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FOREWORD

EpucaTion might be defined as a sharing of experiences,
wisely interpreted.

This manual is designed to be a sharing of TV experi-
ences to date, both in the fields of entertainment and
education with some practical suggestions on how to put
together through existing formulas some successful TV
fare, principally in the field of the half-hour program.

Although many textbooks exist even now in the tele-
vision field, there is nowhere a “cookbook” showing in-
gredients in proper proportion and in proper combination
which will insure a good visual meal. We invite you to try
some of the following when you have the problem of get-
ting an idea for a show, planning it either alone or in
liaison with other individuals or groups. This will apply
whether you work in a small community away from the
TV centers, or whether you are either in or want to get
into network telecasting,

This book pretends to be nothing more nor less than a
how-to-do-it for you, based on how it has been done by
others in the field so far. Ideas contained in the book may
best serve as a springboard for your own solutions to
good and significant TV programming.

An educator posed the question the other day, “How,

when TV is so young, can we take seriously courses for
xii
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xiii FOREWORD

credit in TV writing, production, and techniques for
presentation?”

One answer, I think, is that all kinds of education
should be fluid, based on sound, lasting principles, to be
sure, but nevertheless subject to adaptation to the world
in which we live.

We should all hope that television, like education, re-
mains fluid, that it keeps trying as it keeps changing for
the fulfillment of its potentialities and responsibilities.
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CHAPTER 1

PROGRAM FORMATS AND SOURCES: 1
The “One-Man” Show

THE ONE-MAN sHOW is at once the simplest and most dif-
ficult of all TV programs. It depends on dynamics of per-
sonality; on sufficient color and variety of character and
knowledge; and on inherent showmanship, flamboyant
or quietly charming. One man can entirely carry a show,
but the responsibility for the success of this format rests
principally on the shoulders of the producer who makes
the choice. A Toscanini in the field of music, a Berenson
in art criticism, a Hemingway in modern literature should
be safe bets; and at the community or school level, there
may be a few “characters” or experts who might be as-
sumed, on the basis of their record as speakers or teachers,
to make a fascinating tour de force of thirty long minutes.

The economics of TV are extremely important in con-
sidering program material. This applies to both local TV
stations and network, and will certainly continue to apply
to purely educational TV operations for in-school and
supplementary teaching aids.

It has been proved on both the networks and local
stations that when the right personality has been found,
one individual can hold an audience alone. On the net-
work level, the brilliant interviews with Bertrand Rus-
sell and Robert Frost are outstanding examples of this;
locally, there has been an encouraging number of literate,

3



4 THE TELEVISION MANUAL

honest teachers and other community specialists with a
flair for TV showmanship.

Obviously, one personality who knows his subject and
knows how to communicate it to an audience, whether of
one viewer or a million, is a providential find, but it must
be observed that such a man or woman is rare.

The temptation to cut costs by using simple sets and
only one speaker is great; but there will be no audience,
even of one, unless the speaker or the one-man show has
magnetism or, at the very least, sincerity and an articulate
knowledge of his field. This is true whether the speaker
be Bishop Sheen, Beatrice Lillie, a science professor, the
head of a public service organization (such as the Com-
munity Chest), a people’s representative, or a govern-
ment official.

If, in the interest of economy, the single speaker or
one-man show is chosen as your program format, then
here are some tests for deciding the best choice for your
educational or entertainment purpose.

(1) In the initial interview, do you feel the speaker’s
warmth and honesty, or do you suspect that he will
merely give an “official” point of view? This is similar to
judging the worth of a mimeographed press release as
against an intimate, personalized series of facts or anec-
dotes, in the newspaper field.

(2) Of course, practically everybody has an axe to
grind, but is this person ready to admit that his is a biased
view, and would he willingly express a cross section of
opinion?

(3) Although honesty, especially in the crusader, is
the very best kind of emotion, beware of phony dramatics.
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Look for the balanced showman, the balanced teacher,
the performer without stock tricks.

(4) Consider the time slot in which the speaker or
performer will appear. One simple rule is to ask yourself
what sort of appeal is effective at various times of day.
We all know that there are morning moods in which we
can be approached in a certain way. By afternoon, we are
ready for a slightly different attack on our emotions or
mind; and in the evening we are, perhaps, at our best as
an individual or part of a collective audience. Various
times of day can be studied and used, remembering the
psychology of the viewer and visualizing what his prob-
lem, task, or mood may be at any given time.

(5) A public servant or one dedicated to public affairs
normally should not be offered payment; he will not ex-
pect it. In rare instances, his expenses should be covered
in the budget. If payment is made, it should be called an
honorarium; and there is no fixed rule for arriving at this
other than what, if anything, you have to spend in your
production budget.

Guests with professions will, in normal cases, be willing
to appear for an identification of their business, which is
reasonable; stars who appear as private citizens, but not
in their professional roles, should be treated like any
other individuals.

When a celebrity appears in the role for which he has
become famous, negotiation is, of course, on the scale at
which he professionally works and is prohibitive except
in the high-budget productions. Some will appear for
publicity, but this motive is becoming increasingly less
persuasive.
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(6) Celebrities and big names, let it be repeated, do
not automatically make entertaining programs. A stand-
out in one medium does not necessarily adapt to tele-
vision. TV is intimate and honest and actually naked.
The performer or individual appears with his intellectual
clothes off, his guard down; and the TV camera has
eliminated, more successfully than any other medium,
the dishonest and the “special interest” groups. Television
is a democratic climax in communications.

(7) The basic rule is to look for the top man in the
field you are to cover on your program. If you discover
that while he is effective in his actual day-to-day job he
would not compel attention or be able to “sell” his ma-
terial, you may find that near him is a man who knows as
much and is more dynamic. If this is the case, the top man
may be invited to appear long enough to be established
—perhaps for not over a minute and certainly for not
more than three—and allow the other man to take over the
main job. This would apply locally and nationally.

One final note, and this applies to all program formats:
spend a minimum of time on introduction and come as
quickly as possible to the core of the presentation. TV de-
pends on a flash reaction, and as the viewer who has a
choice dials around his set, he will stop at your program
only if, in a few seconds of viewing, you give him show-
manship, pertinency, and integrity.

The Illustrated Lecture or Demonstration

Generally, the rules applying to the one-man show also
count here.
In judging what would make a good illustrated lecture
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or demonstration on TV, you should satisfactorily answer
the question, “Of what general interest is the subject
matter?” The more general or universal in appeal, the
more likely it is to have network possibilities. If it is of
only community interest, it should remain at that level. If
it is extremely specialized as, for example, a demonstra-
tion of eighteenth-century chamber music, it is very likely
suited for the purely educational station.

The best kinds of illustrations or visual aids in TV are
those which have movement. Stills, graphs, charts are
static without some sort of animation. In the famous mo-
tion picture, The Titan, the director solved the problem
of how to make great paintings animated by having the
camera investigate detail in the pictures. Sometimes the
TV camera, properly used, can create the illusion of
movement in the case of inanimate objects. But if your
visuals do something, or if some section of them has ac-
tion, your lecture may have increased interest.

Nearly every local station, and certainly each of the
major networks, has developed individual techniques for
visuals. Ideas about these can be obtained through avail-
able pamphlets. A study of some educational or public
affairs TV shows now on the air and some news programs
will suggest the proper use of these aids.

In a demonstration, for instance, of a new scientific
principle, it is desirable to show the principle underlined
in motion, with something happening. If no other visual
is available, very likely there will be stock film footage
procurable, either free or at very small cost, which can
be integrated.

Normally, an illustrated lecture or demonstration
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should begin with the illustration or the demonstration
rather than with opening remarks. This is familiarly
known as a teaser to catch attention quickly, and is ac-
cepted as a sure-fire dramatic technique—if the teaser
really baits attention.

The familiar Shakespearean directive, “Let the action
suit the word,” should be reversed in this kind of program
to, “Let the action, that is, the demonstration or illustra-
tion, supplement, not match, the spoken word.”

As in the case of the single speaker, probably at least
two cameras (one for close-ups and one for long views)
should be used. These will vary the eye interest and fur-
nish opportunities to stimulate action by changing angles
of view every few minutes or when a detail of the demon-
stration needs to be investigated close up.

Even in commercial TV, there has been of late a great
tendency to be fascinated with the electronics of the
medium. Of course, it is remarkable that TV exists, just
as it is remarkable that the telephone or the radio exists;
but these are now established facts, and there are trained
technical personnel to keep the technical elements of
these media functioning. But when someone says, “Isn’t it
marvelous that very soon we will have trans-Atlantic and
perhaps afterward trans-Pacific TV,” maybe the logical
answer is, “If it is an empty program or false idea, why
transmit it anywhere?” In other words, the chief em-
phasis in TV programming should always be on the pro-
gram itself, on its worth, and the integrity of its content.

In considering the cost of TV operations, whether on
local, network, or educational stations, it is wise to re-
member that along with the technical equipment, equally
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important are the sources for programs and the proper
uses of those sources.

The Interview

The interview, like the one-man show, is a great temp-
tation for the TV programmer. It is considered a simple
and inexpensive format to produce, but it is a deceptive
program technique, and not easy.

The key to an excellent interview is (1) a guest worth
listening to and (2) an interviewer who is willing to sacri-
fice his own personality to his guest.

Equally decisive are the kinds of questions which are
asked; and these should not be determined too thor-
oughly in advance, otherwise the interview will be stilted
and unnatural.

An arbitrary rule for the number of questions needed
would be to count one minute per question and answer.

A successful formula for the interviewer is to lead off
with a challenging and pertinent key question to the sub-
ject. There is not time in TV to talk around the subject.
Therefore, the most effective attack on a subject is to
consider the most exciting and crucial topical. detail of
the program and come right to the point.

In the case of a subject new to TV, it is, of course,
necessary to orient the viewer on the problem to give him
some information or historical background; but a mini-
mum of time should be spent on this, and this backtrack-
ing should occur in the middle, after the attention of the
viewer has been attracted, and not in the beginning of
the discussion.

It is requisite to have a beginning question, a middle
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question, and a summary question to insure that the meat
of the discussion will be contained in the answers to these
“guide-post” questions.

The interviewer should be able to keep the guest on
the subject and not let him go off on tangents.

No question should be asked which can be answered
by “yes,” or “no,” or “maybe.” There is a great art in
phrasing questions to draw out an important answer-
paragraph with pith and point as against a muttered
monosyllable.

Camera angles should be used to focus principally on
the guest speaker. We are all familiar with the “person-
ality” interviewer who gloats over his conquest and is
more eager to answer the question he puts than to let the
expert speak. This is the most irritating kind of interview
program and defeats its own purpose.

The best excuse for the interview type of program is a
follow-up interpretation of local or national news. Too
often it is used for fund-raising or campaign-selling. If
the latter kind of interview is necessary for policy reasons,
the interview should not tell the public what it already
knows through other media. It should, rather, investigate
a human interest detail of the campaign as it pertains to
the local community or natjonal interest.

Wherever possible, the old tried and true principle of
injecting conflict or difference of opinion should be uti-
lized without damaging the purpose of the program. An
interview wherein “the barber shaves himself,” where
everybody agrees that life is wonderful, and so forth, is
meaningless as is all such intellectual incest.

Problems honestly discussed make fascinating listen-
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ing, especially if realistic, alternative solutions are offered
for the free choice of the viewer.

The Panel

Martin Stone, producer of the highly successful Author
Meets the Critics panel formula, says that “if you want to
have a good panel, put intellectual enemies together and
let them fight it out on a camera and on mike.” His tech-
nique is never to let the panel members get together be-
fore the show. Thus, he prevents important dramatic
steam from escaping in advance.

The trouble with many a potentially excellent TV panel
is that it may get talked out before the show hits the
air. On the other hand, there is danger that the subject
matter may be sacrificed to the showmanship of a great
free-for-all “full of sound and fury but signifying noth-
ing.

There have been many kinds of interesting panel pro-
grams. One of the most noteworthy was in the first
remote pickup from the National Press Club in Washing-
ton, D.C., featuring a discussion of Freedom of Informa-
tion. Here was an exclusive club constituting the Hon’s
den of the press to which the public normally was not
admitted but to which television cameras could finally
take each viewer. The talks fortunately lived up to the
reputation of the club for hard-hitting journalistic acu-
men and sincerity.

Good conversation in a natural setting, such as after-
dinner talk in a rumpus room background; a series of set-
tings which reflect the natural background of the panel
members shown utilizing a split screen technique, or
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letting each panel member have his individual say in
sequence; the technique developed by Mr. Edward Mur-
row in See It Now, where he sits before a series of “moni-
tors” at a simulated TV control board and, in combination
with prefilmed interviews, discusses leading questions of
the day—these are various forms of panel programs.

Unfortunately some panels on TV have become quite
boring, principally because they invariably employ the
stock background of drapes and table set-up and because
they do not get down to cases. But, on the other hand, if
the intrinsic gimmick for the panel is intriguing, as it is
on such a program as What’s My LineP the background
apparently does not matter.

Here in the panel format is where a recipe is definitely
called for. The ingredients of a panel must provide
variety of personality and point of view, and certainly
witty authority. If conversation is lost to us as an art in
our daily lives, it can be revived with care as a model on
TV panels; but it is not enough just to talk.

The catalyst that makes a panel click is the moderator,
the controller of the guests, who starts the discussion
flowing and then directs it, comments on it, and empha-
sizes the important things which are being said. It is
preferable for the moderator to script the show with an
outline blueprint of an open and close and the direction
the questions will take. His job is an extremely difficult
one, requiring intelligence, wit, a sense of timing, an art-
ful diplomacy, a shrewd knowledge of his personalities,
and a sense of good taste. '

A moderator plus four guests form a suitable combina-
tion. A larger group can make the discussion superficial.
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A minimum panel should consist of two guests represent-
ing opposing points of view, plus the moderator. Modest
fees or honorariums are usually paid on commercial pro-
grams. On sustaining programs no fee is customary, as in
this case the panel is “in the public interest.”

Since most panels are necessarily ad lib, it is up to the
moderator to see that nobody gets out of line, that anger
does not become personal and hurtful, and that careless
remarks are put in their proper perspective. If a panel
member is self-conscious or inclined to sulk, the mod-
erator must skillfully set about to open him up conversa-
tionally. Again, whether the panel becomes an explosion
or argument and hot exchanges or a calm, intelligent
probing of the problem at hand, the questions asked must
be designed to draw out tactical highlights of opinion
rather than terse agreement or disagreement.

The moderator, in short, must put the panel at its ease;
if this is done, the viewer will be at ease also. You have
watched an actor who is so self-conscious and nervous
that the entire audience has its teeth set on edge. There-
fore, insuring the right kind of emotional climate at the
beginning of the panel is most important. All this is the
moderator’s responsibility.

A panel is an enlargement of the interview, but in the
panel additional development of subjects is possible.
Here it is really possible to offer all available thinking on
a topic, and such a cross section should be brought out
through “guide-post” questions.

The viewer will be content if at least three important
points are put across through clear-cut explanation and
interpretation. When it chooses a panel for viewing fare,
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the audience expects something important to be said. So
the trick is to obtain the services of those people in the
community (or nation) who can speak dynamically with
top authority. At the same time, since people themselves
are even more interesting than ideas, panel members
should be chosen for personality and ability to project the
quality of individuality no less than for mastery of a sub-
ject.

We must know why a man or a woman feels the way
he or she does, and in some concrete detail. The viewer
then begins to know the speaker by what he or she thinks
as well as becoming acquainted with the character of the
speaker, and, at the same time, learns something about
the views under discussion.

Since TV should fulfill its public service responsibilities
as far as possible in presenting an unbiased total effect,
the panel should offer the public both sides of the ques-
tion and allow both sides to have an equal say within the
time limit.

The best sort of panel has as its wind-up, not a close-
out solution to the problem under discussion, but a chal-
lenge to the viewer to do individual thinking and take
individual action.

As a final ingredient for the recipe, make sure that the
panel is well seasoned with good humor.
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A
Short Guide To The
PANEL TELECAST
DO—-

. Select a panel that truly represents opposite points
of view. It is the controversial aspect of a discussion
that makes for stimulating and provocative program
fare.

. Select people who are known to you to be effective
and colorful speakers. Many authorities who can
express themselves well in print are pitifully ineffec-
tive in speech. Keep in mind that in a mass com-
munications medium as highly competitive as
television it is necessary to entertain, even if your
primary goal is to educate and to inform. When you
cease to entertain, you no longer have the audience
you had hoped to educate.

3. Insofar as it is possible, try to select people who are

currently the objects of public interest and atten-
tion. Their presence will raise the stature of the pro-
gram from an academic level to an event of news
value.

DON'T—

. Select people who, in your judgment, might be in-
clined to make irresponsible, libelous, or profane
remarks. Once a statement goes over the air it can-
not be edited.

. Select people on “name” or “reputation” unless you
are certain of their effectiveness in performing.

. Select people who are currently appearing on
every other panel program. Do strive for originality
in making your selections.
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IN SUMMATION: On an ad-lib panel show, your
panelists are everything: They are your script, your
cast, your editors, and your scenery. For this reason
you cannot be too careful in making your selections.
The program will live or die by your choice.

—MARTIN STONE, Producer,
Author Meets the Critics,.
Howdy-Doody, and Gabby Hayes.

News and Special Events

The term “news” as applied to a television department
of production pertains to daily coverage of all kinds of
news, comparable to newspaper coverage. The term
“special events” refers to occasional happenings which
are of special interest, such as elections, peace confer-
ences, the Kefauver investigation, and the like.

The cost of covering news by television is extremely ex-
pensive. Newspapers and radio have only the printed or
spoken word to concern themselves with. On television,
the word must be illustrated wherever possible, either
by stills, on-the-spot movie coverage, or visuals. Very
rarely, moreover, is it possible to cover a news happen-
ing, such as a large fire in a remote section, quickly
enough by television to score a news beat on the other
media.

Nevertheless, the Dave Garroway two-hour morning
news program called Today has proved that TV can de-
velop a workable and salable news formula. Each hour
it gives substantially the same news for those who can
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look between 7:00 and 8:00 A.M. and 8:00 and 9:00
AM., Eastern Standard Time. The news on this kind of
program is departmentalized somewhat and is occasion-
ally interrupted to give relief by playing new records or
showing how the news studio is set up and what specta-
tors outside the RCA showroom, in which Today origi-
nates, look like in all kinds of weather—such relief
sometimes constituting a show in itself.

Criminal investigations, political conventions, the
atom bomb, and the United Nations in General Assem-
bly have been given television coverage more powerful
and compelling than has been possible by the press or
magazines. The thing that TV news and special events
can do better than anything else is to take the viewer
there and let him be an eye witness to news-making inci-
dents or events.

But there has been a depressing lack of broad progress
in the regular day-to-day news coverage, on which tele-
vision must build in order to reach the height scaled by
radio news. In the fall of 1952, one of the big New York
television stations virtually eliminated its news operation.
The TV news chief of one of the networks said sorrow-
fully: “The boys upstairs don’t want to expand the news
operation; they think of television as an entertainment
medium, period.” And still another television network
fired its news director, and was content to leave its news
coverage to a lone INS machine, from which announcers
read as if they were reading commercials, though usually
not as effectively.

Why? :

The answer is found in the one word which answers
most of the questions connected with broadcasting:
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money. Television news costs too much; its return is too
small. So far, no way has been found to do an adequate
news job and not have it cost a great deal.

The time and preparation that must go into a news pro-
gram on the scale that has been set by NBC, CBS, and
ABC has been enough to discourage even these titans
from expanding greatly, and has frozen their smaller New
York competitors out of the market.

A television station out of the New York area and off
the beaten network path actually has an easier time pro-
ducing news programs, and the jobs these stations can do
is very important. We'll come back to that a little later.

In addition to the cost, there are two correlative rea-
sons for lack of TV news expansion: limitations of the
medium and a lack of trained personnel. The limitations
will some day be removed. The big electronic companies,
such as RCA, and the big film companies, such as East-
man Kodak, are moving ahead, cutting down the great
size of the equipment used for nemo (out-of-studio)
broadcasts, and developing new techniques for fast de-
velopment of motion picture film.

The lack of trained personnel is perhaps the most seri-
ous limitation, and one that may never be solved. To train
a reporter takes more than merely sending him to journal-
ism school, more than merely pointing at an announcer
and saying, “You're it. From now on you're a commen-
tator.” The real reporter has had actual newsgathering
background. He’s been out on the firing lines where news
is made. He knows whether a story is a story, and he can
tell it—either verbally or on a typewriter—fast, lucidly,
and dramatically.
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What makes a news story?

It used to be said, “When a man bites a dog, brother
that’s news!” Right. But it’s also news when a man bites
a man, and sometimes even when a dog bites a man. A
rule of thumb might be that anything is news which is
worthy of notice. It does not have to provide information.
It does not have to be world-shaking. It merely has to be
of interest and significance; for television, the more eye-
catching a story is, the better.

For instance, in March of 1951, during the Kefauver
crime hearings, Frank Costello, the New York under-
world czar, refused to allow his face to be shown on the
television screen. His lawyer argued that it was invasion
of privacy. There was consternation among the television
newsmen present. They had lugged in their heavy equip-
ment, spent hours setting it up, and now they were not to
be allowed to use it. Someone thought of lowering the
camera’s vision to Costello’s hands. And that is the way
the story was covered, the audio picking up the sound of
Costello’s hoarse voice and the camera staring at his twist-
ing, nervous fingers. What had looked like a complete
bust at first turned out to be one of the most dramatic
stories ever covered by the television camera.

The TV news producer must look at a story much in the
way that a movie cameraman lines up his shots. For the
first time in the news world, there is a bit of theatre mixed
in with every story. If it “plays” well, it is a good story. If
it's not good theatre, then it’s just another run-of-the-mill
story and could as well be covered by radio.

In the spring of 1952, there were great floods in the
Midwest. Television was there and did a magnificent job;
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its coverage was limited only by the bulk of its equip-
ment. The day is arriving when the perfection of small,
portable camera transmitters will allow TV reporters to
go almost any place, no matter how difficult of access,
and still report back on-the-scene accounts and pictures
of what is happening.

The local station, not able to spend vast sums on such
up-to-date equipment, can provide its viewers with al-
most the same effect by equipping reporters with small
movie cameras and providing a fast developing service.

The main questions a TV newsman must ask himself
are: How will it look? Is it important? By “important” we
don’t mean something transcendent. A story important to
Keokuk, Towa, might not even be worth carrying in
Houston, Texas.

The local television news director must decide for him-
self the import of a story, and his decisions will either
make or break his station’s news position. His job is harder
than that of his network colleague, because he must use
more imagination. He has fewer assistants and fewer
dollars.

Apart from news which is gathered by network or local
station personnel, television coverage depends largely on
the three great news gathering agencies—the Associated
Press, the United Press, and International News Service.
Each of these supplies still photographs as well as news,
and the United Press has set up a service of supplying
newsreels to clients. AP had plans for such a service, but
shelved them, and as this book goes to press, they have
not been revived. NBC and CBS have their own camera
crews, including international staffs, as do many of the
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larger TV stations around the country, and some of these
also subscribe to Telenews, a daily newsreel service.

All of these services are tremendously expensive, and
the small independent station, until it begins to make
money, is advised to be content with still photographs
from the wire services, to improvise visuals, and to em-
ploy a local newsreel cameraman to keep abreast of news
events in the home town.

With the expected vast growth in the number of tele-
vision stations in the years immediately ahead, the ques-
tion keeps popping up: Where will the personnel come
from? It has never yet happened in this country that
there have not been enough workers for any new indus-
try, and it seems certain that television will not find itself
hamstrung because of too few people.

The experience of a station in Denver bears this out.
Soon after the station got its grant from the Federal Com-
munications Commission in the summer of 1952, long be-
fore there was any target date for going on the air, the
management had received one hundred applications for
employment.

Doubtless not all of these were trained personnel. Per-
haps not all of them knew anything about television. But
they’d heard it was a glamorous industry and wanted to
try it. Television is glamorous, but it is also hard work,
and the news end of it is the hardest of all.

The television station that hires itself an untrained
newsman is building trouble. The man who wants to do
news for television must have prior news training either
from radio or newspapers.

The young man who thinks he would make a good tele-
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vision reporter must remember that the industry is still a
baby and that opportunities are limitless, provided he is
ready to learn everything he can and then use ingenuity.
He must know each day’s news so thoroughly that he can
talk about it—absorbingly—for fifteen minutes without
stopping. He must know his news sources personally. He
must know where to go to get stories and material. He
must be ready to spot a local angle of any story coming in
on the news wires. And, perhaps most important of all,
he must give up any thought of leading a normal forty-
hour, five-day week. Some of the biggest stories happen
at night, and they have to be covered.

How about the physical set-up of a television news-
cast? Until the night of October 5, 1952, there was a feel-
ing among television program directors and advertising
agency executives that a newsman must not read news.
He must memorize it. This feeling may have stemmed
from a feeling that since this was television, no radio
methods could be used. Consequently, viewers got the
impression during many TV news programs that they
were spectators at a high-school memory recitation. But
who would argue with success? The programs had spon-
sors. They won awards, and the ratings were up. Better
stick to the recitation.

. . . Until October 5, 1952—a Sunday.

That night, at 6:45 P.M., Walter Winchell made his
television debut; and by 7:00 P.M. the theory that a man
had to memorize all the news and parrot it out had been
kicked into the ash can. In those fifteen minutes, Winchell
abolished every last vestige of what is known in the trade
as “good TV practice.” In the first place, he looked at
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the camera only once during the program when he gave
his editorial to “Mr. and Mrs. United States.” This he read
from an Autocue—no memory. The rest of the time he
read directly from his script and never looked at the audi-
ence. The cameras peered at him, around him, over his
shoulder, but Winchell paid no attention. He kept his hat
on and wore no coat—a flagrant breach of recognized TV
etiquette. Furthermore, there were no pictures on the
program—no newsreels, no still shots.

Yet it was a gripping news program.

What does it prove?

Only this: that there is no method of TV news presen-
tation which can be considered the be-all and end-all.
Winchell came on with something which was the abso-
lute antithesis of everything that TV news producers had
come to believe in. Perhaps he got away with it because
he was Walter Winchell and not Joe Doakes, but the fact
remains that his method was new. But it was new only to
television, for it was the same program that Winchell had
been putting on radio for fifteen years.

And so we come to what is generally called “special
events”—the news stories that can be lined up in advance,
and the stories that are covered outside the studio. Under
this general heading, you can lump, as well, sports events.
Whether “special events” involve coverage of the national
political conventions or a pick-up at ringside from the
local arena, they all require basically the same prepara-
tions. The first thing to be decided is whether the story
is worth-while.

It is more exciting to do a story from outside the station
confines, but it is also harder and more expensive. If you
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think it is worth-while, then the memos should start fly-
ing. One of these always goes to your boss, be he the sta-
tion manager or the vice president in charge of programs;
and one always goes to the sales department. In the
memo, you set down why you think the story important
and your plans for covering it.

For any special event, a close liaison must be main-
tained with the engineering department from the start of
the plans. The chance of having a successful special
event instead of a flop depends about 99 per cent on the
technical staff. In radio, painting the picture depends on
the man on the mike; in television, he fades into insig-
nificance beside the cameraman.

It must be decided early in the plans how many cam-
eras will be needed to cover the event adequately. A good
rule of thumb is that you can never have too much equip-
ment, but there are certain limiting factors even to this
rule, one being that television equipment is heavy and
bulky, and the less you have to carry with you, the more
mobile you will be. The other is that many special events
take place in small areas, and camera movement is
limited.

When small portable cameras—the RCA creepy-peepy,
for instance—come into wider use, the two limiting fac-
tors mentioned will disappear, and television special-
events reporters will be able to get into places now open
only to radio men with small microphones and news-
papermen with pencils.

For any special event, there must be a coordinator—
someone to draw all the loose ends together and tie them
into a package. He can be the director or the director’s
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secretary, or he can be someone whose only job is to fol-
low through the myriad of details required for comple-
tion of a successful special event.

The director here follows the same function as in a
studio broadcast, and his duties are taken up more fully
elsewhere in this book. However, there’s one point he
must remember, and it makes his special-event assign-
ment harder than an ordinary studio telecast: In addition
to arranging his cameras so the event will “play” well, as
he does in any studio program, he must remember he’s
covering a news story and that things are likely to happen
fast. His cameras should be as mobile as possible, and the
successful special-events director has a “spotter” whose
job is to watch the entire scene in order to catch some-
thing off camera.

Too many times in TV’s brief history the coverage of a
football game or some other special story has been
marred by a dramatic development that happened while
the cameraman was pointing in the other direction. The
on-the-scene audience always roars in appreciation, while
the TV audience is left banging its collective head on the
mantelpiece because it has no idea what happened.

Here again we see how important the cameraman is.
He must be on his toes, ready to swing his sights fast at
any time, not waiting for the director’s cue. The big net-
works have special-events staffs which are so well trained
in this type of news coverage that they can be considered
the masters of the art.

NBC'’s remote crew in Washington, for instance, can
move into a new location with full equipment, including
three cameras, and within four hours be set up and ready
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to go. When American Inventory did a round-table dis-
cussion on Freedom of Information from the National
Press Club in Washington, D.C., it was the first time that
any television program had originated from the Press
Club. Consequently, it was virgin timber, as far as the
remote crew was concerned—no pattern to fall back on,
and no previous mistakes of other Press Club broadcasts
to profit from. But there was nary a hitch, and the tele-
cast went off, with cameras dollying back and forth in
the narrow confines of the halls and library of the Na-
tional Press Club, as though it had been rehearsed for
weeks.

Such smoothness of operation comes from nothing else
than long practice, and the station manager who expects
to get it on his first special event is due for a rude awaken-
ing. But when he finally does get it from his remote crew,
he’s on a par with the networks. Any station that can do,
and does, a first-class job of covering special events on
the local level is putting itself up among the leaders and
is carving itself a niche in the telecasting duty roster.

For it is by the news and special-events coverage that
a station or a network provides for its viewers that its
worth is judged. The station that merely “rode” the net-
works and did a minimum of news programming was
doubtless making money in 1952, but it was not playing
fair with the people on the other side of the screen; and
it was building itself trouble for the days ahead. With the
vast influx of new television stations, the competition is
becoming keener. Only a certain number of these stations
will be able to carry the big network programs. Only one
in each area will be allowed to carry the big filmed pro-
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grams. That will leave the remaining stations to their own
devices, and in order to keep viewers tuning their way,
those devices had better include the best possible and
the most complete possible news programming.



CHAPTER 2

PROGRAM FORMATS AND SOURCES: II
The Drama

IT 1s NOT SURPRISING that the drama at its best remains the
most popular kind of television program.

The producer must have a background in dramatic
construction (which can be obtained by studying such
standard works as George Pierce Baker’s Dramatic Tech-
niques); he should have a knowledge of the theatre and
motion picture films; and he must have a flair for creating
the mood, stage business, and emphasis of lines which
can create attention, command interest, and hold audi-
ences spellbound.

Celanese Theatre is a model to follow in learning how
to translate the theatre into television. Studio I, although
sometimes overproduced and cluttered with overelabo-
rate settings and TV effects, has also reached dramatic
heights in the medium. Philco Theatre, Kraft Theatre,
and Hallmark Theatre are other programs for dramatic
producers to watch and profit by. Orson Welles blazed a
trail in the theatre by taking Shakespearean classics and
translating them into modern settings with topical appli-
cation. There are many other classics yet to be done
which can bring great drama to television.

The British and French stages of today seem incom-

parably better than our own and should be analyzed for
28
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reasons why. That old chestnut, Camille, revived in Paris
in the fall of 1952, proves that literally any honest, imag-
inative, basic, universal theme, carefully written (or re-
written), acted well, and produced with integrity, can
solve any of the theatre’s (or TV’s) ills.

Copyright and high royalties have prevented a great
deal of stage material from reaching your living room,
but, increasingly, TV will gobble up the best modern
plays of the last few decades and demand that the
medium develop TV playwrights and plays especially for
itself.

A study of the theatre in New York during the years
from 1949 to 1953 shows an appalling tendency to put
conversation, not drama, on the stage. The theatre suf-
fers from a self-consciousness about plot. Audiences still
like, in comedy or drama, a problem and how it is solved
as one sound basis of an evening’s entertainment.

It is a hackneyed truth that plot should come out of
character, but it is seldom possible for character alone,
without development and without situation, to carry even
half an hour. In television, in any event, drama does not
have time fully to develop character, a sense of setting,
the emotional climate of the piece, or even subsidiary
plots. TV drama, at its best, is tightly woven and well-
paced, with all the rules applying to the theatre trans-
lated directly into and telescoped on the TV screen.

Perhaps it is because the twentieth century has been
so full of melodrama that playwrights cannot top in
dramatic impact the events which have taken place
throughout the world. Even so, the frantic searching for
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escape plots in the literature of our times, especially in
the growth of science fiction, seems to be unnecessary.
Audiences do not always demand escapism. They like to
see how other people tackle a situation familiar to them
and, vicariously, they enjoy watching individuals on the
stage caught in a net of circumstances similar to their
own. While they like to laugh, as Charlie Chaplin, Alec
Guinness, and other comic geniuses have proved, tears
are the other side of laughter’s coin, and good comedy
and good drama in any medium should be mingled in
proper proportion.

The world, as never before, needs hope; it needs, quite
frankly, joy; and, perhaps most of all, it needs a sense
that life is worth living. For some time, we have analyzed
in the modern theatre the abnormalities of the world in
which we live; stressed the tragedy of man against man
and man against himself; and now the theatre and tele-
vision can perform the greatest public service of all in
giving man courage to meet the seemingly impossible
challenges which are man’s fate today.

The Documentary

Since the average news program does not have as its
purpose an intepretation of the news in detail, broadcast-
ing and the movies have developed a new dramatic form
which is called the documentary. This is actually the
“feature” story of TV. But the key-word of the format is
realism.

A documentary is usually a news-drama, researched
and documented by the available facts, presented objec-
tively (although sometimes with a crusading note), and
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it is intended to go rather deeply into the meaning be-
hind local, national, or international news.

Many industrial films are called “documentaries,” but
they lose in dramatic value by simply billboarding the
activities and equipment of a plant and describing the
jobs of its personnel in a superficial reporting stint. They
please nobody except the president, the chairman of the
board, and the board of directors, sometimes not even the
stockholders. This is called the “back-scratching” docu-
mentary. The addition of a human-interest angle is essen-
tial to enlisting the attention of the audience.

All compelling television appeals to the self-interest of
the viewer; all TV stories, including documentaries, must
be told in terms of the imaginary or actual experience of
an individual with whom the viewer can identify himself.

A great psychologist recently observed, “Appeal to a
man’s mind, and he may agree with you; appeal to his
heart, and he will act.” For this reason, even unbiased
and objective facts should be put across with great heart
interest, if possible.

A significant decision to be made is whether to regard
the documentary job as one of reporting or interpreting.
A guide to follow is to ask yourself whether you can
assume sufficient knowledge on the part of your audience
or whether you must first sketch a brief background for
orientation before you can come to the major part of your
story. You must always be sure the viewer knows what
you're talking about every step of the way.

At the risk of oversimplification, here is a documentary
formula promulgated by C. L. Menser, former network
programmer: First, tell your audience what you are going
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to do (this is called billboarding); then do it (constitut-
ing the core of your show); then tell them what you have
just done (summary at the end).

The old Federal theatre “living newspaper” which may
be studied in the play One Third of a Nation provides the
best documentary example to follow if TV techniques are
to be applied. Here is the authenticity of the newsreel,
with the impact of great social drama; and best of all,
with the living newspaper technique, you can utilize to
the utmost the possibilities of what is unique in the TV
medium.

Another documentary technique which is recom-
mended is that which uses a television reporter who acts
as a kind of twentieth-century, one-man, Greek chorus.
This narrator takes the viewer “by the hand” and leads
him through the subject by showing him dramatic seg-
ments illustrating the problem. Now and then, the re-
porter-narrator interrupts to comment on the action and
its significance.

For example, as in the case of an American Inventory
documentary on The Cop on the Beat, Howard Whitman,
the noted author of Terror in the Streets, wrote the script
with himself as the lead and announced the problem of
teen-age violence in a dynamic teaser depicting a mug-
ging; then, after credits on the show, he went directly to
the core of the matter and presented chronologically a
series of events of violence in a community which led to
community action. He wandered in and out of the scenes
wherever necessary, commenting and explaining in lieu
of transitional dramatic devices, and then appeared in a
summary-interview at the end.
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The attractiveness of this documentary was that, as he
spoke, the action was going on in pantomime behind him,
and when he had finished with his commentary he moved
out of the camera frame and let the dramatic vignette
take over from the prose statements and clinch their sig-
nificance in drama.

Ed Murrow in his See It Now has greatly advanced
documentary techniques by using an interview format
with specially produced sound film sequences presented
on television monitors. The See It Now program is some-
where between a panel, an interview, and a documentary
in type.

Louisiana Story, the Robert Flaherty documentary film,
is one of the outstanding examples of how an artistic
musical score can be wedded to artistic photography and
still carry an important industrial message. This film can
still be seen at the Museum of Modern Art and through
ESSO.

The Whole Town’s Talking, a TV film series developed
by the University of Iowa and its Television Station WOI-
TV, is another milestone in documentary techniques.
Here a community was filmed, so to speak, in the raw,
with unrehearsed interviews concerning burning issues
and problems arising out of the community life. The
technique stated each problem visually, orienting the
viewer, then proceeded to show public reaction by inter-
view, and finally suggested what could be done about it,

The historical-parallel approach can be effective. Many
current problems can be discussed obliquely by choosing
a point in historical time when a situation was similar in
essence to what is happening now. This can be done
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either as historical documentary drama with a definite in-
ference to be drawn, or as a parallel story written to show
the situation then and now, suggesting that perhaps we
can adapt solutions from wise men of the past and profit
by historical perspective.

In the case of out-and-out public service programs,
exploring such subjects as Community Chest services, to
name one example, it is more effective to dramatize and
document a case history and use it as exemplifying a
typical service than to billboard, in the span of half an
hour, thirty-seven activities which can only be touched
upon in a shallow and ineffectual manner.

Here are a few “Do’s and Don’ts” for consideration
when planning a documentary format:

1. Choose a topical subject which has not been given
interpretive treatment, and explain the significance
of a local or national event or sociological develop-
ment.

2. Throw out the obvious methods of handling it (un-
less it demands hard-hitting, direct treatment),
and try to find an original, dynamic, and dramatic
method of presentation.

3. Collect as much material as possible on the subject
chosen so as to give a complete, unbiased ap-

proach.

4. Never write a happy ending to a script or give an
iron-clad solution. Rather suggest alternative solu-
tions to the viewer as a challenge to his own think-
ing and action.
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9. Occasionally a station or network producer is
asked to do a “good-will” documentary as a public
service. This kind of documentary primarily in-
forms the public regarding details of something go-
ing on in the vicinity. You will want to do some of
these for good public relations. Remember, too,
that it is a function of broadcasting to educate and
to inform. You will also want to do documentaries
which int