rectangles
representing different hours and days, in which are written the names
of sponsors whose advertising is to be rotated. To avoid favored posi-
tions for some advertisers, the rotation may be on different days and
at different times, or it may be within a program with participating
sponsors who share the cost of a program. Rotation schedules must
be made before the commercial and program schedules are put to-
gether into a log.

Network Contracts. Stations that have contracts with networks to
carry some of their programs are called affiliates. Certain hours that
the station agrees will be at the disposal of the network are called
optioned time, since it may be used at the option of the network.
Programs paid for by advertisers are called sponsored, while others
are sustaining. Not all optioned periods are filled by network shows,
but local programs must be cancelled during these periods if a network
“preempts” the time for a network “feed.”

The network contracts themselves, with later notifications from
networks as to the programs they propose to schedule during op-
tioned time, and the agreements for carrying sustaining programs,
all play an important part in the make-up of schedules of affiliate
stations.

The routines and forms associated with local sales of time will
be described in Chapter 17. Forms for contract revision as well as
stop orders are distributed to the necessary departments as
changes occur.

Talent and Other Costs. 1n addition to the contracts for time, there
may be separate contracts for talent, etc. These contracts specify pro-
gram charges that will be made, talent and fees included, and costs
of special film, recordings, photography, art work, facilities, or line
charges that might be needed. Stations usually agree that if any
changes in fees are to be made, notice will be given thirty days in
advance. Sometimes estimate forms are used for program costs, and
are replaced by a final form when the actual costs are known.
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Rep Orders. Start orders from station representatives (companies,
called “reps,” who sell station time to national advertisers) include
the name of the sponsor, the product, whether the sale is program or
spots, number of units contracted for, scheduled dates and times,
starting and stopping dates, the method of production (transcription,
film, live copy for delivery by a station announcer, etc.), date at which
copy or program material will arrive, and rates and conditions of the
sale. Stop order forms are used when a schedule of commercials is
cancelled, or when it is terminated if no original termination date
was agreed on.

Requests for Political Time. These forms include the name of the
individual or agency making the request; the talent proposed for the
program; the candidate on whose behalf the request is being made;
the party represented and the office sought; the date of the request;
the date of the election; whether the election is primary or general; the
amount of time and time periods requested; method of production;
whether the request was made by telephone, mail, or personal call;
who will pay for the program or advertising if it is to be sponsored.
Contracts for the sale of political time usually require the candidate
or his representative to sign a statement that he agrees to abide by
FCC and other legal regulations (as they appear on the back of the
contract) and to “indemnify and hold harmless the station from any
damages or liability that may ensue from the performance of said
broadcasts.” He further agrees to supply a script a specified number
of days in advance.

Requests for Public Service Time. Here again, proposed subjects,
personne], purpose, date, time, and organization are listed. Space is
provided in which to put the station’s reasons if the request is refused.

PS and Promo Rotation Schedules. Public service and promotion
schedules are similar to commercial rotation schedules, and are in-
tended to distribute publicity for various public service or charitable
groups and promotion for different programs in the station’s schedule.

Syndicated Program Bookings
These take the form of contracts, including order forms.

Booking Request. Requests for a film include the title or series
being ordered, play dates, date arrival is requested and best method
of shipment. The latter information is often important, since times of
delivery vary in different localities. A duplicate copy of the order is
sometimes included for the distributor to return with a confirmation;
some distributors prefer to send their own confirmation forms which
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state the conditions of a rental or purchase and directions for return-
ing a rented film after use.

Script Control

There are two forms of script control. One is a script control order
which states the name of the script or commercial copy to be used,
how many copies should be made, when it is needed, whether the
paper should be long or short, and to whom the copies should be
distributed. The other is a method of eliminating the need for repeat-
ing commercial copy unnecessarily. Announce copy is typed on sheets
that have spaces printed at the bottom in which the schedule of
times for the commercials is written. An announcer who finds the copy
in the master log can deliver it, check that he has done so, and put
it back into the master log in its proper order for the next delivery.

Logging

The schedule also serves as a program log of daily operations. As
the day’s schedule proceeds and the different program elements are
passed, the time at which each element started and ended is indi-
cated and initialed by announcers or others as they perform their
functions. At one time radio stations logged every record played, but
currently this is done only if copyright contracts are on a per-piece
basis. Engineers regularly check the equipment and make notations
on the readings of plate current, voltage, antenna current, frequency
deviation, and crystal temperature. The program log becomes an
official record for FCC reports and evidence of the completion of com-
mercial commitments. The transmitter log gives clues for needed re-
pairs and maintenance.

Performance Reports

Newspapers use tear sheets or copies of published ads as ev-
idence to advertisers that their advertising has been printed.
Broadcasting has its parallel in affidavits and reports.

Affidavits. These are sworn statements by station management that
the programs and commercials have been broadcast. Some member of
the staff, usually in the bookkeeping department, is a notary public
who can witness the affidavits. The affidavits accompany bills sent to
advertisers or their agencies. Sometimes typed copies of the commer-
cials are also sent with the bill.

Reports of Film Use. Reports are sent to film distributors after
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a film has been run, stating the time of use and where and when the
film has been sent, and requesting prompt billing.

Network Sustaining Program Reports. Affiliates report daily to net-
works on network programs which have been carried, whether or not
the station has managed to get local sponsorship for network sus-
tainers. Since some contracts call for payments by the station to the
network for its sustainers, these reports become a part of the basis for
monthly settlement of obligations.

Network Commercial Program Reports. The purpose of network
commercial program reports is somewhat the reverse of the sustaining
program report, since it helps determine how much the network owes
the station. If there has been trouble in reception, the time of the
disturbance is reported.

Discrepancy Reports

When the station fails to perform its obligations as scheduled,
reports go to management; management relays the information to
advertisers and their agencies.

Omissions. If for any reason a scheduled program or commercial
is not aired, reports are made on the cause. Perhaps the copy for the
announcer did not arrive from the agency. Perhaps a film projector
broke down. Perhaps an announcer failed to get to the microphone.
The bill to the advertiser can be discounted; often a suggestion for
making up the missed time is sent to the agency for approval.

Time Discrepancies. Sometimes a station will broadcast a missed
commercial or program at the earliest opportunity and report what
it has done, with an explanation for the discrepancy in time between
the contract and the actual airing. Some contracts provide for this con-
tingency if the reasons for the delay are not the fault of the sta-
tion.

Preemptions. If a program is preempted by the network for one of
its shows, or by the station for some special event, either a discount
is allowed the advertiser or he is asked to give approval for re-

scheduling.

Receiving and Shipping

Nonprogram Items. When equipment or other goods is received
someone in the shipping room signs for it, receives a copy of the in-
voice, enters the item in a cumulative book for future reference, and
sends the invoice to the bookkeeping department, along with a note as
to whether the material is in good condition. He also notifies the
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department which ordered the material that it has arrived or sees that
it is delivered.

Program Materials, Acknowledgement and Dispatch Forms. Live
copy, transcriptions, or films that arrive require acknowledgement of
receipt forms, which are sent to the agency, advertiser, or distributor
with a notation of the time of arrival. Dispatch form cards are some-
times made for each film; these show the time of arrival and are
attached to the film can. The card becomes a record of film progress
through the station. In the film room the film is inspected for flaws in
splicing and for broken sprockets; its condition is noted on the card.
It is projected by a film room employee and the quality of picture and
sound noted. If editing is necessary, cuts (which are later restored)
are indicated. Time of showing, date of shipping out, address to which
sent, and method of shipping all become a part of the dispatch record.

Failure to Receive. If expected program material has not arrived
four to two days in advance of showing time, notice is given to the
source by mail, telephone, telegraph, or TWX (direct wire teletype).
To provide against such situations with film series, distributors some-
times supply a stand-by film which the station can use if the scheduled
unit does not arrive.

Condition Report. If transcriptions or films cannot be used be-
cause of poor quality, the distributor is informed of the reasons.
Immediate replacement is usually requested. If a film has many
broken sprockets or torn portions, a report is made, since a station
does not want to be charged for film damage done by the people who
last used it. Even the number of splices is counted.

Obsolescence Query. After a transcription or film commercial has
been used, perhaps over a period of weeks, and the contract is com-
pleted, some disposition must be made of it. If the station has received
no directions for forwarding it to another station, a form is sent to
the distributor, asking whether it should be destroyed, returned, or
held for later rescheduling.

Shipping Instructions. The shipping room receives instructions,
again on a form, for items to be forwarded. The form tells the method
to be used (parcel post, first class, air mail, air express, regular ex-
press, registered mail, air freight, freight), the addressee, the address,
the value for insurance, the contents, and whether it should be sent
collect or prepaid.

Library
Some radio stations maintain two record files, one for a basic
library of standard records and one for popular records or albums.
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A third file may be kept when the station also uses electrically tran-
scribed programs. Tape recordings may be listed in the same file as
records but usually are catalogued separately.

Some stations make no attempt to keep up a card file of popular
records. Usually a catalogue card is made for every musical recording,
listing the title, artists, manufacturer, manufacturer’s record number,
the station’s own record number (which will aid in locating it when
needed ), date received, times and dates played, its condition, and its
final disposition when it is too old to play satisfactorily. Good music
stations often break this file into several cross-listings—by performers,
composers, and types of musical composition.

Taped or recorded commercials that are to be repeated several
times should be kept separately and catalogued separately.

Transcribed programs are handled the same way as film, with nota-
tions kept of arrival, use, and shipment.

As yet most tv stations have no stocks of videotape programs,
since videotape use is usually intended to be temporary. The library
might include kinescopes of preceding programs, features to which
the station owns title, or stand-by films. For these, cataloguing can
usually be by title alone. However, an increasing number of commer-
cials are on videotape, and these are catalogued, with the name of the
product, the agency, dates and times of broadcasts, and termination
date.

The news file might include stock film of well-known people and
places, obtained from national sources, and clips of local news taken
by station cameramen. A minimum of double-entry catalogue is
needed for these. One set of cards lists the clips by subject matter,
such as “fires,” “Boy Scouts,” etc. The other lists the names of people
in the news. Such clips are assigned numbers, but the files need to be
cleaned out frequently; new numbers might be given about twice a
year.

Except for stand-bys, syndicated films do not require cataloguing.
They are handled with dispatch forms, as described previously.
Filmed commercials, like transcribed commercials, need separate
cataloguing as well as filing; revision is continuous, since shipments
come and go almost daily.

Still pictures and slides are catalogued separately and may be
handled in any of the ways described for film.

Assignment Forms

In small stations most work can be assigned orally, but a large
staff requires written records for most things. The interof-
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fice memo, with carbon, then becomes standard operating pro-
cedure.

Assignments. These take many forms. Announcers are assigned to
schedules. Salesmen are assigned to special accounts; perhaps they
must see at least two prospects each day and turn in forms that show
their daily plans, a list of calls they have made and the results. News
assignments are made for leg men or cameramen. Work orders are
issued for all such items as art, photography, construction, cutting
transcriptions, or planting shrubbery in front of the building. Such
orders have space to show what material was used, how much time
was spent, the value of the materials and time, and to what depart-
ment (or client) the work should be charged.

Film Make-up Orders are an important type of interoffice commu-
nication at tv stations. These forms tell film room employees which
commercials, station identifications, programs, and promotional an-
nouncements to splice together on the same reels. The instructions
also state what should be done with each segment when the film is
torn down again after use. Similar forms for videotape are coming
into use.

Perhaps one of the most useful internal forms at some tv stations is
the programing and commercial data sheet, which lists all of the film,
slides, properties, and other material needed for a show or a com-
mercial, and also tells where each item is and the status of progress on
photographs, art work, and script. This serves indirectly as an assign-
ment form, since each employee sees what must be done next.

Personnel Forms

Time Sheets. Some stations use timecards that are punched by
employees on arrival and departure. Such cards do not show what
work was done, so time sheets are kept, on which the employee records
what he does and how long it takes. These are used by accounting
as a basis for payroll, and by management to determine whether job
assignments could be made more efficiently. A record of talent fees due
the employee and his income for overtime work is kept on separate
forms at some stations.

Employee Records. Besides the usual information about each em-
ployee (age, marital status, children, previous experience, etc.) em-
ployee record cards include notations of salary increases, job promo-
tions, changes in type of work, etc. Some stations also keep a cumu-
lative record of supervisor’s reports and a total of absences from
work for illness or other causes. A few stations keep a record of dis-
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crepancies in handling commercials—charges have been made against
employee’s wages for repeated loss of revenue because of missed or
bungled commercials.

Payroll start orders and change orders must be signed by a depart-
ment head and the business manager before being sent to the payroll
clerk. Payroll stop orders include the date of and reason for termina-
tion of employment and indicate whether the position is to be re-

filled.

Mail Room

Forms are used for totaling the mail received from different towns
and for different programs and talent. Tallies are often made of com-
plaints and compliments. Mail room employees are sometimes respon-
sible for processing per inquiry responses (when listeners respond to
a request to write for information about an advertised product) and
forwarding direct purchase orders to an advertiser. In each case, sales,
accounting, and management receive reports.

Purchasing

As with all businesses, careful track must be kept of expendi-
tures; and few employees have the right to spend a station’s
money without advance approval of management.

Request for Supplies. Sometimes requesting supplies is a simple
matter of signing a slip for a ream of paper from the stock room. If
outside purchases are requested, such as raw film, make-up, or other
consumable material, a special form is provided on which the quantity,
price, and purpose must be stated. This requires a signature of an
authorized supervisor.

Request for Capital Equipment. If equipment such as microphones
or projectors is needed, approval of the general manager is necessary.
Requests for this type of expenditure include the names of one or
more suppliers (so bids can be solicited), a full description of the
equipment with make and model numbers, reason for the request,
cost or estimate of cost, whether a trade-in might be expected, and
the date the equipment is needed.

Expense Vouchers. Sometimes employees spend their own money
for legitimate station purposes. This might be travel expenses to a
convention, gasoline for covering a news beat, or a can of paint needed
in too big a hurry to process through regular purchasing channels. A
request for refund includes the amount, the place at which the money
was spent (receipt requested), and the purpose of the expenditure.
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Billing

Two kinds of billing are done through accounting. Internal billing
charges various expenses against news, art, sales, or some other de-
partment. Some items that do not produce income for the station are
charged to general office, promotion, or maintenance. Even these
charges are sometimes prorated among the revenue-producing depart-
ments so that an accountant’s analysis can be made.

The other billing goes to agencies and advertisers at the end of a
month, reminding them that the tenth of the month is the contractual
due date and that discounts apply only to bills that are paid on time.
The bills include a breakdown of time charges, program and talent
costs, charges for art, photography, and film or facilities. Discounts
and agency commissions are included in the statement.

Engineering

Maintenance Reports. These are reports from engineers stating the
nature of work done, parts or tubes used, and recommendations for
further technical work. These reports should be accompanied by a
request for replacement of supplies used.

Transmitter Discrepancies. When equipment varies in its opera-
tion, transmission may be temporarily lost, which could necessitate
refunds to advertisers. Such behavior may mean that various parts are
becoming unstable and should be replaced.

Monitoring Reports

In highly competitive markets, employees are assigned to monitor
other stations, keeping a record of sponsored programs and spot
commercials.

Comparative Rating Reports

Information about share-of-audience for a station as contrasted with
its local competitors is sometimes reproduced and distributed to
department heads.

AUTOMATION

To meet rising production costs, many stations have moved to
partial automation; complete automation is just around the corner
for some. A few of the units that make this possible are described
in this section.
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Radio

AUTOMATIC TURNTABLES. Record players that operate on the
Seeberg jukebox principle contain as many as 100 45-rpm records
(200 sides ). Records may be selected by manual button-punching
(see Figure 11) or the player can be preset to play all 200 sides
in sequence. These turntables are available for magnetic discs
as well as standard records.

AUTOMATIC TAPE PLAYBACKs. Taped programs may be preset
for continuous playing, using two or more tape units in sequence.
The units may also be preset by a central relay control panel to
play a program from one tape, cut to another unit for pretaped
commercials, and cut back again for more program.

TEMPERATURE SENSITIZER UNITs. Contemporary Productions,
of Kansas City, Missouri, produces a unit, the “Contemporary
A-T-I” (Automatic Temperature Indicator) by which a tempera-
ture-sensitive control is used in combination with a tape on
which all the possible local temperatures have been prerecorded.
The A-T-I unit automatically rolls the tape to the correct tem-
perature report. The tape can be started manually or automati-
cally.

CONTROL UNTITS. Master units, like the Gates “Autostation,”
can control a series of records, tapes, and network connections
by presetting. The Gates equipment uses tape, with tones that
trigger the units as needed. Twelve hours of programing at a time
can be preset. For example, an announcer might make an an-
nouncement on the master tape and dub in a jingle if he wishes; he
can then press the tone key that will trigger a disc-player when
the master is played back; after the disc is finished, the master
tape starts up again. A second announcement can also be pre-
recorded on the master tape; another tone kev might then trigger
a tape playback with a delayed sportscast or cut into a network
for news. It is estimated that this system requires six minutes
to set up a half-hour program. Such methods can result in reduc-
tion of staff and eliminate staggered staff schedules.

Television

AUTOMATIC SLIDE PROJECTORS. Like automatic turntables, auto-
matic slide projectors can be operated manually or triggered by an



Figure 11. Remote Control Head for Tv Camera, Houston Fearless
RCH-3.

Figure 12. Automatic Turntable, RCA BQ-103.
individual records may be selected by push-but-
tons, or records may be played automatically in
any pre-set order. Figure 13. Automation Relay Rack, RCA TSA-1.
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automatic control system. They work on the same principle as the
turntables.

AUTOMATIC CAMERA CONTROLS. Houston Fearless manufactures
a remote-control tv camera head, capable of tilting up or down
45 degrees and rotating 370 degrees. Cameras so equipped can be
operated from the control room, thereby eliminating the need for
a cameraman in some types of production. (See Figure 12.)

cONTROL UNITS. In automated tv stations, programs can be
preset for as much as 24 hours of continuous programing, Thus,
for example, when a filmed program ends, a videotape on which
an announcer has recorded a commercial can be triggered; this
might be followed by an hour from a network; a series of slides
might then be shown, with a taped announcement; or perhaps a
live camera with an automatically controlled friction head scans
a product display while the associated commercial is heard on
tape; or perhaps a film projector, with an agency SOF, is set into
operation, followed by a syndicated feature film on another pro-
jector.

RCA uses two terms to describe the operation of its Automation
Equipment: source and event. A source is a single picture source,
such as a camera or a motion-picture projector. Several events,
audio and video, take place for each change of source. For ex-
ample, the following events are necessary to use a projector as a
source: starting the projector, flipping a mirror in a multiplexer
(a unit that reflects images from a slide or motion-picture projec-
tor, as needed, into the lens of a stationary tv camera), making
the right audio switch for the sound from the film, switching
power to the right projector. Tape and disc recorders; film, slide,
and videotape projectors; live cameras; network feeds—in fact, all
possible sources can be fed into the memory unit of the auto-
mation equipment. (See Figure 13.) The programer’s choice is
stored in a bank of relays. Time, source, and event are the only
three things that need to be set in the control equipment itself.
In addition, films and other material to be used must be in posi-
tion at their sources. As each source is used, it can be reloaded for
its next use; as each time period passes, the relays can be reset.

Some stations have used this type of equipment to cut down
on staff, to compensate for the time lost by personnel at stations
while a film is being run or a network program relayed. Other
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stations have adopted partial automation so the staff can be used
more efficiently. For example, a woman’s director can be talking
to a club while her videotaped show is being run. Announcers
can do an entire day’s commercials at one production session and
spend the rest of the day working on station promotion or sales.



CHAPTER 6

RELATED GROUPS

Stations, networks, and program packagers represent only a part
of the broadcasting industry. Many other businesses are directly
involved in broadcasting activities. They are discussed in this
chapter.

ADVERTISING AGENCIES

The prime function of an advertising agency is to help an ad-
vertiser get the most for his money. Some 600 agencies do business
in radio and tv, about 50 of which are of national importance.

Though agencies vary in size from one-man-and-secretary oper-
ations to complicated organizations of several hundred employees,
their functions are the same. The agency helps the client decide
what media to use for his advertising, where and when to use it,
and how to use it most effectively. These decisions are made on
the basis of who buys the client’s products, where they live, how
best to reach them, and the best time to reach them. For example,
suppose that a farm tractor manufacturer sets aside an amount of
money for advertising and assigns the job of spending it to an
agency. The agency takes the following facts into account: most
national magazines have urban as well as rural distribution; net-
work radio and tv reach city audiences as well as rural audiences;
some radio and tv stations are located where they reach few farm-
ers and do not have programs that attract them; some parts of
the country cannot use tractors as effectively as others because of
type of farming, nature of the soil or size of farms; the income
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level of some rural groups is not so high as others; in some areas
of tenant farming the land is owned by few people, and these
might be reached more effectively by some means other than
mass advertising; the times of year during which field work can
be done are different for different parts of the country; farmers
use their radios and television sets for longer periods and at
different hours than city dwellers. On the basis of these factors,
the agency might decide against using national magazines, bill-
boards, car and bus cards, metropolitan newspapers, network
radio, and network tv. Some of the advertising money might be
spent with farm magazines and rural weekly newspapers; some
might be spent on direct mail to landowners; some might be used
for radio and television advertising just before the equipment
would be needed in the field. Stations located in the most likely
parts of the country would be selected and the times of day most
likely to reach farmers would be bought. If farm-appeal programs
already exist on some of these stations they could be sponsored.
If they do not exist, the agency might acquire rights to a tran-
scribed or filmed show and place it on the stations. It might pro-
duce a program of its own and place it where it is needed. It will
take into account the adjacencies (what precedes and follows)
as well as the program competition at the times selected. It might
decide that the only advertising money it will spend on radio and
tv will be weather reports. Instead of sponsoring a program it
might decide to use only spot advertising. In any case, it would
design the advertising. A large agency would follow through to
see that local dealers are aware of the campaign. Local news-
papers, handbills, and window displays might be used for tie-ins.
Finally, the agency might do research to find out how successful
the advertising is for the tractor manufacturer.

At one time 90 percent of the leading network sponsored pro-
grams on radio were produced by advertising agencies. This in-
cluded program idea, script, casting, and production. Now that
radio programs are at a minimum, the agency’s concern is domi-
nantly with the advertising itself.

The place of agencies in television program production has
fluctuated from significant to negligible. Currently only a few
actually produce television programs directly. The current pattern
is for an agency to concern itself with wise buying of available
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programs and times. However, they work closely with film pro-
ducers and others to create the type of program needed. For ex-
ample, one agency decided that a good program for its client
would be a family show with a strong adventure appeal, since the
product advertised was a breakfast cereal. The time chosen came
between a western and a svndicated series on circus life. They
asked for suggestions from several film packagers; one proposed
a series centered around the Bengal Lancers. When this idea was
approved, the agency assisted the packager with every step of
production. The pattern of using the abilities, personnel, and
equipment of other service groups has become almost standard
for agencies.

At the same time, agencies have increased their services in
market analysis, dealer distribution of the product, promotion,
and research. Some offer aid in designing packages and in the
development of new products and new uses for old products.

These services have brought the agencies closer to the client’s
operations. Formerly, because newspapers, stations, and maga-
zines return 15 percent of the client’s money to the agencies as
their share of the enterprise, the media-agency relationship was
emphasized; currently, because of the new types of service, a
stronger agency-client image is emerging.

Locally, the job of the agency is identical with that of a national
company. In the early days of tv, a few local agencies did some
live programs and film productions of their own; now only a
handful attempt it. The local agency writes ad copy for radio
and scripts for television commercials, intended for delivery by
station employees or for production on transcription or film. The
agency may do its own photography for slides and telops, hire
talent, film its own commercials, do its own animation and special
effects, develop its own film, write its own jingles, make its own
tapes or transcriptions. Or it may job these activities out to com-
panies that specialize in one or more of them.

STATION REPRESENTATIVES

Station representatives (reps) have the job of getting national
advertising placed on the stations they represent. There are about
eighty such organizations in the United States. In the line of
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duty they handle promotional advertising in trade magazines for
the stations and make calls on advertisers or their agencies.

A rep may have only a few stations on his list or as many as a
hundred or more. One organization, the Keystone Broadcasting
System, lists 500 radio stations on its “network.” To do a good job
for the stations he represents, the rep needs accurate information
about them: station coverage, population of area, retail sales
figures, industry-farming ratio, results of surveys, mail response,
success stories, special program availabilities, and extra merchan-
dising services that will be provided by the station.

Many stations have little information about their own areas,
and therefore some representatives gather the information for
themselves in order to do a better sales job for their clients.
For instance, one rep has collected the following information for
each of his market areas: history, local habits, bank deposits,
numbers of retail outlets by types, retail sales by product types,
competitive newspapers and their rates and circulation, competi-
tive radio and tv stations and their rates and power, the time
youngsters get out of school, altitude, mean temperature, office
hours, factory working hours, types of crops grown in the area,
etc.

Even this information may not be enough for the time-buyers
of some advertising agencies, who have been known to ask what
time supermarkets close their doors, how much irrigated land is
in the area, and the number of children under six years of age.

Since the large representative companies have offices in the
principal cities where national advertisers and agencies do their
business, and since most stations cannot afford to send personal
representatives to these centers, the reps can be an important part
of station success, especially for independents.

MUSIC COPYRIGHT GROUPS

The right to use music on radio and television stations, in films,
on records, and in public places generally, is cleared through
copyright-holding groups who collect royalties from the users and
divide them among the music and lyric writers, as well as the
publishers, according to how much the music is used. The Ameri-
can Society of Composers, Authors and Publishers (ASCAP) is
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made up of a group of music publishing houses and many of the
best-known music and lyvric writers. Broadcast Music, Inc. (BMI)
was originally promoted by the National Association of Broad-
casters and the radio networks as a controlling factor in the rates
charged by ASCAP. The Society of European Stage Authors and
Composers (SESAC) controls most of the serious music heard
in this country. Most stations hold licenses from all three of these

groups.
UNIONS

The employees of large stations in large cities are usually union-
ized, as they are at networks. However, in many parts of the
country, stations are affected little by unions.

The most common union membership at stations is in one of
the engineering or technical unions, such as the International
Brotherhood of Electrical Workers or the National Association of
Broadcast Emplovees and Technicians. At some stations where no
talent unions exist, announcers are accepted into membership in
technical unions.

Talent unions affiliated with the Associated Actors and Artistes
of America include Actor’s Equity Association and the American
Guild of Musical Artists, whose members are not necessarily en-
gaged in broadcasting, and the American Federation of Television
and Radio Artists. The last-named group represents actors, an-
nouncers, vocalists, and sometimes directors. Other talent groups
include the American Guild of Variety Artists and the Association
of Artists and Artistes of America. Sometimes, especially when
film work is involved, unions representing screen extras or other
talent must be dealt with.

One fairly widespread talent group is the American Federation
of Musicians (AFM), though their direct influence in broadcast-
ing has been lessened by the decrease in live programing. From
1957 to 1958, for example, AFM staff musicians dropped from
647 to 432 in radio and from 834 to 409 in tv.

In large production centers, unions affiliated with the Interna-
tional Alliance of Theatrical Stage Employees and Motion Picture
Operators represent property craftsmen, film technicians, illustra-
tors and matte artists, photographers, sound technicians, scenic
and title artists, set designers and model makers, studio tech-
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nicians, studio electrical technicians, make-up artists, costumers,
cartoonists, grips, projectionists, painters, and stagehands.

Directors, too, have their Radio-Television Directors Guild.
Other groups that function in trade organizations include screen
cartoonists, script supervisors, story analysts, film editors, authors,
building employees, air-conditioning engineers, and machinists.

The function of unions is to bargain for suitable pay, reasonable
hours, and good working conditions for their members. This in-
cludes residual rights to receive added pay for reruns of films.

In some stations, unions have been kept out by paving salaries
greater than required by union scale. This is of course an indirect
benefit of unions, which the unions call “free riding.”

The history of labor-management relations, including broad-
casting, shows that unions were necessary in some places to assure
fair treatment for emplovees. The number of people who want to
get into broadcasting is so great that some employers took ad-
vantage of the situation to pay very low wages. Writers anxious
to have their work broadcast have been maneuvered into selling
their material for nominal fees. Actors called for auditions would
sometimes lose several days of work, without pay, while waiting
for a decision to be made. However, as union power grew, many
objectionable features grew with it, such as unnecessary division
of work, secondary boycotting, stand-by fees, featherbedding, and
other evils.

Recently there have been attempts on the part of unions to
deal with broadcasting on an industry-wide basis, rather than with
individual employers; this is implicit in their effort to set rates for
videotape work solely on the basis of use of the equipment wher-
ever used.

Perhaps the greatest weakness of present union organization is
that membership does not necessarily represent quality. When
unions require their members to possess valuable skills, managers
will be glad to deal with them; this will necessitate a revival of
an apprenticeship system of the type that characterized some of
the older trade unions affiliated with the American Federation
of Labor. A few present-day unions have some minimum skills
standards, but usually the only requirement for membership is
payment of dues.

Many small stations could not afford to pay the rates usually
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demanded by strong unions. However, the National Labor Rela-
tions Board does not supervise bargaining for businesses with a
small number of employees or a low gross income. These numbers
and amounts vary from time to time, but currently exclude small
stations.

TALENT AGENCIES

Stations usnally have no direct dealings with talent agents, who
handle pub]1c1ty and contracts for actors, musicians, vocalists,
comedians, and sometimes announcers, newscasters, and directors.
About 90 percent of the top talent in network radio and tv is
handled by two agencies, the Music Corporation of America and
the William Morris Agency. Four agencies account for the talent
in about 40 percent of the leading network programs.

The usual fee for a talent agent is 10 percent of what the talent
receives, although an additional 5 percent can be earned if the
agent gives special training to the stars in his stable.

PROFESSIONAL ORGANIZATIONS

The National Association of Broadcasters (NAB) has been men-
tioned as the major industry trade organization. Membership costs
are based on station rates. NAB represents the industry in Wash-
ington when broadcast legislation is being considered, although
they do not like to be considered lobbyists. The organization
provides services that include legal advice, management informa-
tion, labor relations aid, accounting suggestions, and sometimes
technical help. Auxiliary groups, such as the Radio Advertising
Bureau and the Television Bureau of Advertising, do research
showing the effectiveness of the media, promote those media by
advertising and publicity, and provide member stations with
marketing information and promotional aids. State broadcaster
groups provide social and professional contacts, are influential in
state legislation, and often serve as a nucleus for carrying out
worthy projects.

The National Association of Educational Broadcasters, which
has been discussed as a source of educational programs, presents
a united front for educational interests, promotes and correlates
educational research, and serves as a clearing house for foundation

funds.



CHAPTER 7

ECONOMIC FACTORS

Unless you are the owner or the chief accountant you probably
will never see the actual books or know either the exact income
or the expenses of the station at which you work. But if you aim
to spend your life in the broadcasting business in some capacity
you will almost certainly be curious about its financial aspects.
The economic factors vary widely, depending on station size, type
of operation, location, management policy, competition, and com-
munity. Some general patterns, however, are industry-wide.

BUILDING A STATION

Radio stations can be put on the air for as little as twenty or
thirty thousand dollars; on the other hand, some installations have
cost as much as a million dollars. A television outlet has been put
in operation for less than $100,000, but a typical investment is five
or ten times that amount; some large production centers have cost
$5 million and more.

The first step and the first cost in planning a station is to get
engineering advice. Is there a frequency available in the area?
What do topographical surveys and soil analyses show about
probable coverage? What power and antenna height can be used
without interfering with other stations? Some engineering con-
sultant firms have this information on file for most market areas;
unless there are complications, the cost of such advice is likely
to run from a few hundred to one or two thousand dollars.

Market information is also needed, even if this is no more than
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a simple list of the businesses in the area and an estimate of which
are potential advertisers. Population data, total retail sales figures,
and information on average income are important. What propor-
tion of the audience is urban? Is the community growing? What
is the competition? To figure whether the area can support an-
other station there is a simple but conservative formula: take 3
percent of the annual retail sales (this represents an average cost
of all advertising to retailers); take 20 percent of this figure (20
percent represents a reasonable share of advertising money avail-
able for broadcasting stations); subtract from this sum the total
revenue of stations already operating in the community. The
balance is the theoretical potential for a new station. In some
areas 20 percent may be too high a figure for broadcasting adver-
tising revenue. Major department stores often spend as little as 3
percent of their advertising budgets for radio and tv, whereas
furniture stores sometimes put 50 percent of their advertising
money into the broadcast media. An applicant can get a fair idea
of prospects by talking with merchants in the area in which he
proposes to construct a station. A formula for radio only, offered
by P. H. Chapman, is that likely revenue is .0030 of retail sales in
metropolitan areas, and from .0036-.0035 in medium and small
markets.! The services of a market analysis company can be em-
ployed, the cost depending on how much detailed information is
required. Most people can assemble and analyze their own data.

Legal services can be simple if application is made for a station
where there will be no interference to other stations, no one else
files a competitive application, and no existing station objects to
your plan. In that case a legal retainer of $1000 is adequate. If
enough difficulties arise to make FCC hold hearings on the matter,
legal costs mount with every day in court. Additional legal assist-
ance is also necessary if the financing involves complicated part-
nerships or if the business is incorporated and stock sold.

The location of studio and transmitter buildings must be deter-
mined with care. Some stations, both radio and tv, have begun
operations by renting the necessary space. Some radio stations
have used space in hotels on trade-out deals by which the hotels
received on-the-air advertising instead of rent.

It was once considered desirable to locate studios in business

! Broadcasting, July 11, 1960, p- 2.
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sections because of the supposed promotion value and conven-
ience to advertisers, but since World War II there has been a shift
to the edges of towns or even a few miles out in the country. The
disadvantages of such locations are that station personnel often
must come long distances to work and salesmen lose time between
station and client. On the other hand, the stations gain promo-
tional value from landscaped settings clearly visible from a high-
way, the cost of wires from studio to transmitter is saved, and real
estate is cheaper.

Obviously, land values differ markedly in different parts of the
country. It is not unusual to get good country locations for as
little as $100 an acre, whereas city properties may run to as much
as $1000 or more a front foot. Indeed, some land is not for sale
under any conditions, but must be obtained on a long-term lease.

If a decision is made to build outside of town, the broadcaster
must investigate access roads, water, plumbing, and electrical
lines; expenses can mount rapidly if special installations are neces-
sary. The buildings themselves can be, and sometimes are, as
simple as an insulated Quonset hut. An adequate building for
most small radio operations can be constructed for $20,000 or less.
Small tv studio and transmitter buildings have been constructed
for as little as $50,000. Depending on the part of the country,
heating and air conditioning may be an important factor in con-
struction. Although there is no upper limit to construction costs,
in recent years it has not been considered economically sound to
put more than $50,000 into radio studio and transmitter buildings.
No rule of thumb has yet been developed for tv buildings.

This is not the place to go into detail on construction problems
or lists and specifications of equipment, since the purpose of this
volume is specifically to give station employees an overall under-
standing of some of the problems involved in the broadcast indus-
try. In general, basic equipment for a low-powered radio station
can be purchased for as little as $12,000 to $15,000, and minimum
orthicon television equipment can be managed for $100,000. How-
ever, as quality and strength are increased, antennas heightened,
and auxiliary equipment added, costs rise rapidly.

Other factors that investment plans must take into account are
such items as office furniture, office equipment, and salaries and
operating costs to keep the station functioning until enough ad-
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vertising is obtained to meet current expenses. As a rule of thumb,
costs of first-year operation in radio used to be about equal to the
investment in the station; the recent trend toward operation with
minimum staffs reduces this estimate to about half. However, from
a bookkeeping point of view, the old rule still seems best for both
radio and tv, though there are exceptions in practice.

PURCHASING A STATION

There has been a great deal of trafficking in station licenses
since 1950. Some efficient operators have found it good business
to buy stations, build up the advertising revenue, and then sell
the stations at a profit. In other cases purchases are made by
owners who want to round out a group of stations that can be
operated on a centralized basis.

Purchase prices published in newspapers are seldom if ever
reliable. One formula for arriving at the value of a radio station
is to add the value of the real estate, the replacement cost of the
equipment, and the amount of revenue received in one year. This
is a reasonable basis, in view of the fact that station profits have
dropped. Where at one time it was not unusual for a successful
station to make 25 or 30 percent annually on its investment, it is
now estimated that future owners must be content with a maxi-
mum of about 15 percent. This was the average for radio stations
in 1959 on the basis of investment, while profits before taxes were
about 6.5 percent of income.

The situation in television is quite different. Here the stakes
in holding a license in a good market are so great that there are no
norms for purchase price. The right to broadcast in a three-station
market, for example, is almost equivalent to a partial monopoly.
Since the profits of a successful tv station can run to a quarter of
a million dollars and more a year, the sale price is likely to be in
excess of any formula. On the other hand, stations that are losing
money have only their potential to sell. Typical tv station profits
are from 12 to 16 percent of income.

NETWORK ARRANGEMENTS

Radio network arrangements with affiliates have been of many
kinds. For example, a network that fed a sponsored program to
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an affiliate station might charge the advertisers a rate one and
a half times as high as that charged by the station to local adver-
tisers. Stations would broadcast the first four network hours with-
out compensation, receiving 20 percent of the network rate for the
next 10 hours above the “free time.” For the next 10 hours the
return would be 27% or 30 percent; for additional sponsored time
the station would receive 35 to 37% percent of the basic hourly
rate. Until recently hours were computed as night time, two day-
time hours equaling one such unit. Sometimes an affiliate receives
pay for sponsored programs fed to it but pays the network for
sustaining shows; this often balances out. Network programs with-
out national sponsors can sometimes be sold to local advertisers;
in this case the station might pay the network a fee that leaves
the station 15 to 25 percent of what it collects.

Other arrangements have been tried in recent years. The station
may pay for unsponsored programs it receives at a rate based on
a percentage of the value of its time as indicated by its rate card.
If networks sell programs to national advertisers they may charge
much less than the rate the station has listed on its rate card;
the station gets a percentage of this. Another practice is for a
network not to pay the stations, but to offer them free programs
in exchange for carrying sponsored network shows; the stations
can then sell advertising on the free programs without sending
any of the revenue to the network.

Television network contracts vary also. The old practice of
charging for sustainers and paying for sponsored shows continues.
Another typical arrangement is that a station receives no revenue
for the first 10 or 12 hours a week that the network feeds to it,
whether or not the programs are sponsored; after that the network
returns to the station a fee for sponsored shows; with agency and
other deductions, the station receives 25 to 30 percent of its
advertising rates.

RATES

In radio it was once customary to charge higher rates for eve-
ning time than for day time. Since the coming of television, the
reverse has sometimes been true. Many stations now make no
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difference in day and night rates. Discounts are given to adver-
tisers for frequency of advertising, varying from about 10 percent
to as much as 50 percent. Most radio advertising now is spot
commercials rather than program sponsorship. The amounts local
advertisers have paid for local radio advertising in recent years
are indicated in the following averaged summary of costs:

Local Station Local Station Large Station
Small Market Medium Market Large Market

1-minute spot $1.80 $15.00 $50.00

1 time

1-minute spot 1.50 12.00 42.00

52 times

1-minute spot 1.00 8.00 30.00

312 times

3-minute program 5.00 50.00 135.00

1 time

5-minute program 4.00 37.50 100.00

52 times

5-minute program 3.00 25.00 75.00

312 times

As a rule of thumb, if a radio station has the equivalent of 100
Spot announcements a day, it should be showing a good profit.

Television rates are necessarily much higher, since the costs of
operating a tv station are approximately ten times those of operat-
ing a radio station.

Rates for commercials on tv vary with the population of the
community and, to a lesser extent, with the power and coverage
of the station. Sample one-time rates are, for a l-minute spot
announcement in a small community, $17.50; in a medium-sized
city, $52.00; in a large city, $300.00. Hourly one-time rates for
programs vary from as low as $150 an hour to $9200 an hour for
the best listening periods. Large-city rates and discounts are well
represented by the following rate card from a Los Angeles station.
Discount rates are based on weekly dollar volume rather than
numbers of programs.
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60 min.
30 min.
15 min.
10 min.

5 min.

60 min.
30 min.
15 min.
10 min.

5 min.

60 min.
30 min.
15 min.
10 min.

5 min.

60-second
20-second
10-second

THE MODERN BROADCASTER

ProGRAMS

« »

cLass “a” 6:30 To 11:00 p.M. DAILY

1-26 26-51 52 or More
Weeks Weeks Weeks
$2000 $1800 $1600

1200 1080 960
800 720 640
600 540 480
500 450 400
cLass “B” 5:00 to 6:30 p.M. AnD 11:00 TOo 11:15 .M. DAILY

1-26 26-51 52 or More
Weeks Weeks Weeks
$1300 $1170 $1040

780 702 624
520 468 416
390 351 312
325 292 260
CLASS “C” SIGN-ON TO 5 P.M. DAILY AND 11:15 TO SIGN-OFF DAILY

1-26 26-51 52 or More
Weeks Weeks Weeks

$800 $720 $640

480 432 384
320 288 256
240 216 192
200 180 160
ANNOUNCEMENTS
1-26 26-51 52 or More
Weeks Weeks Weeks
$300.00 $200.00 $120.00
270.00 175.00 110.00
150.00 60.00 60.00
DiscounTs
Weekly Gross
Expenditure
$1000 40%
2000 45
3000 50
4000 50 plus 5%
5000 50 plus 10%

6000 50 plus 15%
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The rates quoted by stations include only time charges; costs
of programs as well as certain other expenses are additional. A rule
of thumb is that the cost of the program should not be greater
than 70 percent of the time costs. For instance, if a station’s rate
for half an hour is $1000 and the sponsor decides to use a syndi-
cated film in that period, he should pay no more than $700 for the
right. To meet high costs of network tv advertising, alternate-week
sponsorship has become common, and participating advertising,
in which two or more sponsors share the cost and advertising of a
program, has increased. The increase has been intensified by the
greater number of hour-long shows. About 95 percent of network
evening time has multiple sponsorship.

Live local programs can seldom be supported by local sponsors.
A common practice for local shows, even news and weather, is to
sell spots in the programs on a participating basis. Though this
does not always return the full cost of live shows to the station,
programs like news and weather must be maintained for their
prestige and service values.

When a station uses syndicated films and cannot get sponsor-
ship for the entire program, spot ads are usually sold to several
participating advertisers. Single sponsorship of full-length feature
films is rare. Spots for participating sponsors are usually rotated
in position in order to give each advertiser an equitable chance
to have his sales messages seen.

The use of color equipment means added costs to advertisers.
Some stations, however, keep this charge to a minimum, to ac-
quaint sponsors with the problems and values involved, looking
toward the day when color receivers are more common.

Other costs that a tv advertiser usually faces include the follow-
ing: cost of commercials, film or live; charges for use of film
projectors; cost of slides or other photographic work; studio re-
hearsal rentals; charges for more than two live cameras, on-camera
announcers, special art work, and rear screen projections.

SPECIAL ARRANGEMENTS
Co-op
It is not uncommon for manufacturers of such items as auto-
mobiles, fountain pens, air conditioners, and other nationally dis-
tributed goods to allow their retail stores or franchise holders
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sums toward advertising. For instance, if a utility store, adver-
tising its own place of business, mentions a certain brand of elec-
tric range, the manufacturer may allow the dealer a special dis-
count on every range sold. Or the manufacturer may allow the
dealer a flat sum annually toward advertising that mentions the
trade name of the range. Some national distributors pay as much
as half the cost of such advertising up to a stipulated amount.

Since broadcasting rates for national advertisers are commonly
50 percent higher than they are for local merchants, some national
distributors have tried to get local outlets to do much of their
advertising, though stations usually try to avoid by-passing of this
type. Double-billing deals exist, also, in which a local advertiser
buys time at the local rate but bills the manufacturer at the sta-
tion’s national rate. Stations have been known to connive at this
practice in order to encourage the local outlet to advertise, but
it is considered unethical.

Barter

Two kinds of barter exist in broadcasting, especially in tele-
vision: (1) An advertiser resells spots on time he has purchased.
For example, a chain store might buy time, for which it rents
syndicated film; it then collects fees from a soap manufacturer, a
jelly maker, a meat packer, and others in return for advertising
these specific products on the program. Some chain stores not
only pay for their entire advertising by this method, but make
a profit. (2) Another barter practice comes about when an inves-
tor gets the rights to a series of feature films. He offers the films
to stations in return for time; the station has free use of the films,
but the film owner can resell the time he gets at rates that are
often below those indicated by the station rate card.

P.l. and Percentage Deals

Stations have frequent opportunities to handle advertising on
bases other than those represented on their rate cards. For in-
stance, an insurance company or the publisher of an encyclopedia
might provide advertising that invites the listeners or viewers to
write to the station for further information; the station is then
paid a flat amount for each inquiry received. These per inquiry
or “P.1.” deals are most common during late evening periods and
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on stations that are not doing well financially. In another arrange-
ment a nursery might offer bulbs, trees, or rose bushes for a sum
which is to be sent to the station; the station keeps a percentage
of what it receives and forwards the rest to the advertiser. A vari-
ation of the percentage approach is offered by a manufacturer of
patent medicine, who agrees to provide advertising “during hours
which do not bring you much revenue now and are being wasted”;
stations using his advertising will be paid a percentage of the
gross sales of the medicine in their areas.

Deals of this type are usually turned down for a variety of
reasons. In some cases advertisers have not sent the merchandise
after receiving the money, and stations have had to refund to the
would-be buyers. In other instances inferior merchandise has been
sent and stations have been left with unhappy listeners. In any
case, such methods put stations in an untenable position in regard
to the value of their advertising. It is neither reasonable nor
ethical to charge one group of advertisers regular rates and favor
the P.I. and percentage people who take no risk. No other medium
of mass advertising operates on a percentage basis, and broad-
casters should not retreat from the position that time on their
stations is worth money. On the other hand, it must be admitted
that P.I. and percentage deals have brought good returns to some
stations.

OPERATING EXPENSES

As in all business, detailed costs of operation vary according to
the judgment of the manager as to what is expedient or necessary.
Typical ranges for different types of expense can, however, be
shown, based on national averages. Typical costs are shown in
terms of percentages in the following table.

A breakdown of these costs shows a variation in range.

Small Medium Large Small Medium Large
Tv Tv Tv Radio Radio  Radio
Station Station Station Station Station Station

Technical 21 23 25 15 16 17
Program 35 37 39 30 30 29
Sales 14 12 10 27 29 31

Administrative 30 28 26 28 25 23
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Technical

Technical salaries range from 7 to 10 percent of total costs at
radio stations and from 12 to 17 percent in television, where video
engineers, floor crew, cameramen, and film technicians are added
to a typical radio staff. Tubes, repairs, line charges, and similar
costs run to about 5 to 6 percent in radio and 6 to 8 percent in tv.
In some cases consultant services average about .5 of one percent.

Program

Stations differ considerably in what they charge against pro-
grams in their budgets. In general, however, salaries at radio
stations range from 10 to 15 percent, with the percentage increas-
ing during the late 1950’s. Television program salaries average
about 17 percent, with this percentage dropping somewhat during
the same period.

Transcriptions used to be a substantial item in radio budgets,
but free records have brought this item down to 1 to 2 percent.
Film costs for television stations average about 12 to 26 percent,
depending on the proportion of programs from network sources.

News wire services base their rates on the size of the market,
the cost running about 1 to 2 percent. Costs of local news gather-
ing at radio stations runs another 1 percent. Local television
coverage, including film work, can run as high as 13 percent if all
costs, including salaries and technical work, are charged against
it.

Talent fees are so negligible in radio that this item can in most
cases be put down as zero; however, at a few stations this is still
budgeted as high as 5 percent. Talent is a puzzling item in tv
costs, since some on-the-air personalities are salaried staff mem-
bers, while others are on a per program basis; the range is from
1 to 13 percent.

ASCAP and BMI music royalties are based on station income,
less such costs as agency fees, line charges, and salesman’s com-
mission. A typical ASCAP charge would be 2% percent on the net
proceeds of sponsored programs plus a flat $15 a month for sus-
taining shows. BMI rates range from % percent of the net for low-
income stations to 1.2 percent for more successful operations.
Many stations do not expect to use SESAC music, but subscribe to
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the service as a legal safeguard against the possibility of an in-
advertent copyright violation. A flat fee of $200 a year is not un-
common for this protection. “Good music” stations, which use
a lot of SESAC music, pay in relationship to their income.

Actually, for any of these music copyright services, a station
has a choice of paying on a per-piece basis, a per-program basis,
a flat fee, or a percentage of net income. Usually one of the two
latter methods is chosen because it simplifies bookkeeping.

Miscellaneous program costs, usually running to about 1 per-
cent, include such items as freight and express, line charges,
prizes and premiums. Sets, art work, and properties in television
run from 1 to 3.5 percent.

Sales

Here again proportionate costs are difficult to pin down, since
some stations charge all station promotion against this part of the
budget and others charge it against administration. Sales salaries
and commissions at radio stations run from 6 to 10 percent. All
direct sales costs for radio stations in radio-only markets average
about 12 percent; in radio-tv areas they approach 20 percent.
Because such a large proportion of television is network, salesmen
in that area take only 4 to 8 percent of the total budget.

Station-representative firms usually get from 10 to 15 percent
of the amount the station receives for national advertising. Na-
tional advertising agencies get about 15 percent of the business
placed through them (though this is not a fixed amount) and local
agencies get a similar percentage for advertising they buy for
their clients.

Advertising and promotion costs run from 1 to 3 percent of the
total station budget. Direct-sales costs are higher, percentage-
wise, for low-income stations; larger-income stations spend a
larger proportion on advertising and promotion.

Administration

In radio, administrative officers and staff average about 10 per-
cent of station costs, in tv 7 to 10 percent.

Three types of administrative costs have nothing to do with
actual operation: amortization, retirement, and depreciation.

Some investors try to get back the money they have advanced
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for constructing a station, instead of considering it solely as an
income-producing sum. They set aside a portion of the income
for this purpose, with plans to reinvest it. This type of amortiza-
tion is rare in broadcasting.

The term amortization is also applied to retirement of obliga-
tions that have been incurred in station construction—payments
made on mortgages, loans, and sometimes debts on equipment;
this item is sometimes listed as low as 3 percent. In such cases the
real estate is being handled on a long-term loan. Good business
properties can obtain loans for as long as 20 years or more, but
equipment usually must be paid for within 3 years. Interest on
such indebtedness must be included in the budget.

Depreciation is, in one sense, only a bookkeeping item; it repre-
sents money set aside for replacement of equipment and build-
ings. When stations are not making a good profit, which is a
common circumstance, this item is often missing from their budg-
ets. In a sound business the real estate can be written off in a
period of from 20 to 33 years. In some cases the entire real estate
item is covered by rent. There is then no amortization and no
depreciation; in this case the percentage of total expense runs
from 3 to 9 percent. Otherwise, depreciation runs from 4 to 13
percent of the investment, with 6 percent typical. Television
equipment is best written off over a 5-year period, though some
stations run it to 10. Audio equipment for both radio and tv can
be depreciated safely on a 5-to-10-year basis.

Reasonable budget allocations for other administrative items
are as follows: office supplies and expense, 2 percent; light, heat,
water, 1 percent; insurance, .5 percent; dues and subscriptions,
1 to 2 percent; taxes, excluding income taxes, 3 percent; building
maintenance, 1 percent; provision for doubtful accounts, .3 to .5
percent; legal fees, 1 to 1.5 percent; retirement plans, 2 percent;
miscellaneous, 5 percent.

EDUCATIONAL STATION FINANCING

Most educational stations are owned and operated by tax- or
endowment-supported colleges or public school systems. Some of
the employees have faculty status, and their salaries are a part of
normal expenses of the educational institution.
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Sources of income for purchasing equipment to get started in-
clude the following: direct allocation by taxation; earmarking of
state funds from sources such as land ownership, oil royalties, etc.;
gifts from individuals; gifts from commercial broadcasters; gifts
from foundations.

Operating costs are generally lower for educational stations,
partly because some of the employees are not so well paid as they
would be at comparable commercial stations and partly because
much of the work is done by students in training. Some, like
KUHT, Houston (Texas), and WHA-TV, Madison (Wisconsin ),
use scores of students who get part of their education by serving
as apprentices. Others, like KETA-TV, Oklahoma City, prefer to
have an entirely paid staff.

Annual operating costs of educational television stations are
suggested by the following examples: KETC, St. Louis, $250,000;
WUNC, Chapel Hill (North Carolina ), $148,000; KCTS, Seattle,
$165,000. These stations are active in program production, but
the sums represented are meager in terms of commercial costs. It
is not unusual for a single network program to cost as much as the
entire annual budget of an educational station,

Among the sources of support, in addition to those mentioned
as helpful in getting equipment, are private groups, like the
Memphis Community Foundation, a group of private citizens that
supports WKNO-TV, and a group of twenty-five organizations in
Miami, which contributes to WTHS-TV, owned by the Board of
Education of Dade County. Another source is tuition fees paid by
students who follow broadcast courses for credit, but this does
not amount to much.

Another means of support is fees paid by other nonprofit insti-
tutions that share the use of equipment; for example, a museum
that uses the outlet on a regular basis will pay an amount to the
station that represents the museum’s proportionate share of the
cost of station operation.

KPFA, Berkeley (California ), asks for and obtains support from
listeners, who not only contribute directly but hold auctions of
items furnished by individuals and business organizations. Benefit
concerts are held, too. In addition, KPFA sells advertising space
in its printed program schedule, which is widely distributed.

One of the first etv stations to go on the air did so on a com-
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mercial basis, selling enough of its time to pay for the cost of
educational programing. One university station is operated half-
time by commercial interests.
A major source of income for educational broadcasting in recent
ears has been the Ford Foundation, which, directly and through
its Fund for Adult Education and the Fund for Advancement of
Education, has contributed more than $30 million to equipment
and construction of etv stations, training teachers both to appear
on tv and to make effective utilization of programs in their class-
rooms, and helping set up the Educational Television and Radio
Center, from which stations get taped and filmed program series.
A sample budget, from WQED, Pittsburgh, shows one pattern
of financing.

Expenses
Operation $279,536
Teaching Demonstrations 104,023
School Fund 49,929
Educational Television and Radio Center 77,000
$510,488

Income
Fund for Advancement of Education $120,000
Educational Television and Radio Center 102,000
School Funds (37¢ per pupil) 70,000
City of Pittsburgh 30,000
Alleghany County 40,000
New Projects 25,000
Contributions Needed 123,488

$510,488



CHAPTER 8

THE STATION’S BASIC EQUIPMENT

CAPSULE HISTORY

The development of radio and television can be traced to dis-
coveries going back many centuries.

Luigi Galvani (1737-1798) was called “The Frog’s Dancing
Master” because he caused frogs’ legs to twitch by inserting cop-
per hooks in them and hanging them on an iron rail. Alessandro
Volta (1745-1827) later explained this phenomenon by showing
that when two unlike metals are brought into contact, electricity
results.

Even the ancients knew about magnetism, and medieval people
used the principle in compasses. By the time of Elizabeth I it was
known that magnetism could be artificially created by friction.
But it remained for Hans Oersted, in 1820, to show the relation-
ship between magnetism and electricity by discovering that an
electric current could cause a compass needle to move.-In effect
he had created an electromagnet. Five years later William Stur-
geon created a true electromagnet by placing a piece of soft iron
inside a coil of insulated wire through which he sent an electric
current. About this time Joseph Henry noted that electricity
could be created by moving a magnet through a coil of wire, a
fact which Michael Faraday also discovered independently. The
stage was now set for electronic communication.

In 1837 Sir Charles Wheatstone and Sir William Cooke patented
a telegraphic system by which a series of needles at the end of a
long wire could be controlled by an electrical current sent through

1”21
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the wire. Samuel Morse substituted first a punched tape for the
needles and then a vibrating key that could be heard; this was
patented in 1840.

A generation later Alexander Graham Bell invented the prin-
ciple of the microphone and was able to impose its vibrations on
the electric current being carried through a wire; this substitution
of the microphone for the key, and the human voice for the human
hand, resulted in the first telephone in 1876.

During the next decade Heinrich Hertz noted that electromag-
netic activity gave off waves that could be detected by coils of
wire. Guglielmo Marconi made use of this discovery in 1894 to
send telegraphic signals through the air, thus inventing wireless
telegraphy or radio telegraphy.

The next step was obvious: to substitute the microphone of the
telephone for the telegraphic key and to use the principle of
Hertzian waves to broadcast it. This was done in 1900 by Reginald
A. Fessenden, who broadcast the first speech sounds by radio.

Four years later John Ambrose Fleming made use of the Edison
effect, noted by Thomas Edison in 1884, and developed a vacuum
tube by which the force of the radio waves could be greatly in-
creased. The tube was improved upon by two contemporary scien-
tists, Lee de Forest and Irving Langmuir. In other words, early in
the twentieth century the basic principles of modern radio com-
munication were well established.

The development of television began in the 1880’s. People al-
ready knew that certain metals carried electricity only when
exposed to light. Paul Nipkow made use of this fact, plus a per-
forated revolving disc. Holes in the disc were arranged so that
only a single spot of light at a time would fall on a subject; one
revolution of the disc completely lighted the subject, a spot at a
time. Light from the subject, reflected on a light-sensitive cell,
set up a current of electricity in pulses, each representing one dot
of light. When the cell was connected to a suitable electric lamp,
such as a neon tube, the tube was lighted by a series of electrical
charges, each equivalent in intensity to the light that was reflected
from the subject. When a second disc was placed between the
neon lamp and an observer, the latter was able to see a reproduc-
tion of the original image.

In the 1920’s C. Francis Jenkins and John L. Baird used vacuum
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tubes as amplifiers and an improved photocell; public demonstra-
tions were held in 1925-1927. The principle used by Nipkow is
still basic in television, except that electronic scanning has been
substituted for the mechanical disc. The invention of the elec-
tronic scanner, announced by RCA in 1933, was attributed to
Vladimir Zworykin; Philo T. Farnsworth had also used the
method.

Color television was first developed by the Columbia Broad-
casting System, which used a series of revolving color filters to
break up and reassemble the signal received from mechanical
scanners. However, this system was never put into wide applica-
tion, because it was cumbersome and the picture could not be
received on black-and-white sets. In 1954 RCA released an elec-
tronic color system which has become the standard.

MICROPHONES AND PLAYBACKS

All modern microphones operate when a sound wave disturbs
a piece of metal suspended in a magnetic area. In velocity mikes
the metal is a thin ribbon of alloy. In dynamic, or pressure, mikes
it is a small coil of wire attached to a lightweight molded dia-
phragm. In a condenser mike an electrode mounted in back of a
diaphragm varies with the varying capacitance between the two.
The ribbon in the velocity mike, and the diaphragms in the
dynamic and condenser types, vibrate sympathetically with the
sound waves that hit them. The disturbed magnetic area, in each
case, sets up a flow of electrons, which are fed along a wire.

On record players the needles are disturbed by variations in
the grooves of the record. These vibrations are translated into
electrical impulses. Magnetic tape passing through the head of a
tape playback interferes with a magnetically balanced area and
causes an electronic flow.

Whether from a microphone or a playback, the flow of electrons
along the wire, representing the original sound, is called the audio
wave.

RADIO TRANSMISSION

Radio waves are created by an oscillator which sends out waves
of energy at a constant frequency and a constant amplitude. The
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frequency, or rapidity, with which the waves are released is ex-
pressed in kilocycles, or thousands of cycles a second, each cycle
being a complete wave. The frequencies are represented by
numbers on the dials of receiving sets. A station received at 72
or 720 on the dial is broadcasting at the rate of 720,000 cycles a
second. The distance between the crests of the waves is the wave
length.

All radio waves travel at the speed of light, about 186,000 miles
a second. Therefore the wave lengths of the higher frequency
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Figure 14, How Radio Works.

stations are shorter than those with lower frequencies. For ex-
ample, the wave length of a station at 1600 kc is about an eighth
of a mile, while that of a 550 kc station is almost three-quarters of
a mile.

Short waves use up their energy more rapidly than long ones,
much as a ball that takes short bounces will not bounce as far as
one that takes long leaps. Two stations with the same power will
thus cover different distances because of their frequencies.

The amplitude or power of a station is determined by the
amount of electrical current it uses. A typical local station might
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use one kilowatt of energy, while an extremely powerful station
will use fifty times that much.

The energy released at the transmitter is called the carrier
wave. If it could be heard, it would be a steady sound. The fre-
quencies used are far above the range of human hearing. The
lowest in common use is 550,000 cycles, while a good range for
the human ear is from 30 to 20,000 vibrations a second.

The audio wave from the studio arrives at the transmitter as
electron waves representing the frequency and amplitude of the
original sounds. The audio wave is then modulated on the carrier
wave which may be altered in either its amplitude or frequency
characteristics. Am, or amplitude modulated stations, are used for
standard broadcasting.

Amplitude modulated waves follow the curvature of the earth
for some distance and arrive at the antennas of home receiving
sets in a fairly direct manner. Some of the wave goes skyward and
encounters resistance when it reaches the ionosphere, or Ken-
nelly-Heaviside layer, which is an area of active ions surrounding
the earth. These waves are then reflected back to earth; because
of their angles, they carry farther than the ground waves. Since
the ionosphere is more active at night, some stations that do not
interfere with others during the daytime would do so at night,
and therefore are obliged to cease their operations at sundown.

Fm stations have a number of advantages over am. Variation
in the height and intensity of the ionosphere causes am signals
to fade, though volume variation in reception is partially con-
trolled automatically in receivers. Frequency modulated waves are
not reflected by the ionosphere; fm reception is therefore direct
to home receivers and fm stations have little trouble with fading,
Most static, including lightning and man-made interference, is
amplitude in character; this means that fm has little static. Per-
haps the great advantage of fm over am is in quality of sound.
One of the factors on which quality depends is range of frequency,
represented by the deepest note in a sound plus overtones. In a
symphony orchestra the range of sounds of all the instruments
may be as great as 15,000 cycles. Am stations are only 10 kc apart,
and for technical reasons cannot use their entire spread of 10,000
cycles. Therefore, they can reproduce only about a third of the
range of sound in a symphony. Fm stations are 200 ke apart,
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and are permitted a band spread that is more than adequate
to handle all the sounds the human ear is capable of receiving.

TELEVISION

The audio part of a tv station is fm radio.

Broadcasting of pictures is achieved by focusing light on a
photosensitive grid which then becomes excited electronically.
Since the more light the greater the excitation, the dark and light
areas of a subject or scene are represented by a mosaic of elec-
tronic activity, made up of 625 hypothetical lines. A stream of
electrons is fired from a “gun” opposite the mosaic. This stream
“scans” the mosaic, from left to right and top to bottom, first aim-
ing at the odd-numbered lines. When it has completed one such
excursion to the bottom right of the mosaic, it is kicked back mag-
netically to the top left again, and scans the even-numbered lines.
This process, called interlacing, completely scans each scene
thirty times a second.

As the electrons encounter resistance at the mosaic, they return
to the end of the tube in which both mosaic and gun are enclosed.
Each returning electron represents the degree of excitation that
it encountered at the mosaic; i.e., those that encountered light
areas return with a different degree of force than those that
bounce back from areas representing the dark portions of the
picture. The returning stream is fed along a line to the tv trans-
mitter, much as an audio wave is fed along a telephone line. The
process described uses image orthicon tubes.

At the transmitter the video signal is modulated on a carrier
wave, as in radio.

Home antennas detect the signal and feed it to the receiver,
where another electronic gun scans the end of the receiver tube.
This tube is coated with phosphors, and these metallic elements
glow when they are bombarded with electrons. Since the flow
of electrons from the gun is in direct proportion to the way the
mosaic in the camera was affected, the brilliance of the phosphors
conforms to the light and dark areas of the original picture.

Silent motion pictures show sixteen complete still pictures a
second; a persistence-of-vision factor in the retina retains each
individual impression long enough for the succeeding one to