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Preface

DURING A WOKRLD WAaR 1I talk to the troops, Lieutenant General Brehan
Somervell said that “we fight for free radio — for the right to listen to what
we want and to turn off what we don’t want.” Freedom of communication is
the keystone of a democratic society. The right to transmit and the right to
receive. And the right not to transmit and the right not to receive. Communi-
cations, including radio and television, must be open to the marketplace of
ideas. All people should have the privilege of communicating any and all
ideas to all other people. All people should have the privilege of hearing
those ideas or of turning them off. Only an informed, thinking society can
remain free and be able to initiate and achieve individual and group self-
realization and progress. An uninformed public or one with access to only
one side of a controversial issue is easy prey for the subverter of individual
and group freedoms.

A principal purpose of this book is to help you, as the writer of com-
munications materials that influence people, to understand and implement
the need to continuously make available all forms of information and all
shades of opinion. This is true whether you write plays which, in their struc-
ture and orientation, are logical vehicles for a diversity of ideas or whether
you write continuity which, by design, may ostensibly avoid significant ideas.
A further purpose of this book is to present concrete approaches to and
examples of the kinds of “bread and butter” writing being done profession-
ally in all program types on television and radio. But its orientation is not
solely “how-to.” Its aim is to show, as well, what can be done in terms of
the potentials of the media to affect humanistically the thinking and actions
of people, to achieve high aesthetic standards in the media, to help you not
only to write successfully the programs seen and heard today, but to improve

7



8 Preface

that programming in the public interest.

You will find several program writing approaches in this book: those
that have been tried frequently and successfully, including comments from
practitioners in the field, particularly those who would hire you to write
similar scripts; those that have only occasionally been tried, such as some
of the approaches of an Edward R. Murrow; and others that have not yet
been tried, but which you may be motivated to use as practicality and con-
science permit and dictate.

Some of you will find degrees of disproportion in the book’s coverage
of certain types of writing, depending on your own special interests. In part
this is due to the increasing costs of book publishing, which make a totally
definitive volume priced beyond the means of many students. We set priori-
ties. The areas of greatest potential employment for the broadcast writer are
commercials, news and public affairs which, along with the play, comprise
almost all of the writing being done for television and radio today.

All types of broadcast writing — the play, the documentary, the com-
mercial, the news program, the children’s program, the women’s program,
minority programs, talks programs, game shows, music programs, education
and information programs, variety shows, special events and features, and
others — are presented here with the understanding that you can’t “teach”
anyone through a book or in a classroom how to be a great writer. One can
learn through these means the potentials of a medium and the approaches,
forms and techniques of writing individual script-types. In the radio-tele-
vision field this may well be sufficient to do a good job of writing the every-
day kinds of programs that are considered professionally and commercially
successful. I believe this book can help you do this. But becoming a great
writer — or, to many people, even a competent writer — requires, in addi-
tion to technique, the kind of psychological/sociological/political/environ-
mental/educational/aesthetic background that we sometimes refer to as
“talent.”

Picasso wrote some plays, but his principal talent was not in the field
of writing. Working with this book will introduce you to the field of writing
for television and radio. But it will not automatically make you a great writer.
If you have the talent and you learn the techniques and you write, write, write
until it comes out of your ears, then hopefully this book will have been of
some help to you in achieving your goals. But don’t bet on it. It may be that
your time and efforts would have been better invested in buying an easel. Or
a plumber’s wrench.

There are many people to whom I am grateful for their help in com-
pleting this third edition of Writing for Television and Radio: Russ Neale,
executive vice president of Hastings House, for his continued encouragement
and calm, even in the face of many revisions and extended deadlines; his
assistants, Jim Moore, Lee Tobin and Al Lichtenberg, for their dedication
to what was a more than usually complicated job; Mary Ellen Verheyden-
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Hilliard for her thorough editorial review of the second edition and her
critique for changes and revisions; Barbara Allen for her detailed recom-
mendations for updating, editing and new material; Yuri Tanaka for her
graciousness in typing the manuscript in bits and pieces, frequently with
short deadlines; and the many people in agencies, stations, networks, publi-
cations, production organizations and associations who went out of their
way to provide scripts, quotes and other materials — if I tried to list all the
names there are some who might inadvertantly be left out.

Russ Neale, publisher of the Communication Arts Books series, informs
me that Writing for Television and Radio continues to be the leading work
of its kind. I am grateful for its outreach and I hope that its humanistic as
well as practical purpose may have had and may continue to have some
effect on making television and radio — through your writing — more re-
sponsive to and more responsible for the advancement of the needs, desires
and expectations of all people.

Washington, D.C. Robert L. Hilliard
September, 1975



“N



"T'he Mass Media

THE TELEVISION AND radio writer aims at an audience that at one and the
same time is very small and very large, that has much in common and al-
most nothing in common, that is a tightly knit group and a disunified mass.

Millions of people may be listening tb or seeing the material developed
by the writer. Yet, any one group within this vast audience is apt to be a
small one — usually a family group, at home, in everyday surroundings.
The distractions of everyday life are constantly at hand, continuously opera-
tive, and likely to pull the individual viewer or listener away from the pro-
gram. Unlike the theatre or movie audience, the television and radio
audience is not “captive.” It has not paid a fee and, if it doesn’t like what
it sees or hears, it is under no compunction to stay. The theatre and film
audience is, to varying degrees, selective; moreover, with the availability of
newspaper reviews, it generally knows something about the play or film it
is going to see. The television audience is less selective and frequently will
tune in a program from force of habit or because it has nothing else to do
at the time. The writer for television and radio, therefore, must capture the
imaginations and interests of this undiscriminating audience as soon as pos-
sible. Each word, each picture must be purposeful, must gain attention and
hold interest. Ideally, there should be no irrelevancies in the writing, no
extraneous moments. (The concept of the television home audience is
changing, however, and as cable systems with their monthly subscribers’
fees continue to grow, and as “pay” television with its per-program fees
enters more and more markets, the home television viewer may become
more like the movie- and theatre-goer in terms of a monetary commitment
to the program s/he has tuned in.)

Psychologists tell us that the smaller the group and the greater the
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12 Writing for TV and Radio

physical distance between individual members of the audience, the better
chance there is to appeal to the intellect. The physical groupings of the
television and radio audience offer this opportunity to a greater extent than
has been utilized thus far. On the other hand, because it is an audience that
can remove itself quickly and easily with only the flick of a finger, emotional
empathy must also be established. The use of universal emotional impres-
sions is important because the audience largely is unknown to the writer
and no immediate responses to determine the audience’s reaction can be
felt or measured.

Theatre audiences and, to some degree, film audiences — or at least
those within any given movie house — may have common interests or
backgrounds: a common geographical location, the same relative economic
or social status within the residential area of the city where the movie house
is located, or similar educational backgrounds or cultural interests which
prompted their attendance. The television and radio audience, as a whole,
watching or listening to any one given performance, is likely to have more
diverse opinions, emotional prejudices, educational, social and political
backgrounds and personal creeds than the theatre or movie audience. The
audience of the mass media is as varied as is the population of the United
States.

To make any single piece of material effective, the writer often tries to
find a common denominator that will reach and hold as many as possible of
the groups and individuals watching the more than 120 million television
sets and listening to the more than 400 million radios in use in this country.
The Federal Communications Commission’s hearings and rule-making for
diversity in program control — including the Multiple Ownership Rules
(and the Duopoly Rule), the Prime-time Access Rule and the requirement
for Ascertainment of Community Needs, plus the Department of Justice’s
concern with media cross-ownership — suggest that business rather thdn
artistic or social considerations have controlled television and radio pro-
gramming. The sponsor’s primary aim frequently seems to be to present
material that will not offend anyone. The sponsor and the producer thus
far in the history of our mass media have searched for and often found the
broadest common denominator, which frequently turns out to be the lowest.
Rating organizations substantiate the advertising agency approach by mea-
suring the percentages or numbers of people who allegedly watch any given
program. Presuming that the ratings do have some validity — and many
observers believe that the exceedingly small sample purportedly represent-
ing the entire American populace, as well as uncontrolled factors in inter-
viewing techniques, nullify the claims of the rating systems — they do not
usually measure accurately (although some of the ratings attempt to do so
in part) the audience’s reaction, its potential buying power, or the effective-
ness of either the program or the commercial message.

In the late 1960s and early 1970s the concept of demographics began
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to play an important role in programming, particularly in radio. Stations
began analyzing their markets and zeroing in on a target audience, specifi-
cally orienting program materials to reach one or more particular age, sex,
professional, economic, educational and similar groups. Many stations carry
their demographic breakdowns into which interest group might be listening
in a particular place (home, work, car) at a particular time of day.

Generally, however, there is an acceptance of the lowest common
denominator and a reliance upon a quantitative measurement. The cultural
contributions of our mass media have become, for the most part, compara-
tively mediocre in quality and repetitive in nature. An outstanding casualty
of this trend has been serious drama. In March, 1965, after a study of com-
petition and responsibility in network television broadcasting, the FCC
stated: “By and large, episodes of television series are produced on the basis
of ‘formulas’ — approved in advance by the network corporation and often
its mass advertisers — which ‘set’ the characters, ‘freeze’ theme and action
and limit subject matter to ‘tested’ commercial patterns.” As this is written,
the pattern has with few exceptions remained the same.

In the early 1970s, spurred especially by Public Television’s imports
of several BBC drama series (such as those shown on PBS’ “Masterpiece
Theatre”) and American-produced series such as “Hollywood Theatre”
and, in part, by public pressures of several citizen groups, sporadic attempts
were made by commercial television to bring non-“schlock” drama to the
mass audience. Except for some individual productions such as Joe Papp’s
New York Shakespeare Festival TV presentations of “Much Ado About
Nothing” and “Sticks and Bones,” and specials such as “Miss Jane Pittman”
and “The Execution of Private Slovik,” no real revitalization occurred,
and one of the artistically best commercial network series turned out to be
an importation of BBC’s “The Wives of Henry VIIL.”

RADIO AND THE MASS AUDIENCE

RaADIO Is NOT limited by what can be presented visually. The writer can
develop a mind picture which is bounded only by the extent of the audi-
ence’s imagination. Sound effects, music, dialogue — even silence — are
combined and integrated to provide the most effective presentation. How-
ever, the setting, physical characters, characterization, plot and all of the
other elements of the dramatic or non-dramatic show must be conveyed
through sound alone. This absence of sight may be a handicap as well as an
advantage.

Radio does permit the writer complete freedom of time and place.
There is no limitation on the setting or on movement in time or in space.
The writer can create unlimited forms of physical action and can bypass in
the twinkling of a musical bridge minutes or centuries of time. Orson
Welles’ radio adaptation of H. G. Wells’ War of the Worlds is famous for its
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many provocative productions throughout the world. Television once at-
tempted a similar adaptation. It was unsuccessful. Limiting the action to
what one can present visually restricts the imaginative potentials of word
and sound.

In listening to any given radio program, the audience is not selective.
It does not pick out what it wants to, but hears only what the writer wants
it to. In this way the writer controls the direction of the attention of the
radio audience. Of course, different listeners may imagine the same sound
stimulus in different ways because each person’s psychological and experi-
ential background is different. In the creation of a mind picture in the
imagination, the audience does “see.” The radio writer can create this mind
picture more effectively than can the writer in any other medium. The audi-
ence “sees” places, characters and events just as the writer wants it to. The
audience sometimes even experiences the emotions the writer wants it to.
The subjectivity of the medium permits the writer to place the audience
right alongside of or at any given distance from the character or participant
in the radio show, providing the writer makes it quite clear exactly where
that place is. Voice distances and relationships of the performers to the
microphone determine the “view” the audience has of the characters and
of the setting. For example, if the audience is listening to two characters in
conversation and the writer has the first character “fade off” from the
microphone, the audience, in its imagination, stays with the second char-
acter and sees the first character moving away.

Although a scene must be set in dialogue and sound rather than estab-
lished through sight as in the other performing media, such orientation and
exposition must not be done too obviously. Radio often uses a narrator or
announcer to set the mood, establish character relationships, give informa-
tion about the program participants, describe the scene, summarize previous
action and even comment on the attitude the audience might be expected
to have toward the program, the participants or the characters in the play.
This background material may be given through dialogue, music, sound
effects or, sometimes, even through silence.

Radio is, indeed, the art of the ‘imagination. The radio writer is re-
stricted only by the breadth and depth of the mind’s eye of the audience.
A vivid illustration of this and, appropriately, an example of good script-
writing is Stan Freberg’s award-winning spot, “Stretching the Imagination.”

MAN: Radio? Why should | advertise on radio? There’s nothing to look at. .. no
pictures.

GUY: Listen, you can do things on radio you couldn’t possibly do on TV.

MAN: That'll be the day.

GUY: Ah huh. All right, watch this. (AHEM) O.K. people, now | give you the cue, |

want the 700-foot mountain of whipped cream to roll into Lake Michigan which
has been drained and filled with hot chocolate. Then the Royal Canadian Air
Force will fly overhead towing the 10-ton maraschino cherry which will be
dropped into the whipped cream, to the cheering of 25,000 extras. All right . . .
cue the mountain . ..
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SOUND: GROANING AND CREAKING OF MOUNTAINS INTO BIG SPLASH!

GUY: Cue the air force!

SOUND: DRONE OF MANY PLANES.

GUY: Cue the maraschino cherry . ..

SOUND: WHISTLE OF BOMB INTO BLOOP! OF CHERRY HITTING WHIPPED
CREAM.

GUY: Okay, twenty-five thousand cheering extras . . .

SOUND: ROAR OF MIGHTY CROWD. SOUND BUILDS UP AND CUTS OFF SHARP!
Now ... you wanta try that on television?

MAN: Well . ..

GUY: You see . .. radio is a very special medium, because it stretches the
imagination.

MAN: Doesn't television stretch the imagination?

GUY: Up to 21 inches, yes.

Courtesy of Freberg, Ltd.

The potentials of radio as described above, however, are not neces-
sarily reflected in radio of the 1970s. Except for commercials which, aside
from the ethics involved in purpose and content, can be highly artistic, the
“drama” aspects of radio are virtually dormant. In the early and mid-1970s
there was a revival of “old-time” radio drama and some new dramatic
series were tried out. But as this is written it is still too early to tell whether
this is a reflection of the country’s current “nostalgia kick” or whether there
is a real trend toward the resurrection of radio drama. Many individual
performers and producer/directors have experimented with the sound pos-
sibilities of radio, utilizing special effects and techniques in their own fea-
tured spots (distinguished here from the majority of disc jockeys, who pri-
marily play records and tapes interspersed with some commentary). Radio
in the late 1970s, however, is primarily music, news and commercials.

TELEVISION AND THE MASS AUDIENCE

TELEVISION MAKES USE of the same subjective potentials as does radio, but
is more specific in directing the attention and feeling of the audience. Tele-
vision utilizes many of the techniques of the theatre and of the film, and the
audience is directed through sight as well as through hearing. With its use of
mechanical and electronic devices, television has more flexibility than the
theatre but, because of the limitation of sight as previously pointed out, not
so much flexibility as has radio. Nevertheless, television can combine the
sound and the audience-orientation of radio, the live continuous perfor-
mance of theatre and the electronic techniques of the film. It is capable of
fusing the best of all previous communications media.

On the other hand, television also has specific limitations. Although it
can break the always flexible unities of time and place, it is greatly restricted
in production by physical time and space. Time-wise, the writer cannot
develop a script as fully as might be desirable. The Television Code of the
National Association of Broadcasters (NAB) recommends a maximum of
16 commercial minutes per hour in non-prime time, 9%2 minutes in prime
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time and 12 minutes for independent stations. The actual program length,)
therefore, after commercial and intro and outro credit time has been sub>
tracted, runs from approximately 10- to 12-minutes for the quarter-hour
program, 21- to 24-minutes for the half-hour program and 42- to 49-min-
utes for the hour program. (The recommendation for commercial minutes
on both AM and FM radio, incidentally — which does not suggest the same
considerations for the writer as do the TV times inasmuch as radio has very
few cohesively scripted programs, as has TV — is 18-minutes.) This lim-
itation is a particular hindrance in the writing of a dramatic program. Space-
wise, the writer is hampered by the limitation of the camera view, the
limitation of settings for live-type taped television (the term “live-type taped
television,” as used here, refers to the taped program which uses the con-
tinuous action, non-edited procedure of the live show; it is done as if it were
a live show) and the comparatively small viewing area of the television re-
ceiver. The writer must orient the script toward small groups on the screen
at any one time and make extended use of the close-up shot in studio-
produced taped shows, as differentiated from TV films. Sets and outdoor
effects are also obviously limited. These limitations prompted the intimate,
subjective approach in dramatic writing and resulted, in television’s so-
called “golden age,” in the probing, slice-of-life play.

Even studio-bound, taped television does have a reasonable freedom
of movement, however. The camera serves, in a sense, as a moving prosce-
nium arch. The writer may use detail sets, projections, electronic inserts,
film clips and multiple sets to achieve a broadening or a variety of place.
The application and gradual domination of film technique in television
production, and the concomitant movement of television’s production cen-
ter from New York to Hollywood, has changed some of the writing ap-
proaches and has resulted in much TV being boxed-in versions of the motion
picture.

Television combines both subjectivity and objectivity in relation to the
audience, fusing two areas that are usually thought of as being mutually
exclusive. Through use of the camera and electronic devices, the writer and
director frequently may give the audience’s attentions and emotions a sub-
jective orientation by directing them to specific stimuli. The close-up, the
split screen and similar devices are especially useful. The television audi-
ence cannot choose, as does the theatre audience, from the totality of
presentation upon a stage. The television audience can be directed to a
specific stimulus which most effectively achieves the purpose of the specific
moment in the script. Attention can be directed to subtle reaction as well
as to obvious action. At the same time, the television audience can be given
an objective orientation in that the personality of the performer as a person
can be brought more openly and directly to the viewer than can be done
in the large auditorium of the theatre or movie-house. Although the pur-
pose of most drama is to create illusion, the television narrator, master of



The Mass Media 17

ceremonies, announcer, actor or other performer can achieve excellent non-
illusionary relationships with the audience. The small screen and the inti-
macy of the living-room create effects and require techniques quite different
from those of the film being shown in the movie-theatre.

The basic exposition of a television program should be presented
through the action, logically and quickly. In radio it is more difficult to
reach the audience through the action, and a narrator or announcer fre-
quently is necessary. Television may use a narrator or announcer, of course,
but preferably as voice-over. Visual devices such as title cards, pantomime
and other art work are effective, too. It must be remembered that radio is
aural while television is essentially visual, and where a visual element in
TV can achieve the desired effect, it should take precedence over sound —
in many instances, dialogue even may be superfluous. There is the story
told about the famous Broadway playwright, noted for his scintillating
dialogue, who was asked to write a film script shortly after sound movies
became practical and popular. He wrote a 30-page first act treatment in
which a husband and wife, on vacation, went up to their hotel room.
Through 30 minutes of witty and sparkling conversation it was revealed
that the wife was becoming increasingly disturbed over her husband’s atten-
tion to other women. An experienced movie director went over the script
and thought it presented a good situation. He changed one thing. He sub-
stituted for the 30 pages of dialogue less than one page of visual directions
in which the husband and wife enter the hotel, register and walk to the
elevator perfunctorily, the husband looks appraisingly at the female elevator
operator, and a look of great displeasure comes over the wife’s face as the
elevator doors close. Sound should be considered secondary in television
production; the essential ingredient is visual action. This principle applies
to most non-dramatic forms, as well as to the play.

SUBJECT MATTER

THE WRITER NOT.only faces a problem with the quality level of the mate-
rial, but faces concrete manifestations of this problem in the selection of
specific subject matter. Television and radio writing is affected greatly by
censorship. In commercial television and radio the control over the final
script to be presented frequently rests in the hands of the advertising agen-
cies representing the sponsor. In some cases, the person in charge of the
television and/or radio division of the agency or of the individual account
is an advertising executive, a businessperson with little or no knowledge of
the artistic needs or potentials of the media. It has been alleged that three
hostile postcards from a vacant lot will influence a sponsor or advertising
agency to do almost anything. The sponsor, however, isn’t the only potential
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censor. The originating station — or the continuity acceptance departments
of the networks — may reject material it deems unsuitable.

By the early 1970s national spot advertising had grown to the extent
that agency control over individual scripts gradually diminished and net-
work control became predominant. At the same time, the gradual dis-
appearance of network radio programming returned control over content
to the individual radio station. Control may gradually move away from the
networks and to the regional and local levels for television, too. The trend
away from national advertising was underscored in 1974 by the Television
Bureau of Advertising. In reorienting its goals “for the next 20 years,” it
changed its emphasis from selling national advertisers to developing local
and regional television sponsorship.!

The increasing willingness of society to discuss issues and use language
previously taboo was reflected in all media, and broadcasting — usually a
follower, not a leader of public taste and thought, except in the area of
news information — became more free in its presentation of the stuff of
real life.

Censorable Material

Censorship falls into two major categories: material that is “censor-
able” and material that is “controversial.”

Censorable material, as discussed here, is that which generally is con-
sidered not in good taste for the home television audience, although this
same material might be perfectly acceptable in the legitimate theatre or in
films. Profanity, the sanctity of marriage and the home, suicide, unduly
provocative sex and other similar items are theoretically governed by

'censorship codes or, as sometimes called, standards of good conduct.

The broadcasting industry itself has set up codes of good standards,
such as those developed by the National Association of Broadcasters (the
NAB Television Code and Radio Code are in the Appendix). Virtually
all of the major television and radio stations, most of the smaller ones and
all of the networks belong to the NAB and subscribe to the Codes. On
paper the Codes seem almost idyllic. Although considered by many to be
too restrictive of realism and tending to reflect the attitudes of the “little
old lady in tennis shoes,” the Codes would, if adhered to, for the most part
tend to raise the artistic and cultural levels of programming and of the
public. Unfortunately, there is no effective enforcement of the Codes. The
decision to follow Code procedures and the determination whether a given
segment of material falls under a particular Code category is up to the
individual director, producer, station, agency or network. In most situa-
tions “reviewers” — some would call them censors* — do check material
for obvious breaches of the Code. Most particularly, however, they check
for material which, even if it does fulfill the cultural or public service pro-
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visions of the Code, conflicts with the desires of the sponsor or the policy
of the station. It is in these latter areas that the greatest dangers lie. Many
of the items censored are not necessarity in bad taste. When they are not,
any censorship constitutes not the censorship of censorable material, but
the censorship of controversial material. The NAB has not generally been
known to take forceful action against its members to enforce its Codes.

The Federal Communications Commission frequently acts as an ar-
biter of public taste. In addition to implementing the Communications Act
of 1934, As Amended, which authorizes fines or license suspension for
“communications containing profane or obscene words, language, or mean-
ing....” the FCC has by both suggestion and order acted, according to
some people (particularly broadcasters), as a censoring body. Two prime
examples: in 1971 the FCC issued an order requiring stations to review
the lyrics of all records played to avoid any promotion, through such lyrics,
of illegal drugs. In 1973 the FCC fined a station for its so-called “topless”
radio format—a phone-in format in which women, particularly, were
encouraged to discuss their sex attitudes and practices. Through thinly-
veiled warnings to other stations the FCC successfully eliminated that
short-lived but highly popular programming approach. The question of
obscenity has been raised on a number of occasions and in some important
cases — including a nominal fine of a non-commercial station which had
aired a program containing profanity — the FCC sought a test case in the
courts so that the Supreme Court ultimately would have to determine what
constituted profanity and obscenity in broadcasting. But non-commercial
and commercial stations alike “paid their money and went home.”

What kind of language is or is not allowed is of critical importance to
the writer. Language, whether explicit in words or implicit in visual action,
is, after all, the essence of the writer’s craft. The degree and kind of cen-
sorship of “censorable” material is a key to the degree and kind of artistic
approach and script content permissible to the writer. Shortly after the
FCC took a strong stand on obscenity and indecency over the air in the
early 1970s, BM/E magazine published a summary of the FCC’s approach
and attitude: 2

The question as to the scope of permissible language over-the-air has been the
subject of heated debate in the courts, at the Commission, and a problem of great
dimension to broadcasters. How does a broadcaster best balance the interests of
a specialized audience’s right to hear speech which is “like it is” with the general
audience’s right to be free from listening to language which offends their per-
sonal standards of decency? To what limits may a broadcaster allow an inter-
viewed guest to come forth with spontaneous utterances of salty language? Will
a broadcaster’s restrictions on the type of language used inhibit or enhance the
desired “robust and wide-open debate™! encouraged by the FCC?

1. Red Lion Broadcasting Co. v. Federal Communications Commission, 395 U.S. 367.
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In a series of forthright opinions on free speech, U.S. Courts have pro-
scribed certain well-defined and narrowly limited classes of speech, the preven-
tion and punishment of which have never been thought to raise any constitutional
problem. These include the lewd and obscene, the profane, the libelous, and the
insulting or “fighting” words — those which by their very utterance inflict injury or
tend to incite an immediate breach of the peace?. In all cases, the courts have
set standards for proscribed speech which take into account the considerations
which gave birth to the nomenclature — the nature of the speech and the cir-
cumstances under which it was uttered.

With both the constitutional imperative and historical case precedents in
mind, Congress, in 1948, passed legislation which prohibited ‘“‘obscene, indecent,
or profane language by means of radio communication” and imposed a punish-
ment of up to $10,000 fine or imprisonment of up to two years3. Its language was
derived from Section 326 of the 1934 Federal Communications Act which ex-
pressed,. to a substantial degree, that this prohibition was not to be construed as
giving the Commission the power of censorship over programming.

The few opinions construing the U.S. Code 1464 prohibition have, when
taken together, involved a mixing of principles which tend to obliterate any
clear demarcation or distinction. Like the “freedom of speech” cases before
them, the FCC and the courts have imposed no semantic straightjacket in defin-
ing a standard for “obscene, indecent, or profane language.” Per contra, in the
few pertinent cases, they have attempted to balance a number of considerations,
including the following:4

1) Whether to the average person, applying contemporary community stan-
dards, the dominant theme of the language taken as a whole appealed to prurient
interests;> 2) the subject matter of the program, the context in which the utter-
ance was made, and the value or relevance of the utterance to the segment of
listeners to which it was directed; 3) whether the questionable language was es-
sential to the integrity or reality of the presentation; 4) the time of the broad-
cast, the likelihood that children might be in the audience, and the mitigating
fact of cautionary announcements; 5) whether the broadcaster had an oppor-
tunity to control the content of the speech, whether the utterance was sponta-
neous, and whether the program presented was live or filmed.

Like the criterion established in the general “obscenity cases” (Roth, Jaco-
bellis, Memoirs, Ginsburg), the prevailing limits of permissible language over-the-
air is, at best, confusing. An attempt to cite the perimeters of free speech, in
order to give broadcasters some boundaries for judging their own problems in
this area, follows. :

Marginal or objectionable language, which falls into the category of “ob-
scene, indecent, or profane,” often occurs over-the-air during the “talk show” or
“personal interview.” Such language usually appears in the form of the curse ex-
pletive (“hell,” “damn,” “God damn it!”) or the sexual expletive (“f...,”
“m.f.,” “s...”). In the WUHY-FM case, the FCC found the personal interview

2. See Chaplinsky v. New Hampshire, 315 U.S. 568, 572 (1942), 86 L.Ed. 1031, 1035,
62 S.Ct. 766, opinion by J. Murphy.

3. 18 US.C. §1464.

4. SeeInre WUHY-FM, 24 FCC 2d 408 at 410.

5. Rothv.U.S.,354U.S.476,at 479,77 S.Ct. 1304, at 1311 (1957).
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comments of Jerry Garcia of the rock music group, “The Grateful Dead,” to
fall within the 1464 prohibition. Garcia’s use of sexual expletives interspersed
with his comments were found objectionable to the FCC because of the follow-
ing:

a) Although such language is commonly used in the average person’s
everyday personal life, it is not commonly used in public (e.g., on an elevator,
when testifying in court).

b) Such language has no redeeming social value, is patently offensive, and
conveys no extension of thought or meaning to the interviewee’s comments,

¢) The use of such language has very serious consequences to the “public
interest in the larger and more effective use of (broadcast media).”8

The Commission distinguished between “obscene” and “indecent” in find-
ing Garcia’s language objectionable. Finding that his use of sexual expletives had
no “dominant appeal to prurience or sexual matters,” and, hence, was not ob-
scene, the Commission found such language “indecent.” By this, it meant the
“vulgar, coarse and offensive use of sexual terminology in a manner far exceed-
ing the bounds of common decency.”” Hence, the broadcaster must be cautious
in permitting guest interviewees who tend to use such language to appear lest he
be faced with (a) a law suit or (b) the loss of part of his viewing audience.

In another recent case, the courts found the spontaneous use of curse ex-
pletives by an interviewed guest not prohibited by 1464.8 Here, the words “God
damn it” uttered in a moment of anger were held not to be “obscene, indecent
or profane.” Determinative factors in Gagliardo were:

a) The words were delivered in the heat of debate and were not a matter
of course.

b) The interviewee’s intent to use the words uttered could not be proved.

Thus, a distinction emerged which appears to permit the spontaneous utter-
ance by an interviewed guest, but not the voluntary expression — for voluntari-
ness implies the power of choice. It is the duty of the broadcaster to control the
language content of his programs. Analysis of the foregoing cases reflects the fol-
lowing general guidelines:

a) If a broadcaster has an interview containing objectionable language on
tape or film, he’d be wise to refrain from broadcasting same. That the inter-
viewee has spoken spontaneously no longer prevails as the issue; the broadcaster
has had time to consider the interview’s contents and, unlike the interviewee, can
choose not to air it.

b) It is not so much the words used as the manner and context in which
they are utilized which is determinative. If used spontaneously and without warn-
ing to the broadcaster, he is not charged with the burden of control.

c¢) The broadcaster will be held accountable for objectionable language by
interviewed guests unless he can show that such language was essential to the
integrity or reality of the presentation. In this case, the broadcaster is usually

6. Section 303(g).

7. The Commission relied heavily on U. S. v. Limehouse, 285 U.S. 424, 52 S.Ct. 412, 76
L.Ed. 843 (1932) which held that the word “filthy” included language that was
“course, vulgar, disgusting and indecent and plainly related to sexual matters.”

8. Gagliardov. U.S., 366 F.2d 720 (1966).
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protected if the presentation is limited to readings from classics or descriptions
of works of art.

Obviously, the Commission possesses great latitude in proceeding in this
area under the “public interest” standard. Heretofore, it has yielded free speech
a “preferred position” and given nearly all language full protection of the guar-
antees. It would prefer not to be responsible for interpreting and applying 1464
at all. Relying on the principle in Burstyn,® the Commission regards the inter-
pretation of 1464 as “a matter of first impression which can only be definitively
settled by the courts.”1® With the boundaries of permissible language inconstant
and the value varieties utilized by the Commission and the courts for determin-
ing language that is “obscene, indecent, or profane” so ephemeral, the broad-
caster would be wise to seek the advice of counsel whenever a 1464 problem
arises.

Public attitudes on censorship changed in the 1960s, with a growing
realization that the facts of life do not disappear by banning them from
public discussion or observation and pretending that they do not exist.
Following the lead of some European countries the United States has grad-
ually come to realize that open discussion and evaluation of all aspects of
human conduct make them easier to understand, and for people, particu-
larly youngsters, ultimately to make intelligent choices about, as to their
own personal attitudes and behavior.

The advent of the Broadway plays “Hair” and “Oh, Calcutta” and
some Court decisions have removed most of the arbitrary censorship of
plays and films, as well as printed matter, in most states. The lessening of
censorship for radio and television, however, has not nearly begun to ap-
proach that of other media. On occasion a film is shown on television (at
a late hour) that only a few years ago would have been considered out of
the question. Yet, such films are heavily censored and at least in one in-
stance the producer of a film shown on television disassociated himself
from it because television censorship had so changed the film that its philo-
sophic purpose and content came out almost diametrically opposite to
what the producer had originally intended.

Sex innuendos of the titillating kind are common on television.
“Laugh-In” broke . fresh ground in this direction. Even the college-type
of broad sex humor has made it to television. The “Dean Martin Show”
was a good example. Uninhibited, unmarried love is acknowledged, some-
times without smug condemnation, on drama programs. “Hell” and “damn”
are frequently heard over the air, even in situation comedies, and there is
even an occasional “bastard” and “bitch” found in the context of a dra-
matic story. Talk and interview shows have frequently dealt frankly with
such subjects as prostitution and homosexuality. By and large, however,
the content of television remains relatively prophylactic.

9. Burstynv. Wilson, 343 U.S. 495, 502-503 (1951).
10. Inre WUHY-FM, supra, at 342.
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Erik Barnouw, discussing censorship in the movies in his Mass Com-
munication, indicates an approach which just as readily may be applied to
television and radio. Barnouw writes: “Banning evil example . . . does not
ban it from life. It may not strengthen our power to cope with it. It may
have the opposite effect. Code rules multiply, but they do not produce
morality. They do not stop vulgarity. Trying to banish forbidden impulses,
censors may only change the disguises in which they appear. They ban
passionate love-making, and excessive violence takes its place.”3

Although Barnouw’s comments no longer generally apply to the
movies (which do not stint on either love-making or violence), they are
perfectly applicable to the “new” medium, television, which has taken on
the content coloration that movies once had. Violence has become a staple
of television. Murder and mayhem are apparently considered more desir-
able for the American public than is making love. A true “Alice-in-Won-
derland” attitude, when one stops to think about it!

Professor Barnouw’s example proved to be more than theoretic anal-
ogy. Public concern with violence on television became so great that a
federal Commission on Television and Social Behavior was formed to study
the matter, issuing in 1972 what became known as the Surgeon General’s
Report on television and violence: “Television and Growing Up: The
Impact of Televised Violence.” After an initial flurry of activity designed
to 1) reduce violence on television or 2) reduce the public’s concern with
violence on television — depending on whether the source was the broad-
casting industry or Congress and consumer groups — the continuing ex-
istence of the problem led in 1974 to hearings on televised violence by the
Senate Commerce Committee’s Subcommittee on Communications.

Controversial Material

Censorship of controversial material is of concern to the writer. Con-
troversial material refers to subject matter which in the broadest sense
might disturb any viewer. Such material might relate to any area of public
thinking, including certain aspects of political, social, economic, religious
and psychological problems. “When a story editor says, ‘We can’t use
anything controversial,’ and says it with a tone of conscious virtue, then
there is danger,” observes Erik Barnouw.+

There is a great danger to freedom of expression and the democratic
exchange of ideas in American television and radio because many of the
media executives fear controversy. On the grounds of service to the sponsor
and on the basis of high ratings for non-controversial but mediocre enter-
tainment, anything controversial has been avoided in too many cases. Many
companies will refuse to sponsor a program with controversial material if
they feel it will in any way alienate any potential customer anywhere. It
can be said that if a sponsor permits a product to be identified with a
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controversial issue that may offend even small groups of citizens, there may
be damage to the company’s prestige. It can also be said, on the other hand,
that anyone using the public airwaves has a responsibility not only to a
private company, but to the public as a whole. Censorship of controversial
material is particularly prevalent in dramatic programs. Reginald Rose,
one of the great writers of television’s golden age, who had some plays
censored because they contained alleged controversial material, believes
that such controversial productions help more than harm advertisers; that
people are made more aware of the program and of the product, as opposed
to their barely noting the sponsorship of innocuous shows.5

As far back as the early 1960s the Federal Communications Com-
mission held hearings on television programming and, with few exceptions,
heard almost all of the leading industries in this country state that the tele-
vision programs they advertise on must be oriented toward their sales policies
and must reflect their corporate images. Retired New York Times critic,
Jack Gould, summed up the attitude of the television sponsor: “As a
business man governed by concern for his customers and stockholders,
the advertiser wants to avoid displeasing any substantial segment of the
public, wants to establish a pleasant environment for his product, wants to
make sure the private life of a performer is not embarrassing to his com-
pany, and wants to skirt any possibility of being accused of taking one side
in a situation where there are two sides.”$ !

Some sponsors do not succumb to pressure and they maintain the
integrity of the programs they pay for. The Bell & Howell Corporation told
the FCC that despite threats of boycott as a result of its sponsorship of
controversial programs on the “Closeup” series, it would not abandon
either the “conviction and faith that most Americans are fair-minded people
who realize they must know more if our society is to survive,” or “the
principle that has served this country so well — the idea that the press
should be free of advertising influence.”?

The 1970s saw more and more network coverage of controversial
issues — with or without sponsors. The gradual move of program control
away from the agencies to the networks provided more freedom; the 'met-
works were no longer dependent upon full sponsorship, but relied more
and more upon national spots. This did not, of course, mean public access
and public control; the networks simply replaced the advertisers as the
principal arbiters of thought and taste in broadcasting. For example, al-
though networks provided honest and stark coverage of the war in Vietnam
(such factual news coverage was considered controversial by some people),
the networks did not reveal the full extent of the overwhelming opposition
of the American people to the Vietnam war, particularly in their degree
and kind of coverage of the many anti-war marches on Washington and
similar rallies all over the country. News and documentaries, interviews
and discussions delved into prison reform, such as the study of the Attica
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massacre; into citizen massacres such as Kent State and Jackson State
Universities, including a powerful analogy on the former in the dramatic
series, “The Bold Ones”; into previously forbidden subjects such as homo-
sexuality; into coverage that let America’s dirty linen hang out, such as the
Watergate hearings; into the 1974 impeachment proceedings; into many
social, political, environmental, educational, economic, sexual problems that
were critical and controversial. Not enough for some people; too much for
others.

But a start was made. There was plenty of backsliding, to be true,
and plenty of censorship to avoid any real impact on the establishment’s
status quo. Joe Papp’s contract with CBS-TV called for a number of plays
produced by the New York Shakespeare Festival, including Ellis Rebman’s
“Sticks and Bones,” a powerful, cynical play that placed the blame for
war at the psyches of every family that gave lip service to the platitudes
that engendered war through its own attitudes toward people. It was not a
pretty play and got to the heart of some of the sickness in people, and just
before it was scheduled the network cancelled its showing. When it was
aired some months later exactly half of the CBS affiliates did not carry it —
a record for affiliate rejections.

The overall picture in the 1970s was considerably better than that in
the 1960s. In the 1960s frequently anything that was even vaguely contro-
versial was censored: a talk by a clergyman on interdenominational friction
was cancelled by a network; a play about homesteading in the west was
cancelled because the sponsor didn’t want anything presented which touched
on the government giving economic help to farmers; the writer of a play
about discrimination against a Black family, based on headline newspaper
stories, was forced to change the protagonist to an ex-convict; one ironic
example was the cancellation of a play about a network censoring a com-
mentator, even after the script had been put into production and publicity
about it had been released — the network that cancelled the play had not
long before censured one of its own top commentators.

Some censorship takes place not because of feared public reaction or
even because of the sponsor’s vested interest, but because of direct preju-
dice. One program, the true story of the owner of a large concern who was
Jewish and who gave his entire fortune to fight cancer was stopped by the
sponsor because the play allegedly would give “Jewish department store
owners” an unfair advantage over other department store owners.

Censorship which eliminates any material that might possibly put the
sponsor’s product in a poor light or which might, even obliquely, suggest a
competing product, is responsible for a number of classic situations that
we have all heard about and which are true: among others, the program
dealing with the German atrocities of the 1930s and 1940s from which the
sponsoring gas company eliminated all references to “gas chambers,” and
the deletion of a reference to President Lincoln in another program be-
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cause it is also the name of an automobile produced by a competitor of
the sponsor.

We've come a long way — at least sometimes — from these classic
examples of censorship. Consider the language and references of “All in
the Family,” the real-life situations, such as abortion, on “Maude,” the
sophisticated and unsubtle sexual references on “Laugh-In,” and the politi-
cal realities presented on the late 1960s “Smothers Brothers Show” (the
latter was cancelled by the network).

In 1972 television writers representing the Writers Guild of America,
West, testified at hearings on press freedom held by the Senate Judiciary
Committee’s Constitutional Rights Subcommittee and chai-zd by Senator
Sam Ervin. The writers said that scripts on controversial subjects are
heavily censored by broadcast executives. David W. Rintels, head of the
Guild’s censorship committee, said that broadcast executives “allow laugh-
ter but not tears, fantasy but not reality, escapism but not truth . . . 75
million people are nightly being fed programs deliberately designed to have
no resemblance at all to reality, nonsense whose only purpose is to sell
snake-oil and laxatives and underarm deodorants. . . . Writers by the
dozens report that they have written characters who are black and have
seen them changed to white. They have written Jews and seen them con-
verted to gentiles. They have proposed shows about South African apart-
heid, Vietnam, old folks, mental disease, politics, business, labor, students
and minorities; and they have been chased out of studios. . . . These in-
stances are symptomatic of the rigorous and final institutionalization of cen-
sorship and thought control on television.” Rintels further stated that a
poll of Guild members showed that 86% had experienced censorship of
their work and that 81% believe that television is presenting a distorted
picture of what is happening in America. He added that television drama
fostered a “mythology which states that a punch in the mouth solves all
problems and doesn’t really hurt anyone.”8

At the same hearings, Norman Lear, producer of “All in the Family,”
had praise for the CBS network for permitting his program to deal with
subjects that were once taboo, such as racial and religious bias and im-
potence. But he made clear that this was an exception and that “this country
is ready for a lot more truth than it’s getting.”?

The attitudes of most broadcast executives are, of course, somewhat
different. Their greatest concern is that the broadcasters should and do
have the right to determine the content of programming and that any gov-
ernment interference — such as the enforcement of the Fairness Doctrine
by the Federal Communications Commission — is tantamount to govern-
ment censorship. The Nebraska Broadcasters Association has stated that
“Fairness Doctrine interpretations by the FCC, the FTC, and the courts,
have attacked the very foundation of freedom of speech and free enter-
prise.”19 Julian Goodman, then president of the National Broadcasting
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Company, said that broadcasters “have always adhered to the journalistic
standard of fairness. We simply feel that we do not require additional ex-
terior regulatory reasons to enforce that. We feel that the judgment of
broadcasters can be trusted.”11

Broadcasters themselves rarely answer the charges of censorship of
the kind brought by David Rintels. The broadcast press, however, some-
times has something to say about the network and station prerogatives and
responsibilities. An editorial by Television/Radio Age publisher S. J. Paul
put it this way:

In network entertainment programming, there is a behind-the-
scenes battle that goes on — and has been going on for years —
between writers and producers on one hand, and the establishment,
i.e. the networks, on the other. The writers are seeking that so-called
complete freedom to ply their craft. The networks, of necessity, must
establish the guidelines within the canons of good taste. Establishing
the criteria is a responsibility that the networks cannot duck. Anyone
who has viewed the programs in this new season would have to con-
clude that all three networks have lowered their standards, particularly
in the over-emphasis on violence and sex.

The arguments in favor of this kind of permissiveness have been
recited many, many times — that we are now in a period of transi-
tion, that public tastes are changing along with moral standards, and
that to muzzle creativity is to block progress and stifle the libido.

Actually, it requires more imagination to present entertainment
in good taste than it does to present a dramatic series where this kind
of sensationalism serves no end except questionable vicariousness,
and, believe me, the writers know exactly what they are doing when
they introduce these extraneous elements into a plot. . . .

There are certain types of entertainment fare that belong in the
theatre or motion pictures that are not applicable to television.

It has been said many times, television is the mass medium of
family entertainment. It is an invited guest in the home. If it loses
sight of this basic precept, it will further compound its many prob-
lems.12

Many television and radio writers have found that censorship covers a
far wider range than that specified in the NAB production codes and by
individual stations and networks. Each sponsor has a special list of un-
acceptable subjects or ideas. For example, on one program sponsored by
an automobile manufacturer no one ever had an auto accident, nor was
one ever referred to by any character. One can find similar examples for
almost every sponsored show on the air, and these are restrictions the
writer who would write for that show must face. Although the most dra-
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matic examples of censorship, as noted in this chapter, occur in plays,
censorship applies as well to other forms of television and radio writing.

It does not have to be a question of either-or, however, In French
television, for example, when material is presented which generally is
deemed acceptable for a mature and intelligent audience but which may
not be entirely acceptable to every family audience at home, an announce-
ment before the program begins asks the viewers to watch the program
with indulgence and to put the children to bed. On British Broadcasting
Corporation programs there is virtually no dialogue code. Although good
taste is a general guide for writers, in a dramatic show, for example, a
character can make any reference that is necessary to the play.

Sydney W. Head, a leading teacher and writer in the communications
field, has written that “. . . television, as a medium appears to be highly
responsive to the conventional conservative values,” and that a danger to
society from television is that it, television, will not likely lend its support
to the unorthodox, but that “it will add tremendously to cultural inertia.”13
Former Federal Communications Commission Chairman Newton N. Minow
characterized television programming as a “vast wasteland,” and former
Chairman E. William Henry called it an “electronic Appalachia.”

Censorship is the rule rather than the exception in American broad-
casting. The great impact of the media and the ability of television and
radio to so strongly affect the minds and emotions of people are clearly
recognized by the censors, who represent the status quo of established
business, industry, social and political thought — those who control the
media have achieved success which has placed them squarely into the
leadership of established society. The impact of the media is clearly re-
flected in the success and importance of Madison Avenue. Commercials do
sell products and services. The impact of media has enabled news and
public affairs programs, even in their frequently limited and sometimes
biased coverage of controversial issues, to become significant factors in
changing much of our political and social policies and beliefs. Television
is credited with bringing to much of the American population an under-
standing of the violence and prejudice practiced against Blacks, with its
coverage of the civil rights movement in the south in the early 1960s;
watching hate in the street with the rest of the mob is one thing, watching
it in your living room is another, and it was television which motivated many
people to demand Congressional action to guarantee all Americans civil
rights. Although selective and limited in its coverage and hardly objective
in its evaluation of the breadth and depth of the “peace marches” in Wash-
ington during the Vietnam war, the media nevertheless brought to people
in their homes some of the horrors of Vietnam and some of the actions of
millions of Americans in actively opposing the war. The result was nation-
wide citizen pressure that caused one president to end his political career
and another president to ultimately wind down and end most of American
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war participation in southeast Asia. In the early 1970s the live coverage of
the Watergate hearings and the Nixon impeachment proceedings brought
sharply to the American people information, ideas, feelings and, in many
cases, motivated action that would not have otherwise come.

Frank Stanton, former president of the Columbia Broadcasting Sys-
tem, has said: “But the effect of broadcasting upon the democratic experi-
ence has gone far beyond elections. The monumental events of this century
— depression, wars, uneasy peace, the birth of more new nations in two
decades than had occurred before in two centuries, undreamed of scientific
breakthroughs, profound social revolution — all these were made immedi-
ate intimate realities to Americans through, first, the ears of radio and,
later, the eyes of television. No longer were the decisions of the American
people made in an information vacuum, as they witnessed the towering
events of their time that were bound to have incisive political repercus-
sions.”14

The writers who prepare continuity and background material for pro-
grams dealing with such issues and events can have the satisfaction of know-
ing that they are contributing to human progress and thought and are
directly participating in changing society and solving problems of humanity.
There are not too many professions in which one can accomplish this on
such a broad and grand scale!

Theoretically, the writer can help to fulfill the responsibility of the
mass media to serve the best interests of the public as a whole, can raise
and energize the cultural and educational standards of the people and thus
strengthen the country. Realistically, the most well-intentioned writer is
still under the control of the network and advertiser whose first loyalties
seem to be directed toward their own interests and not necessarily toward
those of the public. Occasionally, these interests coincide. The writer who
wishes to keep a job in the mass media is pressured to serve the interests
of the employer. It is hoped that conscience will also enable the writer to
serve the needs of the public.15
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Basic Elements
of Production

BEFORE THE ADVENT of videotape, television was a “live” medium. Kine-
scope recordings had very poor “air” quality. When the television industry
began to move to the west coast it adopted the so-called Hollywood ap-
proach — the use of film and the style and technique of writing that go
with it. Drama was no longer live, but pre-recorded on film. News and
public affairs, when done in the field, had of necessity always been on film.
Although stations developed remote facilities for live coverage of on-the-
spot happenings, stories were filmed and rushed to the studio for processing
and airing on the regular news shows. Although commercials were live in
the early days — yes, Betty Furness did open that refrigerator door, live,
on camera — it was soon easier and more efficient to prepare commercials
as film inserts, even for otherwise live productions. Film soon became the
production means for virtually all programs that by necessity or special
design were not presented live.

When videotape came along in the 1950s many people looked for a
revolution. Magnetic tape did replace film in many areas of TV production,
but film remained dominant in entertainment programs, particularly drama,
and in news and commercials. With the refinement of videotape equipment
and techniques, some inroads were made, but it wasn’t until the early 1970s
that something along the lines of a real revolution — or, perhaps, instant
evolution — began to be seen.

In the mid-1970s a number of stations, and even major production
studios, concluded that the advantages of videotape in many ways surpass
those of the film and were switching to tape. It will probably take a decade
to determine if videotape will, indeed, replace film or if the industry will by

34
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and large come around to combining the advantages of both in any given
production situation.

BM/E magazine analyzed some of the reasons for the movement
toward tape:

Instant replay — it saves big hunks of time and money — if the
first take is wrong, the director knows right away and can reshoot
without leaving the set.

Totally quiet cameras that accommodate a wider range of light
values and color temperatures than film cameras.

The current high-band VTRs — these lifted recording quality to
the level the movie-makers wanted.

Ability of the current video cameras to use a range of lenses
similar to that of film cameras.

The TV monitor as a large, well-lighted, easily multiplied view-
finder, which sees exactly what the camera sees.

Recent advances in editing technology which makes editing vid-
eotape easier and cheaper than the old standard film editing methods.

Recent developments in small van-mounted video production
units, with two or three cameras feeding control equipment and re-
corders in the van. Set up time is usually much faster with this equip-
ment than with portable movie units (for example, the camera can be
warmed up on the way to the shooting site).

Capping it all is electronic processing of the program: color,
aperture, gamma correction; picture enhancement of various kinds;
dissolves, wipes, all the bag of special effects that the TV broadcaster
today expects to come out of a smallish box when he punches the
button.1

Even in the Hollywood stronghold of filmed drama, videotape is
making its mark. Filmmakers are becoming aware of the fluidity and
flexibility of early live, continuous action television that the single-sequence
film technique never reached. In television the writer can write a sequence
in which the action can be seen simultaneously from as many viewpoints,
both physical and attitudinal, as there are cameras in the studio. Producer
Bob Markell has moved into a “mixed-media” approach, shooting on tape,
transferring to film for editing, and then transferring back to tape. “At that
point,” states Markell, “I know, to the frame, exactly what I want on that
fina] tape.” Markell cites the economic advantages: “It’s very expensive to
edit on tape. It means I might settle for a first cut. Editing on film I can
change my mind often, if necessary, so that creatively and artistically I can
do a better show. . . . I believe if we’re free of any major technical prob-
lems, we can just about cut production time in half.”2 Director Alex March
states that “We can shoot more quickly, more efficiently and with less light-
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ing. It’s something I've been preaching for years. I think its definitely the
wave of the future. . . . Those scenes we shot on Fifth Avenue, for instance,
with all those thousands of people around; we were able to capture it all so
easily on tape. Had it been film, it would have been much more difficult. It
would have required so much more equipment, for one thing . . .”3 Pro-
ducer Bruce Basset adds: “One of the main advantages is that you see it at
the moment you do it. We can shoot two block away with people hardly
realizing it.” 4

For the writer the significant thing is that the live, studio type approach
is'returning, adding to it the special advantages of the editing of film. As
will be noted particularly in Chapter 12 on writing the play, the modern
television writer must adapt for television the most appropriate techniques
of the theatre, creating a moving proscenium, and of the movies, expand-
ing the physical place and time. As March and Bassett clearly indicate,
even that area of studio television most criticized — its limited space —
no longer holds true when the videotape approach is applied to outdoor
scenes.

Another mainstay of film use in television has been commercials pro-
duction. In the first few years of the 1970s, however, the use of tape for
the production of commercials rose geometrically — about 50%, for ex-
ample, from 1971 to 1972 — and by 1974 it was estimated that more than
one-third of the commercials produced were on tape. Advertising agency
head Bill Mosely has stated: “I used to have a good feel that an ad was a
tape ad or a film ad, but today we are getting material from videotape that
I can’t tell from film material, and I know the game has changed. The video
camera has grown up.”’

From the writer’s standpoint the production technique, on the surface,
does not make that much difference. It is the persuasive approach, content
and type of commercial that matter, as described in Chapter 3. However,
being aware of whether a single film camera or a battery of video cameras
is being used can help the writer decide on some of the artistic effects and
fluidity possible.

For coverage of live news events, particularly where there is action
and the cameraperson needs to get right into the crowd, the film camera,
such as the small, lightweight 16mm, surpasses the video camera. Video
still requires more equipment than does film. Yet, there are many instances
where the “instant replay” quality of videotape, as differentiated from the
need to process film, makes videotape critically advantageous for news
coverage. For example, in one special news conference held by Henry
Kissinger in which he revealed dramatic progress in peace talks he was
negotiating, WTOP-TV in Washington, D.C. was able to get the story
immediately on the air because it had covered it with a remote video
camera and recorder, while its competitors were left behind because of the
time it took them to process their film coverage of the event. Although the
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writer is usually not involved in preparation — except perhaps on occasion
for Intro, Outro and background material — for on-the-spot events, the
writer does prepare the studio news report which incorporates such mate-
rial, and should be aware of what technique is being used.

Most of the other types of programs — excluding such forms as the
documentary, of course — are “studio-type” programs, and the writer
usually applies video rather than film techniques, even when the program
might be filmed rather than taped for subsequent presentation. Included
are such programs as game shows, studio interviews, panel discussions.

We have dealt exclusively with television thus far in this chapter. This
was not done to slight radio; it is because television is still emerging in
terms of its techniques and approaches, whereas radio some time ago had
pretty thoroughly explored its basic potentials. Multiplexing and quadru-
plexing and the electronic synthesizer have presented new opportunities for
experimentation by the radio writer, producer and director, but television
is still making determinations of technique on a comparatively much
younger growing-up level.

Although, in the mid-1970s, there are as yet relatively few jobs in
cable television, the anticipated growth of cable suggests that it will need
many writers on the local level, as well as writers preparing material for
syndication on regional and national levels. Aside from the probable limi-
tations on equipment in many local cable origination studios (compared to
broadcast station equipment), and an emphasis on materials in many in-
stances more highly localized than at wider-ranging broadcast stations, the
writing techniques — at least until cable develops unique aesthetic and
audience needs of its own — will be largely the same as those for broadcast
television. The basic techniques, considering many cable systems’ needs
for “live” programming to provide continuing local services, have been and
will probably continue to be closer to the basic, classic “live” television
writing approaches than to the “film” type approach that grew to dominate
network TV.

This book does not propose to present a comprehensive analysis and
how-to of film and videotape techniques. That would take another volume.
What this chapter does is to present an overview, an introduction to some
of the basic and, in some instances, classic elements of production so that
you may have a working knowledge of terms and the critical and elemental
information to enable you to write the scripts without necessarily equipping
you to produce or direct them. We strongly recommend that you com-
plement this book with other works on production and, for that, we refer
you to the bibliography at the end of this chapter.

It is necessary to know the elements of television and radio that affect
writing technique. The writer must learn what the camera can and cannot
do, what sound or visual effects are possible in the control room, what ter-
minology is used in furnishing directions, descriptions, and transitions, and
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what other technical and production aspects of the media are essential for
effective writing.

RADIO

THE PRIMARY TECHNICAL and production potentials the radio writer should
be aware of and should be able to indicate in the script, when necessary,
pertain to microphone use, sound effects, and music. The writer should
understand how the studio and control room can or cannot implement the
purposes of the script.

The Microphone

The basic element of radio broadcasting is the microphone. The num-
ber of microphones used in a show usually is limited. For the standard
program — a deejay or news program — only one is needed. Even in a
dramatic show there may be only one or two for the announcer and the
cast. Another may be used if there are any live sound effects. A musical
group may require still another. A panel, discussion or interview program
may have a mike for each person or for every two people. Not all micro-
phones are the same. The audio engineer selects certain types of micro-
phones in terms of their sensitivity and uses for specific effects. The writer
has only one important responsibility in this area: to indicate the relation-
ship of the performer to the microphone. It is this physical relationship
which determines the orientation of the listener. For example, the audience
may be with a character riding in a car. The car approaches the edge of a
cliff. The writer must decide whether to put the sound of the character’s
scream and the noise of the car as it hurtles down the side of the cliff “on
mike,” thus keeping the audience with the car, or to fade these sounds into
the distance, orienting the audience to a vantage point at the top of the
cliff, watching the character and car going downward.

There are five basic microphone positions. The writer should indicate
every position except “on mike,” which is taken for granted when no posi-
tion is designated next to the line of dialogue. Where the performer has been
in another position and suddenly speaks from an “on mike” position, then
“on mike” should be written in.

On mike. The speak ition right at the micro-
phone. The listener is oriented to the imaginary setting 1T the same physical

spot as the performer.

Off mike. The performer js some distance away from the micro-
phone. This conveys to the audience the impression that the sound or voice
is at a proportionate distance away from the physical orientation point of
the listener, which is usually at the center of the scene. The writer may vary
this listener orientation and, by removing the performer’s voice but through
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the dialogue indicating that the performer has remained in the same physical
place, it is the listener and not the performer who has been removed from
the central point of action.

Fading on. The performer slowly moves toward the microphone. In
the mind’s eye of the listener, the performer is approaching the physical
center of the action.

Fading off. The performer moves away from the microphone while
speaking, thus moving”away from the central orientation point.

"~ Behind obstructions. The performer sounds as if there were a barrier
between him or_her and the focal point of the audience’s orientation. The
writer would indicate that the performer were behind a door, outside a
window, or perhaps under the bandstand.

The writer may indicate the need for special microphones. One is the
filter mike, which creates the impression that the voice or sound is coming
over a telephone. The voice at the focal point of the audience’s orientation,
even though speaking over the telephone, too, would be on mike. Another
is the echo chamber, which creates various degrees of an echo sound, rang-
ing from an indication that a person is locked in a closet to the impression
of a voice in a boundless cavern.

Note the use of the five positions in the following sample material*:

* The radio or television script is usually typed with double-spacing between speeches,
sound effects, music directions and (for television) video directions. However,
in the interests of a more compact typographic arrangement, single spacing has
been used within most scripts in this book.

COMMENTARY

1. There is no mention of position. The
character is assumed to be on mike.

2. The orientation of the audience stays
with George as Myra leaves the focal
point of the action.

3. George must give the impression of pro-
jecting across the room to Myra who is
now at the front door.

4. Myra's physical position is now clear to
the audience through the distance of her
voice. Then as soon as we hear her
ON MIKE, the audience’s physical posi-
tion arbitrarily is oriented to that of
Myra at the front door.

5. This is an example of the “behind an
obstruction’ position.

6. The physical orientation of the audience
stays with Myra. George is now OFF
MIKE.

AUDIO

GEORGE: I'm bushed, Myra. Another day
like the one today, and I'll just. ..

(THE DOORBELL RINGS)

MYRA: Stay where you are, George. I'll
answer the door.

GEORGE: Thanks, hon.

(DOORBELL RINGS AGAIN)

MYRA: (RECEDING FOOSTEPS, FADING)
I'm coming . .. I'm coming. | wonder who it
couid be at this hour.

GEORGE: (CALLING) See who it is before
you open the door.

MYRA: (OFF) All right, George.

(ON MIKE) Who is it?

MESSENGER: (BEHIND DOOR) Telegram
for Mr. George Groo.

MYRA: Just a minute. (CALLING)
George, telegram for you.
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7. Note the complete shift of audience ori-
entation. After Myra goes to the door
the audience stays with her, hears George
from the other end of the room, finally

Writing for TV and Radio

GEORGE: (OFF) Sign for me, will you
Myra?

MYRA: Yes. (SOUND OF DOOR OPENING)
I'll sign for it. (SOUND OF PAPER BEING
HANDED OVER AND THE SCRATCH OF
PENCIL ON PAPER)

MESSENGER: Thank you, Ma’am.

(SOUND OF DOOR BEING CLOSED)
MYRA: (SOUND OF TELEGRAM BEING
OPENED) I'll openitand...

(SILENCE FOR A MOMENT)

GEORGE: (OFF) Well, Myra, what is it?
(STILL SILENCE)

GEORGE: (FADING ON) Myra, in heaven's
name, what happened? What does the tele-
gram says? (ON MIKE) Myra, let me see
that telegram!

knows that George, who is coming on or

fading on, is approaching the spot where

the audience and Myra are. Finally,

George is at that spot. Note the use of -
the term ON MIKE at the end, when the

character comes to that position from

another position.

The Studlo

The physical limitations of a radio studio sometimes may affect the
writer’SpUrposes, So; i possibIE, the stze of the studio should be checked to
see if it is large enough. In addition, though most professional studios are
satisfactorily equipped acoustically, some smaller stations are not, and the
writer should attempt to determine whether it is possible to achieve the
sensitivity of sound planned for the script.

The Control Room

The control room is the focal point of operation in which all of the
sound, music, effects and broadcast silence are coordinated — carefully
mixed by the engineer at the control board, and sent out to the listener. The
control room usually contains the turntables on which transcriptions and
recordings can be incorporated with the live action in the studio. The con-
trol room also contains recording and taping equipment which permit the
capture of the program either for rebroadcast or for initial public broadcast
at a later time.

The control board regulates the volume of output of all microphones,
turntables and tapes, and can fade or blend the sound of any one or com-
bination of these elements.
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Sound Effects

There are two major categories of sound effects: those that are re-
corded, and those that are made manually or live. Virtually any sound effect
m&. Examples range from various types of
airplane motors to the crying of a baby. For split-second incorporation of
sound into the live action of the program, however, manual or live effects
are more effective. Manual effects would include such sounds as the open-
ing and closing of a door (coming from a miniature door located near the
microphone of the sound effects operator) or the rattling of cellophane to
simulate the sound of fire. Under this category fall natural effects — those
emanating from their natural sources, such as the sound of walking feet in
which the microphone might be held near the feet of a sound effects per-
son marking time. In some instances entirely new combinations of sounds
may be necessary, including an amalgamation of recorded, manual and
natural effects.

Inexperienced writers occasionally have a tendency to overdo the use
of sound. Sound effects should be used only when necessary, and then only
in relation to the psychological principles which determine the orientation
of the listener. Reflect on your own orientation to sound when listening to
the radio. For example, a high pitch or high volume or rising pitch usually
suggests a climax or some disturbing element, while a low pitch or low
volume or descending pitch usually suggests something soothing and calm.
However, combinations of these sounds and the relationship of the specific
sound to the specific situation can alter these generalizations. For instance,
a low pitch in the proper place can indicate something foreboding rather
than calm; or the combination of a low pitch and a high volume, as in
thunder and an explosion, can create anything but a soothing effect.

Sound can be used for many purposes and effects, as follows:

Establish the locale or setting. For example, the sound of marching
feet, the clanging of metal doors and the blowing of a whistle will suggest
the locale or setting of a prison. The soft sounds of violin music, the occa-
sional clatter of dishes and silverware, the clinking of glasses and the
whispered sounds of talking would suggest not only a restaurant, but per-
haps an old world Hungarian, Russian or Gypsy restaurant.

Direct the audience attention aanumMa\b&r@hasis on a particular
sound. " The sudden banging of a gavel in a courtroom scene will mme-

“diately direct the mind’s-eye view of the audience toward the judge’s bench.
In a sequence in which the audience is aware that a person alone at home
is an intended murder victim, the sound of steps on a walk and the sound
of knocking on a door, or the more subtle sound of the turning of a door-
knob, will direct the audience attention toward the front door and orient
the audience’s emotions toward the suspenseful terror of inevitable and per-
haps immediate violence.
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Establish time. The clock striking the hour or the crowing of the
cock’amift-used but nevertheless effective devices. The echo of

footsteps along a pavement, with no other sounds heard, would indicate a
quiet street very late at night or very early in the morning. If an element
referred to in the program, such as an airplane or the rumbling of a subway
train, has been established as indicating a certain time, then the moment the
sound effect signifying that element is used, the audience will know the time.

Establish mood. Anyone who has heard a dramatization of a Sher-
leck Holmes story is familiar with the mood created by the echo of a baying
hound followed by the muffied strokes of a clock striking twelve. The sounds
of laughter, loud music and much tinkling of glasses would establish a much
different mood for a party than would subdued whispers and the soft music
of a string quartet. Sound may be used effectively as counterpoint in setting
off an individual character’s mood. The attitudes and emotions of someone
who is worried, sullen, morose and fretful may be heightened by placing the
character in the midst of sounds indicating a wild, loud party.

Signify entrances and exits. The sound of footsteps fading off and
the opening and closing of a door, or the reverse, the opening and closing
of a door and the sound of footsteps coming on, are unmistakable in indicat-
ing an exit or entrance. Transportation sounds and human and non-human
sounds may be used to signify a character’s coming to or leaving a place.
The departure of a soldier from an enemy-held jungle island after a secret
reconnaissance mission could be indicated by the sound of boat paddles, the
whine of bullets and the chatter of jungle birds and animals. If the bullet,
bird and animal sounds remain at a steady level and the paddling of the
boat fades off, the audience remains on the island and sees the soldier leave.
The audience may leave with the soldier if the paddling remains at an
on-mike level and the island sounds fade off.

Serve as a transition between program segments or between changes
of time or place in a dramatic program. For example, if the transition is
to cover a change of place, the sound used may be the means of transporta-
tion. The young graduate is about to leave home to travel to the big city to
make good. Tender farewells are said. The farewells cross-fade into the
sounds of a train, with appropriate whistles. The train sounds cross-fade
into the sounds of the hustle and bustle of the big city. These sounds in turn
cross-fade into the live sequence in which the protagonist makes arrange-
ments for the renting of a room in the big-city rooming-house. The change
of place has been achieved with sound providing an effective transition.

If the transition is to cover a lapse of time, the sound may be that of a
timing device, such as a clock striking three, the tick of the clock fading out,
fading in again, and the clock then striking six.

The sound indicating the transition may not relate necessarily to the
specific cause of the transition. It may be of a general nature, such as a mon-
tage of war sounds to cover a change of place or lapse of time when the
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action relates to a war. Sometimes a montage, or blending of a number of
sounds, can be particularly effective when no single sound fits the specific
situation.

In a non-dramatic program, sounds relating to the content of the next
segment may be used for transition. In some situations the sounds may have
a relationship to the program as a whole rather than to a specific circum-
stance, such as the use of a ticker or telegraph key sound as a transition
device for a news program. On comedy shows sounds completely irrelevant
to the material may be used for transitional purposes, serving at the same
time, because of their irrelevance, as comedy material.

Create unrealistic effects. Note Norman Corwin’s description in “The
Plot to Overthrow Christmas”® of the audience’s journey to Hades, “To the
regions where legions of the damnéd go.”

(CLANG ON CHINESE GONG. TWO THUNDER PEALS. OSCILLATOR
IN AT HIGH PITCH BEFORE THUNDER IS ENTIRELY OUT. BRING
PITCH DOWN GRADUALLY AND FADE IN ECHO CHAMBER WHILE
HEAVY STATIC FADES IN, THEN OUT TO LEAVE NOTHING BUT
OSCILLATOR AT A LOW OMINOUS PITCH; THEN RAISE
OSCILLATOR PITCH SLOWLY. HOLD FOR A FEW SECONDS.)

Combinations of sound and music may be used to create almost any
unrealistic effect demanded, from the simplest to the most complicated.

Sound also may be used to achieve not only one, but a combination of
the various purposes already noted. One of the classic sound effects se-
quences — to many people the best and most famous sequence of all, along
with Fibber McGee’s closet — is that which accompanied Jack Benny’s
periodic visits to his private vault. Younger people who have listened to the
revivals of “old-time radio” programs in the 1970s have probably heard it,
too. The sounds used establish setting, orient the audience’s emotions and
direct its attention, establish mood, signify entrances and exits, serve as
transitions between places and indicate lapses of time, and create unrealistic
effects.

SOUND: FOOTSTEPS ... DOOR OPENS ... FOOTSTEPS GOING DOWN ... TAKING
ON HOLLOW SOUND ... HEAVY IRON DOOR HANDLE TURNING . . .
CHAINS CLANKING ... DOOR CREAKS OPEN. ... SIX MORE HOLLOW

FOOTSTEPS . . . SECOND CLANKING OF CHAINS . .. HANDLE TURNS . ..
HEAVY IRON DOOR OPENS CREAKING ... TWO MORE FOOTSTEPS
(DIALOGUE BETWEEN THE GUARD AND JACK) . .. LIGHT TURNING
SOUND OF VAULT COMBINATION . .. LIGHT TURNING SOUND. .. LIGHT
TURNING SOUND . .. LIGHT TURNING SOUND ... HANDLE TURNS . ..
USUAL ALARMS WITH BELLS, AUTO HORNS, WHISTLES, THINGS
FALLING . . . ENDING WITH B.O. FOG-HORN . . .

Courtesy of J & M Productions, Inc.

The writer must keep in mind that many sounds, no matter how well
or accurately done, sometimes are not immediately identifiable to the audi-



44 Writing for TV and Radio

ence, and often may be confused with similar sounds. It may be necessary
for the writer to identify the sound through the dialogue. For example, since
the rattling of paper may sound like fire, and the opening and closing of a
desk drawer may sound like the opening and closing of almost anything else,
note the need for identifying dialogue in the following sequence and the
attempt to make the designation of the sound logical and a natural part of
the dialogue.

DICK: (RUFFLING THE PAGES OF A MANUSCRIPT) Just about the worst piece of
junk I've ever done in my life.

ANNE: Well, even if you don't like it, | think it can become a best seller.

DICK: (RUFFLING PAGES AGAIN) Three hundred and forty-two pages of pure

unadulterated mediocrity. Listen to them. They even sound off-key. (SOUND
OF A DESK DRAWER OPENING) There. That's where it belongs. (SOUND
OF MANUSCRIPT BEING THROWN INTO THE DRAWER)

ANNE: Don't lock it up in your desk. | think it's good.

DICK Nope! That drawer is the place where all bad, dead manuscripts belong.
(SOUND OF DESK DRAWER CLOSING) Amen!

Muslc

Music is an important part of all radio programming. The writer
should understand its several uses, including the following:

As the content for a musical program. Live music, in the form of an
orchestra or a musical performer, has virtually disappeared from radio. Re-
corded or transcribed music is the primary content of radio today, as exem-
plified in the popular disc jockey type of program.

As the theme for a dramatic or non-dramatic program. Those of us
over 40 remember that the first few bars of “Love in Bloom” meant that
Jack Benny was about to make his entrance. Those over 30 know that “A
Hard Day’s Night” meant that The Beatles were about to appear. Although
the “theme” identification with a person or group is not as strong as it was
when radio required a sound theme to serve what today might be a visual
cue, it still exists under certain circumstances and those over 20, for exam-
ple, know that “Everybody Loves Somebody Sometime” is the cue for
Dean Martin. Music may be used not only as a theme for a program as a
whole, but for a specific event or a particular character. The action or char-
acter is immediately identifiable when the theme music is heard. This may
be true in the dramatic program or with the personality on the non-dramatic
program. Theme music is used in dramatic shows, too. It is similar here to
its use as a bridge, described next, except that it is not applied during the
action but only for the opening, closing and sometimes during the commer-
cial breaks. Note the use of music as a theme in the following excerpts from
the beginning and end of one program of a dramatic series entitled “The
Delaware Story.”
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ANNOUNCER: WDEL presents ‘‘The Delaware Story.”

MUSIC: THEME IN, UP, AND UNDER.

NARRATOR: When we think of lawless robber barons and land pirates, our thoughts
turn to the early wild and unsettled west. Yet, in the late seventeenth
century . . . if it had not been for the interference of the King of England,
the State of Delaware, through the unscrupulous efforts of one man, might
have become annexed to Maryland and never became a separate state at all.

MUSIC: THEME UP AND OUT.

ANNOUNCER: COMMERCIAL
And now, back to today's “‘Delaware Story,” *‘The Man Who Almost
Stole A State.”

MUSIC: THEME IN, UP AND OUT.

NARRATOR: In 1681 Charles Il of England granted to William Penn a charter . . .

The narrator introduces the live dramatic action. Foliowing the dramatic sequences,
the narrator again resumes, completing the story.

NARRATOR: ... but Talbot did not succeed in stealing a state, and he remains,
fortunately, a not too successful chapter in **The Delaware Story.”
MUSIC: THEME IN, UP AND OUT.

After the final commercial and program credits, the theme is again
brought in, up and out to close the show.

For the bridging of divisions in the non-dramatic program, or for a
change of time or place in the dramatic program. The musical bridge is
the most commonly used device for transitions. Music lasting only a few
notes or a few bars or, in some cases, of longer duration may be used to
indicate the break between segments of the non-dramatic presentation. For
example, in the variety show the writer would indicate a music bridge fol-
lowing the completion of an act, before the master of ceremonies intro-
duced the next act. Sometimes the bridge may also serve as a short musical
introduction or finale. The musical bridge also may be used to demark the
commercial insert from the rest of the program.

In the dramatic program the musical bridge frequently is used to indi-
cate a change of place or a lapse of time. Care must be taken that the bridge
is representative of the mood and content of the play at that particular mo-
ment. The musical bridge usually is only a few seconds long.

Note the use of the bridge separating dramatic sequences and narra-
tion in the following condensed excerpt, again from one of “The Delaware
Story” series.

LORD Go to Philadelphia and speak with William Penn. Ask him to withdraw.

BALTIMORE: If he does not, then we can consider other methods.

MUSIC: BRIDGE.

TALBOT: (FADING IN) ... and if you choose to remain, we are left with only one
recourse. | need not amplify, my dear Mr. Penn, need 1?

PENN: You have had my answer, Talbot. If you think you can frighten me from

land legally deeded to me, then your presumptuousness is exceeded only
by your stupidity.

MUSIC: SNEAK IN SHORT BRIDGE.

NARRATOR: Talbot returned to Maryland and immediately began his campaign to
regain the land he believed rightfully belonged to Lord Baltimore . . .

SOUND: CROWD OF MEN'S VOICES, ANGRY, UNDER.
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TALBOT: We must fight for the right. I've called you together because we shall and
must fight like vigilantes. Our first line of defense will be Beacon Hill.
The firing of three shots means danger . . . the blowing of horns will mean
we assemble to ride. Are you with me?

ALL: (SHOUTING) Aye! Aye!

MUSIC: SNEAK IN SHORT BRIDGE.

NARRATOR: And ride they did. Talbot now assumed dictatorial powers . ..

As a sound effect. For example, brass and percussion instruments
often may be very effective in conveying the sound of a storm or in heighten-
ing the feeling of a storm presented through sound effects alone. Some
effects cannot be presented potently except through music. How better could
one convey on radio the sound of a person falling from the top of a tall
building than through music moving in a spiral rhythm from a high to a low
pitch and ending in a crash?

For background or mood. Music can heighten the content and mood
of a sequence, especially in a dramatic presentation. Background music is
an extremely important part of film making, and is used effectively in non-
musical TV plays. The music must serve as a subtle aid, however, and must
not be obvious or, in some instances, even evident. The listener who is
aware of a lovely piece of background music during a dramatic moment has
been distracted from the primary purpose of the production. The music
should have its effect without the audience consciously realizing it. Back-
ground and mood music should not be overdone or used excessively in the
manner of the piano player accompanying a silent film. Well known com-
positions should be avoided, to prevent the audience from being distracted
from the dialogue by too great a familiarity with the music.

Sound and Music Techniques and Terms

Several important terms are used by the writer to designate the tech-
niques used in manipulating sound and music. These techniques are applied
at the control board.

Segue (pronounced Seg-way). The smooth movement from one
sound into the next. This is particularly applicable to the transitions be-
tween musical numbers, in which. one number is faded out and the next is
faded in. Technically, it is used in the dramatic program as well as in the
music show, but in the dramatic program the overlapping of sounds makes
the technique a cross-fade, rather than a segue.

An example in the music program:

ANNOUNCER: Our program continues with excerpts from famous musical compositions
dealing with the Romeo and Juliet theme. First we hear from Tchaikowsky's
“Romeo and Juliet" overture, followed by Prokofieff's "Romeo and Juliet"
ballet, and finally Gounod’s opera, ‘‘Romeo et Juliette."”

MUSIC: TCHAIKOWSKY'S "ROMEO AND JULIET"
SEGUE TO PROKOFIEFF'S “ROMEO AND JULIET"
SEGUE TO GOUNOD'S “ROMEO ET JULIETTE"

ANNOUNCER: You have heard . . .
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An example in the dramatic program:

ANNOUNCER: And now, to today's mystery drama.

MUSIC: THEME IN AND UP, HOLD FOR FIVE SECONDS AND OUT,
SEGUE INTO
SOUND: TINKLING OF GLASSES, VOICES IN BACKGROUND IN ANGRY

CONVERSATION, JUKEBOX PLAYING.

Cross-fade. The dissolving from one sound into another. The term
cross-fade sometimes is used interchangeably with the term segue. The
cross-fade is, however, the crossing of sounds as one fades in and the other
fades out, while the segue is simply the immediate following of one sound
by another. In the following example

MUSIC: THEME IN AND UP, HOLD FOR FIVE SECONDS, CROSS-FADE
INTO THE RINGING OF A TELEPHONE.

the telephone ringing becomes blended for a second or two with the theme
before the theme is entirely out and then only the telephone ringing remains.
An example in a dramatic program:

CLARA: | don't know where Harry is, but if he's with some blonde in some
bar. ..
MUSIC: STAB IN BRIDGE, HOLD FOR THREE SECONDS, CROSS-FADE

INTO SOUND OF PIANO IN A BAR PLAYING A BLUES NUMBER.

Blending. Two or more different sounds combined and going out
over the air at the same time. These may include combinations of dialogue
and music, dialogue and sound effects, sound effects and music or a com-
bination of all three. The earlier example of the combination of tinkling
glasses, angry voices in the background, and the playing of a jukebox is
illustrative of blending dialogue, sound effects and music. The blending of
sounds may be used effectively to create unrealistic effects.

Cutting or Switching. The sudden cutting off of one sound and the
immediate intrusion of another. It is a jarring break and sometimes is used
for special effect purposes. It may simply designate the switching sharply
from one microphone to another microphone or sound source. It also may
be used for remotes:

ANNOUNCER: We now switch you to Times Square where Tom Rogers is ready with his
“Probing Microphone.”

CUT TO REMOTE, ROGERS AT TIMES SQUARE

ROGERS: Good afternoon. For our first interview, we have over here . ..

Fade In and Fade Out. wafﬂm\m:ggning it down.
This is a relatively simple operation. It frequently is u o-fade the nusic

under dialogue, as well as to bring it into the program and out of the pro-
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gram. The writer indicates that the music should be “faded in,” “up,”
“under,” or “out.”

The following example illustrates the use of the fade in and fade out
on the disc jockey show.

MUSIC: THEME, “You Rocked My Rocker With A Rock,”” IN, UP AND UNDER.
ANNOUNCER: Good evening, cats, and welcome to the Rockin’ Rollo Rock Repertory.
MUSIC: THEME UP, HOLD FOR FIVE SECONDS, THEN UNDER AND OUT.

ANNOUNCER: This is Rockin' Rollo ready to bring you the next full hour right from the
top of the charts. And starting with number one on the rack, it's The
Kitchen Sink and their new hit . . .

MUSIC: SNEAK IN AND HOLD UNDER, “Clip Joint.”
ANNOUNCER: That's right, you guessed it, The Kitchen Sink is smokin' away with
"Clip Joint.”
MUSIC: UP FAST, HOLD TO FINISH, AND OUT.
TELEVISION

As NOTED EARLIER, although the mid-1970s saw a trend toward video-
taping and the New York style television show, most programs still fol-
lowed the Hollywood style. The terms and techniques of the film will be
used more frequently by the writer of the drama program, including the
situation comedy-private eye-western-medical and whatever-else-is-popular-
this-year type of show, than will the techniques of live television. But the
medium is still television, and though techniques and script form may differ,
basic grounding in television skills — many of which are, of course, similar
to film skills — will not only provide the most practical preparation, but
will permit the writer to move more easily and flexibly into whatever mode
is being most used when he or she breaks into the field. In many instances,
when the writing is done as a staff person, rather than freelance, the writer
uses one technique for one type of program and another for another type.

Although the television writer does not have to know the various co-
ordinate elements of theatrical production as does the writer of the stage
play, it is important to know how to use and integrate settings, lights, cos-
tumes, makeup and the visual movement of performers into the script,
dramatic or non-dramatic. The television writer, like the radio writer, can
use all the elements of sound. In addition, the television writer must achieve
at least a basic understanding of the special mechanical and electronic de-
vices of the television medium. There are six major areas pertaining to
television production that the writer should be aware of: the studio, the
camera, the control room, special video effects, editing, and sound. Famil-
iarization with books on production, as listed in the bibliography to this
chapter, and/or a course in television production would be of value to the
beginning writer.
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The TV Studio

Studios vary greatly in size and equipment. Network studios, where
drama series and specials are usually produced, have not only all the tech-
nical advantages of a television studio, but the size and equipment, as well,
of a movie sound stage. Some individual stations have excellent facilities,
others are small and cramped. A large regional station may have one or two
relatively small studios, limiting production to news and panel shows, while
a nearby school system may have an instructional television studio that
would be the envy of any commercial station. The writer should be aware
of studio limitations before writing the script, especially where the show
may be videotaped or produced live, and it is necessary to avoid too many
sets or large sets. Except in the largest studios or in the filmed production
that has a budget to do location shooting, exterior sets and large nature
effects are usually not possible.

The Camera

Whether the show is being recorded by a film camera or by a tele-
vision camera on videotape, the basic movements of the camera are the
same. Even the terminology is the same. The principal difference is the
style: short, individual takes for the film approach; longer action sequences
and continuous filming for the television approach. With many television
directors having moved to films and film directors to television over the past
decade, and with videotape editing becoming easier, the two approaches
have tended to move toward each other, combining elements of both.

In either case, the writer should consider the camera as a moving and
adjustable prosceniumy through which the attention of the audience is di-
rected just as the writer and director wish, There are three major areas of
audience attention that may be changed via the camera: the distance be-
tween the audience and the subject, which includes the amount of the sub-
ject the audience sees; the position of the audience in relation to the subject;
and the angle at which the viewer sees the subject. Various uses of the
camera, including camera movement, lens openings and types of shots, may
be made to effect all of these approaches in varying degrees.

Camera movement may change the position, angle, distance and amount
of subject matter seen. There are five specific movements the writer must be
aware of and be prepared to designate, when necessary, in the script.

Dolly in and dolly out/zoom in and zoom out. The camera is on a
dolly stand which permits smooth forward or backward movement. This
movement to or away from the subject permits a change of orientation to
the subject while keeping the camera on the air and retaining a continuity of
action. The zoom lens accomplishes the same thing without moving the
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camera. Some writers believe that psychologically the dolly is more effec-
tive, moving the audience closer to or further from the subject, while the
zoom gives the feeling of moving the subject closer to or further from the
audience.

Tilt up and 4 n. This consists of pointing the camera up or
down, thus changing the view from the same position to a higher or lower
part of subject area. The tilt also is called panning up and panning down.

Pan right and pan left. The camera moves right or left on its axis.
This movemeént may be used to follow a character or some particular action
or to direct the audience attention to a particular subject.

Follow right and follow left. This is also called the “travel” shot or
the “tgugk” shot. It is used when the camera is set at a right angle to the
subject and either moves with it, following alongside it or, as in the case of a
stationary subject such as an advertising display, follows down the line of
the display. The audience’s eyes, through the camera lens pointed sharply
to the right or left, pick up the subjects in the display. This shot is not used
as frequently as are the previous ones.

Boom shot. Originally familiar equipment for Hollywood filmmak-
ing, the camera boom became more and more part of standard television
production practices. Equipment, usually attached to the moving dolly, en-
ables the camera to “boom” from its basic position in or out, up or down,
at various angles — usually high up — to the subject.

Note the use of the basic camera movements in the following scripts.
In the first, using the standard television format, the writer would not
ordinarily include so many camera directions, but would leave their deter-
mination to the director. They are included here to indicate to the beginning
writer a variety of camera and shot possibilities. The left hand column, as
shown here, would be written in on the mimeographed script almost entirely
by the director. '\M

VIDEO AUDIO

DETECTIVE BYRON

ESTABLISHING SHOT. (AT DESK, IN FRONT OF HIM, ON CHAIRS
IN A ROW, ARE SEVERAL YOUNG MEN
IN DUNGAREES, LEATHER JACKETS
AND MOTORCYCLES CAPS) All right.

So a store was robbed. So all of you were
seen in the store at the time of the robbery.
So there was no one else in the store
except the clerk. So none of you know
anything about the robbery.

DOLLY IN FOR CLOSE-UP OF BYRON. (GETTING ANGRY) You may be young
punks but you're still punks, and you can
stand trial whether you're seventeen or
seventy. And if you're not going to cooperate
now, I'li see that you get the stiffest sentence
possible.
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VIDEO

DOLLY OUT FOR LONG SHOT OF
ENTIRE GROUP.

CUT TO Cu.

PAN RIGHT ACROSS BOYS' FACES,
FROM ONE TO THE OTHER, AS
BYRON TALKS.

FOLLOW SHOT ALONG LINE OF
CHAIRS IN FRONT OF BOYS, GETTING
FACIAL REACTIONS OF EACH ONE

AS THEY RESPOND.

TILT DOWN TO JOHNNY'S BOOT AS HE
REACHES FOR HANDLE OF KNIFE.
TILT UP WITH HAND AS IT MOVES AWAY
FROM THE BOOT, INTO AN INSIDE
POCKET OF HIS JACKET. CUT TO
MEDIUM SHOT ON BOOM CAMERA OF
JOHNNY WITHDRAWING HAND FROM
POCKET. BOOM INTO CLOSE-UP OF
OBJECT IN JOHNNY'S HAND.
(ORDINARILY, A BOOM SHOT WOULD
NOT BE USED HERE. A ZOOM LENS
WOULD BE EASIER TO USE AND AT
LEAST AS EFFECTIVE.)

51

AUDIO

Now, I'm going to ask you again, each one
of you. And this is your last chance. If you
talk, only the guilty one will be charged
with larceny. The others will have only a
petty theft charge on them, and I'll see they
get a suspended senteénce. Otherwise, I'll
send you all up for five to ten.
(OFF CAMERA) Joey?

JOEY
(STARES STRAIGHT AHEAD, NOT
ANSWERING.)

BYRON
(OFF CAMERA) AI?

AL

| got nothin’ to say.

BYRON
(OFF CAMERA) Bilt?

BILL

Me, too. | don’t know nothin’.

BYRON
(OFF CAMERA) O.K., Johnny. It's up to
you.

JOHNNY
(THERE IS NO ANSWER. THEN JOHNNY
SLOWLY SHAKES HIS HEAD. UNPER-
CEPTIBLY, BYRON NOT NOTICING, HE
REACHES DOWN TO HIS MOTORCYCLE
BOOT FOR THE HANDLE OF A KNIFE.
SUDDENLY THE HAND STOPS AND
MOVES UP TO THE INSIDE POCKET OF
HIS JACKET. JOHNNY TAKES AN
OBJECT FROM HIS POCKET, SLOWLY
OPENS HIS HAND.)

Although the format in the following, a film script, is different, note
that the terminology and the visual results are virtually the same. The num-
bers in the left-hand column refer to each “shot” or “sequence,” with film
scripts usually shot out of sequence, all scenes in a particular setting done
with the cast at that location. The numbers make it possible to easily desig-
nate which sequences will be filmed at a given time or on a given day, such
as “Barn Set — sequences 42, 45, 46, 78, 79, 81.”

FADE IN

N =

3. EXT. BEACH — LONG SHOT

. EXT. BEACH — SUNRISE — EXTREME LONG SHOT
. PAN ALONG SHORE LINE AS WAVES BREAK ON SAND

Two figures are seen in the distance, alone with the vastness of sand and water

surrounding them.

4. ZOOM SLOWLY IN UNTIL WE ESTABLISH THAT FIGURES ARE A MAN AND

A WOMAN.
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. MEDIUM LONG SHOT

The man and woman are standing by the water's edge, holding hands, staring toward
the sea. They are about 50, but their brightness of look and posture make them seem
much younger.

. MEDIUM SHOT — ANOTHER ANGLE ON THEM

They slowly turn their faces toward each other and kiss.

. CLOSE SHOT
. MEDIUM CLOSE SHOT

Their heads and faces are close, still almost touching.
GLADYS:
| did not feel so beautiful when ! was 20.

. CLOSE SHOT — REGINALD
as he grins
REGINALD:
Me neither. But we weren't in love like this when we were 20.
CUT TO
INT. BEACH HOUSE — ENTRANCE HALL — MORNING

The door opens and Gladys and Reginald walk in, hand-in-hand, laughing.

As you study the scripts in the chapters dealing with specific program

forms, you will note that the film script format usually is used only for the
play. Virtually all other program types use the television script format,
including those plays that are videotaped.

Lenses

Although it is the director who must know what the camera lenses can

do so that he or she may most effectively interpret the writer’s intent, it
would not hurt for the writer to obtain a working knowledge of what the
camera can do focally. The following, from BM/E magazine, is a good
introductory guide:

In the beginning, the user was confined to four lenses on a turret.
This made framing a shot difficult as well as time consuming. With
the old turreted camera there were only four focal lengths readily
available, which necessitated a good deal of dollying with the resultant
time loss and undesirable framing of a shot due to the limited number
of focal lengths, Then along came the zoom lens with its great number
of focal lengths immediately available. The director could now get the
exact framing he wanted quickly. Now that it is here, can one zoom do
everything? Of course not! The correct lens for your application may
not be applicable to someone else’s needs. A good studio lens is not a
good remote lens although it may cover some remote applications. The
remote lens works quite often at long focal lengths under low light
levels requiring f stops of f/3 at 500mm or £/6 at 1000mm, or better.
The average studio lens can attain 500mm with range extenders but it
needs over 3 times more light at that focal length due to its limited
aperture. The remote lens cannot fulfill all of the requirements in a
studio because its close focusing distance is 10 ft. and its wide angle is
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about 30° less than a studio lens (a cumbersome retro zoom will,
however, help measurably). If your studio is small, you will need a
lens with a wide angle so that it isn’t necessary to dolly back to one
side of the studio to get an overall shot of a set on the other side. Close
focusing is necessary so that magnification is possible as well as inter-
esting special effect shots. It should be noted here that two lenses with
the same long focal length and different close focusing capability will
magnify an object to a different degree, the greater magnification going
with the closer focusing of the two. If commercial production is con-
templated, then more capability will be demanded of the lens because
agency people, as well as clients, want the dramatic eye-catching shot
that will make the product memorable.

Taping time must be held to a minimum to earn more money for
the station and less added cost to the advertiser. The lens can be of
great help here. If a lens can, in fast sequence, go from an extreme
close-up to a wide overall shot and back to a close-up then taping
time will be lessened because there will be no need to stop the tape for
different shot sequences.

However, if all that is done is news and weather, the simple good
quality wide angle 10 to 1 lens may be all that is needed.?

Types of Shots

Among those directions most frequently written in by the writer are
the shots designating how much of the subject is to be seen, as illustrated in
the script examples a few pages back. Ordinarily, the determination is left
up to the director, but in many instances the writer needs to capture a
specific subject for the logical continuity of the script or for the proper
psychological effect of that moment upon the audience. When the specific
shot required might not be obvious to the director, the writer has the pre-
rogative of inserting it into the script. Shot designations range from the
close-up to the medium shot to the long shot. Within these categories there
are gradations, such as the medium long shot and the extreme close-up.
The writer indicates the kind of shot and the specific subject to be encom-
passed by that shot. The use of the terms and their meanings apply to both
the film and the television format. Here are the most commonly used shots:

Close-up. This may be designated by the letters CU. The writer
states in the script: “CU Harry,” or “CU Harry’s fingers as he twists the
dials of the safe,” or “CU Harry’s feet on the pedals of the piano.” The
close-up of the immediate person of a human subject will usually consist of
just the face and may include some of the upper part of the body, with em-
phasis on the face, unless specifically designated otherwise. The letters
XCU or ECU stand for extreme close-up and designate the face alone. The
term shoulder shot indicates an area encompassing the shoulders to the top
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of the head. Other designations are bust shot, waist shot, hip shot and knee
shot.

Medium Shot. This may be designated by the letters MS. The cam-
era picks up a good part of the individual or group subject, the subject
usually filling the screen, but usually not in its entirety, and without too
much of the physical environment shown.

Long Shot. The writer may state this as LS. The long shot is used
primarily for establishing shots in which the entire setting, or as much of it
as necessary to orient the audience properly, is shown. From the long shot,
the camera may move to the medium shot and then to the close-up, creating
a dramatic movement from an over-all view to the impact of the essence or
selective aspect of the situation. Conversely, the camera may move from the
intriguing suspense of the extreme close-up to the clarifying broadness of
the extreme long shot.

Full Shot. This is stated as FS. The subject is put on the screen in
its entirety. For example, “FS Harry” means that the audience sees Harry
from head to toe. “FS family at dinner table” means that the family seated
around the dinner table is seen completely.

The writer should be aware of any necessity to change lenses, focus
the lenses or dolly the camera for a new shot. Depending on the number of
cameras used in the show, if it is live or live-style videotaped, the writer
should leave enough time between shots for the cameraperson to properly
perform these functions.

Note the use of different types of shots in the following hypothetical
script example. The video directions are necessary at the beginning of this
script because the writer is dealing solely with pictures. Subsequent video
directions may be left out by the writer, except, as at the end, where neces-
sary to convey the meaning and action. You will note that in many of the
actual scripts used in this book, the writer provides very few video directions.

VIDEO AUDIO

FADE IN ON LONG SHOT OF OUTSIDE
OF BAR. ESTABLISH STREET FRONT
AND OUTSIDE OF BAR. DOLLY IN TO
MEDIUM SHOT, THEN TO CLOSE-UP
OF SIGN ON THE WINDOW: ‘“HARRY
SMITH, PROP.” CUT TO INSIDE OF
BAR, CLOSE-UP OF MAN’S HAND
DRAWING A GLASS OF BEER FROM
THE TAP. FOLLOW MAN'’'S HAND WITH
GLASS TO TOP OF BAR WHERE HE
PUTS DOWN GLASS.

DOLLY OUT SLOWLY TO MEDIUM SHOT
OF HARRY, SERVING THE BEER, AND
MAC, SITTING AT BAR.

CONTINUE DOLLYING OUT TO LONG
SHOT, ESTABLISHING ENTIRE INSIDE
OF BAR, SEVERAL PEOPLE ON
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VIDEO AUDIO

STOOLS, AND SMALL TABLE AT
RIGHT OF BAR WITH THREE MEN
SEATED, PLAYING CARDS.

JOE
(AT TABLE) Harry. Bring us another deck.
This one’s getting too dirty for honest card
players.

HARRY

Okay. (HE REACHES UNDER THE BAR,
GETS A DECK OF CARDS, GOES TO THE
TABLE.)

JOE
(TAKING THE CARDS, WHISPERS TO
HARRY.) Who's the guy at the bar? He
looks familiar.

TIGHT 2-S HARRY AND JOE

HARRY
Name of Mac. From Jersey someplace.
CUT TO CU JOE JOE
Keep him there. Looks like somebody we
got business with. (LOOKS AROUND
TABLE) Right, boys? (THE MEN AT THE
TABLE NOD KNOWINGLY TO HARRY.)

CUT TO FS TABLE

HARRY
Okay if | go back to the bar?
JOE
Go ahead.
PAN WITH HARRY TO BAR. DOLLY IN HARRY

TO BAR, MS HARRY AND MAC AS
HARRY POURS HIM ANOTHER DRINK.

(WALKS BACK TO BAR, POURS DRINK
FOR MAC. SCRIBBLES SOMETHING ON

MCU HARRY AS HE WRITES. CUT TO
CU OF WORDS ON PIECE OF PAPER.

PIECE OF PAPER, PUTS IT ON BAR IN
FRONT OF MAC.)

Control Room Techniques and Editing

The technicians in the control room have various electronic devices
for modifying the picture and moving from one picture to another — thus
giving television its ability to direct the attention and control the view of
the audience and to bypass the unities of time and place effectively. The
technicians in the film editing room have the same capabilities, except that
the modifications are done during the editing process, while in live-type
videotaped television the modifications are done during the recording of the
program. Further modifications can take place when editing the videotape.
The writer should be familiar with the terminology and function of control
room techniques and their similar function in film editing in order to know
what the potentials of the medium are and to be able to indicate, if neces-
sary, special picture modifications or special changes in time and/or place.
The terms used have the same meaning in television and film. A look at
some of the books on TV production and film editing listed in the bibliog-
raphy at the end of this chapter is recommended.

The Fade. The fade-in consists of bringing in the picture from a
black (or blank) screen. (You’ve often heard the term, “Fade to Black.”)
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The fade-out is the taking out of a picture until a black level is reached.
The fade is used primarily to indicate a passage of time, and in this func-
tion serves much like the curtain or blackout on the legitimate stage. De-
pending on the sequence of action, a fast fade-in or fade-out or slow
fade-out or fade-in may be indicated. The fade-in is used at the beginning
of a sequence, the fade-out at the end. The fade sometimes also is used to
indicate a change of place. The writer always indicates the fade-in or fade-
out in the script.

The Dissolve. The dissolve is similar to the cross-fade of radio. While
one picture is being reduced to black level, the other picture is being
brought in from black level, one picture smoothly dissolving into the next.
The dissolve is used primarily to indicate a change of place, but is used
sometimes to indicate a change of time. There are various modifications of
the dissolve. An important one is the matched dissolve, in which two similar
or identical subjects are placed one over the other and the fading out of
one and the fading in of the other shows a metamorphosis taking place. The
dissolving from a newly lit candle into a candle burned down would be a
use of the matched dissolve. The dissolve may vary in time, and may be
designated as a fast dissolve — almost a split-second movement — or as a
slow dissolve — anywhere up to five seconds. The writer always indicates
the use of the dissolve in the script.

The Cut. The cut is the technique most commonly used. It consists
simply of switching instantaneously from one picture to another. Care must
be taken to avoid too much cutting, and to make certain that the cutting is
consistent with the mood, rhythm, pace and psychological approach of the
program as a whole. The writer ordinarily is not concerned with the plan-
ning or designation of cuts in the TV script, but leaves it up to the director.
In the film script, particularly when the transition from one sequence to the
next is a sharp, instantaneous effect rather than a dissolve or fade, the writer
may indicate “CUT TO ...”

The Superimposition. The “super,” as it is sometimes called, means
the placing of one image over another, thus creating a fantasy kind of pic-
ture. This sometimes is used in the stream-of-consciousness technique when
the thing being recalled to memory is pictured on the screen. The superim-
position may be used for non-dramatic effects very effectively, such as the
superimposition of titles over a picture or the superimposition of commer-
cial names or products over the picture. To obtain necessary contrast in the
superimposition, when the two pictures are placed on the screen together
one picture must be of a higher light intensity than the other. The writer
usually indicates the use of the superimposition.

The Wipe. This is accomplished by one picture literally wiping an-
other picture off the screen in the manner of a window shade being pulled
down over a window. The wipe may be from any direction: horizontal,
vertical, or diagonal. The wipe may also blossom out a picture from the
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center of a black level or, in reverse, envelop the picture by encompassing it
from all its sides. The wipe can be used to designate a change of place or
time.

The Split Screen. In the split screen the picture on the air is actually
divided, with the shots from two or more cameras occupying adjoining
places on the screen. A common use is for phone conversations, showing
the persons speaking on separate halves of the screen. The screen may be
split in many parts and in many shapes, as is sometimes done when news
correspondents report from different parts of the nation. One segment of
the screen of virtually any size may be split off from the rest, as often is
done in sports broadcasts; for example, one corner of the screen may show
the runner taking a lead off first base while the rest of the screen encom-
passes the main action of the ball game.

Film and Slides. For live-type television production, such as news-
casts and in many college and university training studios which may not
have sophisticated film or videotape equipment, film clips (short-lengths of
16-millimeter motion picture film) and slides are important. Films and
slides provide visual information not available in the studio for news,
sports, feature and documentary programs. In news and sports programs
particularly, videotape rather than film may be used to serve the same
function. The film clip may also be used in live-type videotaped drama to
provide background shots necessary to the production which could not be
achieved in the limited settings of the studio. Exterior scenes and nature
effects may be captured on film. The split-second electronic adjustments
make it possible to integrate the film or slides with “live” action, as in
chroma key, front screen and rear screen uses.

In the “old, old” days of television, when drama production was “live,”
film frequently was used as “cover” material — that is, as a means of con-
tinuing the action while the character or characters involved in the next
scene changed costume, altered makeup or got to another set. Voice-over
prerecorded material was another “cover” device. Other “cover” tech-
niques used by the writer included concentration on some action or on a
close-up of another performer, giving the impression that the first performer
is present but involved in the action off-screen; cutting to other characters
in another set or substituting a similarly dressed performer, showing only
the back of the head or an incomplete image, thus creating the impression
that the original character is still there. Although the writer is never or
rarely ever likely to need such “cover” material in professional television
production at its present (and future) stage of development, it is men-
tioned here not only for its historical interest but because in many college
and university studios, by design or because of lack of equipment, the “live”
approach is used and “cover” techniques may come in handy for the be-
ginning writer.

Note the use of different control room techniques for modifying the
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picture and moving from one picture to another in the following hypo-

thetical script example:

COMMENTARY

1. The fade-in is used for
the beginning of the se-
quence.

2. The dissolve is used
here for a change of place
without passage of time.
This scene takes place
simultaneously, or immedi-
ately following the one in
the sheriff's office.

3. The superimposition is
used here for a memory
recall device.

4, The cut would be used
without indication from the

writer throughout this script.

VIDEO

FADE IN ON SHERIFF'S
OFFICE. SHERIFF FEAR-
LESS AND DEPUTY FEAR-
FUL ARE SEATED AT THE
DESK IN THE CENTER OF
THE ROOM.

DISSOLVE TO MISS
SUSIE'S HOTEL ROOM.
BART {S SEATED IN AN
EASY CHAIR. SUSIE IS IN
A STRAIGHT CHAIR AT
THE OTHER END OF THE
ROOM.

SUPERIMPOSE, OVER CU
BART, FACE OF MAN HE
KILLED AS HE DESCRIBES
SCENE.

PAN WITH BART TO THE
HALL DOOR. CUT TO
HALL AS HE ENTERS IT.

AUDIO

FEARLESS
| wonder what Bad Bart is
up to. He's been in town since
yesterday. I've got to figure
out his plan if I'm to prevent
bloodshed.

FEARFUL
I've got faith in you, Fearless.
| heard that he's been with
Miss Susie in her room.

FEARLESS
Good. We can trust her. She'll
find out for us.

FEARFUL
But I'm worried about her
safety.

FEARLESS
Yup. | wonder how she is
making out. That Bad Bart
is a mean one.

BART
| ain’t really a killer, Miss
Susie. It's only my reputation
that's hurting me. Only be-
cause of one youthful indis-
cretion.

SUSIE
What was that, Mr. Bart?

BART
| can remember as well as
yesterday. | was only a kid
then. | thought he drew a gun
on me. Maybe he did and
maybe he didn't. But | shot
him. And I'll remember his
face as sure as l'll live —
always.

SUSIE
| guess you aren't really all
bad, Mr. Bart.

BART
You've convinced me, Susie.
I've never had a fine woman
speak to me so nice before. 'm
going to turn over a new leaf.
(WALKS INTO THE HALL.
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Here, the cut specifically
indicates a different view of
the character in the same
continuous time sequence.

5. The wipe here moves
from left to right or right to
left. It designates a change
of place. The use of the
split screen indicates the
putting of two different
places before the audience
at the same time.

6. The fade here indicates
the passage of time. If this
next scene were in the
Sheriff's office, the fade
would have indicated a

passage of time and change

of place.

7. The sustained opening on

Susie is necessary, for live-
type, continuous action
television, to provide time
for Bart to get off the set
and for Feariess to get on.
The 15 or 20 seconds at the
opening of this scene, in
which we do not yet see
Fearless, though Susie's
dialogue indicates he is
there, should be sufficient
‘‘cover” time.

VIDEO

HORIZONTAL WIPE INTO
SPLIT SCREEN. BART IN
ONE HALF, SHERIFF
PICKING UP TELEPHONE
IN OTHER HALF.

WIPE OFF SHERIFF
OFFICE SCENE. CU
BART'S FACE AS HE
MAKES HIS DECISION.

FADE OUT. FADE IN ON
MISS SUSIE SEATED ON
HER BED.

59

AUDIO

AN EARLY MODEL TELE-
PHONE IS ON THE WALL.)
I'm going to call the Sheriff.
Operator, get me the Sheriff's
office.
FEARLESS
Sheriff's office.
BART
Sheriff. This is Bad Bart. I'm
going to give myself up and
confess all my crimes. I've
turned over a new leaf.
FEARLESS
You expect me to believe that,
Bart?
BART
No, | don’t. But all I'm asking
is a chance to prove it.
FEARLESS
How do you propose to do
that?
BART
I'm coming over to your
office. And I'm not going to
be wearing my guns.

SUSIE
That's all there was to it,
Fearless. The more | talked
to him, the more | could see
that underneath it all he had
a good heart.

(SHE WALKS TO THE SMALL
TABLE AT THE FOOT OF
THE BED, TAKES A GLASS
AND BOTTLE, THEN WALKS
OVER TO THE EASY CHAIR.
WE SEE SHERIFF FEARLESS
IN THE EASY CHAIR.)
Here, Fearless, have a Sarsa-
parilla. You deserve one after
what you've done today.

FEARLESS
No, Susie. It was you who
really did the work. And you
deserve the drink. (AFTER A
MOMENT) You know, there's
only one thing I'm sorry for.

SUSIE

What's that?

FEARLESS
That Bart turned out to be
good, deep down inside, and
gave himself up.

SUSIE

Why?
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8. Fade is used to signify
the end of a sequence, and,
note the next scene, a
passage of time and change
of place.

9. Since this is a videotaped
studio show, the film clip is
necessary for the exterior
scene, not reproduceable in
a studio. Such film clip in-
serts could be used at any
time during the play itself.
For example, there might
have been a short chase on
horses between Fearless
and Bart, the pre-filmed
chase sequences integrated
into the studio-taped action.

10. “Super’ refers to super-
imposition. “Telop'’ refers
to the opaque projection
transmission into a camera

Writing for TV and Radio

VIDEO AUDIO
FEARLESS

Well, there's this new gun |

received this morning from

the East that | haven’t yet had

a chance to use!

THEME MUSIC iN AND UP

STRONG. SLOW FADE OUT.

FADE IN FILM CLIP
FEARLESS AND SUSIE

ON THEIR HORSES ON THE
TRAIL WAVING GOODBYE
TO BART, WHO RIDES

OFF INTO THE DISTANCE.

SUPER TELOP WITH
CREDITS OVER THE

SCENE AS FEARLESS AND
SUSIE CONTINUE TO WAVE.

and to a monitor, titles,
credits and other written,
drawn, printed and similar
material. The superimposi-
tion is used here for credits.

Special Video Effects

Titles. Although the writer is not responsible for the kind of titling
done, he should be aware of the various types of titling devices — such as
title cards, title drum, book titles, slides, superimpositions and others.

Nature Effects. Though it is difficult to achieve realistic nature effects
in some studios, it is possible to obtain some through special effects. These
include snow, rain, smoke and flame.

Miniatures. In lieu of film or live exteriors, a miniature of a setting
that cannot be duplicated in full in the studio may serve very well for
establishing shots. For example, a miniature of a castle may be used for an
opening shot. The camera dollies toward the front gate of the miniature.
Then a cut is made to the live set which may consist of the courtyard or an
interior room.

Detail sets. Detail sets serve to augment the close-ups of television.
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Where the camera might find it difficult to pick up the precise movements
of the fingers turning the dial of the safe on the regular set, another camera
may cut to a detail set of the safe and capture the actor’s fingers in every
precise action. Detail sets are used frequently in instructional TV.

Puppets, Marionettes and Animation. These devices are particularly
effective in commercial presentation and may be easily integrated into “live
action” sequences. Animation is a staple and frequently the most creative
approach in the production of commercials.

Rear, Front and Overhead Projection. As noted under Film and
Slides, scenes or effects may be electronically projected from the front or
the rear onto the background. Use of overhead projectors for special effects
in titling and in graphic presentations became an important part of educa-
tional television production.

Remotes. One or more cameras may be set up at a place remote
from the studio and send back material for incorporation into the program,
live, as with a newscast, or taped, as with a play or documentary. An entire
program may be done remote, such as a football game.

Additional Film Considerations. Although the basic approach to
writing still is that of the live-type taped television show, some of the special
requirements of the film should be kept in mind. While the initial shooting
script for the film may seem disjointed and is frequently produced and di-
rected in such a manner, the opportunity to have a number of takes of any
given sequence and to put together the whole into what might even seem
an entirely new and different script in the editing room provides much more
flexibility in transitions for the writer than does the TV script. Even when
videotaped, the TV production follows a more-or-less continuous action
line, and the writer must clearly link the continuity of action through the
transitions from sequence to sequence. Although film stresses different
angles of the same subject, even from the same distance on the same set
(usually difficult and sometimes impossible in live-type television), don’t
overdo it. Extreme angles, particularly with frequency, can be unduly dis-
turbing. With transition of some of the fine TV directors, such as Sidney
Lumet, to the motion pictures, film technique has shown more and more
use of TV technique, including the TV approach of longer shots, of not
being afraid to stay on one camera and have the action, rather than the
camera, move.

Sound

Basically, sound is used in television in the same way as in radio, as
analyzed earlier in this chapter. There are, however, some obvious modifica-
tions. Sound in television does not convey movement and does not physically
orient the audience as it does in radio. The microphone in the television
play usually is not stationary, but is on a boom and a dolly to follow the
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moving performers. In the single-action shot of the film, it may be stationary
if the actors do not move. Chest mikes, table mikes and cordless mikes are
also used, usually for the non-dramatic studio program, such as the inter-
view and panel, but also occasionally for the drama, in pre-set situations
and positions. The dialogue and sound on the set emanate from and must
be coordinated with the visual action. Off-screen sound effects may be used,
but they clearly must appear to be coming from off-screen unless they repre-
sent an action taking place on-camera. Sound may be pre-recorded or, as in
filmed productions, added after the action has been shot. Television may
use narration, as radio does. In television the voice-over may be a narrator,
an announcer or the pre-recorded thoughts of the character. Television uses
music as program content, as background and as theme. If a performer in
television purportedly plays an instrument, the impression must be given
that the person involved is really playing the instrument. Other uses of
sound and music in radio may be adapted to television, as long as the writer
remembers that in television the sound or music does not replace visual
action, but complements or heightens it.

NOTES TO CHAPTER 2

1 “Is Videotape Taking Over? Can Film Hang In There?,” BM/E, January,
1973, pp. 24-25.

2 “Network Taping Too,” Television/Radio Age, March 6, 1972, p. 39.

3 Ibid.

4 Ibid.

5 “Is Videotape Taking Over? Can Film Hang In There?,” op. cit., p. 25.

6 Corwin, Norman, Thirteen By Corwin (New York: Holt, Rinehart and
Winston, Inc., 1942), p. 90.

7 Rice, Ken, “What a Broadcaster Should Know About Zoom Lenses,” BM/E,
June, 1974, pp. 31-32.

REFERENCE BOOKS
ON RADIO AND TELEVISION PRODUCTION

This chapter is necessarily only a brief summary of the basic produc-
tion elements. The writer is advised to consult books such as the following
for detailed, illustrated explanations of production techniques that may be
useful to know when preparing a script. For a more comprehensive list,
please consult the works noted at the beginning of the bibliography to
Chapter 1.
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FOR APPLICATION AND REVIEW

RADIO

1.

2.

Write a short sequence in which you use all five microphone
positions.

Write one or more short sequences in which you use sound
effects to: establish locale or setting; direct the audience atten-
tion by emphasis on a particular sound; establish time; estab-
lish mood; signify entrances or exits; create transitions between
program segments; create unrealistic effects. More than one of
the above uses may be indicated in a single sequence.

. Write one or more short sequences in which you use music: as

a bridge; as a sound effect; to establish background or mood.
Write a short script in which you use the following techniques:
segue; cross-fade; blending; cutting or switching; fade in or
fade out.

TELEVISION

1.

Write a short sequence in the New York “TV-style” script form
in which you use the following camera movements: the dolly-
in and dolly-out; the tilt; the pan; the follow shot.

. Write a short sequence in the Hollywood “film-style” script

form in which you use the following camera movements: zoom;
pan; boom; change of camera angle.

. Write a short sequence in “TV-style script” in which you, the

writer must indicate the following shots: CU, M2S, LS, FS,
XLS, XCU. Do the same thing using the “film-style script.”
Write a short sequence in “TV-style script” in which you, the
writer, must designate the following effects: fade-in and fade-
out; dissolve; superimposition; wipe; split-screen; film insert;
rear projection.

. Write a short sequence in “film-style script” in which you, the

writer, must designate the following effects: fade-in and fade-
out; cut; dissolve.

Watch several television programs and analyze the use of
camera movements, types of shots and control board or editing
effects. Can you determine the writer’s contributions in relation
to the use of these techniques as differentiated from the direc-
tor’s work?




Announcements
and Commercials

CHARLES “CHUCK” BARCLAY, director of Creative Services for the Radio
Advertising Bureau, has said: “Even the worst commercial, repeated often
enough, sometimes produces results.”

John Crosby, when he gave up television criticism for the New York
Herald-Tribune, wrote: “I don’t mind the commercials. It’s just the pro-
grams I can’t stand.”

S. J. Paul, publisher of Television/Radio Age, has written: “The com-
mercial-makers are themselves the stars of the radio-television structure.
For in the short time frame of 20, 30, or 60 seconds a mood is created —
a message is transmitted — and a sales point is made. This finished product
is the result of many talents. In some cases, as it has often been remarked,
the commercials are better than the programs.”?1

Some commercials are awful because they insult our aesthetic sensi-
bilities. Some are awful because they insult our logic and intelligence. Some
are awful because they play on the emotions of those least able to cope
with the incitements to buy — such as children.

Some commercials are good because they are, indeed, more aestheti-
cally pleasing than the programs they surround. Some are good because
they are educational and do provide the viewer with informational guide-
lines on goods and services.

All commercials are, however, designed to sell something — a product
or service or idea. It is the existence of these commercials that provide the
economic base for the American broadcasting system as it is now constituted.

Except for the further development of public television and public
radio, which rely on federal, state and local governmental funding, citizen
donations, foundations, industries and other institutional support which do

65
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not require commercial advertising — which is barred, anyway, from non-
commercial stations by the FCC Rules and Regulations — the American
system of broadcasting is likely to remain dependent on commercials for
a long time.

In early radio and television there were few commercials, and what
there were were usually gratis. In radio, for example, many of the first sta-
tions were operated by newspapers in order to promote the newspapers.
Many others were operated principally to sell the receiving equipment man-
ufactured by the stations’ owners. It wasn’t until two years after regular
broadcasting began that station WEAF, New York City, in late 1922 car-
ried the first sponsored program. When the sponsoring real estate firm’s two
advertised buildings were sold through the radio ads, commercial radio was
born. In television the first stations, needing material, were happy to pre-
sent films dealing with “electronics for progress” and showing “how rubber
is made”— films which just happened to carry the clearly indicated brand
name of the rubber company and the electronic appliance manufacturer and
the other firms which supplied the films. The total expenditures by adver-
tisers on television in 1974 amounted to $4.35 billion. Of this sum, adver-
tisers spent $2.01 billion on network commercials, $1.24 billion on spot
announcements and $1.01 billion on local station commercials. Of the total
of $1.7 billion spent by advertisers on radio, $61 million was for network
commercials, $384 million for spot announcements and $1.29 billion for
commercials on local stations. It is significant that in 1974 over half of the
income of members of the Screen Actors Guild came from commercials, with
the remainder coming from other television work and/or from regular Holly-
wood films. Almost all of the writing of commercials is done in advertising
agencies. In a few cases an advertiser, particularly on the local level, may
prepare commercials in-house — sometimes not very well. Most often local
commercials are prepared locally, frequently by someone connected with
the station.

This puts the writer squarely in the middle. On one hand, the writer
has a responsibility to the agency and advertiser, creating not only the most
attractive message possible, but one which convinces/sells. On the other
hand, the power of the commercial (yes, many people believe that Madison
Avenue can sell/convince anybody of anything!) charges the writer with
the responsibility of being certain that the commercial has a positive and
not a negative effect on public ethics and actions.

SOME ETHICAL CONSIDERATIONS

MORE AND MORE the pressures of audiences, civic and citizen organizations,
some professions and the federal government itself are changing the ap-
proaches to commercial writing and presentation. At one time some com-
mercials were blatantly racist. Since the Civil Rights movement of the
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1960s racism in the media, including commercials, gradually lessened. But
even as anti-Black stereotypes waned, an organization called the Mexican-
American Anti-Defamation Committee was formed to combat media racism
against Chicanos. BEST (Black Efforts for Soul in Television) was devel-
oped to keep a watchful eye on media portrayals and to try to effect positive
changes. The writer who has been at all sensitive to the public events of the
past 20 years is not likely to get caught in any intentional racism in com-
mercials writing — although there is enough indication to show that many
writers should check even a seemingly innocuous reference to or portrayal
of a Black, Spanish-surnamed, Oriental, American Indian or other minority

with a qualified spokesperson from that group for unintentional and inad-
vertant racism.

Most advertisers_and agencies have recognized the need not only to
avoid grﬁﬁaﬁ@r&rﬁ#@?@m&mv for Blacks, to
incmté‘r"eotyped/chéracters in commercials. Some of
the cynical among us might suggest that economics plays at least as large a
part as ethics. At the beginning of the 1970s decade Blacks constituted
some 12% of the population with a buying power of some $40 billion. Over
500 stations had some sort of programming for Blacks, with some 125
programming totally for Blacks. The latter did about $40 million in com-
mercial accounts, of which some $10 million was in national spots. We
hope it won’t be necessary for writers and producers and agencies to look
at the buying power of Spanish-surnamed, American Indians, Orientals and
others before making representatives of those groups a regular and positive
part of commercial messages.

Prejudicial portrayals have not been limited to race. Negative ethnic
references, particularly those related to national origins — Italy, Poland, for
example — have also needed pointing out and correction.

Perhaps one of the most flagrant areas of prejudice, still existing in
the mid-1970s, has been that regarding women. If Blacks, for example,
were portrayed in commercials the way women are today, there would be
a national scandal. But the women’s movement, giving historical guidelines
for action to Blacks in the early 1960s, learned in turn from the Blacks in
the early 1970s and, particularly through the efforts of NOW (National
Organization for Women), began forceful action against insulting media
stereotypes, including the stereotyping of women in subservient roles in
society. A study of commercials by NOW in the early 1970s showed that
in 42.6% of the commercials women were doing household work; in 37.5%
their role was to provide help or service to men; and in 16.7% their main
purpose was for male sex needs. In only 0.3% of the commercials were
women shown as independent individuals. From the “Fly Me” sex object to
the “My wife, I think I'll keep her” household object, women have been
presented, by and large, as vacuous, usable things. It is not surprising that a
Good Housekeeping survey in 1971 found that one-third of the women
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have at one time or another turned off commercials because they found
them offensive.

The public image created of a person or a race or an ethnic group or
of women affects the acceptance of that individual or group into the main-
stream of economic endeavor — specifically the job market and other op-
portunities which relate to the job market. Given the current situation where
male-dominated business and industry generally keep women’s pay lower
and deny women equal opportunity to compete with men for top-paying
jobs, some people believe that there is a “hidden agenda” behind the com-
mercials and other representations of women in the media. That is not to
say that the commercial writers, producers and ad agency representatives
consciously and with overt deliberation are conspiring to keep women in a
certain economic — and hence socio-political-sexual — place; but the role
of their subconscious or unconscious might be examined in light of the
product they turn out.

Ethical considerations relate not only to portrayals of people, but to
representations of products as well. In 1970 ACT (Action for Children’s
Television) petitioned the FCC to, among other things, eliminate all com-
mercials from children’s programming, citing content and approaches which
ACT believed were harmful to children. Following a study by an FCC task
force, pressure from citizen groups, and overt concern expressed by the
FCC, the NAB (National Association of Broadcasters), in 1974, volun-
tarily amended the TV Code to reduce the commercial minutes in chil-
dren’s programs from 12 minutes per hour to 10 minutes in 1975 and to
9%4 minutes in 1976 on Saturday and Sunday mornings — children’s prime
time — and from 16 minutes per hour to 14 minutes in 1975 and to 12
minutes in 1976 in the Monday-Friday schedule. In addition, the Code
introduced content restrictions: a ban on all “non-prescription medications”
and “supplemental vitamin” products; all “products advertised to children
must conform to established safety rules and regulations”; program content
and advertising messages must be clearly separated from each other by an
“appropriate device”; additional costs for toys, such as the need to purchase
batteries must be disclosed. Pressures still continue from citizen and con-
sumer groups (at this writing), including proposals to especially ban adver-
tising of products that may be considered harmful to children — such as
cereals and other foods containing principally sugars. Very strongly resisted
by the broadcasting industry is the proposal of the Federal Trade Commis-
sion to ban all advertising of premiums for children on children’s programs.
In Jate 1974 an FCC Policy Statement on Children’s Television did not
adopt ACT’s proposals concerning advertising, but did include reiteration
of the principal commercial restrictions adopted by the NAB.

When we think of the country’s tradition about motherhood and chil-
dren being sacred, we wonder why the writer (and the producer) had to
have restrictions imposed, and where the hypocrisy really lies!
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When pushed hard enough the broadcasting industry does take action,
not only in relation to children but in relation to specific product areas.
Let’s note some recent examples. The drug-mania of the early 1970s caused
fears in many quarters — some reasonable, some unreasonable. Perhaps
the greatest pusher of drugs was broadcasting, daily and nightly exhorting
the audience to buy this or that patent medicine to cure almost anything
and everything. Congress began to fear that broadcast advertising was con-
tributing to the growing drug culture, and in response to indications that
governmental action would soon be necessary, the industry — those who
subscribed to the NAB Code — adopted its own guidelines. As an example
of the kinds of the ethical product marketing approaches the writer should
be aware of, here are the NAB Code guidelines on drug advertising: 2

? Claims of product effectiveness must be substantiated by clinical
evidence.
Ads should include reference to need to read and follow product
labeling, directions.
Portrayal of immediate relief should be avoided unless accurately
substantiated.
Avoid audio/visual approaches commonly associated with the

“drug culture” or which imply a casual attitute towards the use of

drugs.

Use of children is not permitted in presentations made to adults.

Products shall be presented for occasional use only.

Avoid depicting reliance on non-prescription medications in deal-
ing with everyday problems.

References to non-prescription medications as “non-habit form-
ing” is not permitted.

Celebrity product endorsements and on-camera pill-taking not
permitted.

Product identification by over-emphasis on color should be
avoided.

Ads for non-prescription medications shall not be scheduled in
or adjacent to children’s programs.

Aside from ethical consideration of the effect of advertising on the
public, the industry occasionally resolves internecine fights on approaches
to advertising. For a while in the late 1960s and early 1970s Brand “X”
took a beating. “Comparative” ads, as they are called, not only stated that
a certain electric shaver was better than the competition, but also showed
the viewer a demonstration between the advertised product and the com-
petitors’ products in order to emphasize the point, running down the com-
petition in the process. This and similar commercials in which Brand “X”
— clearly named — was knocked around, resulted in strong concern and
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action in the industry and in comparative commercials guidelines by the 4As
(American Association of Advertising Agencies — AAAA), the adver-
tising counterpart to the NAB: 3

The intent and connotation of the ad should be to inform and
never to discredit or unfairly attack competitors, competing products
or services.

When a competitive product is named, it should be one that exists
in the marketplace as significant competition.

The competition should be fairly and properly identified but
never in a manner or tone of voice that degrades the competitive prod-
uct or service.

The advertising should compare related or similar properties or
ingredients of the product, dimension to dimension, feature to feature.

The identification should be for honest comparison purposes and
not simply to upgrade by association.

If a competitive test is conducted it should be done by an objec-
tive testing source, preferably an independent one, so that there will
be no doubt as to the veracity of the test.

In all cases the test should be supportive of all claims made in
the advertising that are based on the test.

The advertising should never use partial results or stress insig-
nificant differences to cause the consumer to draw an improper con-
clusion.

The property being compared should be significant in terms of
value or usefulness of the product to the consumer.

Comparatives delivered through the use of testimonials should
not imply that the testimonial is more than one individual’s thought
unless that individual represents a sample of the majority viewpoint.

Some writers may find guidelines restrictive; others may find them
stimulating toward more responsible writing. All writers will find they re-
quire awareness of what may and what may not specifically go into a com-
mercial, in form, purpose and content. All, hopefully, will also identify with
the commercials-creator who believes that “Accounting to a set of practi-
cal, working rules allows a good balance of involvement with the industry
and accountability to the consumer public. It’s hard to try and dupe, or con
the viewer when you feel ‘we are they’ ... and realize that you are only
cheating yourself.”4
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SOME PRODUCTION CONSIDERATIONS

As POINTED OUT in Chapter 2, the 1970s saw a swing toward the use of
video tape instead of film in making TV commercials. At first this was true
principally in studio production, but with the increased use of tape in sports
and news events, and the refinement of lightweight, portable TV cameras,
tape also grew in location-produced commercials. Part of the reason for
location shooting, providing a different milieu and different form considera-
tions for the writer, was the onset of galloping inflation in the 1970s. The
costs of materials and constructing sets went up so high that producers
found location shooting less expensive than building studio settings. Many
directors found this a desirable as well as necessary move, preferring the
new look of “reality.” However, while moving the commercial location to
an outdoor environment, inflation also restricted the scope of commercials
— as well as that of other forms of TV production. As long as money re-
mains tight, writers have to come up with smaller casts and, even outdoors,
simpler action and settings. The latter is particularly true for studio work.
The aesthetic considerations for the writer in producing on tape rather than
film are noted in Chapter 2.

Radio commercials also moved into new production trends in the
1970s. Donald Frey, a leader in sound production recording, states that
“Until the latter part of the mid-1960’s, the radio campaign was prepared
first. TV was the ancillary, with radio spots routinely being sent to some
1,700 stations for a given campaign. From about 1967 we all became very
video conscious, so radio production took a back seat. Now we’ve gone
back to creating spots specially for radio.”5

Writers are required to be more creative than ever with radio ads,
harkening back to the basic concept that radio spots can create mind-images
far superior to the eye-images of television spots. Scripts and equipment
and production techniques are becoming more sophisticated, reflecting the
greater personalization and individuality of the radio commercials. Writing
and producing staffs, acting talent, sound and special effects personnel and
equipment have been given new and greater attention and support.

Good commercials production is a team job. Bill Duryea, executive
producer at Young & Rubicam, describes Y & R’s creative process: “The
producer here gets not only first hand knowledge about filmmaking, he is
totally immersed in the experience. The creative group at Y & R involves
an art director, a copywriter, and a filmmaker — which is how we choose
to refer to the agency producer. We don’t have the art director and copy-
writer create the concept, do the boards and then tell the filmmaker to ar-
range for the shooting. We involve the filmmaker in the process so intensely,
they learn it almost through osmosis.” ¢
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LENGTHS OF ANNOUNCEMENTS AND COMMERCIALS

ANNOUNCEMENTS AND COMMERCIALS differ mainly in that most of the
former promote not-for profit ideas, products and services — which may
include ideological participation through personal time, energy or money
contributions — while the latter sell, for profit, products and services. Some
announcements are clearly commercial in nature, though not directly paid
for by some advertiser or agency — such as a cross-plug by the station for
one of its upcoming programs. Another difference is in the length; com-
mercials are usually 20- 30- or 60-seconds (sometimes 10-) while an-
nouncements frequently are 10-seconds in length and sometimes less than
that, filling with the station ID a 10-second station break. The techniques of
persuasion used in announcements, including the public service kind, and
commercials are identical. On occasion, the forms differ and, of course,
content is different.

Many copywriters, in writing announcements and commercials for radio,
use a word count scale to determine the number of words that will go into
a given time segment of a radio announcement or commercial, but, at.best,
such word counts are approximate. The length of individual words, the
complexity of the ideas, the need for emphasis through pause and variation
in rate, and the personality of the performer delivering the announcement
are some of the factors which may affect the number of words that may be
spoken effectively in a given length of time. Some generalizations may be
made, however. The 10-second ID will contain about 25 words; the 20-
second announcement, about 45 words; the 30-second announcement,
about 65 words; the 45-second announcement, about 100 words; the one-
minute announcement, about 125 words; the minute and one-half announce-
ment, about 190 words; and the two-minute announcement, about 250
words. These word counts cannot be applied to television, except in the
instance of a continuous spoken announcement, because the visual action in
television may be expected to take up a portion of the time without dialogue
or verbal narration.

For years the FCC has been concerned with the problem of program-
length commercials — some S5-minutes, some 15-minutes, others as much
as an hour or more. What constitutes a program-length commercial de-
pends on a number of variables, including placement, substance, location,
intent. Although the FCC has not taken action regarding S-minute seg-
ments consisting entirely of commercial matter, it has stated that “the
broadcast of 15-minute program-length commercials {is] inconsistent with
the public interest.” The FCC has also held that the “program-length com-
mercial policies pertain only to programs which promote the sale of com-
mercial goods and services and, therefore, do not apply to programs
sponsored by non-profit organizations to raise funds for their non-profit
activities.” The public service announcements of the kind discussed in this
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section, therefore, would be exempt. In terms of continuous length, although
the FCC has not found 5-minute commercial spans to be “program-length,”
it has frowned on periods over 5 minutes. For a clarification of program-
length definitions and policies, see the FCC Public Notice “Program-Length
Commercials: Applicability of Commission Policies.”

Spot announcements may be commercial or non-commercial. The non-
commercial kind are called public service spots or announcements. Com-
mercial spots may be inserted either within the course of a program or
during the station break. Until the late 1960s the NAB recommended maxi-
mum station-break times, but has since substituted three other approaches
relating to announcements on television: no more than four consecutive
announcements within the body of a program; no more than three consecu-
tive announcements during station breaks, with limited waivers for stations
under certain circumstances; and a recommended maximum of two in-
program breaks in prime time and four in non-prime time. The nature of
radio programming has prompted the NAB to avoid any such recommenda-
tions for that medium. NAB recommendations for overall announcement
time is 18-minutes per hour for radio at all times, 16-minutes for television
in non-prime time, and 9%2-minutes for network affiliates and 12-minutes
for independent stations in prime time.

Spot announcements may be, therefore, of varying lengths. The over-
whelming number of spots are 30-seconds long, although, when the economy
is up, there is a marked increase in 60-second spots. Some advertisers have
occasionally attempted the “split 30” commercial — that is, combining two
15-second commercials for two of its products into one 30-second spot.
Agencies have generally opposed this, however, believing that most prod-
ucts or services need more than 15-seconds to be effectively presented and
sold. Spots frequently are found in 20-, 40-, and 50-second lengths, par-
ticularly in radio.

Announcements may be also of varying forms and kinds. The station-
break announcement will include a station identification, and accompany-
ing or following it may be a public service announcement, a news flash,
a service announcement, a “cross-plug” for one of the station’s other pro-
grams or, of course, a commercial message. Sometimes commercial mes-
sages are tied to service announcements, such as a brief “weather report
brought to you by . . . .” or the latest “news flash brought to you by . . . .”
Spot announcements of the same type are sometimes bunched together into
a particular break in a given program (if not enough commercial time has
been sold, they may all be public service announcements). First, the non-
commercial announcement.

The ID

The purpose of the station break is for the station identification, or ID.
The ID is usually 10 seconds long, If accompanied by a commercial an-
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nouncement, it may be a brief 2 seconds long, followed by an 8-second
commercial. The ID consists of the call letters of the station, the city in
which the station is located and, sometimes, the operating frequency of the
station. Occasionally, the station will attempt to find an identifying phrase
to go with the ID.

A simple, direct ID would be: “You are listening to NBC, six-sixty,
WNBC, New York.”

A special identification for radio would be: “America’s number one
fine music station, WQXR and WQXR-FM, New York.”

CBS-TV has used the following audio-video slogan as a special identi-
fication:

VIDEO AUDIO
SLIDE: Channel 2’s “Eye” Keep your eye on Channel 2.
CBS, New York

Some radio stations use singing commercials for ID’s as promotion
material. A frequently used break is the video picture of the identifying seal
of the NAB, with the voice-over announcing that “This seal of good prac-
tice identifies this station as a subscriber to the code of the National Asso-
ciation of Broadcasters,” followed by the name of the station, its channel
and city.

In writing an ID, the writer must remember that an ID is a public
relations trademark for the station and must be identifying and distinctive
at the same time.

PUBLIC SERVICE ANNOUNCEMENTS (PSA)

ANNOUNCEMENTS IN THE “public service” frequently are given as part of
the ID, and may be of any length. The local station usually receives such
announcements in a form already prepared by the writer for the distributing
organization. The following is an example of the station ID and the PSA
presented together:

Thisis___, your election station. if you've been listening
to the important campaign issueson _—___, you'll want to vote
on Election Day. Register today so you can.

Many organizations issue radio and television kits containing various
forms and lengths of announcements. One of the 10-second PSAs of the
American Foundation for the Blind, designed for broadcast during a station
break, reads:

There is a book without pages. For the latest information about the
Talking Book for the blind contact the Library of Congress or the
American Foundation for the Blind, 15 West 16 St., New York City.
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Here’s the same idea expanded into 40 seconds:

ANNOUNCER: Besides being visually or physically handicapped so that they can't read
ordinary books, Talking Book readers come in: black, yellow, white,
Spanish, French, German, mystery addicts, sports nuts, philosophers,
psychologists, child, adult, and teenage. . ..

And so do Talking Books.
No matter what your age, race, or interest, if physical limitations prevent
you from reading ordinary books, your Library will mail you as many

records as you can read.

You can register with the Talking Book Division of the

(library or agency) (street address)

and start reading some

(city, state, zip)
good records.

Reprinted with the permission of the American Foundation for the Blind, Inc.

The American Heritage Foundation’s non-partisan “Register, Inform
Yourself, and Vote” program issued public service announcements of 10-
seconds, 20-seconds, 30-seconds and 60-seconds in length. The following
examples illustrate the form the public service announcement may take.

® Analyze each of the following announcements. Determine the
kind of writing approach in each and the kind of material added
with each subsequent time extension.

10-SECOND ANNOUNCEMENT
ANNOUNCER

You can't vote if you're not registered. Protect your right to vote. Register now at

(place) (dates) (hours)

20-SECOND ANNOUNCEMENT
ANNOUNCER

The right to vote is a great right. It helps you run your government. But you can’t vote
unless you're registered. Register now so you can vote on Election Day. Register now at

(place) (dates) (hours)
Register now.
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30-SECOND ANNOUNCEMENT

ANNOUNCER

It's not much bigger than a phone booth. But it's the place where your town gets its

schools built and its streets paved. What is it? It's your precinct voting booth. And

you'll be locked out of this year's important electionon ____________ —if your
(date)

name's not in the book . . . the voter's registration book. So get your name in the book.

Go to

(place) (dates) (hours)
Register before the deadline Register now.
(date)

60-SECOND ANNOUNCEMENT
ANNOUNCER

It's not much bigger than a telephone booth. And it's open only a couple of days a year.
But it's the place where your schools are built, roads are paved, streets are lighted. What
is it? It's the voting booth in your precinct. And you'll want to be there on Election Day,
along with your friends and neighbors, helping to make the decisions that make your town
a better place to live in. But — is your name in the book? Because if it isn't — if you
haven't registered — you'll never see the inside of that voting booth. So be sure you aren’t

left out. Registrationcloses . Go now to
(date) (place)
and get your name in the book. And then, on Election Day, we'll see you
(hours)
at the polls.
: Courtesy of American Heritage Foundation
PSA Types

Service groups, government agencies and other organizations devoted
to activity related to the public welfare, such as Public Health Departments,
educational associations, societies aiding the handicapped and ecology
groups, among others, have devoted more and more time in recent years to
special television and radio workshops for their regular personnel and vol-
unteer assistants. The foregoing public service announcements on voting,
presented by such an organization, are general spots and illustrate form
only. Public service announcements are written specifically, too, for special
program types and in terms of special occasions. They are written to fit into
disc jockey, news, women’s, sports and other programs. They may be pre-
pared for delivery with a weather bulletin or with a time signal. They can
relate to a given national or local holiday. The following examples illustrate
how the “organization” writer may go beyond the general spot announce-
ment.
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WASHINGTON'S BIRTHDAY SPOT (20 SECONDS, RADIO)

This is station _ reminding you that a holiday like Washington's Birthday brings a
sort of break into the routine of daily living. This applies also to America's estimated
400,000 legally blind people — or had you thought of them as a group apart? They certainly
aren’t. For information about blindness contact your nearest agency for the blind or the
American Foundation for the Blind, 15 West 16th Street, New York City.

TIME SIGNAL (20 SECONDS, RADIO)
ANNOUNCER

s ... and right now an emotionally disturbed child in

(time) (town or area)
needs your help and understanding. This is National Child Guidance Week. Observe it . . .
and attend the special program on emotionally disturbed children in

(town or area)
presented by the PTA, on at

(date)

(place)

DISC JOCKEY PROGRAM (30 SECONDS, RADIO)
(AFTER MILLION-RECORD SELLER)

DISC JOCKEY

... arecord that sold a million copies.
(title and artist)

Easy listening, too. But here's a figure that's not easy to listen to: Over 1,000,000

American children are seriously emotionally ill. During National Child Guidance Week,

the PTA, in cooperation with the American Child Guidance
Foundation, is holding a special meeting to acquaint you with the problems faced by chil-
dren in It's to your benefit to attend. Be there . . .

(town or area)

. . . learn what you can do to help.
(date and address)

WOMEN'S PROGRAM (30 SECONDS, RADIO)
WOMAN

Women are traditionally the moving spirits behind community efforts concerning children.
And now comes a problem so close to us, as women, that | can’t stress its importance
enough. I'm speaking about the many emotionally disturbed children in

(town or area)

Your help is needed . . . and you can start by attending the PTA
meetings during child Guidance Week on at

(date) (place)
Attend this meeting . . . learn about the nature and extent of emotional illness affecting

our children. And learn how you can help.
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LOCAL WEATHER FORECAST (20 SECONDS, RADIO)
ANNOUNCER

That's the weather forecast for but the outlook for chil-
(town or area)

dren with emotional illness is always gloomy. This is National Child Guidance Week, and

you can help by learning the facts about the problem in

(town or area)
Attend the PTA meeting on at
(date)

(place)

e The preceding announcements on child guidance specify the
time, date, place and sponsor of a meeting. What if there is no
meeting scheduled? Reread the previous announcement written
for the disc jockey show and then read the following announce-
ment, written for the same show, but without the information on a
specitic meeting. Note how the specifics are transferred smoothly
into generalities — and vice versa.

DISC JOCKEY PROGRAM (30 SECONDS, RADIO)
(AFTER MILLION-RECORD SELLER)
DISC JOCKEY

... arecord that sold a million copies.

(Title and Artist)
Easy listening, too. But here's a figure that's not easy to: Over 1,000,000 American children
are seriously emotionally ill. During National Child Guidance Week, many PTA groups, in
cooperation with the American Child Guidance Foundation, are holding special meetings
concerning these problems faced by children. Find out'when your meeting will be . . . and
attend . . . Learn what you can do to help.

Prepared for American Child Guidance Foundation, Inc.
by its agents, Batten, Barton, Durstine & Osborn, Inc.

The good PSA is like the good commercial: it puts the product or
service in the setting, using the strongest attention-getting, attention-keeping
and persuasive elements, including personalities, drama and other special
needs. Before you get to the analyses of good announcement writing in the
remaining part of this chapter, what persuasive devices do you find in the
following American Foundation for the Blind PSAs, in addition to their
illustration of the elements noted above?
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CLORIS LEACHMAN (60 SECONDS, RADIO)

I'm Cloris Leachman. Sometime actress . . . ah . . . speaking about blindness . . . thinking
about blindness. I'm suddenly blind for this few moments . . . I've closed my eyes. |'ve
shut out any light with my hands and I'm struggling to contend with it. Am | suddenly
gifted with musical genius . . . because I'm blind . . . ? No. Am | hard of hearing? Hardly.
I'm thinking about these things because I've had occasion. Sometimes as an actress, to ah
... think about it and . . . and now, this day for the American Foundation for the Blind.
But it's something for us all to think about — if you want to find out more about it you can
write to FACTS, F-A-C-T-S FACTS, Box one-eleven, New York one-double-oh-eleven.

VIDE O (PICTURE) AUDIO (SOUND)

30 SECOND SPOT, TV
LONG SHOT OF MAN AND When a man becomes blind he must learn to do
DAUGHTER. HE IS ABOUT everyday things — like shaving — all over again.
TO SHAVE. FILLS HAND His daughter is helping him to learn with the aid of
WITH LATHER, AND a brand-new teaching guide available right now in
PROCEEDS TO SHAVE. both braille and printed editions.
DAUGHTER READS FROM For information write:
BOOKLET. Teaching Guide, The American Foundation for the

Blind, Box one eleven, New York one double oh

LOGO: Teaching Guide, eleven.

American Foundation for the
Blind, Box 111, New York 10011

(30 SECONDS, RADIO)

If you're physically or visually handicapped, you still have the right to vote. It's protected
by law. Here, in California, the iaw is the Election Code, Section 14423, It says, in general,
that if you're physically or visually handicapped, you may be helped at the polls by no
more than two persons you designate. So, don't let a visual or physical handicap keep you
from the polls this election year. This message was brought to you as a public service

by the American Foundation for the Blind and this station.

(A similar spot to the one above, incidentally, is prepared for every State
in the union.)

COMMERCIALS

WRITING THE COMMERCIAL is not just technique, talent and an inspiration
at 3 A.M. that turns out to be the Clio Award* storyboard. It is attitude,
basic preparation, tested procedure and, in some instances, guts and/or a
hard head. Two consistent award-winners, Roy Grace and John Noble,
creators of the Volkswagen ads, state that the best ad may end up in a
back drawer unless the creators believe in it strongly enough to sell it to
the account executive. Grace says that “50% is doing the work, and 50%
is fighting for it. . . . Too many young people are willing to do the work, but
at the first No they surrender. You can be the greatest talent in the world,
the greatest team doing the greatest work, but if you’re not willing to defend

* The Clio Awards (represented by a statuette somewhat similar to the “Oscar” of the
movies) are jury-selected and presented annually at the American TV and Radio
Commercials Festival.
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it, it’ll never see the light of day.” Noble warns that “there are account men
who can talk young creative people out of a concept very easily. But if it’s
been approved by the Creative Department, that means it ain’t a bad ad
when it goes up there. There may be certain problems, but for creative
people to come back immediately after seeing an account man and say ‘We
can’t do this because so-and-so says we can’t do this’ is wrong. There should
be a battle.”7

Clearly, the commercials field is not for the writer who wishes to
hide behind the typewriter in a secluded place and not be bothered with the
outside world except to pass along the sheets of genius to the outstretched
hands of a benevolent and understanding producer.

Robert Levenson, creative director of the Doyle Dane Bernbach
advertising agency, suggests some guidelines for judging what is a good
commercial. He starts out with two basic assumptions:

1). We are looking at a storyboard of a commercial or at a comp.
of an ad. The advertising hasn’t run yet, so we have zero hindsight.
2.) We have agreement on a strategy or a position or a copy platform
or something, so when we decide whether the advertising is good or
not, it’s the advertising that we’re talking about and nothing else. O.K.
What do we look for?... There is only one first right answer in my
opinion: The commercial should be on the product.. .. If the com-
mercial is on the product, the only right second question is: is it clear?
I think if we stopped right there, we might upgrade half the com-
mercials on the air because half the commercials 1 see leave me not
knowing what product they’re talking about or what they’re saying
about whatever they’re talking about. So, if the commercial we’re
looking at is clearly on the product, we're half way home.

In other words, the discipline of keeping your eye on what you're
selling and how clearly you’re selling it is half the battle. ... What 1
left out is that, even though a commercial is on the product and is
clear, it’s not necessarily good. What I left out, of course, are all the
skills, the talents, the instincts, the hard work that the best creative
people bring to their jobs. The best creative people understand dis-
cipline and they understand direction and they understand soundness.
They also understand that those things aren’t enough. But they also
understand that you can’t make good advertising without them.

The discipline comes first. Then we get to ... attention-getting,
warm, human, life-like, funny and all the rest....Sometimes, with
some products, you don’t have to go too far past the discipline. That
was true years ago with Polaroid. All we did was have Garry Moore
and Steve Allen stand up there — live — and take a Polaroid picture.
A minute of copy later, there it was. The audience applauded like
crazy, people went out and bought Polaroid cameras by the tens of
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millions. . . . And what did we do? We let the product be the star of
the commercials.

Here’s the test: If you look at a commercial and fall in love with
the brilliance of it, try taking the product out of it. If you still love the
commercial, it’s no good. ... Don’t make your commercials interest-
ing; make your products interesting.” 8

Barbara Allen, copywriter and teacher of television and radio writing,
sets forth five preliminary steps in putting commercials together: 1.) know
the product or service; 2.) pick the central selling idea; 3.) choose the
basic appeal; 4.) select the format; and 5.) start writing.

Techniques of Writing Commerciais

Emotional Appeals. The appeal of the commercial is an emotional
one. By emotional we do not mean the evoking of laughter or tears. Emo-
tional appeal means, here, the appeal to the non-intellectual, non-logical
aspects of the prospective customer’s personality. It is an appeal to the
audience’s basic needs or wants. For example, one of the basic wants in
our society is prestige. Look at the next commercial you see for an auto-
mobile. Does it appeal to logical, to intellectual needs? Does it recommend
that you buy the car because it is shorter than the other makes, thus en-
abling the driver to find a parking space more easily? Does it emphasize
lower horsepower as one of the car’s major advantages, enabling the owner
to save on gasoline consumption and at the same time still achieve the
maximum miles-per-hour permissible on our highways without risking a
speeding ticket or, more importantly, one’s life? Sometimes, in a buyer’s
market, yes. Sometimes, in a real or manufactured “gas shortage,” yes. But
most of the time the appeal is to prestige, to our emotional needs, not to
logic. The commercial stresses the longer length of the car, longer than that
of the competing make. The commercial emphasizes greater horsepower for
umpteen miles-per-hour speeds, faster than the other make. Have the
longest, fastest car in the neighborhood!

The development of commercials for the compact car is a good case in
point. “Big car room” became an important ingredient in selling small cars.
The compact must be bigger than the competing compact. One couldn’t own
a small car; one had to own a king-sized small car! And how many automo-
bile commercials show the driver climbing into the car to be seated next to a
pretty girl looking as much as possible like Raquel Welch! The emotional
implication is, of course, that men who drive this make of automobile have
sitting with them women who look like movie stars. This is the prestige fac-
tor again. Or, so goes the implication, if the prospective customer does not
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have such women immediately available, the very presence of the automo-
bile in his driveway will attract them. This would be an appeal to power,
in this instance the power to draw women — a strong emotional appeal.

There are a number of basic emotional appeals that have been particu-
larly successful and upon which the writer of commercials may draw as the
motivating factor within any individual commercial. The appeal to self-
preservation is perhaps the strongest of all. Drug commercials, among
others, make good use of this appeal. Another strong appeal is love of
family. Note the next commercial presented by an insurance company.
Other widely used emotional appeals include patriotism, good taste, repu-
tation, religion, loyalty to a group and conformity to public opinion. And,
of course, “Fly Me” and “We’ll really move our tail for you” are clear and,
according to sales reports, effective examples of the appeal to sexual power
and adventure. Time magazine reported that the ad makers reportedly told
the stewardesses who perform in the commercials to say the words “like
you’re standing there stark naked.” (The responsibility of the writer in
preparing sexual appeal ads which are sexist is discussed earlier under
Ethical Considerations.)

The following commercial illustrates, primarily, the effective use of the
appeal to prestige. The implications are that if one does not serve Libby’s
foods, one does not have good taste, is not a smart shopper and, by further
implication, would not have the prestige of sophistication and intelligence of
those who do serve Libby’s. The use of emotional appeals does not mean,
of course, that the implications may not be valid.

® As you read the commercial see if you can find an additional
emotional appeal and a sample of what we shall call logical appeal.

VIDEO AUDIO

1. MCU ANNOUNCER BESIDE LIBBY'S ANNOUNCER:
DISPLAY.

LIBBY's presents a word quiz. What is the
meaning of the word “‘epicure?” Well,
according to our dictionary the word means
a person who shows good taste in selection
of food. And that's a perfect description of
the homemaker who makes a habit of
serving . . .

2. INDICATES DISPLAY. LIBBY'S famous foods. Yes, everyone in
every family goes for

LIBBY'S Peaches . ... Fruit Cocktail . ..

3. INDICATES EACH PRODUCT IN SYNC LIBBY'S Pineapple—chunks, Crushed or
(IF POSSIBLE CUT TO CU LIBBY'S Sliced . . . Pineapple Juice . . . LIBBY'S
PEACHES . .. THEN PAN IN SYNC). Peas . .. Beets . . . Corn—Whole Kernel or

Cream Styled . . . LIBBY'S Tomato Juice
... Corned Beef Hash . . . and LIBBY'S
Beef Stew. AND right now, smart shoppers
are stocking up on LIBBY'S famous
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4. HOLDS UP LIBBY'S COUPONS (IF foods . . . because there’s still time to cash
POSSIBLE CUT TO CU LIBBY'S in those LIBBY'S dollar-saving coupons you
COUPONS). received. You can save a whole

5. MOVE IN FOR CU LIBBY'S DISPLAY. dollar on this week’s food bill. So stock up

now on LIBBY’s famous foods . . . and cash
in your LIBBY'S coupons and save! Always
make LIBBY'S a ‘“‘regular’”’ on your shop-
ping list!
Courtesy of Libby's Famous Foods
You may have noted the appeal to love of family in the statement that
“everyone in every family goes for....” The logical appeal was the em-
phasis, at the end of the commercial, on the saving of money through the
use of Libby coupons. (Should this commercial have stressed “nutritious”
food as another logical appeal?) Logical appeals are those which strike the
intellect, the logical, analytical thinking processes. An example of a logical
appeal would be that which, with accurate information, emphasizes that the
electronic structure of the television set being advertised has certain ele-
ments that make it longer lasting or which provide a clearer picture than
other makes. This kind of logical appeal may be contrasted with the emo-
tional appeal which ignores the organic functioning of the television set
but emphasizes the shape, color or styling of the cabinet, items which have
nothing to do with the logical purpose for using a television set.
Commercials frequently use logical appeals in combination with emo-
tional appeals, as in the following example:

(MUSIC UP THEN UNDER)

MORRIS: When you go looking for a new car, what do you really look for . .. ?
(MUSIC UP THEN UNDER)

MORRIS: Do you look for style? Do you look for things you can't see . .. ?
(MUS!C UP THEN UNDER)

MORRIS: Things like electronic ignition for less maintenance — and dependable
starting. Torsion bar suspension for handling. Electronic voltage regulator to
help give you longer battery life. Unibody construction for protection from
every direction. These are just a few of the standard things you get when
you buy any 1973 Chrysler Corporation car built in this country.

(MUSIC UP THEN UNDER)

MORRIS: If style is your bag, then take a good look at our cars. They're designed in
style to make you look good. In a Chrysler Corporation car, what you don’t
see is what you get, and what you see is out of sight.

SINGERS: EXTRA CARE IN ENGINEERING ... MAKES A DIFFERENCE . ..
MORRIS: The difference is there in every 1973 Dodge, Chrysler or Plymouth. Check one

out in style today.
Courtesy of Ross Roy, Inc., Detroit
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Commercials often only seem to use logical appeals; closer examina-
tion of many commercials reveals that the appeals are really emotional in
content. Emotional appeals are far more effective in commercial advertis-
ing than are logical appeals.

Audience Analysis. Before choosing and applying the specific emo-
tional or logical appeals, the writer must know, as fully as possible, the
nature of the audience to whom the message is directed. In the mass media
of television and radio it is often impossible to determine many specifics
about a given audience at a given air time. The audence is a disunified mass
of many attitudes and interests, economic, social, political and religious
levels, spread out over a broad geographical area — particularly in tele-
vision. When advertisers sponsored entire programs and were, indeed,
identified with particular programs and personalities, the writer could make
some judgment on the kinds of people who watched that particular show.
Since the spot ad began to replace the full-sponsor program, it has been
harder for the writer to make such an analysis.

Although audience analysis has been with us a long time, demographics
— the science of analyzing the audience makeup as a base for specific com-
mercial content and technique and, in radio, for a particular station format
and “sound” — is relatively recent. In the early 1970s demographics began
to become critically essential to ad agency operations. In 1972 the Radio
Advertising Bureau analyzed the frequency of occurence of elements in 100
Clio Award commercial entries. RAB notes that no definitive conclusions
can be drawn from its analysis, that a larger sample needs to be used, that
there is no indication whether the commercials were liked by the listeners
or not, or that the writers were correct in their choices of creative elements.

The following chart, however, does provide an indication of which
elements writers thought would be effective and which ones they put into
radio commercials in terms of their analyses of the sex and age of the
audience.

Commercial Elements — Frequency of Occurrence

TOTAL ADULT ADULT  WOMEN
ELEMENTS SAMPLE MEN WOMEN & MEN  TEENS
Singing 45% 45% 23% 47% 75%
Instrumental music only 18 10 27 17 15
Announcer/primary role 47 50 37 50 55
Announcer/secondary role 32 15 40 37 30
Celebrity announcer 5 5 10 3 0
Humor 46 35 70 47 20
Dialogue/interview 39 40 53 37 20
Sound effects 33 45 33 37 15

Base 100 20 30 30 20
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There are some basic elements of audience analysis that the writer
may apply in both television and radio. These are: age, sex, size, economic
level, political orientation, primary interests, occupation, fixed attitudes or
beliefs, educational level, ethnic background, geographical concentration,
and knowledge of the product. The writer should try to include appeals to
all the major groups expected to watch the given program — and com-
mercial. Be careful, however, not to spread the message too thin. Here are
several award-winning commercials that appeal to a large audience seg-
ment, but at the same time contain some specific appeals that relate to a
few particular characteristics of the audience. As you analyze each of these
commercials for the specific audience appeals, determine what kind of
audience each might be particularly aimed toward.

VIDEO AUDIO
FRONT OF HOUSE. DAD WASHING CAR.
WE HEAR PHONE INSIDE HOUSE. KID
STICKS HIS HEAD OUT OF SECOND-
STORY WINDOW.

(MUSIC EST. AND UNDER)

KID: Hey, Dad! It's a long-distance tele-
phone call from Chicago!

DAD: (PANIC) Ninois?!

KID: Yeah! Come on, hurry up!

DAD STRUGGLES WITH NOZZLE TO
TURN OFF HOSE. IT RESISTS. WORKS
HIS WAY AROUND CAR.

ANNCR(VO): Remember when a long-
distance call was really a big thing.

MOM RUNS OUT ONTO PORCH. DOG
COMES OUT ALSO AND STARTS TO
BARK.

MOM IS ACCIDENTALLY SPRAYED. DAD
IS TRYING TO FREE HOSE FROM
BENEATH WHEEL.

DAD: Oh, I'm sorry,
MOM: It's long distance!

MOM RUNS BACK INTO HOUSE,

COLLIDES WITH KID WHO'S RUNNING ANNCR(VO): Long distance isn’t a special

OuT. event anymore. It’s a natural, casual part of
everyday life. And it costs so little.

MOM OPENS WINDOW AND THRUSTS
PHONE OUTSIDE. DAD GRABS IT. THEY
ALL GET QUIET.

MOM: He'll be right with you.

ANNCR(VO): So why get uptight about
something as simple as long distance.

FREEZE FRAME.

TRANSITION TO MICHIGAN BELL LOGO.
“Dial Direct and Save”
HOLD ON LOGO

DAD: Hello!

SFX: (TOUCH-TONE RANDOM NOTES)
ANNCR(VO): Relax and let it happen!

Courtesy of Ross Roy, Inc., Detroit



1. WOMAN: 1 got restless.

4. So | left.

7. 1 found out pretty quickl
how much looks are worth.

10. ANNCR: (VO) Another
rson who found out that
nner goodness

Writing for TV and Radio

2, Things like uh ... security ...
dependability ...

5. For looks.

8. So now I'm back.

11, is far more important than
outward appearance.

3, | don't know. They ... they
just weren’t enough anymore.

6. (CYNICAL LAUGH)

9. Forgood.

Doyle Dane Bernbach Inc.
for Volkswagen of America
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VIDEO

CUT TO BICYCLIST RIDING DOWN
STREET.

AERIAL VIEW OF BICYCLIST RIDING
DOWN STREET.

SIDE VIEW OF BICYCLIST RIDING PAST
WATER FOUNTAIN.

CUT TO BICYCLIST RIDING ON
HIGHWAY.

CUT TO SIDE VIEW OF BICYCLIST ON
HIGH BRIDGE SURROUNDED BY TREES.

CUT TO SIDE VIEW OF BICYCLIST ON
HIGHWAY.

CUT TO PAN ACROSS OF CU OF
BICYCLISTS.

CUT TO BICYCLIST RIDING IN COUNTRY
NEAR FIELDS.

CUT TO BICYCLIST RIDING ON HIGHWAY
IN COUNTRY IN THE RAIN.

CUT TO CU OF COCA-COLA CAP ON
BOTTLE BEING OPENED.

CUT TO SIDE VIEW OF BICYCLIST
DRINKING COKE.

CUT TO BICYCLISTS FIXING THEIR BIKES
AND DRINKING COKE.

CUT TO PAN UP OF COKE BEING
POURED INTO GLASS.

CUT TO CU OF BICYCLIST DRINKING
COKE.

CUT TO GIRL AND BOY ON BLANKET IN
GRASS DRINKING COKE.

CUT TO BICYCLIST RIDING IN TUNNEL.

CUT TO BICYCLIST RIDING IN SMALL
COUNTRY TOWN.

CUT TO CYCLIST RIDING PAST HOUSES
WITH TWO ELDERLY LADIES STANDING
IN FRONT.

87

AUDIO

May a little bitey bite of sunshine come

your way

come your way

(MU)

a little bite of love and happiness

everyday, everyday | wish you

no good-byes

but a new friend every morning

clear blue skies are the simple things in

life that are good and true that’s the world

| wish for you

It's the real thing

may you always have someone

to share all your happy moments through

somebody who will sit

and laugh and share some Coke

with you

because they’re the real things

and I'd like to fill your life with

real thing

Courtesy ot The Coca-Cola Company. McCann-Erickson, Inc.
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VIDEO AUDIO

FADE IN: NARRATOR:

sC1 MCU Black Couple side by side. Woman Next time she wants a cigarette
puts cigarette in mouth. Man takes cigarette give her a kiss instead.
away and gives her a kiss.

DISSOLVE TO:

SC 2 TITLE
““For tips on quitting call us For tips on quitting call the
American Cancer Society"” (sword) American Cancer Society.
FADE OUT

The research done by the creative agency team goes beyond prelimi-
nary audience analysis. Even after the commercial is created, it is not final-
ized until it is tested, evaluated, rewritten and reproduced in terms of
audience-reaction research. The concept of advertising agency research has
grown over the past two decades. Indeed, when intensive television adver-
tising began in the early 1950s, “creative” research hardly existed at all.
David Ogilvy, chairman of Ogilvy & Mather International advertising
agency, thinks that “research has helped us create more effective advertis-
ing. But all this research is creating a serious problem. Instead of creating
one campaign for each product, we are now called upon to create half a
dozen, for testing. Nobody can do that for very long without running out of
ideas.”?

Familiarization with Product. Earlier in this chapter we noted Rob-
ert Levenson’s stress on the product itself as the key to a good commercial.
Before the writer can apply audience analysis or choose emotional appeals,
it is essential that he or she become thoroughly familiar with the product.
This does not mean that the male writer needs to use a particular girdle be-
fore preparing an ad for it or that the female writer must test a particular
shaving cream before writing the commercial for it — and this is not meant
facetiously because in both cases testing the product on a personal basis is
clearly possible. In addition to personal observation or use of the product,
the writer should get as much information as possible about it from those
closely connected with it. A good source of information is the research de-
partment of the company. From the information obtained about the prod-
uct and from the personal feeling developed about it (woe for the writer
who develops an antipathy toward the product!), the writer can then co-
ordinate the audience analysis with emotional and logical appeals and hope-
fully develop a unique or novel way of presenting the product most effec-
tively to the audience.

The writer should either have or develop flexible and receptive tastes
when it comes to particular products. The ad agency may be fortunate
enough to land an account for a product with built-in excitement: a new,
revolutionary camera like Polaroid or a low-cost, high gas-mileage, long-
lasting engine, small car with large seating capacity and storage space like
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Volkswagen — successful commercials for both of which are included in
this chapter. On the other hand, the writer may have to deal with a seem-
ingly prosaic product like a pill for indigestion and still have to be able to
open up his or her imagination to create an ad that will have an entire coun-
try saying “Try It, You’ll Like It!”

The six leading advertising categories on television in 1973, in order
of total dollars spent, were 1.) food and food products; 2.) toiletries and
toilet goods; 3.) automotive; 4.) proprietary medicines; 5.) soaps, cleans-
ers and polishers; and 6.) household equipment and supplies.

Organization of the Commercial. Inasmuch as the commercial’s pri-
mary purpose is to persuade, the writer should be aware of the five basic
steps in persuasive technique. First, the commercial should get the attention
of the audience. This may be accomplished by many means, including
humor, a startling statement or picture, a rhetorical question, vivid descrip-
tion, a novel situation or suspenseful conflict. Sound, specifically the use of
pings, chords and other effects, effectively attracts attention, too.

Second, after attention is obtained, the audience’s interest must be
held. Following up the initial element with effective examples, testimonials,
anecdotes, statistics and other devices, visual or aural, should retain the
audience’s interest.

Third, the commercial should create an impression that a problem of
some sort eXists, related vaguely to the function of the product advertised.
After such an impression has been made, then, fourth, the commercial
should plant the idea in the audience’s mind that the problem can be solved
by use of the particular product. It is at this point that the product itself
might even first be introduced. (See the Bank of America and Choice
Morsels commercials on the following pages). Finally, the commercial must
finish with a strong emotional and/or logical appeal, one which achieves the
fifth step in persuasion — getting action. This final step prompts the audi-
ence to go out and buy the product.

All of the award-winning commercials below illustrate the five steps
of persuasion, some of them in clear sequence, others not so obviously, but
nevertheless effectively.

In the following storyboard for “Charlotte,” a commercial for Choice
Morsels, attention is achieved by a combination of melodramatic humor
(the takeoff on the “Gone With the Wind” type movie), and exaggerated
dramatization. Interest is held by obviously pointed suspense: someone —
in terms of movie lore undoubtedly a southern belle — is starving herself to
death in a locked room. Who can it be? The not eating, of course, sets up
the relationship of the problem to the product. Attention and interest are
further heightened by the macho-male approach — “I'm coming in; I'm
giving you your choice.” At that point the fourth and fifth steps are quickly
presented and it is only at this point that the product is actually first intro-
duced.
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1. (MUSIC)

4. WOMAN: It's about time
you got back!

7. MAN: Is that true,
Charlotte?

10. Chariotte.

Writing for TV and Radio

60-SECONDS

2.  MAN: Charfotte! I'm home,
Charlotte!

5. MAN: Magnolia, where’s
Chariotte? Where is she?

8. WOMAN: She won't
come out. She won’t
eat.

11, t'm giving you your choice.

3. You hear me, Charlotte?

6. WOMAN: She’s been in
there, for days.

9. MAN: I'm coming in.

12, (5FX: CAT MEOWS)
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13, ANNCR: (VO) Introducing 14. This easy to serve, 1S, it's a full nutritious meal,
Choice Morsels, a delicious
new recipe that only Purina
has.

<
16. and it comes in six 17, 1t’s moist, and different. 18. New Choice Morsels from
varieties. For cats with discriminating Purina. It's the cat’s choice.

tastes.

19. MAN: Charlotte my pet.
(SFX: CAT
MEOWS)

Doyle Dane Bernbach Inc.
for Raliston Purina Co.
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® See if you can find the steps of persuasion in the following an-
nouncements, three of them award-winning commercials and one
a PSA. The Alka-Seltzer spot is now a classic and a direct, clear
statement on a product solving a problem. How do these commer-
cials differ from the previous one not only in the use of the five
steps of persuasion, but in the approaches used within each step?
You should conclude that the five steps of persuasion are a guide,
not a mandate, in the structure of a commercial, although, overall,
the commercial should achieve the purpose of the five steps.
60 SECONDS
ANNCR: 1 Hi audience.
AUDIENCE: 2 HiBill.
ANNCR: 3 Welcome to “Win or Lose,” and now here's our contestant, Frank Mather.
FRANK: 4 Hi, Bill.
ANNCR: 5 Your question, Frank, is (DRUM ROLL) figure out your bank checking
6 statement.
FRANK: 7 Oh...
8 (TICKING OFF TIME BEHIND FRANK)
9 Let's see . .. Thirty-two dollars . . . that was my gasoline bill. | think.
10 Twelve dollars and eight cents . . . that was . . . can | use my check stubs?
ANNCR: 11 Go right ahead, Frank.
FRANK: 12 Let's see. That amount must be my car payment ... No ... Yes!
ANNCR: 13 Time’'s running out, Frank.
FRANK: 14, Well all these amounts all over my statement . . . how can anybody figure
15 it out?
ANNCR: 16 (BUZZER SOUNDS) Oh, sorry, Frank. You lost.

ANNCR 2: 17 Figuring out a checking statement can be a problem. So Bank of America

18 has done something about it. We've introduced the Timesaver Statement.
19 We put your check numbers on it and list them in numerical order. We
20 indicate any checks still outstanding. A glance down the column tells you
21 which checks haven't come in yet. It's that simple and there’s no charge
22 to customers using our scenic checks. Drop by and ask for our

23 Timesaver Statement. Bank of America. Member F.D.I.C.

Courtesy of Grey Advertising, Inc.
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60-SECONDS

1. (SFX THOUGHOUT) 2. (SFX) 3. (SFX)

6. (SFX)

8. (SFX) 9. (SFx)
10. ANNCR: (VO) Have you 11. who drives a Snow Plow 12, (SFX)
ever wondered how the drives to the Snow Plow?
man

continued on page 94
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13, This one drives a Volkswagen. 14, (SFX) 15. S0 you can stop wondering.

b ~ A
16. (SFX)

*a

17. (SFX) 18. (SFX)

19. (SFX)

Doyle Dane Bernbach Inc.
for Volkswagen of America
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60-SECOND TV SPOT

VIDEO

OPEN ON RUGGED LOOKING MAN AT
COCKTAIL PARTY SMOKING CIGARETTE
AND TALKING.

CUT TO REVEAL AN ANEMIC LOOKING
MAN.
CUT TO RUGGED LOOKING MAN.

RUGGED LOOKING MAN STRETCHES
EXPANSIVELY, ATTEMPTING TO CONVEY
THE JOY_OF THE OUTDOORS.

CUT TO HARRY, THE ANEMIC-LOOKING
MAN. HE REACTS AGGRESSIVELY, AS
THOUGH HE HAS BEEN PERSONALLY
ATTACKED BY THE RUGGED LOOKING
OUT-DOORS MAN.

CONTINUE WITH HARRY'S DIATRIBE. HE
PUFFS ON A CIGARETTE.

CONTINUE WITH HARRY, SMOKING AS
HE TALKS.

OTHERS GATHER AROUND HARRY, ALL
OF THEM SMOKING.

PAN ACROSS CIGARETTES OF ON-
LOOKERS.
ECU CIGARETTES.

ECU CIGARETTES.
PAN UPWARD FROM ON-LOOKERS TO

SMOKE RISING TO CEILING.
SCREEN FULL OF SMOKE.

FREEZE FRAME ON HARRY'S FACE,
SEEN DIMLY THROUGH SMOKE.

AUDIO

RUGGED MAN: (OC) (Speaking sympathet-
ically)

Hey, Harry, you look like you haven't seen

the sun for a month. You ought to get out

more.

HARRY: (OC)

| go out. What do you mean go out?

RUGGED LOOKING MAN:

You'd feel better if you got out in the great

outdoors . . .

. .. stretched your muscles . . . got your

lungs full of fresh air.

HARRY: (Angrily . . . feeling he has been
personally attacked.)

What fresh air? You call the air around here

fresh air?

HARRY:

It's like living in a coal mine, it's so
polluted around here.

HARRY:

You know what you see on your windowsill
in the morning? Soot! This thick. (He
gestures with fingers).

HARRY'S VOICE CONTINUES:

And in traffic — in your car — carbon
monoxide.

HARRY'S VOICE CONTINUES:

Every day it's killing you.

HARRY CONTINUES:

You want me to get more fresh air . . .
HARRY:

. . . then start doing something about the
air pollution in this town.

HARRY:

Tear down the smoke stacks. . . .
HARRY:

Get rid of that big incinerator out on the
flats. . . .

ANNOUNCER: (VO)

If you'd like to do something about air
pollution, we suggest you start with your
own lungs.

Courtesy of American Cancer Society
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30 SECONDS

VIDEO

OPEN MCU MAN SEATED AT TABLE IN
RESTAURANT. BEHIND HIM YOU SEE
OTHER CUSTOMERS AND WAITER WHO
IMITATES THE MAN'S GESTURES.

CUT TO TWO ALKA SELTZER DROPPING
IN GLASS OF WATER. PAN ACROSS
ASPIRIN BOTTLE AND TWO ASPIRINS.
CONTINUE PAN ACROSS ROLL OF

AUDIO

SFX: Restaurant noises. Low murmur,
clatter of dishes, knives and forks.

MAN: Came to this little place. Waiter says,
"Try this, you'll like it.”

“What's this?"

“Try it, you'll tike it."”

“But what is ... ?"

“Try it, you'll like it.”

So | tried it. Thought ! was going to die.
Took two Alka Seltzer.

ANNCR VO: For headache and upset
stomach, no aspirin or antacid alone
relieves you in as many ways as Alka
Seltzer. For headache and upset stomach.

ANTACIDS AND TWO ANTACIDS.
CONTINUE PAN TO FOIL PACK OF
ALKA SELTZER.

CUT BACK TO CU MAN IN RESTAURANT.  MAN: Alka Seltzer works. Try it, you'll

like it!

Courtesy of Miles Laboratories and Wells, Rich, Greene, Inc.

Writing styles. The writer constantly must be aware of the necessity
for keeping the commercial in good taste. Although there have been com-
mercials from time to time which have been repugnant to individuals or
groups, the sponsor tries not to alienate a single potential customer. The
style should be direct and simple. If the commercial is to seem sincere, the
performer presenting it must have material of a conversational, informal
nature that permits him or her to present it so that the audience really be-
lieves what it hears or sees. This does not mean that the writer uses ultra-
colloquial or slang words. The vocabulary should be dignified, though not
obtuse; it must be attention-getting, but not trite. Usually, the writer will
avoid slang and colloquialisms entirely unless these forms have specific pur-
poses in specific places in the commercial.

The writer should be certain that the writing is grammatically correct.
Action verbs are extremely effective, as are concrete, specific words and
ideas. If an important point is to be emphasized, the writer must be certain
to repeat that point in the commercial, although in different words or in
different forms. One exception would be the presentation of a slogan or
trade mark which the sponsor wishes the audience to remember; in this case
word for word repetition is important. Keep in mind that for television the
visual rather than the aural picture is frequently the key. For some com-
mercials on TV the writer can make it virtually all visual, as with the VW
“Snow Plow” spot a few pages back.

The writer should avoid, if possible, the use of superlatives, false
claims, phony testimonials and other elements of obvious exaggeration.
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Even for the writer whose ethical standards are nonexistent, such writing is
a mistake, for it might antagonize a large part of the audience, even if par-
ticularly effective in deceiving another part. Network commercials are some-
times more honest than those on independent stations. Frequently, the com-
mercial on the small station is not only presented, but written by the disc
jockey or announcer who may have sold the show or the air time in the first
place. Extravagant claims sometimes are made in order to keep the account.

The Televislon Storyboard

Commercial continuity is basically the same for both radio and televi-
sion. However, it must be remembered that while the radio commercial must
convey everything through sound, the television commercial is essentially
visual. The television announcement should be able to hold the viewer with
the picture. It seems that some producers lack confidence in the visual effec-
tiveness of their own spots. Listen to the sound on your television set the
next time there is a commercial break in the program. Chances are you will
be able to hear it all the way to the refrigerator, or even, depending on your
acuity and tastes, all the way to the wine cellar. The visual continuity in the
commercial should be such that the technician does not have to turn up the
sound for every advertising message. Well-written commercials don’t need
to rely on a high volume of sound. The video should not be treated merely
as an adjunct to the audio. In fact, commercial producers (and account
people, sponsors) like to see as fully as possible the visual contents for a
prospective commercial in its early stages. For this purpose a “storyboard”
is used. The storyboard usually is a series of rough drawings showing the
sequence of picture action, optical effects, settings and camera angles, and
it contains captions indicating the dialogue, sound and music to be heard.
A good example is the award-winning Eastern Airlines “River Raft” story-
board on pages 98-99. There are frequently many refinements from the
storyboard that sells the commercial to the advertiser to the finished film or
tape that sells the product to the viewer.

Some producers work from storyboards alone. Others want scripts,
either in the Hollywood or New York style, containing the visual and audio
directions and dialogue. The non-commercial commercial —a highway
safety PSA by the U.S. Department of Transportation — on pages 100-102
provides a comparison between the storyboard and the TV script.
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60 SECONDS

E ™~
4, (MUSIC) 5. WELLES: Away from it 6. there's more for father and
all in the Caribbean, . . . son to share than just scenery.

{PAUSE)

10. (MUSIC) 11. There’s a true family 12. Of living the kind_s of ex-
vacation of learning and periences you don’t find at
sharing memories together. home. (PAUSE)
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I

15. (MUSIC)

EG. CO"/\\E_ \:\{ith us on 17. for a summer to remem- 18. Call your travel agent.
astern Airlines, . . ber at a price your family
can afford.

19. Or Eastern. The Wings
of Man.

Created by Young & Rubicam
International for Eastern Airlines
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60 SECONDS

C-1 1 want to watch the sun C-2 | want to write a novel that
come up another fifty years. will bring the world to tears.

7
¥/
¢ I
. 7 / 4 ’
< \.i x‘ &
C-3 And | want to see Venice. C-4 | want to see my kids have

kids. | want to see them free.

C-5 | want to live my only life. C-6 | want to dance. | want to
| want the most of me. love. | want to breathe.
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C-7 Janie died. On an endless
road in America.

C-9 Problem drinkers who drive
are responsible for more than 40
deaths every day. Get the problem
drinker off the road.

£

g
i’g_'ﬁr:

C-11 | even want to go there if
we ever get that far. And | want
to see Venice.

C-8 Because a lonely man was
driving drunk out of his mind.

C-10 | want to know what'’s out
there beyond the furthest star.

LA DEPARTMENT OF mm-nnw‘
NATIONAL HIGHWAY TRASFEC SAPETY

C-12 Help. Do something about
the problem drinker. For his sake.
And yours.
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(60 SECONDS)

VIDEO

FADE UP ON MLS OF WIFE, HUSBAND
AND CHILD IN LARGE HAMMOCK. MOVE
IN TO MCU OF MOTHER AND CHILD.
DISSOLVE TO LEFT SIDE MCU SHOT OF
ALL THREE.

DISSOLVE TO MCU OF FRONT SHOT OF
MOTHER AND CHILD.

DISSOLVE TO CU OF CHILD.

DISSOLVE TO CU LEFT SIDE SHOT OF
MOTHER AND CHILD.

DISSOLVE TO MLS OF ALL THREE —
MOVE IN TO MS.

DISSOLVE TO LEFT SIDE MS OF
MOTHER AND CHILD.

DISSOLVE TO MS OF RIGHT SIDE OF
MOTHER AND CHILD.

DISSOLVE TO CU LEFT SIDE OF
MOTHER AND CHILD.

FREEZE FRAME AND DISSOLVE TO

B &Ww.

PULL BACK FROM B & W PHOTO IN A
PICTURE FRAME AND DOLLY PAST
EMPTY BED

TITLE: “GET THE PROBLEM DRINKER
OFF THE ROAD."”
FADE TO BLACK.

AUDIO

JANIE SONG:

| want to watch the sun come up another
fifty years

| want to write a novel that will bring the
world to tears

And | want to see Venice

| want to see my kids have kids
1 want to see them free

| want to live my only life
| want the most of me
| want to dance

| want to love
| want to breathe

ANNCR VO:

Janie died

On an endless road in America

Because a lonely man was driving drunk
out of his mind

Problem drinkers who drive are responsible
for more than 40 deaths every day

Get the problem drinker off the road.
JANIE SONG:

| want to know what's out there beyond the
furthest star

| even want to go there if we ever get

that far

And | want to see Venice.

® Go back over the two storyboards and analyze them in terms of
product emphasis (does the product stand alone?) and organiza-
tion (the five steps of persuasion).

Placement of Commercials

As noted earlier, there is a variety of commercial lengths. Length is
frequently dependent on placement. Knowing whether the spot is to be a
station break, a hitchhiker, a participating announcement on radio or a
program announcement on television can help the writer analyze the audi-
ence, particularly as to their psychological attitude or physical behavior at
the time they hear or see the spot. Here are the major areas of placement.

IDs and Service Announcements. The station identification, as al-
ready stated, is usually a 10-second break. Attached to the ID may be an
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8-second commercial, for television, or a longer one (for a longer break)
for radio. A service announcement accompanying an ID may be from 5-to
10-seconds long, consisting of a commercial message accompanying public
service information, such as a time signal or weather report. For example:

s _________ PM, Soporific Watch Time. See the Soporific Wrist
Alarm — date and calendar — 21 jewels.

Chain Breaks. The chain is another name for the network. The time
available between the network station identification and the local station
identification is sold to advertisers either on a network or local basis. This is
an especially good source of revenue for local stations. Television advertisers
on the chain break usually fill the time with 20-second commercial films.
Radio advertisers'use an announcement of about 50 to 60 words in length.

30- and 60-Second Announcements. As noted at the beginning of this
chapter, programs do not end at the 30-minute or 60-minute mark. Time is
allowed for the ID and one or more commercials. In some instances, a spon-
sored program following another sponsored program will start late to permit
more time for the ID and announcements. Sometimes the network affiliate
will fade out a program early or fade in a program late to permit more time
for commercials in the time break. 20-second, 30-second and full-minute
commercials are most often the lengths used for both television and radio.

Participating Announcements. When a show is unable or unwilling to
get just a single sponsor, it may get a number of participating advertisers.
The various advertisers jointly share the cost of the entire program, and the
length and frequency of their commercials vary in proportion to the share of
the program cost they have contributed. Disc jockey shows on radio, with
their frequent commercial announcements, and films on television, with
their sometimes constant interruptions for commercials, are examples of the
participating announcement program. As noted earlier, tight money in the
early 1970s accelerated the trend to participating rather than single spon-
sors on television; radio had, since the disappearance of the feature pro-
gram, become a participating sponsor medium.

Program Announcements. When a single sponsor has purchased the
entire show, either as a one-shot arrangement or a series, all the commer-
cials on that program will come from that sponsor. The commercials are
called program announcements. The sponsor may space the commercials
into short announcements, or may lump the commercial time for one long
announcement.

The program announcements for the longer programs, those which are
half-héur, hour, or 90-minute shows, follow a fairly standard transitional
form, each one building upon the previous one, but nevertheless containing
enough variety so that the audience does not become bored through repeti-
tion. The average show usually has three program announcements: at the
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beginning, in the middle and at the end. Occasionally there are four com-
mercials, divided into short opening and closing “billboards,” and two in-
sertions within the program itself.

Cowcatcher and Hitchhiker. Prior to the actual start of a scheduled
program, but after the station break and in the time segment of the program,
a commercial announcement may be inserted. This is the “cowcatcher.”
When such an announcement is inserted following a program, but prior to
the station break, it is called a “hitchhiker.” These usually are short an-
nouncements, but they may vary from 6 seconds to more than a minute. The
term “piggyback” is applied to these announcements when they advertise
an additional product distributed by the sponsor of the major product con-
stituting the program announcements on the show.

Co-op announcements. These are the commercials of several spon-
sors who have purchased a particular network show. They differ from par-
ticipating announcements in that the co-op sponsors are in different cities,
and instead of their announcements being consecutively on the same show,
they are given simultaneously. The network leaves fixed commercial time in
the program for the local station to fill in with the message from the co-op
sponsor in that locality.

Commercial Formats

There are five major format types for commercials: straight sell, testi-
monial, humorous, musical and dramatization. Any single commercial may
consist of a combination of two or more of these techniques. In the mid-
1970s humor and music had become the most popular forms. The straight
sell is, of course, the basic commercial approach.

Straight Sell.  This should be a clear, simple statement about the prod-
uct. Be careful about involving the announcer or station too closely with the
product. Do not say “our product” or “my store.” Only if a personality is
presenting the commercial, the combination of testimonial and straight sell
techniques may permit such personal involvement.

The straight sell may hit hard, but not over the head and not so hard
that it may antagonize the potential customer. The straight sell is straightfor-
ward, and although the statement about the product is basically simple and
clear, the writing technique sometimes stresses a “gimmick,” usually em-
phasizing something special about the product, real or implied, that makes
it different or extra or better than the competing product. A slogan fre-
quently characterizes this special attribute. The following is a good example
of the straight sell with a gimmick. Sometimes the straight sell is built
around a slogan, which accompanies the product in every commercial. The
following 50-second award-winning radio commercial is an example of the
straight sell that features both a personality and a slogan.
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SFX: CLOCK GONGING. HORSE AND CARRIAGE.

ORSON WELLES: It's 3 AM. in the French Quarter of New Orleans. How'd you like the
best cup of coffee in town? And a beignet. That's a square donut
without a hole.

SFX: PEOPLE TALKING, DOORS OPENING AND CLOSING, PLATES
RATTLING.

ORSON WELLES: This is the place. Morning Call. Find a stool at one of the elbow-worn
marble counters and while you're waiting for your order, take a look
around.

MUSIC: EASTERN THEME FADE UP AND THROUGHOUT.

ORSON WELLES: The place hasn’'t changed much in the past 100 years. Same counters,
same foot rail. Same mirrors where you can watch and be watched
sipping coffee and sprinkling powdered sugar on hot beignets, that
still cost a nickel. Only in New Orleans . . . one of the places that
make Eastern what it is . . . the second largest passenger carrier of
all the airlines in the free world . . . the Wings of Man.

Created by Young and Rublcam International for Eastern Airlines

Sometimes the straight sell is a simple presentation of the product
within an attention-getting visual or sound device. The 30-second TV spot
on page 106 entitled “Zoo” is an example.

The Testimonial. The testimonial commercial is very effective when
properly used. When the testimonial is given by a celebrity — whose social
and economic status is likely to be quite a bit higher than that of the average
viewer — the emotional appeals of prestige, power and good taste are pri-
mary. What simpler way to reach the status of the celebrity, if only in one
respect, than by using the same product he or she uses? The writer must
make certain that the script fits the personality of the person giving the
endorsement.

A winner of many awards in the 1970s and a coup in celebrity adver-
tising by featuring one of the most prestigious artists of the century, is the
following commercial for Polaroid with Sir Laurence Olivier.

60 SECONDS
VIDEO AUDIO

LS OLIVIER, CAMERA IN HAND, FOOTSTEPS

APPROACHING VASE OF FLOWERS FROM

OUT OF DARK BACKGROUND.

MLS OLIVIER, HOLDING UP AND OLIVIER: Polaroid's new SX-70.
POINTING TO CAMERA, FLOWERS IN

FOREGROUND.

MS OLIVIER PREPARING CAMERA TO

TAKE PICTURE.

MS OLIVIER POINTING TO BUTTON ON OLIVIER: Just touch the button . . .
CAMERA.

MCU OLIVIER TAKING PICTURE OF

FLOWERS.

CU OLIVIER TAKING PICTURE OF OLIVIER: Now, these pictures,
FLOWERS, ONE PICTURE OUT OF

CAMERA.

{continued on page 107)
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1. (SFX) 2. (SFX) 3. (SFX)
4. (SFX) 5. ANNCR: (VO) Minuteshang 6. when someone’s waiting for
like hours you.

7. 1f you only had an Accutron 8. you'd have the right time 9. And you wouldn't get growled
watch, to w{thhin one minute a at so often.
month,

10. (SFX)

Doyle Dane Bernbach Inc. for Bulova Watch Co.
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VIDEO

CU OLIVIER TAKING PICTURE OF
FLOWERS, TWO PICTURES OUT OF
CAMERA.

CU OLIVIER TAKING PICTURE OF
FLOWERS, THREE PICTURES OUT OF
CAMERA.

MCU THREE PICTURES STILL ALMOST
BLANK.

CU THREE PICTURES, FLOWERS BARELY
BEGINNING TO SHOW.

CU THREE PICTURES, FLOWERS
SHOWING A LITTLE MORE.

CU THREE PICTURES, FLOWERS
EMERGING MORE.

CU THREE PICTURES, FLOWERS
CONTINUE TO EMERGE.

CU THREE PICTURES, FLOWERS
BECOMING CLEARER.

CU THREE PICTURES, FLOWERS
MORE CLEAR.

CU THREE PICTURES, FULLY PRINTED.

XC FINISHED SINGLE PICTURE.
MCU OLIVIER HOLDING CAMERA
OPENED.

MCU OLIVIER HOLDING UP CAMERA
CLOSED.

107

AUDIO

OLIVIER: developing themselves, outside
the camera,

OLIVIER: are hard and dry.

MUSIC

OLIVIER: There's nothing to peel,
OLIVIER: nothing even to throw away,
OLIVIER: nothing to time.

MUSIC

MUSIC

OLIVIER: In minutes, you will have a finished
photograph of such dazzling beauty.
OLIVIER: that you will feel you are looking
at the world for the first time.

MUSIC

OLIVIER: The new SX-70 Land Camera.

OLIVIER: From Polaroid.

Doyle Dane Bernbach Inc. tor Polaroid Corporation

An alternative to the traditional celebrity testimonial is the testimonial
from the average man or woman — the worker, the homemaker, the man-
or woman-in-the-street with whom the viewer at home can more easily iden-
tify. Through such identification the viewer may more easily accept the
existence of a common problem in a physical, economic or vocational set-
ting of common experience and, concomitantly, may more readily accept
the solution adopted by the person in the commercial — using the sponsor’s
product. You see this form frequently with laundry products and cosmetic
comparisons. The following is an example which has an interesting varia-
tion: not using the actual subject referred to.
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e
o =

1. (MUSIC THROUGHOUT) 2. Michigan. 3. Mrs. James Simonds...
QNNCR: (VO) Robert New Hampshire.
mmon...

5. Alabama. 6.  Mrs. Travis Wiginton...
Catifornia.

8. North Carolina. 9. James Edelstein...
Wisconsin.

10.  Mrs.D. M. Oison... 11.  Ask them whether an 12. when you hit the road.
Minnesota. American Tourister
is a great suitcase to have...

Doyle Dane Bernbach Inc. for American Tourister
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Sometimes, when emotional appeals are dominant, an “everyman” or
“everywoman” approach is used, as in the following:

60 SECONDS, RADIO

Helio, I'd like to tel! you something about myself.

1 used to be a drunk, and a chronic drunk driver. In the ten years between my

first arrest and having my license revoked | racked up 19 major traffic

violations, | caused 6 serious accidents, injured 3 people besides myself and

had my license suspended twice.

| was still driving and drinking.

Then one night | was driving home after work and | had a few and | hit this kid

on a bicycle. He died before they could get him any help. He was just 11 and

a little younger than my oldest boy. I'm living with that now.

| was too drunk to see him then, but, | can see him now . . . and | remember.
ANNCR: This message was brought to you by The General Motors Corporation.

General Motors Corporation *'Safer Driver Radio’” series
Created by Robert Dunning, N. W. Ayer & Son, Inc., New York

The above announcement does not promote a product, but, instead,
a public service idea. It is, therefore, educational in nature and is what is
termed an “institutional” commercial — one which does not sell a product
but which is designed to create good will for the sponsor.

The writer should be careful in the use of testimonials in programs
aimed at children. Children are particularly susceptible to the exhortations
of hero and heroine figures, including the live performers who may appear
on a particular program. In 1975 strong pressures by citizen groups and
other public interest sources resulted in many broadcasters removing such
testimonials from the commercial content on children’s shows. The 1974
FCC Policy Statement on Children’s Television suggested the avoidance of
“host selling and other sales techniques that blur the distinctions between
programing and advertising.”

Humor. Just as public attitudes toward humor change over the
years, so do the humorous approaches in commercials. Always an effective
attention-getter, humor in commercials, to be succsesful, must reflect the
humorous trends of the time. The use of humor in commercials grew rapidly
in the early 1970s and then, suddenly, as inflation, Watergate, industry rip-
offs, pollution, impeachment, depression and other grim problems overtook
the public, some things weren’t very funny any more. A number of adver-
tisers who had used humor heavily began to move away from it, playing it
safe with the straight sell, frequently with a personality endorsement.

At one time the “gag,” the “one-liner,” was the staple of commercial
humor. That has largely been replaced by more gentle humor, by parody,
by subtle satire (never of the audience, of course). In a sense, this approach
is a return to the past, when Bob and Ray as “Harry and Bert Piel” pro-
vided some of the finest humor in broadcasting, commercials and programs
both. Henry Morgan did it on radio even before there was television, with
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1. MAN: !'m insecure about
some things but not my new
Volkswagen.

4. (Or roughly 10,000 trips
to mother’s house).

7. they'll fix it free except for
tires and filters.

10. (SILENT)

30 SECONDS

2. Because it comes with an

Owner's Security Blanket.

5. If | have trouble with
any part,

8. And they do a lot of
other things for me too.

Writing for TV and Radio

3. I'm covered for 12 months
or 20,000 miles, whichever
comes first.

6, in normal use and service,

9. | haven't felt this secure
since my Mommy tucked
me in at night. (LAUGHS)

Doyle Dane Bernbach Inc. for Volkswagen of America
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parody so sharp that he lost sponsors — even while the satire of the spon-
sors was selling their products and making them money. In more recent
years Stan Freberg has been one of the more prolific practitioners of the
parody. Some advertisers and agency people believe that one of the prob-
lems with the really top-notch humorous commercials was that the audience
got so involved in the humor that they didn’t pay enough attention to the
product. The fate of the Piel’s commercials — winners of numerous awards
but apparent losers in selling the product — seems to bear that out.
Commercials in this genre tend to stress mood and feeling, to involve
the audience not only in the action, but in the inside comment, in some-
times knowing something that the character in the commercial seemingly
has yet to find out. Rather than information, such commercials convey a
feeling — the kind of emotional motivation that is usually much more effec-
tive than logical information. When gentle parody and information can be
combined, we have an award-winning commercial as shown on the opposite

page.

Some humorous commercials use what seems to be a juxtaposition of
seemingly incongruous elements — but the topicality makes the point clear,
as in the following example:

10 SECONDS

1. (SILENT) 2, :)\gsriqsct:n: (VO) If gas pains 3. (SFX)

4, Try Volkswagen,

Doyle Dane Bernbach Inc. for Volkswagen of America
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Some top commercial producers, like Chuck Blore, feel that parodies
have been overdone, that any satire in commercials has got to be fresh, in-
novative and unique.!® The parody should be so good that the public will
want to hear it over and over again. The most effective parodies have been
those which have a story line, even a limited one, in which the situation is
dominant. Within the situation are the references to the product. The fol-
lowing example is a classic of this type:

30 SECONDS

VIDEO AUDIO

OPEN ON HUSBAND SITS UP IN BED IN HUSBAND: ! can't believe | ate that whole
SLIGHT TRANCE, OBVIOUSLY UNABLE TO thing.

SLEEP. WIFE IS IN BED BESIDE HIM. WIFE: You ate it Ralph.
HUSBAND: | can't believe | ate that whole
thing.

WIFE: No Ralph, | ate it!
HUSBAND: 1 can't believe | ate that whole
thing.
WIFE: Take two Alka-Seltzer.
CUT TO TWO ALKA-SELTZER DROPPING ANNCR. V.0O.: For headache and upset

IN GLASS OF WATER. PAN ACROSS stomach, no aspirin or antacid alone
ASPIRIN BOTTLE AND TWO ASPIRINS. relieves you in as many ways as Alka-
CONTINUE PAN ACROSS ROLL OF Seltzer. For headache and upset stomach.

ANTACIDS AND TWO ANTACIDS.

CONTINUE PAN TO FOIL PACK OF

ALKA-SELTZER.

CUT TO CLOSE UP OF HUSBAND. WIFE: Did you drink your Alka-Seltzer?
HUSBAND: The whole thing.

Courtesy of Miles Laboratories and Wells, Rich, Greene, Inc.

Music. The musical commercial has always been one of the most
effective for having an audience remember the product. How many times
have you listened to a song on radio or television, been caught up in its
cadence, and then suddenly realized it was a commercial and not the latest
popular hit tune? I remember when, more than 20 years ago, the landlord
sent a painter to do the legally required triannual paint job on my apart-
ment in New York. For three days, to amuse himself as he worked, the
painter sang over and over again in varying tempos, volume and pitch, “Be
Happy, Go Lucky, Be Happy, Go Lucky Strike.” A major difference in the
musical commercials today, however, is that they are no longer jingles, but
full-fledged songs.

Producer Susan Hamilton states that “music is still basically an emo-
tional thing. And the reason we are producing commercials that sound like
records is to try and grab the listeners. We’re always told that when a com-
mercial comes on the radio kids immediately turn the dial. But when you
make your spots sound like songs, there’s a chance you may be able to reach
those kids before they reach those dials.”!! In fact, some commercials,
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such as Pepsi-Cola’s “The Girl Watchers Theme,” Alka-Seltzer’s “No Mat-
ter What Shape” and Coca-Cola’s “I'd Like to Teach the World to Sing,”
did become hit songs.

In the mid-1970s musical commercials accounted for about 65% of
all radio spots. Because it has to be singable the musical commercial usually
follows the contemporary trend — the hit pattern of the particular year.
There are exceptions, of course. Acid rock and progressive jazz, for ex-
ample, have not usually proven appropriate for effective commercials. Pro-
ducer Sid Woloshin believes that “‘commercials music is at its best when it
leads rather than follows.” 12

With the increased emphasis on musical commercials, more sophisti-
cated techniques of production developed, requiring higher costs. The elec-
tronic synthesizer, properly used, can be very effective, and the multi-track
recording came over from the record industry.

Music has been so effective in writing commercials that many of us
have come to identify and remember Coca-Cola, McDonald’s and United
Air Lines, among others, first with their theme music and only secondarily
with a particular sales message. One of the most effective examples, now a
classic, is the following:

60 SECONDS

VIDEO AUDIO

Song:

I'd like to buy the world a home and furnish
it with love. Grow apple trees

and snow white turtles doves

CUT TO CU OF GIRL'S FACE AND
SINGING.

PB TO REVEAL GIRL SINGING WITH BOY
AND GIRL WITH COKE BOTTLE ALSO
SINGING.

DISS TO PAN ACROSS OF BOYS AND I'd like to teach the world to sing (sing with

GIRLS IN NATIVE DRESS WITH COKE
BOTTLES IN HAND AND SINGING.

DISS TO SIDE VIEW OF ROWS OF BOYS
AND GIRLS IN NATIVE DRESS AND
SINGING.

DISS TO PAN ACROSS OF ROWS OF
BOYS AND GIRLS IN NATIVE DRESS
SINGING.

DISS TO PAN ACROSS OF COKE

BOTTLES IN HANDS OF BOYS AND GIRLS.

DISS TO CU OF GIRL'S FACE AND
SINGING.

DOUBLE EXPOSE CU GIRL'S FACE
SINGING OVER CROWD SHOT TO PB TO
REVEAL CROWDS OF BOYS AND GIRLS
OF ALL NATIONS ON HILL WITH
CRAWLING TITLE AND MATTE:

me) in perfect harmony (perfect harmony)
and I'd like to buy the world a coke and
keep it company.

it's the real thing.

I'd like to teach the world to sing (what the
world wants today)

In perfect harmony (perfectly)
I'd like to buy the world a Coke.

and keep it company

It's the real thing. (Coke is}

What the world wants today Coca-Cola .
It's the real thing. What the world wants

today Coke is.
Coca-Cola.
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VIDEO AUDIO

SUPER: ON A HILLTOP IN ITALY WE
ASSEMBLED YOUNG PEOPLE
FROM ALL OVER THE WORLD
TO BRING YOU THIS MESSAGE
FROM COCA-COLA BOTTLERS
ALL OVER THE WORLD. IT'S THE
REAL THING. COKE.

Courtesy of The Coca-Cola Company. Words and music by Roger Cook,
Roger Greenaway, William Becker and Billy Davis. McCann-Erickson, Inc.

Dramatizations. A dramatization is, in effect, a short play — a hap-
pening that creates suspense and reaches a climax. The climax is, of course,
the revelation of the attributes of the product. In the classic structure of the
play form, the resolution is the members of the audience all rushing out of
their homes to buy the particular product. Dramatizations frequently com-
bine elements of the other major commercial forms, particularly music,
testimonials and humor. Here are several award-winning commercials in the
dramatization form.

® As you study them, 1.) determine which forms, in addition to
drama, they contain, and 2.) analyze their use of the five steps of
persuasion, including their use of emotional appeals.

60 SECONDS
VISUAL AUDIO

1. COUNSELOR WALKING DOWN STEPS
OF ROW HOUSE.

Song:
“Hey, look at you lookin‘ at the sunrise . . .

2. CU OF COUNSELOR TALKING TO “There's such a brighter . . .
BOY.

3. BOY BEING PULLED UP. “look in your . . .

4. COUNSELOR AND BOY WALKING “eyes.

DOWN SIDEWALK, TALKING.

5. COUNSELOR AND BOY CROSSING “Now that | know you've felt the wind . . .
STREET.
6. COUNSELOR AND THREE KIDS “that's blowing, reaching out . . .

1.
12.

13.
14,

WALKING DOWN SIDEWALK.

. PAN OF COUNSELOR AND KIDS.
. LONG SHOT OF PLAYGROUND GATE

OPENING AND KIDS WAITING.

. OPEN GATE AND KIDS RUSHING IN.
. CU OF COUNSELOR TURNING

AROUND.

COUNSELOR PASSING BALL TO BOY.
COUNSELOR JOGGING TO BOY
BEHIND FENCE.

CU OF JOSE.

COUNSELOR ASKING BOY TO
FOLLOW.

‘‘and wanting life's good things.
“Now that you're seein’ . . .

“All things grow.
(MUSIC UP)
“There is more love in . ..

*‘you than anyone . . .
*“1 know.
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VIDEO

15. COUNSELOR WITH ARM AROUND
JOSE, INTRODUCING HIM TO KIDS.

16. COUNSELOR PLAYING CHECKERS
WITH KIDS, GIRL DRINKING COKE.

17. CU OF COUNSELOR DRINKING COKE.

18. LS OF COUNSELOR SWINGING BOY
AROUND.

19. PAN OF KIDS DRINKING COKE
AGAINST FENCE.

20. CU OF PRODUCT AGAINST FENCE.

21. PAN OF KIDS AGAINST FENCE.

22. PRODUCT AGAINST FENCE.

23. COUNSELOR GIVING JOSE A COKE.

24. PRODUCT AGAINST FENCE WITH
SUPER: “it's the real thing. Coke."”

25, COUNSELOR WITH JOSE ARM IN
ARM. SUPER: “It's the real thing. Coke."
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AUDIO
““You take time for friends . . .
‘‘and simple talking . . .

“‘Sippin’ Coke . . .
“enjoyin’ life's . . .

‘“‘good things. It's the Real Thing.

“Oh ... Coca-Cola.
“It's the Real Thing.
““Oh ... Coca-Cola.
“It's the Real Thing.
“Oh ... Coca-Cola.

“It's the Real Thing.”

Courtesy of The Coca-Cola Company. McCann-Erickson, Inc.

30 SECONDS

VIDEO

OPEN ON STEWARDESS IN APARTMENT.
EARLY MORNING. SHE'S GETTING READY
TO LEAVE. BUTTONING JACKET, PUTTING
ON HAT, PACKING AIRLINE BAG, ETC.

PICKS UP PHONE ON VANITY TABLE.

SHE DIALS A NUMBER QUICKLY AND
EASILY.

SMILES AND PUTS RECEIVER TO EAR.
LOOKS AT CAMERA.

FREEZE FRAME ON HER SMILE.
TRANSITION TO MICHIGAN BELL LOGO.
“Dial direct and Save"*

HOLD ON LOGO.

AUDIO

GIRL: | love to go places . . . with me it's a
“thing,” you know? 1 get to thinking about
friends, the family. Why shouldn’t we get
together as often as possibie? So | don't
wait for “‘special occasions.”

| visit when | want to visit.

(BIG SMILE) Spontaneous Communication
—wow! And visiting these days . . . it's so
inexpensive, so easy, you know?

Long distance . . .

Oh, go on . . . take a phone trip now!

SFX: (TOUCH-TONE RANDOM NOTES)
GIRL: What a nice ride!

Courtesy of Ross Roy, Inc., Detroit
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1, ANNCR: (VO) Thisisa
dramatization of a true
story.

4. that was termed ‘‘the
worst ever’’.

7. something strange
happened.

10. (SFX)

Writing for TV and Radio

60 SECONDS

2. On November 28th, 1970, 3. a storm developed in the

5. Six months later,

8. (SFX)

11, A car was found ...

Sierra Nevada Mountains

6. when emergency crews
were finally able to clear
the roads,

9. (SFX)

12. a Volkswagen buried
beneath tons of snow
and ice.
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13, But even stranger than 14, when the crew’s supervisor 15. (SFX)
that, turned the ignition key,
16, (SFX: CAR STARTING) 17. (SFX) 18, (SFX)

19. ANNCR: (VO) The 1974
Volkswagen. Covered by
VW Owner's Security
Bianket,

Doyle Dane Bernbach Inc.
for Volkswagen of America
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60-SECOND SPOT — “POKER GAME"

VIDEO

LS A FRIDAY NIGHT POKER GAME.

CU OF DEALER.
CU 1ST PLAYER.
CU 2ND PLAYER.
CU 3RD PLAYER

LS OF GAME.

CU OF 2ND PLAYER.

SUPER ADDRESS.

AUDIO

HOWARD COSSELL: The Friday night game
at Carl's and someone's playing with
marked cards.

DEALER: Five card draw, gentlemen, jacks
or better to open.

1ST PLAYER: | open for two.

2ND PLAYER: {'ll see you.

3RD PLAYER: | never win at this game.

By me.

HOWARD COSSELL: All these men know
who's playing with the marked cards but
they don’t mind.

DEALER: Cards.

1ST PLAYER: I'll take two.

2ND PLAYER: Let me have three.
HOWARD COSSELL: He's the one, he's
blind and the cards are marked in braille.
They're made available by the American
Foundatian for the Blind. Brailled cards are
just one of the hundreds of aids and appli-
ances made and adapted for blind people.
If you want a catalog, write BLIND AIDS,
Box 111, New York 10011.

1ST PLAYER: I've got three Queens.

Courtesy of the American Foundation tor the Blind

Other Commercial Forms. . Two of the most effective appeals in-
volve family and children. The viewer identifies strongly and is left with a
good feeling toward the product, service or idea. Here are two award-

winning examples:

60 SECONDS

VIDEO

LONG SHOT OF CAB ON COUNTRY ROAD.
CU OF GIRL IN CAB.

LS OF KIDS ON SWING.

LS OF CAB.

KIDS ON HORSE.

KIDS ON TREE FISHING.

LS OF FATHER ON TRACTOR.

PAN OF CAR WITH GIRL.

SHOT OF HAY LOFT.

MOTHER ON PORCH.

LONG SHOT OF CAB.

CU OF FATHER REACTING TO CAB.
CU OF CAs.

CU OF GIRL ON SWING REACTING TO
CAB.

AUDIO
I was raised on country sunshine
Green grass beneath my feet

Runnin’ thru fields of daisies
Wadin’ thru the creek

You love me and it's invitin’
To go where life is

More excitin’

But | was raised

On country sunshine

| was raised
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VIDEO

CU OF BOY IN HAY LOFT.

BOY JUMPS OUT OF HAY LOFT.
MOTHER ON PORCH REACTING TO GIRL.
LONG SHOT OF CAB ARRIVING AT
HOUSE.

PRODUCT SHOT.

GIRL GREETS FAMILY.

CU OF GREETING.

CU OF FAMILY ON PORCH.
CU OF KIDS DRINKING COKE.
PRODUCT SHOT.

GUY GETTING OUT OF TRUCK.
GIRL AND GUY EMBRACE.
COUPLE ON SWING.

SUPER: “It's the Real Thing.”

AUDIO

On country

sunshine. I'm a happy

With the simple

Things — a Saturday night dance

A bottle of Coke

The joy that the Bluebird brings

| love you please believe me

And don’t you ever leave me

Cause | was raised on country sunshine
It's the real thing

Like Coke is

That you're hoping to find

Like country sunshine, it's the real thing
Coca-Cola.”
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Courtesy of The Coca-Cola Company. McCann-Erickson, Inc.

60 SECONDS

Montage of Children

| love you, Daddy.

He brung me to the circus once.
| love my daddy more than everything.

My daddy is sweet.
My daddy is regular.
My daddy is skinny.

Sometimes when I'm riding in the car with him
he goes so fast I'm sort a scared.

Slow down daddy.

He might skid and drive the car off the road.
When Daddy drives | worry because
he has lots a crashes.
A policeman can come right around the
corner and my Dad might get arreseted.
| wish he would come back.
He didn't come home yet.
| want him to come back.

I'm scared.

| would feel worried about him.
| get scared because he goes so fast.

ANNCR: If you don't care about your own safety, remember that those who love you do.

Please slow down.

This message was brought to you by the General Motors Corporation.

General Motors Corporation ‘‘Safer Driver Radio’ series
Created by Robert Dunning, N. W. Ayer & Son, Inc., New York

Psychologists tell us that one of the appeals to people’s emotions and
motivations is the new experience, the prospect or even the thought of ad-
venture. The “Walter Mitty” syndrome doesn’t have to be a parody; it can
be sontething simple and realistic that every viewer can easily do, as in the
commercial shown on the next two pages.
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60 SECONDS
1. (MUSIC UNDER 2. there comes an invention so 3+ it actually changes the way
HROUGHOUT) ANNCR: radically new, we live our lives.

}VO} Perhaps once or twice
n a lifetime,

4. Television was one. 5. Now Polaroid invents the 6. (SFX)

S$X-70.
7. Less than two seconds after 8. (SFX) the camera hands 9. (MUSIC)
gou touch the red electric you the picture,
utton,
10. It’s nothing to pee, 11, nothing even to throw 12, nothing to time.

away.
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13, The image blooms before 14, and in minutes, 15. you have a finished photo-
your eyes, ?raph , seemingly as real as
ife itself,
18. Th .
16. (Music) 17. (MUSIC) frofn":masrzlgo Land Camera,

19. (SFX) It can reveal the
world to you as you have
never seen it before.

Doyle Dane Bernbach Inc.
for Polaroid Corporation
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The non-commercial commercial (see the highway safety PSA earlier
in this chapter under The Television Storyboard) and the anti-commercial
commercial were phenomena of the 1970s. Even after cigarette advertising
went off the air, stations continued to carry anti-smoking spots.

e What writing techniques (i.e. steps of persuasion, emotional ap-
peals) does the following use to unsell a product? Do its writing
techniques differ from those of the “commercial” commercial?

JOHN AND EVIE (60 SECONDS)

MUSIC: SMOKE GETS IN YOUR EYES

GIRL: (NORMAL) John . ..

BOY: (NORMAL) Evie . ..

GIRL: (BIT ROMANTIC) John. ..

BOY: (BIT ROMANTIC) Evie ...

GIRL: (GIGGLY) John . ..

BOY: (GIGGLY) Evie . ..

GIRL: (MORE ROMANTIC) John . ..

BOY: (MORE ROMANTIC) Evie. ..

SOUND: Lighting cigarette . . . and Puffing

GIRL: John . ..

BOY: Evie . ..

GIRL: (UPSET) John!

BOY: (PERSISTING) Evie!

SOUND: KISS

GIRL: (BLOWING AWAY ANNOYING SMOKE) John . . .

BOY: (BLOWING AWAY SMOKE) Evie ...

GIRL: (SLIGHT COUGH) John ...

BOY: (SLIGHT COUGH) Evie. ..

GIRL: (LOOKING FOR JOHN) John???

BOY: (LOOKING FOR EVIE) EVIE???

GIRL: (INCREASED COUGHING) John . ..

BOY: (INCREASED COUGHING) Evie . ..

GIRL: (FRANTIC COUGHING AND CALL FOR HELP) Johnnnnn!!!
BOY: (FRANTIC COUGHING AND CALL FOR HELP) Evieeee!!!
MUSIC: COUGHING AND MUSIC FADE OUT

ANNCR: The American Cancer Society reminds you that smoking cigarettes is a drag

and you'd better believe it.

One of the classic statements on radio commercials came from Maurice
B. Mitchell in 1949 as director of broadcast advertising for the National
Association of Broadcasters. The continuing validity of the five points pre-
sented by Mr. Mitchell, since 1967 Chancellor of the University of Denver,
was emphasized by Broadcasting magazine on September 10, 1973, when it
reprinted Mr. Mitchell’s 1949 statement under the headline: “Second time
around: words about radio still ring true.” Although Mr. Mitchell’s com-
ments related to radio advertising in general, they are in some instances
specifically and in other instances by implication oriented toward the job of
the commercial continuity writer. Mr. Mitchell stated, in part:

““How can you use radio more effectively? What are things you can do to get greater
results from radio? | would tell you five simple things — the five points into which all our
study and all our research can be boiled down.
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“No. 1. Before you can use radio for maximum effectiveness, you have got to under-
stand your objectives. Before an advertiser, before a retailer sets up his radio advertising
budget or buys any time, he should know what he expects to advertise and to whom he
expects to address his advertising message. What do you want from radio and whom do
you want to talk to? It's just that simple. . . .

“No. 2. The retailer should take advantage of a technique we have found to be over-
whelmingly successful — the beamed program technique. If you know what you want to
say and you know whom-you want to say it to, you can buy a vehicle that will, without
waste, talk directly to the people you want to address. It's a rifle shot at a target, not a
buck-shot at a barn door. . . .

“No. 3. We think the retailer who wants maximum success from advertising should
advertise his strong departments and his strong lines, advertise his in-demand merchandise
and advertise it on the radio regulartly. . . .

“No. 4. You've got to have the kind of copy that will do the selling job right. Not just
‘copy’ — not just the stuff you poke out with one finger on the typewriter for your newspaper
and your radio advertising . . . sometimes. One of the things we’'ve never been able to
understand is why an advertiser will put phrases in his advertising copy that people would
never say aloud. Did you ever hear of a woman who called her husband on the phone and
said to him, ‘Would you mind stopping in at Jones’s Department Store today and buying me
a pair of slippers because, there, quality and variety go hand in hand?’ A lot of advertisers
are saying that sort of thing every single day of the week. Don’t you think perhaps she
might actually say, ‘| wish you’d buy me a pair of slippers at Jones’ because their sale
ends today and | can’t get downtown?’ She is telling her husband specifically what she
wants, specifically why she wants it, and she makes a decision to buy for a specific reason.

“One of the best examples I've seen is the copy of an advertiser who used the radio
recently to advertise purses. In his early advertising, he was using this kind of copy: ‘Stop
in here for a purse because we have purses that will help complete a smart costume
ensemble at budget prices.” Now, nobody buys ‘a smart costume ensemble at budget
prices.’ But when he later began to say, ‘Here’s where the working girl will always find a
purse at $8.98," or ‘Here’s where you’'ll find plastic bags that wash as easily as your face,’
or ‘Here’s where you'll find plastic bags and purses in bright colors that will go with your
dark suit,” he was talking to people in the terms in which they thought of his merchandise.
He was talking specifically to the listeners about the specific things his merchandise could
do for them, and he wasn’t being vague and saying, ‘This merchandise which we have to
sell has this attribute.” He was saying ‘You ought to buy this because this will do this for you.’

“We also think the kind of copy that produces the maximum resuits for a retailer is
truthful, believable copy. If you will sit down and take the trouble to find out those things
that you can say about your goods that are truthful and that are believable, then you have
taken a step towards greater success in radio. That kind of copy sticks in a person’s mind
for a long time. It doesn’t always produce results today, but continual repetition will cause
people to remember the store that uses that kind of advertising. Joske’s (of San Antonio)
continual repetition of ‘the largest store in the largest state,” and similar slogans used
by other great stores, stay in the minds of many people who aren’t planning a purchase the
first time they hear it. The fact that when they do get around to buying they’ll remember
that here's where they’ve wanted to shop — that's the real effect of that kind of copy.
Truthtul copy, like truthful clerks, is a lot more convincing. Very few retailers would instruct
their clerks to deliberately lie to a potential buyer. Yet many retailers don't deliberately
lie but — let me say — deviate somewhat from the bare facts in their advertising.

‘Most important of all, invite your customer to take direct action. Don't say: ‘You
should buy a pair of slippers because they’re wonderful,” but say: ‘Come on down to our
store tomorrow morning at 10 o’clock and go into the entrance just off Main Street. You
don't even have to go upstairs — the slippers are right near the door. You can buy them
and be out in five minutes.’” You’ve given a direct invitation to take direct action.

"“I've heard some taxi-cab advertising recently that impressed me. Typical was a line
of taxi cabs that said, ‘Here’s where you can have dependable, clean, efficient taxi service.’
Now | don’t particularly care if the taxi cab company is run efficiently. If it isn’t, | assume
they’'ll go bankrupt and somebody else will come around when | call. Dependability is
certainly not the key customer advantage for a taxi-cab company to promote as a basic
reason for calling a cab. On the other hand, | have heard another taxi company say, ‘It's
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raining out today! Don't get wet! Call a taxi. Call this number. Be sure you call this number
if you need a taxi. And if you need a taxi, call this number.’ They're talking to me about a
service I'm liable to need right then in terms of why | might need it and they make sure

| can find it if | do.

“‘One of the things | get a big kick out of, and I'm sure many other advertising men do,
is the Christmas approach — ‘Be sure you bring something home to your wife that wilt put
the lovelight in her eyes.’ | can put the lovelight in my wife's eyes without the help of any
advertising. But there are some other reasons why | might buy her a Christmas present.
Some pretty good, sound selling reasons. ‘Put the old lovelight in your wife's eyes’ looks
wonderful on a typewriter, but it sounds silly in advertising and doesn't persuade anybody.
The direct-action copy approach, talking to people in terms that they understand, in the
terms in which they think of the use of the merchandise themselves, will sell.

“No. 5. Coordinate your advertising. . . . How do you coordinate your advertising? it's
very simple. You display radio-advertised merchandise at the place where you said it could
be bought. . . . Make sure you promote your radio programs in all of your other advertising
media. . . . Conversely, use radio to make your other media work better. . . . Let radio give
emphasis and increased publicity to all of your other advertising purchases."”
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FOR APPLICATION AND REVIEW

1. For both television and radio, choose a product, a program and
a station. Develop a commercial for each, in terms of the fol-
lowing considerations: audience analysis; logical and emotional
appeals; familiarization with the product and its basic place in
the commercial; the five steps of persuasion: attention, interest,
impression of a problem, solving of a problem, getting action.

2. Using the same considerations, write a PSA for television and a

PSA for radio.

Write a television and a radio ID for your local stations.

4. Watch and listen to several commercials and analyze the spe-
cific emotional appeals used. Write television and radio com-
mercials in terms of the analysis of the audience in your locality,
using one or more of the following emotional appeals in each
commercial: prestige, power, good taste, self-preservation.

5. Watch and listen to television and radio commercials until you
are certain you can identify each of the following formats:
straight sell, testimonial, humorous, musical, dramatization.
Write short television and radio commercials which illustrate
each of these forms.

2




News
and Sports

NEWS

ANY REAL HAPPENING that may have an interest for or effect upon people
is news. The television and radio reporter has a limitless field. Anything
from a cat up a tree to the outbreak of a war may be worthy of transmis-
sion to the mass media audience. The gathering of news, however, is not
our primary concern here. The writing of news broadcasts is.

Sources of News

Two major agencies, the Associated Press and United Press Interna-
tional, which serve as news sources for the newspapers, also service tele-
vision and radio stations. The same information given to newspapers is
made available for broadcasting. For broadcast purposes, however, the style
of writing of the news should be changed so that the stories become shorter
and more pointed, oriented toward the needs of television and radio trans-
mission. In television, in addition, the news stories are not used alone, but
are coordinated with visual elements such as films, slides, photographs and
wirephotos. A number of organizations provide special news material, par-
ticularly pictorial matter, for television. Special newsreel and photo com-
panies operate in almost every city containing a major television station.
The larger networks have their own news gathering and reporting organiza-
tions. The Columbia Broadcasting System, for example, operates a most
effective newsfilm division which supplies material to various stations
throughout the country.

126
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All television and radio stations of any consequence, even small local
stations, subscribe to at least one wire service. The small station also may
use more immediate sources for local news, such as telephoned reports
from city agencies or even private citizens, special information from the
local newspapers, word of mouth communications, and sometimes special
reporters of their own. The local news story must be written from scratch
and, for television, written to fit in with the available visual material.

In the large station, the news usually is prepared by writers in a spe-
cial news department. Most small stations do not have separate news de-
partments, so news broadcasts are prepared by available personnel. The
continuity department, if there is one, prepares the special local reports.
Generally, the job will fall to the program director or to the individual an-
nouncer. The news received through teletype, as well as from local sources,
is edited in the large station by the producer or director of the news pro-
gram or by the individual commentator. The commentator on the small sta-
tion does this job. The announcer has to make certain that the news reports
he or she reads on the air fit his or her personality, vocabulary and, often,
station policy. More important, the amount of news prepared must fit the
time limit of the show and the organization of the news must adhere to the
format of the program. A writer preparing news for a particular program
and for a particular announcer will edit it so that it conforms to the above
requirements as the specific case demands. For example, Steve Steinberg,
chief writer for ABC news reporter and commentator Howard K. Smith,
matches “his style to the speaking habits and story preferences of Smith.
For example, you will not hear Smith say the word ‘particularly’ on the air.
Steinberg doesn’t use it because Smith can’t pronounce it. And Smith likes
to set up stories with historical backgrounds. .. ‘If it was up to Howard,
everything in the show would begin: ‘On July 4, 1776 .. . "1

Special Considerations

Local News. One of the spurs to radio and television news in the
early 1970s was the FCC’s prime-time rule, requiring return to local sta-
tions by the networks of one-half hour of time during the prime viewing
hours for local originations. The most common pattern for use of the addi-
tional local programming time was to increase the half-hour news show to
one hour. This included not only straight news and commentary, but public
affairs programming of a feature and mini-documentary type.2 In major
markets local news programs began to become viable competition with
network news broadcasts,® in many instances even strong competition for
even the most popular entertainment programs. One of the reasons for the
surge in the 1970s of local news was the development of the mini-camera.
which permits immediacy in local news gathering. This, in turn, affected
the form of local news; it became more people-oriented, more informal in
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nature. Stations began to develop local “magazine” approaches, including
not only the traditional feature material, but adding new concepts such as
consumer advocate reports, investigative reporting and special reports on
vital and frequently controversial issues? such as educational practices,
racial discrimination, child abuse and feminist concerns.

The FCC requirement for ascertainment of community needs played
a significant role in the reorientation of local news content in the 1970s.
More and more local stations began to deal more and more with the gut
concerns in their communities. Instead of simply reporting on what hap-
pened, stations became oriented toward the problems of their towns and
cities, as specified in the FCC Ascertainment Primer, and sought solutions
to these problems. The approach is basically the same, whether the local
station is in a large city or a small one. Robert E. Shay, director of broad-
casting at WCBS-TV in New York City, has stated: “We're not issue-
oriented. The entire station is geared to people. We basically want to show
them how to cope. If we discuss housing, we talk to the people with the
problems and not so much with the experts. The same is true when we
cover things like the energy crisis.”% Dick Dudley, president of the Forward
Communications Group, discussed the news approach of WSAU-TV,
Wasau, Wisconsin: “In a small market such as ours, the interest of the
audience is quite often vastly different from that of a major metropolitan
market. Thus we have to develop a more acute news sense of our com-
munity and area. The network news covers most major stories with a broad
brush. We have to utilize a finer news approach to fulfill our commitments
to our community.” ¢

TV News Special Status. The attitude of the people of the United
States toward television news places the writer (and producer) in a position
of great influence and ethical responsibility. Surveys continue to show that
television is considered by most Americans to be the most believable of all
mass media and the major source of their news information. One of the
questions asked in the yearly surveys is which of the media should be given
more credibility in instances where news reports conflict; about half the
public chooses television, about a quarter picks newspapers and the re-
mainder is divided between magazines and radio. About twice as many
people say they get most of their news from TV as from newspapers.” In
light of the power they have to affect the minds and emotions of people,
what personal restraints and commitments are there or should there be on
television newswriters and producers? What, if any, outside guidance or
controls — such as regulation by the federal government — should there be?

Fairness and Equal Time. Broadcast news also has a special status
in that it is affected more than any other type of programming by the
FCC’s two most controversial regulations: the Fairness Doctrine and the
Equal Time rule (see Chapter 1). Any presentation of an issue of contro-
versy in a given community must contain all the major sides of that con-
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troversy. As with editorializing, if a station is proven to the satisfaction of
the FCC not to have presented the controversial issues “fairly,” it may be
required to provide comparable broadcast time for those sides considered
to have been omitted. The Equal Time rule applies to political affairs only
and requires a station to provide equal time on the air to all bona fide candi-
dates for a given office, preventing the station, in effect, from providing
one candidate with an advantage in reaching the public. Although it is gen-
erally accepted that broadcasters are against the Fairness Doctrine and that
citizen groups are for it, a survey of stations by Television/Radio Age®
found a substantial minority of program directors and station managers in
favor of it. William Sheehan, president of ABC News, stated: “I don’t think
the Fairness Doctrine is a problem. It doesn’t inhibit enterprising broadcast
journalism at all. During all this time we’ve been operating under it, ABC
has continued to present news and documentary programming in a frank
and hard-hitting manner and no subject has been taboo.”? On the other
hand, Thomas Frawley, as president of the Radio and Television News
Director’s Association, advocated abolishment of the Fairness Doctrine:
“What it all boils down to is that the Fairness Doctrine is as strong or as
weak as the sitting Commission decides it will be. Which strongly suggests
that there’s nothing really consistent about it....The Commission has
been saying all along that it isn’t judging news content, just balance. But
the mere fact that the Doctrine is there at all, whether it is administered
strictly or not, inhibits broadcasters from doing a lot of the courageous
things in news that they want to do.”1° Many broadcasters believe that the
Fairness Doctrine is in violation of the First Amendment, while some
broadcasters and virtually all public-interest groups representing the view-
ing public believe that the Fairness Doctrine prevents those in control of the
broadcast media from unduly influencing public thought and belief by
slanting the news.

Those who oppose equal time — and that includes almost all broad-
cast executives — believe that it limits the amount of political coverage
stations provide because it requires equal time for minority as well as
majority candidates. Those who favor the Equal Time rule believe that it
prevents the broadcast media, particularly in small markets with a limited
number of stations, from eliminating minority or dissenting political opin-
ions or giving unfair advantage to one major party candidate over another.

As long as the Fairness Doctrine and Equal Time rule are on the
books, however, the news writer must be constantly alert to their provisions
and be certain that any given script — even a segment of a news broadcast
or news feature —is not a violation of federal regulations, One way in
which writers can do this is to do thorough research on a given subject
and to obtain as many varying opinions as possible on a controversial issue
before preparing it for broadcast. Although this means more work, it also
should guarantee a much more valid and in-depth news story.
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Format

In some instances the writer may do little more than prepare the transi-
tional continuity for a particular program, leaving out the news content it-
self. It is then up to the individual commentator to edit the news to fit his
or her own announcing abilities, personality, and the program approach. In
many cases the writer prepares only the opening and closing for a program,
the broadcaster or a special writer filling in the news portions with wire
service reports and other materials. The basic radio news format has
changed little over the years, except that the 15-minute news program has
on many stations become 5-minutes. A still valid format, retained here from
an earlier edition of this book for nostalgia as well as illustrative purposes,
and in respect for one of the country’s greatest journalists, is the following
prepared format for an Edward R. Murrow 15-minute news broadcast.

EDWARD R. MURROW — FORMAT

BRYAN: The FORD ROAD SHOW presents EDWARD R. MURROW with the news . . .
This is George Bryan speaking for Ford, whose new Interceptor V-8 engine
brings you gas-saving Precision Fue! Induction.

(One minute commercial} — Now, Edward R. Murrow.

MURROW: (11 minutes of news) . .. .. I'll be back in a moment with the word for
today. Now, a word from George Bryan.

BRYAN: (1-minute 30-second commercial) Now here is Mr. Murrow with his word for
the day.

MURROW: Word for the day.

BRYAN: The FORD ROAD SHOW has presented Edward R. Murrow with the news.

This is George Bryan speaking for Ford, whose new Interceptor V-8 engine
brings you gas-saving Precision Fuel Induction. Listen through the week for
the other FORD ROAD SHOWS with Bing Crosby, Rosemary Clooney,
Arthur Godfrey, and the morning World News Roundup.

CBS Radio Broadcast

The Murrow format is for a network program. The following format is

for a local news broadcast, but on a network’s pilot station in a large mar-

ket. Not only the format sheet, but the accompanying materials are in-
cluded here.

WNBC NEWSCAST FORMAT

TIME: 1:05 P.M. DATE: 9-20-73

OPEN: (tease lead story or run very brief actuality clip)
Rockefeller said to be against PATH fare hike

IT'S 72 DEGREES AND SUNNY AT 1:05
(temp.) (weather) (time)

I'M Jack Welby , WNBC NEWS.
(name)
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LIST TAPE CUTS

1. Carl Ash Union county NJ prosecutor on Ann Logan death.

2, Ted Maynard on Lower Manhattan Bldg. Collapse.
3.

CLOSE: THIS IS Jack Welby , WNBC NEWS.
{name)

“****follow format exactly unless you receive a direct intro from program host.
In such cases, adjust accordingly.

The Port Authority has filed a request with the Interstate Commerce
Commission for permission to boost Port Authority Trans Hudson
fares from 30 to 50 cents. But Governor Rockefeller reportedly

does not like the idea. Sources close to the Governor report

he would accept a five cent increase, to 35 cents a ride. The
Governors appeal is intended to gain wide support for the proposed
three and a half billion dollar transportation bond issue he initiated
earlier in the year. Public hearings on the proposed PATH fare

hike, will begin next Monday, in Jersey City.

Buildings Commissioner Theodore Kharageuzoff says a Manhattan
garage, that collapsed yesterday, at 249 West 28th Street,

was operated in violation of the law, since cars were parked on
the buildings roof. The three-story garage had recently had
extensive renovation. A fire official said the building collapse

was caused by structural weakness. Three people were injured and
100 cars were damaged in the collapse.

A six-story building, under demolition in lower Manhattan,
collapsed a short while ago, and WNBC newsman Ted Maynard is
on the scene, and files this report.

opens . . . switch
runs . . . 30 seconds
closes . . . near the Bowery

19-year-old Ann Logan of Elizabeth left her job at a Garwood,
New Jersey supermarket Tuesday nite at 11:15, and that was the
last time she was seen alive. The girl's battered body was found
the next morning in nearby Roselie. Union County prosecutor,
Carl Ash, has asked the public for help in finding the girl's killer.

opens . . . switch

runs . . . 23 seconds

closes . . . such a heinous attack

Police say they have no feads in the case.

Courtesy of WNBC, New York
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Some local, independent stations use the wire services almost exclu-
sively for their news programs, Even when that is done, a format must be
prepared containing an opening, a closing and transitional lead-ins for the
specific organizational parts of the newscast, including the commercials.
Here is such a format:

FIVE MINUTE NEWS FORMAT — SUSTAINING

OPEN: Good (morning) (afternoon) (evening).
The time is
In the news
(Note: use 4 stories . . . mixing national, world and local by order of
importance).”
ANNCR: More news in just a moment.
TAPE: COMMERCIAL (if logged)
ANNCR: In other news
(NOTE: use 2 stories . . . national, world and/or local).
ANNCR: WGAY weather for the Washington area
(NOTE: use complete forecast, inciuding temperature, humidity and winds).
CLOSE: That's news and weather . . . I'm (anncr. name)

*Total local news content: 3 stories in entire newscast.

Courtesy of WGAY, FM & AM, Washington and Silver Spring

Although not prepared as a format by the station, yet able to serve as
one within the station’s TV news program format, is the rundown of the
network film feed to affiliates. News departments frequently use several of
these each day. Included here are examples of two of the stories.

NEWS PROGRAM SERVICE FOR SUNDAY, FEB. 3, 1974 — FINAL
WE HAVE 13 STORIES INCLUDING 3 SPORT STORIES

1. (SECAUCUS, N.J.) TOUGHER RULES FOR AUTO POLLUTION LIMITS SET BACK
TWO MONTHS IN NEW JERSEY (POLLUTION) PKG SOF 1.29

2. (SAIGON) INTERNATIONAL CEASE FIRE COMMISSION MAKING LITTLE HEADWAY
IN VIETNAM (VIETNAM) PKG SOF 1.02

3. (PHNOM PENH) U.S. OFFICIALS THINK GOVERNMENT TROOPS WILL BE ABLE TO
HOLD CAMBODIAN CAPITAL (CAMBODIA) PKG SOF .42

4. (BRISBANE, AUSTRALIA) THIRTEEN DEAD IN AUSTRALIA'S SEVEREST FLOOD IN
LIVING MEMORY (FLOOD) ACT SIL .42

5. (NEW YORK) FIRST BLACK EPISCOPAL BISHOP IN 189 YEAR HISTORY OF
N.Y. DIOCESE S CONSECRATED (RELIGION) PKG SOF 1.24

6. (PHILA.) FIRST QUADRAPLEGIC PRIEST IS ORDAINED IN PHILADELPHIA (PRIEST)
ACT SOF TO CuM

7. (FOREST PARK, S.C.) HIGH SCHOOLERS WORK AS PARA-MEDICS TO FILL GAP
IN EMERGENCY SERVICE PERSONNEL (RESCUE) PKG SOF 1.47

THE NPS SPORTS REPORT BEGINS WITH:

8. (NEW YORK) JAMES “FLY" WILLIAMS NUMBER THREE SCORER 1S BACK IN
ACTION WITH AUSTIN PEAY UNIV. (BASKETBALL) ACT SOF 1.45

9. (YUGOSLAVIA) JAN HOFFMAN OF EAST GERMANY WINS EUROPEAN MEN'S
FIGURE SKATING TITLE (SKATING) ACT SOF .50

10. (N.Y.) DUANE BOBBIC OLYMPIC HEAVYWEIGHT HAS SCORED 16 KAYOS IN AS
MANY PRO FIGHTS (BOXING) PKG SOF
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11. (N.Y.) START YOUR OWN BUSINESS SHOW OFFERS IDEAS TO HOPEFUL
TYCOONS (BUSINESS) PKG SOF 1.24

12. (GREAT NECK, N.Y.) HIGH SCHOOL STUDENTS PUT ON DAILY CLOSED CIRCUIT
TV NEWS SHOW FOR FELLOW STUDENTS
(TELEVISION) PKG SOF 1.59

13. (N.Y.) INTERPRETIVE DANCE TROUPE USES RIBBONS AND LIGHTS TO CREATE
UNIQUE EFFECTS (ENTERTAINMENT) PKG SOF 1.16

PRIEST COL SOT 1.33
ON CAMERA WILLIAM ATKINSON A FORMER FOOTBALL PLAYER HAS JUST
BEEN ORDAINED A PRIEST. THAT IN ITSELF IS NOT AT ALL UNUSUAL.
WHAT IS EXTRAORDINARY IS THE FACT THAT ATKINSON — A STUDENT AT
VILLANOVA — IS A QUADRIPLEGIC — THE FIRST EVER TO ACHIEVE THE
PRIESTHOOD. AN ACCIDENT WHILE TOBAGGANING NEARLY 9 YEARS AGO
PARALYZED ATKINSON’S ARMS AND LEGS BUT HE STUCK TO HIS GOAL TO MAKE
THE CHURCH HIS LIFE WORK. AND THE VALIANT UPHILL BATTLE WAS
TAPE IN (4 SECONDS SIL)
(VOICE OVER)

CULMINATED YESTERDAY WITH THE ORDINATION OF THE REVEREND
WILLIAM ATKINSON IN UPPER DARBY, PENNSYLVANIA.
SOF STARTS WHEN YOU FOUND THE EXTENT. ..
TAPE ENDS . .. GOD WILLING HE DID.

TELEVISION COL SOT 1.59

ON CAMERA IN GREAT NECK, NEW YORK, A COURSE IS BEING GIVEN IN THE
PRODUCTION OF TELEVISION NEWS — AND IT IS THE REAL THING FOR THE
STUDENTS TAKING THE COURSE AS THEY PUT ON NEWS PROGRAMS THAT ARE
SEEN AND HEARD VIA A CLOSED CIRCUIT IN CLASSROOMS THROUGHOUT THE
SCHOOL. KEN ALVORD NBC NEWS REPORTS.

TAPE IN IT WAS SORT OF LIKE . ..

TAPE ENDS . . . GET INTERVIEWED OURSELVES.

TODAY'S NPS STORIES RAN IN FOLLOWING ORDER.
1. VIETNAM 2. FLOOD 3. POLLUTION 4. CAMBODIA 5. RELIGION 6. PRIEST
7. RESCUE 8. BASKETBALL 9. SKATING 10. BOXING 11. BUSINESS
12. TELEVISION 13. ENTERTAINMENT.
THIS ENDS NPS FEED FOR TODAY
THANKS
NPS/NY

Styles of Writing

The writer of the news broadcast is, first of all, a reporter whose pri-
mary duty is conveying the news. The traditional “S W’s” of news reporting
must apply. In the condensed space of a few sentences, comparable to the
lead paragraph of the newspaper story, the television or radio report must
contain information as to What, Where, When, Who, and, if possible, Why.
In addition, the television and radio news writer must include as many of
the details as possible within the limited time devoted to the story. The
key word is condensation.

The writer must be aware of the organization of the broadcast in order
to provide the proper transitions, which should be clear and smooth be-
tween each story. The writer should indicate to the audience the different
divisions of the broadcast. For example, note the introduction: “Now here
is Mr. Murrow with his word for the day,” in the format on page 130. Simi-
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lar divisions might be: “And now the local news,” or “Now, the feature
story for the day,” or “Now, the editor’s notebook.”

The writer must be aware of the content approach, whether it is
straight news, analysis or personal opinion, so as not to confuse editorializ-
ing with news. It is wise not to try to fool the audience, at least not too
often, although some of our popular commentators have been doing so for
years. Distortion of stories or the presentation of only one side of the pic-
ture can change a news story into an opinion comment. Incomplete state-
ments and the excessive use of color words can do the same thing. Avoid
unnecessary sensationalism. Remember that the newscaster is coming into
the home as a guest, and is generally accepted as a personal visitor. The
approach should be informal, friendly and — hopefully — honest.

Inasmuch as the announcer tries to establish an informal and friendly
relationship with the audience, avoid unnecessarily antagonizing or shock-
ing stories, particularly at the very beginning of the broadcast. Consider the
time of the day the broadcast is being presented — whether the audience is
at the dinner table, seated comfortably in the living room, or rushing madly
to get to work on time. The writer should think of the news as dramatic
action. The story with an obvious conflict (the war, the gang fight, the
divorce case, the baseball pennant race) attracts immediate attention. Be-
cause action is important, write the stories with verbs. The immediacy of
television and radio, as opposed to the relatively greater time lapse between
the occurrence and reporting of the incident in print journalism, permits the
use of the present tense in stories about events which happened within a few
hours preceding the newscast. The television and radio writer should be
cautious in the use of questions as opposed to direct statements as the open-
ing element of a story. Although the rhetorical question is an excellent
attention-getting device in speech making, the nature of objective broad-
casting makes its use in radio and television dubious. Rather than begin-
ning with a question such as: “What will happen to the Mars space capsule

..2,” it is more dramatic to say: “The question in all the capitals of the
world tonight is: What will happen to the Mars space capsule?” Negative
approaches to the news should be avoided. It is better to give whatever de-
tails are available without comment than to say: “This is an incomplete
story, but . . .”

The writer should begin the news story with precise, clear information.
The opening sentence should be, if possible, a summary of the story as a
whole. Be wary of including too many details. Remember that the audience
hears the news only once and, unlike the newspaper reader, cannot go back
to clarify particular points in the story. The audience must grasp the entire
story the first time it hears it. The writing, therefore, must be simple and
understandable and, without talking down to the audience, colloquial in
form. This does not imply the use of slang or illiterate expressions, but
suggests informality and understandability. Repetition must be avoided,
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and abstract expressions and words with double meanings should not be
used. The information should be accurate and there should be no possi-
bility of a misunderstanding of any news item. Make certain that the
terminology used is correct. For example, don’t refer to a figure in a story
as a “car thief” if the person has not been convicted and is, in actuality, an
“alleged car thief.”

The writer must help the announcer to convey numbers accurately
and to pronounce words correctly. The writer should not put long numbers
in figures, but should write them out in words. It is sometimes helpful to
place the numerical figures in parentheses. The writer should avoid using
long, difficult words or tongue-twisters. After foreign words and difficult
names the writer should place in parentheses a simplified sound spelling of
the word. Note the following newswire excerpts and pronunciation guide.

HERE IS THE LATEST NEWS FROM THE ASSOCIATED PRESS:

SOUTH VIETNAMESE PREMIER KY AND THE LEADER OF REBELLIOUS GOVERN-
MENT TROOPS, LIEUTENANT-GENERAL NGUYEN CHANH THI (NWEN CAHN TEE),
MET SECRETLY TODAY AT THE U-S MARINE BASE AT CHU LAl (CHOO LY). RESULTS
OF THE MEETING WERE NOT REVEALED BUT THERE WAS SPECULATION THAT THE
PREMIER IS MOVING TOWARD A SHOWDOWN WITH HIS BUDDHIST AND MILITARY
OPPONENTS IN HUE (HWAY).

IN HUE (HWAY), WHERE STUDENT MOBS SET FIRE TO THE U-S INFORMATION
SERVICE BUILDING YESTERDAY, THE U-S HAS EVACUATED MANY AMERICAN AND
OTHER CIVILIANS TO SAIGON. AMERICAN CONSULATE EMPLOYEES STILL IN HUE
HAVE MOVED FROM THEIR HOMES TO THE U-S MILITARY ASSISTANCE COMMAND
COMPOUND, WELL PROTECTED BY U-S SOLDIERS.

AN OFFICIAL OF THE MALAYSIAN FOREIGN OFFICE SAYS THE VISIT BY AN INDO-
NESIAN MILITARY DELEGATION TO MALAYSIA PROMISES AN END TO THE THREE-
YEAR-OLD UNDECLARED WAR BETWEEN THE TWO COUNTRIES. THE INDONESIANS
ARRIVED IN KUALA LUMPUR (KWAH’-LAH LOOM’-POOR) TODAY TO COMPLETE PREP-
ARATIONS FOR PEACE TALKS SCHEDULED TO START IN BANGKOK, THAILAND, NEXT
MONDAY.

RELIABLE SOURCES IN SANTO DOMINGO SAY NEGOTIATIONS ARE UNDER WAY
FOR THE WITHDRAWAL OF WILLIAM BONNELLY FROM NEXT WEEK'S DOMINICAN
PRESIDENTIAL ELECTION SO THAT HiS FOLLOWERS CAN SUPPORT DR. JOAQUIN
BALAGUER (WAH-KEEN BAH-LAH-GHEHR’). AN ANNOUNCEMENT ON THE RESULT OF
TALKS BETWEEN THE PARTIES CONCERNED IS EXPECTED WITHIN THE NEXT TWO
DAYS. THE NEGOTIATIONS STARTED THREE DAYS AGO. SUPPORTERS OF JUAN
BOSCH (WAHN BOHSH) ARE CONFIDENT HE CAN DEFEAT BALAGUER, EVEN IF
BALAGUER GETS THE SUPPORT OF BONNELLY'S FOLLOWERS.

PARTS OF WESTERN TEXAS SUFFERED HEAVY FLOOD AND FIRE DAMAGE TODAY
IN THE WAKE OF CLOUDBURSTS AND VIOLENT THUNDERSTORMS. WATER WAS SiX
FEET DEEP IN THE STREETS OF ANDREWS, WHERE ALMOST THREE INCHES OF RAIN
FELL IN HALF AN HOUR. ANOTHER THREE INCHES FELL IN MIDLAND, TURNING
STREETS INTO SMALL RIVERS. FIRES STARTED BY LIGHTNING DESTROYED A
COTTON WAREHOUSE AT PYOTE (PY-OHT’) AND DAMAGED AT LEAST TWO HOUSES
IN MIDLAND.
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- PROUNCIATION GUIDE -

BRIGADIER-GENERAL PHAM XUAN NHUAN, COMMANDER OF VIETNAMESE FIRST
DIVISION — FAHM ZWAHN NWASHN.

GUYANA, NEW NAME OF FORMER BRITISH COLONY OF GUIANA AFTER DECLARA-
TION OF INDEPENDENCE — GHEE-AH/-NAH.

MILTON OBOTE, UGANDA OFFICIAL 1S CENTER OF POLITICAL TURMOIL — OH-
BOH/-TAY.

TUY HOA, SCENE OF BUDDHIST DEMONSTRATIONS IN VIET NAM — TWEE HWAH.

GROTON, CONNECTICUT, SCENE OF SEA TRIALS OF NUCLEAR SUBMARINE
“FLASHER" — GRAT’-UN.

United Press Broadcast Wire

Approach

Putting a news broadcast together involves many people. The writer
is only one, but in a way the central figure, tying together into a script
everything that is to go over the air. The writer may be many people —
producer, reporter, cameraperson, announcer, editor — contributing to a
script. Or the writer may be one person doing many different jobs — in-
cluding writing the script.

A description of the operation of “Action News,” the 6 P.M. news
program of television station WPVI, Philadelphia, provides an insight into
many factors that affect and result in a script for the show.

“Life at Action News starts early in the morning. By 8:30 A M.
film crews have come to the brightly lighted, compact newsroom on
the fourth floor of the WVPI Building to pick up their morning’s as-
signments. A photographer who shoots only silent film is already in
the suburbs, getting film to use in that evening’s ‘wrap,” a segment of
five-to-ten second news stories about events in outlying areas that
would normally never make it to the air.”

The news director, assignments editor and executive producer
“gather around a blackboard and chalk in the day’s stories. Then they
decide which reporters and camera crews will cover them. There’s
never a shortage of stories — most of them are either gleaned from
the hundreds of press releases that flood the newsroom each day or
are submitted by the staff of TV reporters. A few of them are assigned
to beats (e.g. City Hall, police headquarters, education). By knowing
what’s scheduled in their area of expertise, they can advise where it
might be advantageous to send a camera.”

“. .. the biggest cross TV news has to bear is the charge of super-
ficiality. With 31 stories in 16 minutes, how can anything be in depth?
‘TV news is strictly surface,” admits news director Mel Kampmann.
‘We’re the headline, the first paragraph. If you took all the words we
used in a 30-minute show, you wouldn’t fill more than half the front
page of the Bulletin. But that copy is all of the topgoing news you'd
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need that day. Anyone who wants to know total background involve-
ment of a news story should go to a newspaper or news magazine and
get it. TV news does not have time to dwell.” Anchorman Larry Kane
knows the limitations of his medium. ‘It’s just a basic summary. Our
achievement is getting a fast-paced, well-mixed diet of the day’s events
into a fresh, interesting format.” ‘You can’t equate an in-depth story
with time on the air,” says executive producer Howard Glassroth in
defense of TV. Visual impact is worth a lot of words. A 30-second
film of a fistfight is just as good as a three-page description of it. Better.
And a 90-second clip plus narration is often the distillation of several
hours of reporting. Each reporter has to know how to use the tools of
TV journalism — the camera and microphone —to slice a story
crosswise properly and get a true segment of what’s going on.”

“...By 4 P.M. the early edition Action News starts taking
shape. . .. By now, every reporter is back and filmed reports have
been edited or are in the process of being edited. . . . ‘We have some
very definite guidelines on what we put on the air, and how we do it,’
says Kampmann. ‘We always want to be able to show the viewer in-
stead of tell him. If there’s a story about the new airport tax, we’ll
show planes taking off at the airport rather than some guy talking at
City Council. If the milk board has changed some prices, we’ll show
an interior shot of a supermarket. People can hear with their ears.
They don’t have to watch someone reading them the news. They
should be able to see something while they’re listening. If we don’t
have film, our artist works up an illustration to superimpose . ... ”

*““In addition to straight news, a TV news program must also in-
clude sports and weather,” Kampmann explains . . . ‘people don’t want
to hear about cold fronts and occluded fronts. Nobody knows what
they are, anyway ... Weather reporter Jim O’Brien will be telling
people how to dress their kids for school tomorrow, whether to carry
an umbrella, and what to wear if they are going out at night. It will
be a service told in a way that people use the weather.” ”

Anchorman Kane, following the show, “likes to be back at his
desk by 7:30, to start updating and rewriting the 6 P.M. show for the
11 o’clock offering. The shows usually have a different lead story and
sound.”11

Although specific orientations and logistic approaches differ, the basic
cohesion of many elements from many sources into a final script is the same
at all stations. The person responsible for the script, whether designated a
writer at a network or performing the duties of an announcer and/or pro-
ducer and/or editor and/or writer at a medium-sized or small station,
must consider all of the policy, personality and procedural aspects, as in the
process followed for “Action News.”
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Relatively new to news is a demographic breakdown of potential audi-
ences. As noted under styles of writing and under organization of the news
program elsewhere in this chapter, stories are chosen and placed in terms
of the probable attitude and makeup of the audience being reached at the
hour of broadcast. The overall approach of a station’s news presentations
are beginning to approximate the planning for a music station’s image, as
described in the discussion on demographics in Chapter 7. The profile of
the audience of a given station has an effect on the news approach, just as
the news approach attracts a certain kind of audience. The following tables
show the nationwide demographic breakdown of network news audiences:

Network evening news audiences by key demographic categories

Source: Morket Section Audience report. NT1. Februory 1974
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e Assume that these demographic breakdowns are accurate for
the city in which you are living. Plan a news approach and for-
mat for a local radio station which will attract the largest possible
audience. Would the same approach and format apply for a local
television station?

Types of Broadcasts

The most common type of television and radio news broadcast is the
straight news presentation, on radio usually in 5- or 15-minute segments
and on television usually in 15-minute and half-hour periods. There are
also commentator-personalities who present news analysis and/or personal
opinions on the news. Sometimes these are included in the straight news
show. In recent years news analysis in depth, stressing feature stories and
dramatic aspects of the news, has become more common. Networks and
staions frequently have “specials” which probe the news. Many of these
programs utilize serious research and present their findings in documentary
or semi-documentary form, following the approaches so effectively devel-
oped for the media by Edward R. Murrow and Fred W. Friendly with their
“Hear It Now” and “See It Now” programs. Although usually under the
direction of the news department, the documentary and feature are covered
here in a separate chapter. Other news-show types such as the panel and
interview are also covered in a separate chapter, on “Talks” programs.

In addition to the general news program, there may be straight news
shows devoted to specific topics, such as the international scene, financial
reports, garden news, consumer affairs, educational or campus news, and
so forth. The approaches within these categories may vary, of course, such
as stressing the public service aspect or the human interest elements.

Most news programs are a combination of the live announcer or an-
nouncers, film and videotape for TV and audiotape for radio of the re-
corded events, other visuals for TV, and in some cases where a story is
breaking at that moment, live remotes. There can be, as well, multiple
pickups from various studios, involving reporters closer to the scenes of the
events. Networks frequently present news roundups from various parts of
the country and, on radio and through satellite on TV, from various parts
of the world. There are also frequent — though, perhaps, not frequent
enough — on-the-spot news broadcasts which show or narrate the event
actually taking place. The live remote is one of the most important contri-
butions television can make and deserves fuller utilization.

Organization of the News Program

There are specific kinds of news programs, as indicated above, includ-
ing those emphasizing a special topic or a special approach. In the straight
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news program the writer should look for a clear and logical organization, no
matter what the topic or approach. One such organization is for the place-
ment of stories to follow a topical order; that is, the grouping of similar
stories into sections, although the order of the sections themselves may be
an arbitrary one. A geographical grouping and order is another organiza-
tional form. For example, the news coverage may move from North America
to Europe to Asia to South America to Africa to the rest of the world. An-
other frequently used grouping organizes the material into international,
national and local news categories. The order of presentation often moves,
within these categories, from the largest (international) to the smallest
(local). Probably the most common approach is to place the most impor-
tant story first in order to get and hold the audience’s attention, much as
does the lead story in the newspaper.

The organization is determined, in part, by the audience being reached.
In the mid-morning newscast, for example, stories are frequently chosen
and placed to appeal primarily to women, the bulk of the listening group
at that time. In the early evening the organization usually is one that will
reach most effectively the male listener or viewer who has just returned
from work. The news broadcast just before prime-time on TV frequently
seeks to reach a family group watching together. The time of day is also
important in relation to what the audience already knows of the news. In
the early morning newscast it is desirable to review the previous day’s im-
portant late stories. In the late evening broadcasts the current day’s news
should be reviewed and the audience should be prepared for the next day’s
possible happenings.

The physical format of the news show may vary. It may begin with
an announcer giving the headlines, then a commercial, and then the com-
mentator coming in with the details. It may start with the commentator
beginning directly with the news. It may be a roundup of different reporters
in different geographical areas.

® In the following pages, purposely presented in haphazard order,
is a 5-minute Associated Press news report.*

1) How would you rearrange this material to develop a news broad-
cast oriented around a clear, effective organization? Organize the
newscast along geographical lines; organize it according to inter-
national, national and local news; organize it along topical lines,
grouping similar types of stories; organize it according to the im-
portance of the stories.

2) After you have practiced organizing the material, analyze the
writing itself to determine whether: the five W’'s are clearly in-
cluded; the principle of conflict is utilized; clarity, simplicity and the
direct statement are evident; informality is present.

* From Television/Radio News Workbook by Irving E. Fang, Pages 61-64, 1974, pub-
lished by Hastings House, New York.
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3) What kind of news broadcast is this? Straight news? Commen-
tary? Documentary? Rewrite this news broadcast into at least one
form other than its present orientation.

(WASHINGTON) — THE DIRECTOR OF THE GOVERNMENT'S NEW OFFICE OF
PROFESSIONAL STANDARDS REVIEW CHARGED TODAY THAT THE DEPARTMENT OF
HEALTH, EDUCATION AND WELFARE HAS NOT GIVEN HIM ADEQUATE BACKING AND
RESOURCES. DR. WILLIAM BAUER LEVELED HIS CRITICISM AS HE RESIGNED HIS
POST.

(BALTIMORE) — PUBLISHED REPORTS SAY THAT FOR SEVERAL YEARS VICE
PRESIDENT AGNEW HAS RECEIVED REGULARLY FREE GROCERIES FROM JOSEPH
RASH, A BALTIMORE EXECUTIVE OF THE FOOD FAIR SUPERMARKET CHAIN. AND
OTHER REPORTS SAY HE HAS RECEIVED GIFTS OF FOOD, WINE, LIQUOR, AND CASH
FROM FRIENDS SINCE HIS RISE TO PROMINENCE. AGNEW'S AIDES SAY THE
ALLEGATIONS ARE BEING PUBLISHED BECAUSE OF A FEDERAL PROBE OF AGNEW
IN CONNECTION WITH ALLEGED POLITICAL CORRUPTION IN MARYLAND.

THE ONLY PERSON INDICTED SO FAR BY A MARYLAND GRAND JURY INVESTI-
GATING CORRUPTION, DALE ANDERSON, PLEADED INNOCENT AT HIS ARRAIGNMENT
TODAY. THE BALTIMORE COUNTY EXECUTIVE — WHO SUCCEEDED AGNEW IN THAT
POST — IS CHARGED WITH BRIBERY, EXTORTION AND CONSPIRACY.

A TENTATIVE TRIAL DATE HAS BEEN SET FOR JANUARY SEVENTH.

(WASHINGTON) — SECRETARY OF STATE-DESIGNATE HENRY KISSINGER WAS
CRITICIZED TODAY AS A WAR CRIMINAL AND RACIST. WITNESSES OPPOSED TO HIS
NOMINATION TESTIFIED BEFORE THE SENATE FOREIGN RELATIONS COMMITTEE.
TEN OPPONENTS CRITICIZED MAINLY THE NIXON ADMINISTRATION'S VIETNAM WAR
POLICIES.

THE COMMITTEE IS EXPECTED TO VOTE TUESDAY TO RECOMMEND CONFIRMA-
TION OF KISSINGER.

(WASHINGTON) — PRESIDENT NIXON HAS GONE TO CAMP DAVID IN THE MARY-
LAND MOUNTAINS FOR THE WEEKEND. RAINY WEATHER FORCED HIM TO TRAVEL
BY CAR RATHER THAN BY HELICOPTER AS HE USUALLY DOES.

THE PRESIDENT WAS ACCOMPANIED BY HIS WIFE, DAUGHTER JULIE AND
FLORIDA FRIEND C. G. REBOZO.

WHITE HOUSE SOURCES SAY IT NOW SEEMS UNLIKELY THAT PRESIDENT NIXON
WILL TRAVEL TO TEXAS A WEEK FROM TOMORROW FOR THE DEDICATION OF THE
HUGE NEW FORT WORTH-DALLAS AIRPORT. WHILE THERE NEVER WAS AN ACTUAL
ANNOUNCEMENT OF A PRESIDENTIAL TRIP, THERE HAD BEEN INDICATIONS NIXON
WOULD ATTEND THE AIRPORT OPENING.

(WASHINGTON) — THE AFL-CIO URGED CONGRESS TODAY TO DIRECT THE
FEDERAL RESERVE SYSTEM TO ALLOCATE AT LEAST SOME BANK CREDIT TO
PRIORITY AREAS SUCH AS HOUSING. UNION LEGISLATIVE DIRECTOR ANDREW
BIEMILLER TOLD THE HOUSE BANKING COMMITTEE THE ONLY WAY TO GET
BANKING MONEY INTO HOUSING IS TO MAKE IT MANDATORY.

CONSUMER ADVOCATE RALPH NADER EARLIER MADE A SIMILAR PROPOSAL.

(MORE)

(ALBANY, NEW YORK) — A DREAM 66-YEARS IN THE MAKING WILL COME TRUE
MONDAY FOR JOHN KALINYAK OF ALBANY, NEW YORK. HE WILL BECOME A
CITIZEN OF THE UNITED STATES. THE 86-YEAR-OLD NATIVE OF AUSTRIA-HUNGARY
FIRST CAME TO THIS COUNTRY IN 1907.

(WASHINGTON) — THE WHITE HOUSE SAID TODAY THAT THERE IS NO GREAT
DISAGREEMENT BETWEEN TREASURY SECRETARY SHULTZ AND PRESIDENTIAL AIDE
MELVIN LAIRD OVER TAX POLICY. BUT SPOKESMAN GERALD WARREN CONCEDED
THERE COULD BE SOME MISUNDERSTANDING BETWEEN THEM.
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SHULTZ CHASTISED LAIRD TODAY FOR THE WHITE HOUSE DOMESTIC AIDE’S
ANNOUNCEMENT YESTERDAY THAT PRESIDENT NIXON WAS CONSIDERING A TEN
PER CENT INCOME TAX SURCHARGE TO FIGHT INFLATION. SHULTZ SAID LAIRD
SHOULD KEEP HANDS OFF ECONOMIC POLICY. LAIRD HAS NOT BEEN AVAILABLE
FOR COMMENT.

(WASHINGTON) — PRESIDENT NIXON SIGNED WITHOUT FANFARE TODAY A BILL
THAT WOULD BAN TELEVISION BLACK-OUTS OF AT-HOME PROFESSIONAL FOOTBALL
GAMES SOLD OUT THREE DAYS IN ADVANCE. THE MEASURE WILL PERMIT HOME
TELECASTS OF A NUMBER OF NATIONAL FOOTBALL LEAGUE OPENING GAMES
SUNDAY.

(WASHINGTON) — THE U-S APPEALED TODAY FOR OTHER NATIONS TO ABIDE BY
THE POLITICAL AGREEMENT SIGNED BY THE LAOTIAN GOVERNMENT AND THE
COMMUNIST PATHET LAO. THE PACT SETS A COALITION GOVERNMENT WITH
PREMIER SOUVANNA PHOUMA AS ITS HEAD.

(DETROIT) — BARGAINING BETWEEN CHRYSLER AND THE UNITED AUTO
WORKERS HAS ENTERED THE FINAL HOURS BEFORE A MIDNIGHT STRIKE DEAD-
LINE. AND THE OVERTIME ISSUE APPEARS TO BE THE KEY BOTTLENECK TO A
SETTLEMENT.

THE UNION WANTS OVERTIME TO BE VOLUNTARY. CHRYSLER IS STANDING BY
THE PRESENT ARRANGEMENT WHICH CALLS FOR MANDATORY OVERTIME.

AT LUNCHTIME TODAY, WORKERS WALKED OFF THEIR JOBS IN AN OVERTIME
DISPUTE AT CHRYSLER'S WARREN AND HAMTRAMCK, MICHIGAN PLANTS FORCING
THE PLANTS TO SHUT DOWN.

(WASHINGTON) — WITNESSES TOLD A SENATE COMMITTEE TODAY THAT INADE-
QUATE FEDERAL CONTROLS ALLOW THE SALE AND USE OF INOPERATIVE OR
INEFFECTIVE MEDICAL DEVICES, INCLUDING HEART PACEMAKERS AND RESPIRATORS.
THE HEAD OF HEALTH RESEARCH GROUP, DR. SIDNEY WOLF, SAID THE WASHING-
TON BASED CONSUMER GROUP HAS UNCOVERED FOUR DEATHS SINCE FEBRUARY
IN WHICH FAILURES OF A STRUCTURAL ELEMENT IN ONE COMPANY'S HEART
VALVES WERE INVOLVED.

BILLS TO REQUIRE PRE-MARKET TESTING OF SUCH DEVICES ARE BEFORE THE
SENATE.

Another organizational approach frequently used is to concentrate on
one major news story, with the orientation of all other news around that
story. For example:

“Here is today’s news:

President Ford said at a news conference today that he pardoned
former President Nixon because of his concern for Mr. Nixon’s health and
because he felt that attention to Watergate was distracting the country from
more important needs.”

(The announcer then went on to give the background of the news con-
ference and the major emphasis of the questions.)

“President Ford stated that there was absolutely no deal made be-
tween him and Mr. Nixon for a pardon as a part of Mr. Nixon’s decision
to resign.

The first question put to Mr. Ford was:”

(The taped excerpt, audio for radio, video for TV, was inserted here,
with similar introductory material and appropriate tape inserts following.)
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Following the report on the news conference, which dealt almost en-
tirely with President Ford’s pardon of former Persident Nixon, the program
reported on Congressional attitudes and action concerning the appropria-
tion of funds for a staff and other transitional services for Mr. Nixon, dealt
with some Congressional charges concerning White House briefings being
flown to Mr. Nixon in California, the latest developments in the Watergate
trials, and news and commentary on the relationship of President Ford’s
pardon for Mr. Nixon with pardon or amnesty for those who refused to
fight in Vietnam.

On this particular news day, the most important continuing stories
happened to be interelated and happened to deal with national affairs. Fol-
lowing this coverage, the news broadcast went into the other news of the
day, including international events.

News vs. Opinion

As noted earlier, most news broadcasts are straight news, and these
usually are presented without comment or coloration. Other broadcasts
interpret the news, through objective analysis and sometimes with the com-
ment of experts representing at least the two major sides of the issues being
discussed. Some news broadcasts take a clearly philosophical approach,
coloring the story with selection or placement of information and sometimes
with clearly-stated subjective personal opinion. We have all heard certain
news broadcasters and commentators labelled “liberal” or “conservative,”
and CBS radio news has had a regular news commentary with Carl Rowan
designated the “liberal” and James Kilpatrick the “conservative.”

Sometimes, in times of stress, even objective commentary will be
labelled subjective by some people — if only because it goes into a news
area that some people would rather not have publicly aired at all. This was
true of the extensive coverage given the Watergate affair, trials, the im-
peachment proceedings, the Nixon resignation and the subsequent pardon
of Mr. Nixon by President Ford. Some of the commentary on these issues
was attacked as biased by the pro-Nixon people; other commentary was
attacked as being too apologetic and not candid enough. An example of
news commentary which was criticized by some as being biased against
Nixon (its inclusion of material principally implying guilt), and at the same
time was criticized by others as waffling (implying that public opinion was
sharply and, therefore, perhaps equally divided, and equating Watergate
conspirators with Vietnam dissenters) is the following.

® Your own evaluation of this script will indicate how difficult it is
to present a news commentary acceptable in every way to any-
body or acceptable in any way to everybody.
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This is Roger Mudd reporting, with news and commentary, on the CBS network. If our
long national nightmare is over, as President Ford says, the unresolved status of his
predecessor continues to hover over the nation. A fook in a moment.

PLOUGH :60

Will former President Nixon be indicted for his role in the Watergate coverup? Should
he be subject to possible indictment? Or instead, should he be exempted from prosecution?

Here's the situation at present. Constitutionally, Mr. Nixon could be indicted, in an
ordinary criminal proceeding, since he's no longer President. There may be new grounds
for indicting him in the three tapes he released just nine days ago — specifically, his
recorded instructions to H. R. Haldeman, on using the C.I.A. to obstruct the F.B.l.'s investi-
gation of the Watergate burglary. There are persistent reports of further damaging evidence
in tapes not yet made public — the tapes surrendered only on orders from the U.S.

Supreme Court. There also are reports that the Watergate grand jury which named Mr. Nixon
an unindicted co-conspirator while he still was President wishes to amend its work and
indict him now that he’s no longer protected by the presidential office.

President Ford could excuse Mr. Nixon personally from federal prosecution — but Mr.
Ford once said the public wouldn't stand for such an act — and he now shows no signs of
changing his mind. Attorney-General Saxbe says the decision on whether or not to prose-
cute rests entirely with Watergate Prosecutor Jaworski. Jaworski seems in no hurry to make
up his mind. He has said he made no deals with Mr. Nixan on this matter before the resig-
nation. It's constitutionally dubious that Congress could seek to protect Mr. Nixon individu-
ally from prosecution. And anyway, Congress doesn’t even seem inclined to try, since Mr.
Nixon balks at specifying the exact degree of his responsibility for the coverup.

Public opinion seems sharply divided. On one hand, there are those who think the
humilation of being the first President forced to resign is punishment enough. Besides, they
say, it would further upset and divide the nation if an ex-President is treated like a common
criminal. But others say the nation would be equally upset — and respect for law would be
diminished — if one man gets off while others pay the penalty, merely because of his
former, high office. Then there are Mr. Nixon's own (well-known) views on excusing possible
malefactors from the legal process. Speaking about Vietnam draft evaders and deserters,
he once said, “We have all made mistakes. But also, it is a rule of life, we all have to pay
for our mistakes. . . .” The price, he went on, “is a criminal penalty for disobeying the laws
of the United States.” Surely, it is unlikely for a man admittedly devoted to lofty principles,
like Mr. Nixon, to change his views on amnesty merely because he might now be receiving
it, instead of giving it.

The parallels with the fugitive Vietnam dissidents are on the minds of many including
former U.S. Supreme Court Justice Arthur Goldberg. He said today he would not recom-
mend giving Mr. Nixon immunity from prosecution. But, he adds, if such immunity is to be
granted, that immunity should be extended. — Extended from the former President to former
assistants who acted illegally under him — provided they didn’t act for personal gain. —
And such immunity should be extended as well — Goldberg feels — to those Vietnam dis-
senters whom Mr. Nixon would not forgive when he still had the power to do so. In a sense,
Goldberg feels, the draft dodgers and the Watergate conspirators were victims of the same
national mania. If the offenses of one class are to be forgotten, the offenses of the other
should be, too.

Such an amnesty at least offers the possibility of putting a lot of bad feeling behind us
— and starting anew. — if everyone also can forget that Mr. Nixon would be excused by a
means he himself rejected in the past, for others.

BODY ALL :30
TRAVEL LODGE :30

This is Roger Mudd reporting, for CBS NEWS.

Courtesy ot CBS News
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We have all heard “dramatic” commentators who attempt to disguise
news analysis and personal opinion as straight news. For some broadcasters
this has become a trademark. What is straight news and what is opinion
should clearly be designated as such. The FCC Fairness Doctrine has in
some cases rectified and in countless cases prevented misleading of the
public in the presentation of opinion or the biased selection of material
as objective news.

Rewriting

One of the newswriter’s duties, particularly on the local level, is re-
writing. A smaller station without a newsgathering staff is sometimes almost
totally dependent on the newswire. The announcer, given sufficient time
and energy, edits those stories that can be appropriately adapted to include
a local angle, evaluating their impact on the community. In effect, the an-
nouncer rewrites the news. As noted above, news broadcasts are organized
into homogenous groupings. Finding a unifying thread that means something
special to the listener in that community frequently requires rewriting. For
example, segments in a topical grouping of stories dealing with the economy
might be rewritten to reflect their relationship to the local unemployment
figures.

Perhaps the most common form of rewriting is updating. An important
story doesn’t disappear after it is used once. Yet, to use exactly the same
story in subsequent newscasts throughout the day is likely to turn off
those listeners who hear it more than once and conclude that the station is
carrying stale news. Updating is an important function of the network news-
writer. There are several major areas to look for in updating news stories.
First, the writer determines if there is any further hard news, factual infor-
mation to add to the story. Second, if the story is important enough it is
likely that investigative reporting will have dug up some additional back-
ground information not available when the story was first broadcast. Third,
depending on the happening’s impact on society, it will have been com-
mented upon after its initial release by any number of people from VIPs to
ordinary citizens. In addition, a story may by its very nature relate to other
events of the day, that relationship being made clear in the rewriting.

Note the final paragraph in the material earlier in this chapter on
WPVI's “Action News.” Television stations with their own news staffs try
to rewrite the news from one newscast to the next, not only updating it, but
reorienting it toward a different audience. How many times have you been
disappointed or even angry when the 11 P.M. news coverage was virtually
the same as the 6 P.M. newscast, especially when there was an important
happening that you were eagerly awaiting further information about?
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Remotes

One of the most exciting aspects of media news writing and reporting
— and viewing and listening — is the “remote.” On both radio and tele-
vision the remote brings the audience directly to the scene of the event, as
it is happening, live. Some remotes are reports following the event, equiva-
lent to the reporter phoning in the story to the newspaper the moment after
it has happened. The remote is usually handled by someone who is a com-
bination writer-reporter, insofar as the material must be gathered, written
and reported on by the same person. Louis Alexander of Houston, Texas is
a writer who is a reporter, handling remotes for networks and stations
throughout the country. He is also a professor of journalism at the Univer-
sity of Houston who teaches that news reporting is a partnership between
reporter and editor, one knowing best what has happened and the other
knowing best how and what to fit into the overall picture. Alexander de-
scribes the duties and procedures of handling the remote broadcast, from
his vantage point as a writer as well as a reporter. Although his description
specifically relates to a radio remote, the basic concepts as they apply to
the writer are equally true for television.

Remote feeds enable the radio reporter to beat the other media with the
news. The sound of the voice coming over the phone, broadcast by the station,
adds to the listeners’ excitement by reminding them that they are hearing it from
the very scene of the action — political convention, freeway accident, sports
arena or close by the launching pad. Some experienced reporters arrange a con-
tinuous feed, live, during the event. Most remote feeds, however, must fit into
scheduled newscasts. Most stations can connect a studio recorder to the incom-
ing telephone line and record it directly; and some stations have special high-
fidelity telephone lines that preserve most of the voice quality.

A remote feed from the scene of action — live — is a continuous report
of what is going on. You need a good knowledge of events and the people in-
volved in them, and quick articulation and recognition of what’s going on. Sev-
eral days in advance, or longer, order a telephone line from the phone company
in that local area. For an extra charge you may have them install a line with
higher voice quality. Make arrangements in advance with the local authorities
or their public relations representative for a spot with good visibility and good
access to whatever information services will be provided locally.

First the reporter gathers information and records statements by the par-
ticipants or observers, then reads the notes and decides what is most important
to pass on to the radio audience. This enables the reporter, while listening to the
actualities, to decide which statements are the most significant as well as good
quality sound. Do your homework: gather background information, write a few
short pieces to fill in during quiet, inactive moments, and learn to identify as
many as possible of the main personages by their faces and their voices. Arrange
with your news director the schedule of times to be on the air and the cues that
switch the broadcast between studio and remote site. Come on the air before the
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main action starts and set the stage for the listener: provide the background
needed to understand and appreciate what is about to happen. Then provide con-
tinuing word pictures of events, conditions, attitudes. Be sure to switch to the
studio, or to a colleague, on cue; also switch whenever you are on the verge of
running out of worthwhile things to report. Before you sign off from the remote
site, be sure to acknowledge local assistants and summarize what has happened,
unless the studio newscaster plans to do that.

The process for the remote feed which is not live is slightly different. The
reporter writes the story, holding it to whatever length is desirable or required —
40 seconds, one minute, two minutes or more. If the story includes an actuality,
the reporter writes an intro, times the actuality to fit into the overall time allotted
for the story, and inserts a transition phrase after the outcue, to pick up the
thread of the text. The reporter then cues the tape to the beginning of the
actuality.

Feeding the story over the telephone is technically easy. It is simplest when
the reporter is feeding without an actuality: telephone the station’s news room,
advise you are ready to feed, wait for the studio personnel to connect a recorder
onto the receiving line, count ‘3-2-1’ to allow time for the recording to roll, read
the story to the end, with a signoff that indicates you are on the scene: ‘This is
John Smith, at the Johnson Space Center in Houston.” The ordinary telephone
transmits most levels of the human voice with good quality, and many stations
have at least one telephone line which the phone company has upgraded to high-
fidelity reproduction. The recorded story comes onto the tape in the studio with
good sound quality — with just enough of a ‘remote tone’ to remind the listener
that the voice is coming from the scene of the action.

When the reporter is feeding an actuality the process has additional tech-
nical requirements: a tape recorder which has the appropriate circuitry — a few
of the better quality models have it; and a line that plugs into the recorder’s out-
put and has two alligator clips on the other end. The reporter unscrews the tele-
phone mouthpiece and removes it (although some telephone company regula-
tions forbid this, the practice is nevertheless generally accepted) and connects
the alligator clips to the two terminals within the telephone mouthpiece. The
reporter connects the microphone to the tape recorder, providing a circuit that
can feed into the telephone, alternately, the recording or the reporter’s voice.
The reporter speaks through the microphone and listens through the telephone
receiver. With the actuality cued on the tape recorder, the reporter feeds the
story through the microphone, switches on the actuality at the proper point, and
switches back to the microphone for the ending.

Some reporters like to record the entire story, even when there is no ac-
tuality included. Then they feed it from the recorded version to the radio sta-
tion. This has the advantage of enabling the reporter to send the best version the
first time, eliminating fluffs and repeats, and may also hold down the telephone
charge for long distance time.

The following is a script prepared and used by Alexander for the kind
of remote described above (the underlined words are reminders for vocal
emphasis) :
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Nationa! Public Radio

Friday, Sept. 21 (1973)

TENNIS

The largest crowd ever to watch a tennis match saw Ms. Billie Jean King upset Bobby
Riggs last night in three straight sets.

The exhibition was a $100,000 — winner take all — answer to the question, '‘Can a good
woman player beat a good man player?”

Ms. King, at 29, is the world's number one woman player. Riggs at 55 has won 40
national and world championships.

Ms. King won by outplaying Riggs — catching him out of position with passing shots
and cross-court shots — never letting Riggs set up the lobs and trick shots for which he is
famous. The scores were 6-4, 6-3, 6-3.

Riggs said afterwards that Ms. King played well within her game, but he couldn't get
his own game started. ‘‘She made better shots off my best shots,” Riggs said.

In the Astrodome the crowd of 30,000 mostly expected Riggs to win — yet they cheered
more loudly for Ms. King. An estimated 40 million people watched over television throughout
the United States and 35 other countries.

Today Ms. King is back in the Virginia Stims women's tournament in Houston. She has
a third round match to play, and she said she has to fight against a letdown after last night.

For National Public Radio, this is Louis Alexander in Houston.

Some TV Considerations

The types, styles, organization and approaches are essentially the same
for the television and the radio news broadcast. The combinations of studio,
recorded and live remote materials apply to both media. The most impor-
tant difference is the obvious one: television is visual. The reporter, feeding
a remote or in the studio, must have a visual personality. In the past two
decades the television news personality — the Murrows, Huntleys and
Brinkleys, Cronkites — have become the stars of television. (This was true
of radio as well, when it was the medium for broadcast news, with its
Gabriel Heatters, Lowell Thomases, Fulton Lewis, Jrs., Elmer Davises and
H.V. Kaltenborns.) The physical setting should be interesting and attrac-
tive, consistent with the concept of informational and exciting news. Even
the presentation of content that in itself may be undramatic should be visu-
ally stimulating. For example, watch the techniques and “gimmicks” intro-
duced by weather reporters in the nightly weather segment of the news
program, Television news should stress the visual and may use videotape,
film, slides, photographs, inanimate objects and, where necessary for em-
phasis or exploration in depth, even guests in the studio. Except for rela-
tively extensive use of an anchorperson to keep together the physical
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continuity of the program or, through that person’s special personality, to
instill confidence or, as a star, to motivate viewing by the audience, the TV
news program should show the news, not tell about it. We have all seen
TV news programs where a reporter merely read the news to us and we
felt that we might as well have heard it on radio and not taken time to sit
down in a living room to watch. Even when insufficient time or great dis-
tance or geography makes it impossible to show a film or tape of the event
or carry it as a live remote, a blow-up photo or a slide of the scene or of
the persons involved may be used as a background to the reporter’s nar-
ration.

Writing the script that appears over the air is only the final stage of a
long, arduous and frequently complicated process. Planning and develop-
ment begin early in the day, even for a program such as “CBS Evening
News with Walter Cronkite” which may not go on until early evening.
Susan Leavitt of CBS News lists the many preliminary materials preceding
finalization of an actual script: 1) CBS Program Log is distributed on the
morning of the show, showing all the film pieces used on the Morning News,
Midday News, Evening News and even on the other network news programs
from the previous day; 2) written about 6 or 7 A.M. and distributed around
8:30 AM. is a “CBS News Insights” sheet, with logs, which shows who is
assigned to what coverage, what the planned assignments are for the day,
and with a domestic and foreign “Who’s Where” so that any membey, of
the staff is reachable at all times; 3) about 11 A.M. a “Who Does What”
rundown is distributed, showing which associate producers and which re-
porters are doing what and where; 4) about 11:15 A.M. a “Morning Line”
is issued, with more information on the big stories and who is assigned to
them; 5) about 12:30 or 1 P.M. a “Pre-Lineup” is completed, providing a
list of the stories expected to be used on the program; 6) about 3:30 P.M.
or shortly thereafter the “Line-up” comes out, listing the stories that will be
on, their page numbers and times; 7) about 5 P.M. there is an “Editorial
Line-up” with more exact information on what each page will be; 8) up
until show time there are “Line-up Revisions,” incorporating any changes
warranted following the time the first line-up was prepared; 9) the final
script itself.

The following are selected examples of this material, to give the writer
an indication of some of the preparation that goes into the final product.
Here, all pertaining to the same broadcast, are 1) the “Morning Line,”
2) the “Pre-Lineup,” 3) a first revision of the “Lineup,” and 4) the first
portion of the final complete script.

As you study these materials note that the “line-up” (or, as it is also
called and as used in this book, “rundown” sheet) lists not only the subject,
but the source, whether live or recorded, and the timing for each segment.
The numbers at the far left of the rundown sheet have corresponding seg-
ment numbers on the script. The script also has information for the director
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on transitions and where visuals are to be used, including film, tape and
stills. Note, too, the combinations of visual techniques.

CBS EVENING NEWS W/WALTER CRONKITE FRIDAY JULY 12, 1974, THE MORNING LINE
1 — SEVAREID: Is not working today.

2 — WATERGATE
a— Fielding burglary jury hears judge's charge, then begins deliberations; Graham,
artist will be covering in the trial’s new quarters.
b — House Judiciary hears Henry Peterson, closed session; Morton.

3 — HOSTAGES
We have live and film units outside U.S. District Courthouse, Stahl inside; Peterson
Bradley outside, and arrangements to pick up the action should it move into the
streets, towards an airport, etc.

4 — BALTIMORE STRIKE
McNamara, producer Ganzer, and one crew, soon to be two, are in position for us;
overnight, police began joining the garbage strikers but so far, city appers calm
with enough police still on duty. This story will probably come to New York for air.

5 — WASHINGTON VARIOUS
a— Democratic state chairmen meet for second day, hearing from Sens. Kennedy &
Jackson; NBenton is there.
b — Roy Ash economic briefing at the White House; Kalb/Schieffer cover.
¢ — President Signs Congressional Budget Bill, designed to make Congress more savvy
and more responsible in fiscal affairs; Schieffer.
d — Earl Warren funeral; President will appear. Strawser.

6 — DOMESTIC VARIOUS
a — Stock market has surged in early minutes; if rally continues impressive; MKrauss
will be there to tell us why.
b — In Detroit, Plante covers murder trial in which star eyewitness is 12-year-old deaf-
mute daughter of victim. She will tell her story in hand language.
¢ — Cesar Chavez is announcing a new lettuce boycott; DDow covers, switchable KPIX.
d — NY state hearings into difficulties of getting mortgages; Krauss.

7 — FOREIGN VARIOUS

a —Natanson's material for completing the torture story, in hand; Burrough cutting,
early line is around 4:00.

b— Quint's African Drought update, in hand, available tonight.

¢ — Overnight troubles of Belfast, including one bomb-blast and aftermath of others,
birdable; London to advise.

d — Simon’s report on Israeli efforts to foil terrorists, arrives midafternoon, cut long at
4:20. Center track.

8 — POOR LAGNIAPPE
Kuralt's Singing Orderly 2:30
Kuralt's Craft Olympics 3:35
Kuralt's Bullfighter, new, ready tonight.

PRE-LINEUP FRL., JULY 12, 1974
1. HOSTAGES/STAHL WASH

2. PLUMBERS JURY OUT/GRAHAM WASH

3. PETERSEN-JUDICIARY/MORTON WASH

4. BALTIMORE POLICE STRIKE/MC NAMARA NY

5. DEAF MUTE CHILD TESTIFIES/PLANTE DETROIT

6. WARREN FUNERAL/STRAWSER WASH
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1st Revision
— CBS EVENING NEWS WITH WALTER CRONKITE — FRIDAY — JULY 12, 1974 —

. STOCKS SOAR/KRAUSS

. SINGING ORDERLY/KURALT
. CHAVEZ/D. DOW
. WHITE HOUSE RESPONSE/SCHIEFFER
. IF TERRORISTS COME/SIMON

. TORTURE/NATANSON

. AFRICAN DROUGHT/QUINT

. DEMOCRATS MEET/BENTON

. ERVIN-BAKER PRESS CONFERENCE/SCHORR

OPEN (ANNOUNCE)

Cronkite

PLUMBERS GUILTY/GRAHAM

5.6. Cronkite

1st CMCL (Clear Eyes/Breakfast Squares)

Cronkite

HOSTAGES/BRADLEY

Cronkite

WATERGATE WRAPUP/SCHORR

Cronkite

2nd CMCL (Hid. Valley Salad Dressing/

DAP Paint Product)

Cronkite

COPS STRIKE/McNAMARA

Cronkite

DEAF CHILD/PLANTE

Cronkite

3rd CMCL (Alka Seltzer/Ralley Wax)

Cronkite

WARREN FUNERAL/STRAWSER

Cronkite

{SRAELI & TERRORISTS/SIMON

Cronkite

4th CMCL (Ocusol/D-Con)

Cronkite

SINGING ORDERLY/KURALT
Cronkite goodnight

5th CMCL (Subaru/Mentholatum)
CLOSE (ANNOUNCE)

CTN

Final

NY

NY

SAN FRAN
WASH

NY

NY

NY

WASH
WASH

SP/9 VT/13
live

WASH

live

VTR/12

live

WASH

live

WASH

live

VTR/2

live

VTR/9

live

VTR/12

live

VTR/2

live

WASH

live

VTR/9 STBY/14
live

VTR/2

live

VTR/12

live

VTR/2
SP/9 VT/13
SL/3

151

1st Revision

25

3:00

1:05

1:30

1:30

1:05

2:00

3:00

1:05

2:30

1:05

Final

FROM CBS NEWS HEADQUARTERS IN NEW YORK
THIS 1S THE CBS EVENING NEWS WITH

WALTER CRONKITE ...

AND . ..

IN WASHINGTON:

FRED GRAHAM
BRUCE MORTON
ED BRADLEY
DANIEL SCHORR

BOB MCNAMARA IN BALTIMORE

BILL PLANTE IN DETROIT

AND BOB SIMON IN HANITA, ISRAEL

N.Y.

Detroit

(Reg./SE)

N.Y.

N.Y.
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2. CRONKITE Good evening:
John Ehrlichman, for four years a powerful associate of
President's Nixon's at the White House, was convicted today of
conspiracy and perjury.— The verdict for his role in the break-in
at the office of Daniel Ellsberg’s psychiatrist during the
Pentgon Papers controversy.
Also convicted:
Ehrlichman and 3 co-defendants — G. Gordon Liddy, Bernard
Barker and Eugenio Martinez.
Fred Graham reports from Washington.

3. Graham VTR TRACK UP

FRED GRAHAM: After only 3 hours of deliberation, the jury found all 4 defendants guilty of
conspiring to violate the civil rights of Daniel Ellsberg’s psychiatrist. Ehrlichman was also
found guilty of 1 count of lying to the FBI and 2 counts of lying to a grand jury. He was
found not guilty of another count of lying to the grand jury.

JOHN EHRLICHMAN [convicted conspirator]: We've just come from a meeting with our
attorneys to review the matter, and | have instructed them to prepare to file an appeal in
our behalf. As | think you know, we've been concerned from the very beginning about our
ability to secure a fair trial in this district and certainly one of the grounds of our appeal
will go to that question. It was also a matter of concern to us that a great deal of the
substance in the background of this entire case was excluded from the evidence by rulings
of the court and obviously that would be another question to be raised on appeat in this
matter.

| have, and have for many years had, an abiding confidence in the American judicial
system. Nothing that happened today has in any way shaken that confidence, and we look
forward to an eventual complete exoneration as this matter moves through that process.

QUESTION: Do you feel you were betrayed by those at the White House who asked you to
do this?

EUGENIO MARTINEZ {convicted plumbers burglar]: | do not want to use the word
"betray”, but it looks like the one that gave the order. — At the time of the trial, everyone
tried to run away. Everyone lost their memory. Everyone — [laughs] No one knew what's
going on. And, really, it looks [MARTINEZ] like the only one who knew were us. And the
little assignment that we had was for certainly — is as our attorney said. I'm sure that the
case didn’t have to start in Miami.

QUESTION: You think you got stuck holding the bag?
MARTINEZ: Well, | believed you say it.

GRAHAM: The defendants will remain free without bond until they are sentenced on July
the 31st. Ehrlichman cuuld get a maximum of 25 years in prison; the others, up to 10 years
in prison.

Fred Graham, CBS News, at the D.C. Court of Appeals.

4. Cronkite On the question of impeachment of the president, a key matter
now being examined by the house judiciary committee is
whether he illegally received and passed on Watergate grand
jury information. And a key figure in that matter is assistant
attorney genera! Henry Peterson who was in charge of that
investigation. He was before the committee today.

Bruce Morton reports.

Folo 4. MORTON VTR TRACK UP
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Members said Peterson told them it was proper for him to pass
information about the grand jury to the President, and for the
President to use it. Hogan of Maryland said Peterson said he
really only gave the President information about what the prose-
cutors were doing, not the grand jury. But in at least one case,
the President promised not to pass on what Peterson told him
.. . and yet the information did get to the President's men.

The edited White House transcript of a President to Peterson
phone call, the evening of April 16, 1973 . . .

President: 1 just want to know if there are any developments . . .
anything you tell me, as | think | told you earlier, will not be
passed on. Because | know the rules of the grand jury.

Peterson: You asked about Colson. Colson and Dean were
together with Erlichman when Erlichman advised Hunt to get
out of town . . . so he is going to be in the grand jury.

The President repeats, making sure the grand jury will call
Colson.

Early next morning. Erlichman called Colson. "My grapevine
telis me you are going to be summoned over there today . . .
They’re going to ask you about a meeting in my office.”

Erlichman reminds Colson of the meeting. Colson says he wasn't
there, but is sure he never heard any order to Hunt to leave
town and will so swear. A few minutes later, just before ten
ayem, the White House transcripts show Haldeman telling the

President: '‘Colson flatly says there was never anything where
he was where there was a discussion of Hunt getting out of the
country . . . Erlichman has checked out everyone who was at
that meeting and nobody recalls that being said except Dean.”

So Peterson’s information was apparently used by the Presi-
dent's men. Peterson testified today he saw nothing improper in
that; one Democrat called him "'a good soldier,” bm, cbs n,
wash

Presidential lawyer James St. Clair and White House news
spokesman Gerald Warren issued conflicting statements today
about whether Mr. Nixon expects the House Judiciary Committee
to vote for his impeachment.

Warren said the President expects a committee vote for
impeachment, but also believes the full House will vote in the
President’s favor.

St. Clair said he spoke to Mr. Nixon just this morning and didn't
hear any such view expressed.

Later, Warren took the blame for all the confusion and said that
actually the President thinks it would be inappropriate to make
predictions.

CMCL

:60VT
Clear Eyes/Breakfast Squares
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FALSE OUT AT :30

OUT CUE: “There’s Breakfast Squares”

8. CRONKITE Two prison convicts are still holding 7 hostages at gunpoint in
the basement cellblock of the U.S. District Court House in
Washington.

Ed Bradley has that story.
9. BRADLEY TRACK UP

ED BRADLEY: The district court in downtown Washington has been effectively cut off from
the rest of the city. Though just 2 blocks from the Capitol, it's a cordoned-off area, the
center of the fong wait between the 2 prisoners inside with their hostages and the hundreds
of heavily-armed police outside and in the rest of the building. One hostage, a U.S. Marshal,
was released last night, but 6 men and 5 woman are still being held. And the 2 prisoners
are demanding a plane for a so-called ‘‘freedom flight”, to Africa, Algeria, or Cuba.

Frank Gorham is the leader. He's been serving a prison sentence of 73-years-to-life on
a variety of charges. In 1972, Gorham was one of the ring-leaders, along with Robert Jones,
of the escape attempt from the Washington jail.

Last night, Jones spoke by telephone to a Washington radio station.

ROBERT JONES [voice only]: .. . stand in front of a firing squad and die alone. We're
going to take somebody with us, since we're going. So what we want you to understand is
that if we killed the harmless, we're going to kill these other people.

BRADLEY: Gorham’s mother, a local evangelist, has been at the court for most of the day.

MRS. VELMA JONES [prisoner’s mother]: From 1-year-old to 20-years-old, this man never
had a potice record. He never even was — was arrested for no reason. You see what I'm
saying? | hope I’'m not getting loud but | want you ail to know that this boy is not just
something born around and from the ghetto. | raised this boy.

BRADLEY: Gorham and Jones rejected a plan to fly them to a federal prison in Oklahoma.
Now, at the insistence of the 2 prisoners, officials here are trying to arrange a meeting with
the families of the hostages and the families of the prisoners with someone from the Justice
Department. Gorham and Jones feel that possibly this pressure will force the government

to let them go.

Ed Bradley, CBS News, Washington.

10. CRONKITE The Senate Watergate Committee has put together a final report
of its findings, based on months of hearings and investigation of
the 1973 presidential campaign.

Daniel Schorr reports.

11. Schorr TRACK 'UP

SCHORR: A year ago, when it was all on live television, the seven senators seldom missed
a session.

Today there was a bare quorum — without Senators Baker, Talmadge and Gurney —
as they met one last time to discuss their final report.

The report itself — three volumes, result of a $2 million 17-month investigation — is
under wraps until tomorrow night. But not the senatorial rhetoric, stressing how the
committee turned the country around.

SOF:WEICKER: | think the result of what was wrought here is going to have its impact for
many years to come. At least | hope so because the ball is no tonger in this particular
court, specifically the senate caucus room, rather really with the American people.



News and Sports 155

SCHORR: In the era of impeachment and trials, the report avoids conclusions about
presidential responsibility, and everything else.

SOF:ERVIN: You know, you want to prove that a horse is a horse. There's two ways to do
it. You draw a picture of the horse, which is a great likeness of the horse, and the other is
to do that and then write under it, this is a horse. We just drew the picture . . . [laughter]

SCHORR/CLOSE: It's a far cry from a year ago when the hearings in this caucus room
dominated the living rooms and cocktail lounges of the nation. The Watergate Committee
ended — bypassed by action in the courts and action in the impeachment investigation —
action that it helped to generate.

Daniel Schorr . . CBS News . . . in the Senate Caucus Room, Washington.

Courtesy ot CBS News

Special Events — News

As a result of public interest group and citizen pressures, rulings of the
FCC and, in circular fashion, media-induced increased interest in public
affairs by young people, the special event became increasingly significant in
broadcasting during the past decade. The dramatic nature of media-covered
special events in the United States, such as the moon-landings, the Vietnam
protest marches, the Watergate hearings and the impeachment proceedings
stimulated interest in this aspect of broadcasting as never before.

The special event is usually under the direction of the news depart-
ment and is essentially something that is taking place live and is of interest
— critical or passing — to the community. It is usually a remote, on-the-
spot broadcast. Special events usually originate independently and include
such happenings as parades, dedications, banquets, awards and the open-
ings of new films and supermarkets. More significant kinds of special events,
perhaps, are political conventions and astronaut launchings. The assassina-
tions of John F. Kennedy, Martin Luther King, Jr. and Robert F. Kennedy
were fully covered by the media although, of course, unanticipated. The
first human landing on the moon, the Watergate hearings and the impeach-
ment proceedings in the House of Representatives were also fully covered,
but as planned events with time for preparation in depth.

Sometimes special events are merely introduced, presented without
comment, and — occasionally — summarized or critiqued when over. Some-
times they are narrated on radio and are accompanied by commentary on
television. The opening and closing material and, frequently, transition and
filler material are provided by the writer. The latter two are sometimes han-
dled directly by the broadcaster who is assigned to the event and who pre-
sumably is an expert on the subject being covered.

Most special events are more effective on television than on radio. If
the event is for presentation within a regular news program, it is frequently
pre-recorded (see the section on “Remotes™ earlier in this chapter). The
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picture captures the action and the commentary provides background and
clarifying information. Films or tapes of special events usually are edited
and sometimes carefully prepared beforehand in terms of format, transi-
tions, introductions and additional material to be recorded. Sometimes they
are so fully prepared that they take on the characteristics of the special fea-
ture rather than the special event. There is often only a fine line between the
special event and the feature and any given program might be either one or
a combination of the two. The feature and its ultimate refinement, the docu-
mentary, are discussed in the next chapter. Suffice to note now, in terms of
difference between the two forms, that the special event is a broadcast
which covers an actual happening that is part of the current mainstream of
life, while the feature may or may not be part of current events and is usu-
ally devised, developed and executed by the broadcaster or other producing
organization.

Techniques. For events other than those which require only a short
intro and outro, the writer should collect as much material as possible. News
stories, maps, press releases, historical documents, books, photographs,
locales and similar sources can be pertinent and helpful in preparing con-
tinuity. Copy should be prepared for all emergencies as well as for opening,
closing, transition and filler uses. Material should include information on
the personalities involved, the background of the event and even on prob-
able or possible happenings during the event.

Coverage in depth of a special event requires considerable preliminary
work. Russ Tornabene, Vice President and General Manager of the NBC
Radio Network, states: “Extensive research goes into the preparation of
material to be used as background for broadcasting special events. For ex-
ample, the research document prepared for the 1972 Olympics ran to about
500 pages. For the 1972 primaries and political conventions there were
several books prepared, each with several hundred pages. They were even
tabbed for quick reference, with color-coded sections, for various categories
such as candidates, issues, etc. The job of the writer, therefore, in preparing
background material for special events is an important one. In addition,
the correspondents doing the broadcasts add to the basic book with re-
search, interviews and materials of their own.”

Because the form of the special event is extemporaneous, the material,
though prepared as fully as possible, should be simple, straightforward and
informal, and should sound as though it were ad-libbed.

Types. As previously noted, some special events are simply coverage
of the event taking place. They do not require commentary and the writer
needs to prepare only an appropriate opening and closing. The following
illustrates continuity that may be used for a continuing special event that is
broadcast more than once:

PRGM: FCC HEARINGS
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Good morning.
Good afternoon.
In just a few moments, your city station will bring youthe _________ day of the
Federal Communications Commission hearings on network television policies
and practices.

The hearings are taking place in the Interstate Commerce Building in
Washington, D.C., before the entire Federal Communications Commission.

We take you now to Washington, D.C.

That concludes this (morning’s) (afternoon’s) session of the FCC hearings on
network television policies and practices. Your city station is bringing you these
important broadcasts direct from Washington, D.C., in their entirety, through the
week of February 5th. We are interested in your reaction to these broadcasts.
Write, FCC Hearings, WNYC, New York 7. And join us again (at 1:45) (tomorrow
morning at 10) for the next session.

Courtesy of the Municipal Broadcasting System —
Stations WNYC, WNYC-FM, WNYC-TV — New York City

Other types of special events permit and require the development of

transition and background material during the event. The best example of
this kind of special event is the broadcast of the live sports event — which
is discussed later in this chapter under “Sports.”

A further type, which falls close to a feature but is largely extempora-

neous, is the commentary or analysis on what went on during the special
event. In this instance, only a prepared opening, although sometimes a
lengthy and explanatory one, is necessary. Here are two examples, the first
following the Watergate hearings on October 4, 1973 and broadcast from
12:04 AM. to 12:34 AM,, and the second following the impeachment
hearings on July 11, 1974 and broadcast from 11:30 P.M. to 12 midnight.

(Watergate) The activities Chairman Sam Ervin asked witness Martin Douglas

Kelly about were Political Dirty tricks, the subject of today’s
session of the Senate Watergate hearings.
I'm George Herman, CBS News, Washington, with my colleague
Nelson Benton. And, in just a moment, today’s budget of
ditry tricks.

Courtesy of CBS News

(impeachment) Good Evening:

Washington has been inundated by another massive set of
Watergate transcripts.

This stack of documents was distributed by the House Judiciary
Committee yesterday to the news media for dissemination

this evening.

These 8 volumes contain what the Committee has been hearing
and reading and leaking from behind its closed doors since the
9th of May.
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In a moment, 5 reporters from the Washington Bureau of CBS
News will tell you what IS and what is NOT in these 8 volumes.

ANN & COMMERCIAL
Courtesy of CBS News

One type of special event virtually indistinguishable from a feature is
that which has been carefully pre-planned and developed and is a special
event only because it is being presented in front of an audience. Productions
of the arts fall into this category — though who could say that such an event
is not a feature or vice versa. When the station participates in the prepara-
tion for the event, the writer can provide special input as to its actual de-
velopment and perhaps its outcome. When the station does not participate
in the actual action of the event — such as a concert or recital — the writer’s
job is somewhat different. There may be a need to prepare only the opening
and closing, as in the following example. (Note the detailed video directions
— SC refers to “studio card” or card bearing the indicated information.)

VIDEO AUDIO

OPENING:

Cover shot of Choral Group Channel five presents . . .

Super Slide: L-20 the INTERCOLLEGIATE CHORAL
FESTIVAL ...
The festival, which was held last evening
at William Neal Reynolds Coliseum, in-
cluded choral groups from ten colleges
throughout North Carolina . . . and a
massed chorus of over 450 voices.

Super SC: Dr. Knud Anderson The director is Dr. Knud Anderson of the
New Orleans Opera House.

Super SC: Willa Fay Batts Piano Solist is Willa Fay Batts;

Super SC: Beatrice Donley Alto Soloist, Beatrice Dontey; and

Super SC: Mary lda Hodge Accompanist, Mary Ida Hodge. And now . . .
the Premiere INTERCOLLEGIATE CHORAL
FESTIVAL OF NORTH CAROLINA:

CLOSING
Channel Five has presented The Premiere

Super Slide: L-20 of THE INTERCOLLEGIATE CHORAL
FESTIVAL OF North Carolina, directed by

Super SC: Dr. Knud Anderson Dr. Knud Anderson.

Courtesy of WRAL-TV, Raleigh, N.C.
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SPORTS

AT ONE TIME the sports department of a station or network was an offshoot
of the news department. But the phenomenal growth of live sports event
coverage has given sports new status in broadcasting and more and more
sports divisions are separate, independent functions from the news division.
The smaller the station, of course, the greater the likelihood that sports will
be a function of the news department, rather than a separate entity. The
writing of sports is similar to the writing of news. If anything, the style for
sports broadcasts must be even more precise and more direct than for news
broadcasts. The language is more colloquial and though technical terms are
to be avoided so as not to confuse the general audience, the writer of sports
may use.many more expressions relating to a specialized area than can the
writer of news.

Types of Sports Programs

The straight sportscast concentrates on recapitulation of the results of
sports events and on news relating to sports in general. Some sportscasts are
oriented solely to summaries of results. These summaries may come from
wire service reports or from other sources of the station. Material which is
rewritten from newspaper accounts or which is taken from the wires should
be adapted to fit the purpose of the particular program and the personality
of the broadcaster.

The sports feature program may include live or recorded interviews
with sports personalities, anecdotes or dramatizations of events in sports,
human interest or background stories on personalities or events, or remotes
relating to sports but not in themselves an actual athletic event.

A sports show may amalgamate several approaches or, as in the case
of the after-event critique or summary, may concentrate on one type alone.
Many sports news shows are combinations of the straight report and the
feature.

The most popular sports broadcast is, of course, the live athletic con-
test while it is taking place. In some instances economic or legal factors
prevent the direct broadcast of the event, and it is recorded and broadcast
at a scheduled time after the event has taken place.

Organization of Sports News

Formats for the sports news broadcast parallel those of the regular
news broadcast. The most common approach is to take the top sport of the
particular season, give all the results and news of that sport, and work to-
ward the least important sport. In such an organization the most important
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story of the most important sport is given first unless a special item from
another sport overrides it. Within each sport the general pattern in this or-
ganization includes the results first, the general news (such as trades, injuries
and so forth) next and future events last. If the trade or injury is of a star
player or the future event is more than routine, such as the signing for a
heavyweight championship fight, then it will become the lead story. The
local sports scene is usually coordinated with the national sports news,
fitting into the national reporting breakdowns. The local result or story,
however, will usually be the lead within the given sports category and some-
times the local sports scene will precede all other sports news. Formats vary,
of course.

An example of sports news without results of contests is the following
script of Sports Director Dave Brandt at WGAL-TV, Lancaster, Pennsyl-
vania. A veteran of some 25 years in broadcasting, Brandt does not write
a standard opening and closing for his show. Note that this particular script
consists of a feature-commentary on the most important “local” sports
event — the Philadelphia Eagles football game of the day before — and
news of several important upcoming events. Note that as a local sports show
more slides than tape are used and that the format is not the usual two-
column video-audio setup.

SPORTS FINAL MONDAY
DAVE: 2x2 #6982 IN B G (McCORMACK)

Our tip of the hat tonight goes to Mike McCormack, the honest, levelling coach
of the Philadelphia Eagles, who refused to blame yesterday's loss to New Orleans
on the officials or the crowd. McCormack, after looking over game films, said he
thought the Birds did not play with much intelligence, and he does not under-
stand some of the Eagles’ mental mistakes.

Punch to 2 x 2 #6771 EAGLES IN B G
The crowd undoubtedly affected the game, cutting into the Eagles’ momentum,
and the officials were afraid to rouse the rooters more by applying the penalty
cure. But the Eagles blew the game in the final stages and just weren't high — as
contenders have to be — in this game against a lightly-held opponent.
Punch to 2 x 2 #6921 FOREMAN IN B G
Heavyweight champion George Foreman is an 11-5 choice to retain his title in
tomorrow nite's bout with Muhammed Ali in Africa. Philadelphian Zach Clayton
is expected to be the third man in the ring. Ex-champ Joe Frazier arrived for the
bout. He hopes to meet the survivor — and he told the press he believes that
would be Foreman, altho’ he isn’t counting out the veteran Ali.

COMMERCIAL

SPORTS FINAL (2) —

DAVE: 2x2 #7035 FB IN B G
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The New England-Buffalo game coming up next Sunday shapes up as one of the
best of the year — Buffalo took advantage of Chicago mistakes to trample the
Bears yesterday.

TAPE FOR TODAY. 6-second cue: 12:20. SOT. Runs 1:10. Out cue: Johnny
Morris, NBC news.

2 x 2 HORSE RACING IN B G

Desert Vixen, the leading U-S filly, has been entered in the Nov. 9 Washington
D-C International at Laurel as a challenger for Dahlia, which won the Canadian
International at Woodbine and is the favorite to win the Laurel classic for the
second straight year.

CLOSING

Courtesy of Dave Brandt, WGAL-TV, Lancester, Pa.

Sports Special Events

The live on-the-spot coverage of an athletic contest is the most exciting
and most popular sports program. The newspaper and magazine cartoons
showing a viewer glued to a television set for seven nights of baseball in the
summer or seven nights of football, basketball and hockey in the winter are
no longer exaggerations.

The sports special event can be other than a contest, however. Cover-
age of an awards ceremony, of an old-timer’s day, of a Cooperstown Hall
of Fame induction, of a retirement ceremony are all special events that are
not live contests on the playing field or court.

The contest.  Although the jobs of television and radio broadcasters
differ, those of the continuity writers are essentially the same. In television
the broadcasters are announcers and not narrators, as they are in radio.
Even if they wanted to, the television broadcasters would find it difficult to
keep up with the action as seen by the audience, except in slow games such
as baseball. Since sports are visual to begin with, the less description by the
television broadcaster the better. The television announcer is primarily an
encyclopedia of background information. The radio announcer needs back-
ground information, too, but sometimes is too busy with narration to use
very much of it.

The sports broadcaster must have filler material; that is, information
relating to pre-event action and color, statistics, form charts, information on
the site of the event, on the history of the event, about the participants, hu-
man interest stories and similar materials which either heighten the audi-
ence’s interest or help clarify the action to the audience. This material must
be written up and must be available to the broadcaster to be used when
needed, specifically during lulls in the action, and in pre-game and post-
game opening and closing segments. At one time staff writers prepared this
material. More recently, sports broadcasters have been expected to be ex-
perts in their field and to know and to provide their own filler material.
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Former sports stars have been hired to do “color” at live events, providing
first-hand technical and human interest information not usually known to
the non-player. Because of indications that too many sportscasters were not
objective, but were “homers” who might falsify, distort or suppress facts to
aid the attendance and public relations of the home team, the FCC in 1974
required that the sports broadcast must disclose “clearly, publicly, and
prominently” during each athletic event whether the announcers are being
paid, chosen or otherwise controlled by anyone other than the station.

The primary function of the writer for the live contest is that of a
researcher and outliner. The script may be little more than an outline and/
or a series of statistics, individual unrelated sentences or short paragraphs
with the required background and transition continuity. The following out-
line is more complete than most. Note that the material contains not only
the opening and closing format, but includes the commercial format so that
the announcer knows when to break, and also has the lead-in script mate-
rial for the commercial. Each page of the opening and closing formats are
set up so that after the first page the announcements of network sponsors or
local sponsors may be inserted without disrupting the continuity.

PROFESSIONAL HOCKEY — OPENING BILLBOARD
VIDEO AUDIO
Up from black Sneak theme
FILM

PROFESSIONAL HOCKEY ANNCR: Coming your way now is PROFES-
(Super) SIONAL HOCKEY, the fastest game in the
world . . .
SUPER (NAME OF TEAMS) and BIG match it is —
the against
the
(Theme up and under)

CBS SPORTS ANNCR: Thisisthe ____ in a series
(Super) of exciting matches that will be brought to
you every Saturday afternoon during the
season . . .

BEST IN SPORTS
(Super)

NATIONAL LEAGUE HOCKEY
(Super)

As part of the continuing effort of CBS
SPORTS to present the BEST IN SPORTS
all the year around.

(Theme up and under)
ANNCR: This is an important regular season

contest in the National Hockey League . ..
hockey's MAJOR league . . .
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NAME OF STADIUM
(Super)

NAME OF TEAM

NAMES OF SPORTCASTERS
(Super)

VIDEO

PROFESSIONAL HOCKEY

NATIONAL LEAGUE HOCKEY

NAME OF TEAMS

NAME OF STADiUM

NEXT SATURDAY

NAME OF TEAMS

NAMES OF SPORTSCASTERS

PROFESSIONAL HOCKEY
isa

CBS TELEVISION NETWORK
Presentation

PRODUCED BY CBS SPORTS
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being brought to you direct from famed
in

(Theme up and under)

ANNCR: So now get ready to watch the
match between the

and the
with description by

and

Now let's go to (Name of Stadium)

(Theme up and hold)

CLOSING BILLBOARD

AUDIO

You have just seen a presentation of fast-
moving PROFESSIONAL HOCKEY . ..

one of the big regular season matches of
the NATIONAL HOCKEY LEAGUE . . . the
MAJOR league of hockey.

(Theme up and under)

Today’s exciting contest was between the
and the

Playedonthe ________ home ice,
the famed in

(Theme up and under)

We invite you to join us again NEXT Satur-
day afternoon for another big Professional
Hockey Match . . .

Next week'’s televised contest will bring
together the (Name of Team)

and the (Name of Team) __________ at
the (Name of Stadium)

(Theme up and under)

The description of today’s match has been
provided by and

This presentation of PROFESSIONAL
HOCKEY has been produced by CBS
SPORTS.

(Theme up and hold)
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HOCKEY COMMERCIAL FORMAT

Before Opening Face-Off — **Very shortly play will be starting here at (name or arena) and
we will have action for you.”
(1 minute commercial)

First Period — During 1st period of play three 20 second commercials are to be inserted
at the discretion of each co-op station. Audio Cut: “There's a whistle on the ice and the

score is &
1st pause during play-by-play. .20 seconds
2nd pause during play-by-play. .20 seconds
3rd pause during play-by-play. .20 seconds
End of First Period — “‘That is the end of the first period and the score is & "
(1 minute commercial)
Middle First Intermission — ‘“In just a moment, we are going to have more entertainment

for you during this intermission."”

Before Second Period Face-Off — “Very shortly, play will be starting in the second period
at (name of arena) and we will have more action for you.”
(1 minute commercial)

Second Period — During 2nd period of play three 20 second commercials are to be inserted
at the discretion of each co-op station. Audio Cue: “There’s a whistle on the ice and the

score is &
1st pause during play-by-play. .20 seconds
2nd pause during play-by-play. .20 seconds
3rd pause during play-by-play. .20 seconds
End of Second Period — ““That's the end of the second period and the score is &
(1 minute commercial)
Middle Second Intermission — ‘‘In just a moment we are going to have more entertainment

for you during this intermission."

Before Third Period Face-Off — “Very shortly play will be starting in the third period here
at (name of arena) and we will have more action for you."
(1 minute commercial)

Third Period — During third period of play three 20 second commercials are to be inserted
at the discretion of each co-op station. Audio Cue: “There's a whistle on the ice and the

score is &
1st pause during play-by-play. .20 seconds
2nd pause during play-by-play. .20 seconds
3rd pause during play-by-play. .20 seconds

End of Third Period — ““That is the end of the game and the scoreis
(1 minute commercial)

Statistical Wrap-up

Before Closing Billboard — “This wraps up another National Hockey League telecast.
Final score &

By permission of CBS Television Sports
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In the preceding format the writer prepared a fair amount of actual
script continuity. In the following football format there is less dialogue pre-
pared but considerably more directions provided for the actual telecasting
process. The planning is more precise, with time segments and total elapsed
time after each segment.

NFL TODAY, PART 1 — PRE GAME

00:00 Open and Tease the Day ........ceiiiiiiinrinnernnenenennenennnennnes 2:30

02:30 Commercial 1 ....ouinuiiiit ittt i et e e 1:02

03:32 Football Segment 1 ... ittt ittt ernnannns 7:30
(includes 2-minute field report supplied by NFL Films)

11:02 Commerical 2 ... .ottt e e e e 1:32

12:34 Sports News Segment .........c.ouuitiiniiiiiiiiiieiiiinninnennnnens 5:00

(probably include 1'/z- to 2-minute non-football feature
supplied by NFL Films)

17:34 Commercial 3 ...ttt i i e e e aa, 1:32

19:06 Football Segment 2 ......... ittt ittt 7:25
(includes 2-minute feature supplied by NFL Films)

26:31 Commercial 4 .. ...ttt i it i i i, 1:02

27:33 L0 1o 1:02

28:35 Game Opening Billboard ..........cviiiiiiiiiiiiiii ittt innnnnn, 1:00

29:35 BT L 1 T

CUE: WE'LL BE READY FOR THE START OF TODAY'S NATIONAL
FOOTBALL LEAGUE GAME AFTER THIS WORD FROM YOUR
LOCAL STATION. (Pause) THIS IS CBS.

Note: 72-Second Station Break

NFL TODAY, PART I — GAME
01:00  ANNOUNCErS Set SCENE ........ciiutiteinintiiiiiiinineeiennenneanennss 1:10
LEAD TO COMMERCIAL 1

CUE: WE'LL BE READY FOR THE START OF TODAY'S GAME
IN JUST A MOMENT.
02:10 Commercial 1 ...ttt et ittt et e, 1:32
(On doubleheaders this will be a 2-minute position)
03:42 Announcers set starting lineups, cover coin toss ceremony if
going on at time ......ciiiniiit ittt i e i i e e 1:18
05:00 Kickoff — First Quarter
Commercials 2, 3 and 4
CUE: During Action — WITH (time) REMAINING IN THE (
QUARTER, THERE'S A TIME OUT WITH THE SCORE
(team & score) AND (team & score).
Note: If there's a problem with the clock, we'll use: IN THE
(—— ) QUARTER, THERE'S A TIME OUT WITH THE SCORE
(team & score) AND (team & score).
Unless there are regional commercial positions, we will not employ these
cues except at the end of the quarters; countdown cues will be used.
End of First Quarter
Commercial 5 and NFL PSA ... .. ittt it rinenenrnnenennns 1:45
CUE: THAT'S THE END OF THE FIRST QUARTER WITH THE
SCORE
Second Quarter
Commercials 6,7, 8 & 9

)
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00:00

00:10

01:42
01:52
02:57

08:17
13:17

13:27

13:58
15:00

Writing for TV and Radio

Note: Network promos will be in fixed positions following commercials
7 & 16. In the vast majority of cases we hope that these will be
12-second videotape announcement that can be included in the
commercial reel. If, for any reason, they are straight copy, the
announcements should still be held to 12 seconds.

CUES WILL BE THE SAME AS THOSE LISTED FOR FIRST QUARTER.

End of First Half

NFL TODAY, PART Il — HALFTIME

CUE: THAT'S THE END OF THE FIRST HALF WITH THE

SCORE it e, 110
Commercial 10 (30 secs.) Note: On the second games of doubleheaders
this will be a 60-second position. If there are first game sponsors involved
in the second game, one 30-sec. commercial will shift to position 1 ...... 1:32
STATION BREAK CUE: WE'LL JOIN JACK WHITAKER IN CBS
CONTROL AFTER THIS WORD FROM YOUR LOCAL STATION.

System (from COOrd) ......outiiitiiiiiiiiiiiiieineenneeenneannennnns 110
Station Break (62 S€CONAS) . ...ovuniiiitniiiiiiieiineeneeenenennnennnnn 1:05
(a) Sports News Segment .........coiiiiiiiiitiniiiiiiireinnnneneenns §:20

(includes 1-minute commercial as part of total time) Note: This
segment will include 2:30 feature supplied by NFL Films.

(b) Football Scores & Hilites ..........cciiiiiiiiiiiiiniirienniinnnnnns 5:00
CUE TO BILLBOAD: WE'RE ALMOST READY TO BEGIN THE

SECOND HALF WITH (team) KICKING TO (team) .............cccvvunn. 110
Middle Billboard .......0..coiiiiiiiiiiiiiiiiii ittt 31

Title Slide — National Football League — :05
Copy: “Today's Nationa! Football League game is being sponsored
by v
Sponsor A — :05
Sponsor B — :05
Sponsor C — :05
Sponsor D — :05
Copy: ‘“Today's game will continue in just a minute.”
Commercial 11 .....uetinntiiiiiitiiitteeeeenneeenneenneennnsenannnns 1:02
Second Half Kickoff — Third Quarter
Commercials 12, 13 & 14
CUES WILL BE THE SAME AS THOSE LISTED FOR FIRST QUARTER.
End of Third Quarter
CUE: THAT'S THE END OF THE THIRD QUARTER WITH THE
SCORE WE NOW PAUSE FOR A WORD
FROM YOUR LOCAL STATION. (SYSTEM)
Note: If the station break does not fall at the end of the third quarter
(see Station Break Summary), the cue will be as follows: WE'LL
RETURN TO (stadium) AFTER THIS WORD FROM YOUR
LOCAL STATION. (SYSTEM)
Station Break (62 seconds) and NFL PSA ...........cccviiiiiinnnnnnnn. 1:45
Fourth Quarter
Commercials 15, 16 & 17 (see note following commercials 6, 7, 8, & 9)
CUES WILL BE THE SAME AS THOSE LISTED FOR THE
FIRST QUARTER.
End of Game
Commercial 18 ... iiuuitiiiiiiiiinttereeneereeeranncesseasannsensans 1:02
Note: In all games this commercial will be scheduled in fourth quarter
action should sufficient commercial opportunities occur.
CUE: THAT'S THE END OF THE GAME AND THE FINAL SCORE
1S WE'LL BE BACK AT ( )
STADIUM [N JUST A MOMENT.
Play-by-play announcers will fill as required (Note: Should be maximum
of 4 minutes) and then cue to Pro Football Report.
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CUE: NOW WE TAKE YOU TO (Announcer) IN CBS CONTROL FOR

PRO FOOTBALL REPORT.

Note: On doubleheader dates we will cue directly to station identification.
CUE: STAY TUNED FOR (team vs. team) GAME IMMEDIATELY
FOLLOWING THIS WORD FROM YOUR LOCAL STATION.

(Pause) ... THIS IS CBS.

Blackout markets carrying a first game will have to cover the second game
with a STAY TUNED FOR PRO FOOTBALL REPORT.

NFL TODAY, PART Il — POST GAME

00:00

Program Segment 1 ..............

.................................... 4:00

(Scores of 4 games, VTR hilites on 2 of 4)

04:00
05:02

Commercial 1 .......cccvvvvinnn..
Program Segment 2 ..............

.................................... 1:02

(Scores of 4 games, VTR hilites on 2 of 4)

09:02
10:04

Commercial 2 ..........ccovuvnnnn
Program Segment 3 ..............

.................................... 1:02
.................................... 4:00

(Scores of 4 games, VTR hilites on 2 of 4)

14:06

15:08 “Goodbye” and Closing Billboard

Commercial 3 ........ccoivvunnnnn

.................................... 1:02
.................................... 1:00

Note: This will have to be pre-taped and racked on separate machine so
that it can follow any commercial position. . . . System should be

included on tape.

Station Note: There will be no fill procedures. The Post Game Show on
first games will run 16:08 regardiess of the end time of the game. See
Doubleheader Procedures for instructions on second game sign-offs.

The

Show was produced by CBS Television Sports

* What significant differences, if any, are there in the preparation
of the rundown sheet for a network sports event and for the follow-

ing local sports event?

VIDEO

OPENING: LONG SHOT OF SPORTLAND:

CUE THE MUSIC — SUPER L-317-s
PAN SLOW RIGHT
CUT TO CU OF BOWLER

ZOOM BACK SLOWLY

DROP SUPER AND ZOOM IN ON JIM
HEAVNER, FADING OUT THE MUSIC

AUDIO

(BOOTH ANNCR.) NOW LIVE FROM BEAU-
TIFUL SPORTLAND ON U.S. 1 NORTH OF
RALEIGH — WRAL-TV PRESENTS . ..
BOWLING FROM SPORTLAND ... THE
EXCITING NEW BOWLING SHOW WHERE
EACH WEEK YOU'LL SEE THE TOP
BOWLERS IN THIS AREA COMPETE FOR
PRIZES AND THE TITLE OF KING OF THE
HILL — PLUS A CHANCE TO WIN $10,000
SHOULD THEY BOWL A PERFECT 300
GAME. NOW HERE'S YOUR BOWLING
HOST, JIM HEAVNER.

(JIM) HELLO, LADIES AND GENTLEMEN,
I'M JIM HEAVNER AND I'LL BE YOUR
HOST ... (DOES WARM-UP) (INTRODUCES
BOWLERS) (DOES THE INTERVIEW) (THEN
RIGHT BEFORE THE START OF THE
FIRST GAME) WE'LL START OUR FIRST
GAME RIGHT AFTER THIS IMPORTANT
MESSAGE.
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CUT TO STUDIO FOR BREAK ONE:

BACK LIVE:

CUT TO STUDIO FOR BREAK TWO:

BACK LIVE:

CUT TO STUDIO FOR BREAK THREE:

BACK LIVE:

PAN LEFT

CUT TO LONG SHOT OF SPORTLAND
WITH MUSIC

SUPER SLIDE: L-317-s AND CUE MUSIC

SUPER SLIDE: L-207-s

SUPER SLIDE: L-307-s

SUPER SLIDE: L-317-s: MUSIC UP
AND OUT:

BLACK:

Writing for TV and Radio

(SIXTY SECONDS)

(STARTS FIRST GAME) (AFTER FIRST
GAME, WE WILL HAVE INTERVIEWS
ONLY IF WE ARE INSIDE OF 0:15) (CUT
TO SECOND BREAK WITH CUE — WE'LL
START OUR SECOND GAME RIGHT AFTER
THIS IMPORTANT MESSAGE)

(SIXTY SECONDS)

(START SECOND GAME) (WE SHOULD
HAVE FINISHED SECOND GAME PRIOR
TO 0:38) (IF WE'RE RUNNING NEAR OR
OVER THIS KILL BREAK THREE) (TIME
PERMITTING CUT TO THIRD BREAK
WITH CUE — WE'LL START OUR THIRD
GAME RIGHT AFTER THIS IMPORTANT
MESSAGE)

(SIXTY SECONDS)

(STARTS THIRD GAME) (AFTER GAME,
TIME PERMITTING, HE INTERVIEWS
WINNER AND LOSER HANDING THEM
THEIR ENVELOPES) (IF WE NEED A

PAD, HEAVNER BRINGS OUT CHARLIE
BOSWELL FOR THE BOWLING TIP OF
THE WEEK) (IF FURTHER PAD IS
NEEDED USE FOURTH PROMO CUTAWAY)
(CLOSE IS REVERSE OF THE OPENING —
HEAVNER BOWS OUT)

(BOOTH ANNCR.) LIVE FROM BEAUTIFUL
SPORTLAND ON U.S. 1 NORTH OF
RALEIGH WRAL-TV HAS PRESENTED
BOWLING FROM SPORTLAND ... BE
WITH US AGAIN NEXT WEEK WHEN TOP
BOWLERS IN THIS AREA AGAIN COMPETE
FOR PRIZES AND THE TITLE OF KING
OF THE HILL — PLUS A CHANCE TO WIN
$10,000 ON BOWLING FROM SPORT-
LAND — BOWLING FROM SPORTLAND
WAS DIRECTED BY ROSS SHAHEEN.

By permission of Sportland, Inc.

The Non-contest. The principal difference between this special event
and the live contest is that this one can be more completely prepared for
and, in some instances, even can be outlined in terms of anticipated se-
quences. Although it should come over as extemporaneous, the writer can,
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through pre-interviewing and working with the producer and director in
setting up certain actions, write an outline that contains specific happenings
rather than non-content transition phrases. The following detailed rundown
was adapted from a network presentation.

RUNDOWN SHEET ON STADIUM REMOTE, FOOTBALL COACH TRIBUTE

Approx. 2:15 P.M.: Panoramic view of Stadium. Super card: ‘‘Football Coach’s Last
Game.”” Announcer voice over.

Approx. 2:55 P.M.: Panoramic view of half-time ceremonies at Stadium. Super card:
‘“Football Coach’s Last Game.” Announcer voice over.

Approx. 4:50 P.M.: Announcer introduction to closing minutes of football game. Feature
scoreboard clock running out. Super card over action on field as
gun sounds ending game. Interviewer describes closing moments
of game.

1. Interviewer stations Football Coach on the field facing the field camera. Bands of the
competing universities line up behind Football Coach and Interviewer.

2. Band music concludes and Interviewer thanks the bands on behalf of Football Coach.
(Interviewer's mike should be fed into stadium public address system for any narration
while on field.)

3. Football Coach and Interviewer walk up ramp to field house followed by special guests.
At entrance to field house they are picked up by camera on dolly and led down the hall
of the University dressing room. The University squad and the opposing team’s captain
follow closely.

4. Interviewer introduces some friends and former players of Football Coach, with brief
comments from the guests and from Football Coach. It is hoped that the Presidents of
both Universities can be present, and that the President of Football Coach's University
can quote from letters written to Footba!ll Coach by prominent persons in government
and in other fields. At some point during the proceedings an outstanding national football
coach will talk to Football Coach from station studio via split screen.

5. At conclusion of program !nterviewer presents Football Coach with award from Network.

6. Brief comment from Football Coach to his University alumni throughout the country.
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FOR APPLICATION AND REVIEW

1. Clip out the front page stories from your daily newspaper and
organize them for a radio news broadcast according to each of
the following approaches: topical; geographical; international,
national, local; from most to least important, regardless of
category. Write the script for a 15-minute straight news broad-
cast for radio, using one of the organizations developed above.

2. Rewrite the radio broadcast you have developed in the exercise
above for a television news program, utilizing photos, film, tape,
slides and other visuals.

3. Prepare the opening and closing continuity and the filler mate-
rial for a live local broadcast — for television and radio both —
of the next athletic event in your community. Rewrite your
material as though the same event were to be broadcast over a
national network.

4. Find out what special event worthy of news coverage, other than
an athletic contest, will take place in your community in the
near future. Prepare the opening and closing, transition and
filler material for radio. Include, if possible, an interview with
one or more personalities taking part in the event. Revise for
television the material you prepared for radio.

For those who are especially interested in newswriting, the following
workbook is recommended for practice materials: Fang, Irving E., Tele-
vision/Radio News Workbook. New York: Hastings House, 1974.




Features and
Documentaries

FEATURES AND DOCUMENTARIES are usually under the direction of the news
department of the television or radio station or network. They deal with
news and information and, frequently, opinion, sometimes pertinent to cur-
rent events, sometimes of an historical nature, and sometimes academic,
cultural or abstract without necessarily relating to an immediate or major
issue of the day.

FEATURES

THE FEATURE OR, as it sometimes called, the special feature, falls some-
where in between the special event and the documentary. While the special
event is coverage of an immediate newsworthy happening, sometimes un-
anticipated, the special feature is pre-planned and carefully prepared. There
are special events, of course, such as sports events, which are pre-planned.
The difference is that in the special event the producer is covering a hap-
pening as it unveils and does not know what the outcome is going to be.
In_the feature the outcome is known and, indeed, the program may have
been well-rehearsed and 1s usually pre-recorded. The broadcaster usually
mMuem‘é‘ “of events'in the feature than in the
special event. The special event usually is live, while the feature usually is
filmed, taped or, if live, produced from a script or at least a routine sheet or
detailed rundown sheet. Special events usually are public presentations that
television and radio arrange to cover. Features usually are prepared solely
for television and radio presentation and generally are not presented before
an in-person audience. The special event is part of the stream of life while
the feature is designed by a producing organization.
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Features usually are short — 2- to 5- or 15-to 30-minutes in length;
the former for fillers and the latter for full programs of a public service
nature. The subject matter for the feature varies. Some sample types: the
presentation of the work of a special service group in the community, a
story on the operation of the local fire department, an examination of the
problems of the school board, a how-to-do-it broadcast, a behind-the-scenes
story on any subject — from raising chickens to electing public officials.
The feature offers the writer the opportunity to create a program of high
artistic quality closely approaching the documentary.

Writing Approach V\/)\

Because it does come so close to the documentary, the feature requires
3 20 careful research, analysis and evaluation of material, and writing based on
gé\_.detail and depth. That does not mean that it requires a full and complete
39 script. Because the feature is composed, frequently, of a number of diverse:
program types — such as the documentary, the interview, the panel dis-
cussion and the speech — it may be written in routine sheet or rundow
form. Some features have combinations of script, rundown sheet and rou-
tine sheet. :
Because the feature is usually a public service presentation it often
contains informational and educational content. But it doesn’t have to be
—purely factual or academic in nature. It can even take the form of a variety
show or a drama — or certainly have elements of these forms within the
program as a whole. The feature is an eclectic form and can be oriented
around a person, an organization, a thing, a situation, a problem or an idea.
The following example is principally oriented toward an organization (the
Red Cross) but also includes a problem (disaster work) and a situation (a
specific disaster in the Harrisburg area and a specific technique, artificial
respiration). Note that this feature was produced by a local commercial
station as part of a regular public service series and is a live-type program
with film inserts.

v
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HOW RED CROSS DOES IT

VIDEO AUDIO
SLIDE #1 MUSIC: RECORD “RED CROSS SONG" IN
TRI-STATE STORY AND OUT BEHIND STATION
ANNOUNCER:

As a public service, WEHT presents TRI-
STATE STORY — a half hour prepared
SLIDE #2 through the cooperation of the Springfield
RED CROSS EMBLEM Chapter of the American Red Cross. Here
to introduce our guests for this evening is
Mr. John Smith, Director of Public Relations
for the Springfield Red Cross. Mr. Smith:
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CAMERA ON SMITH (MR. SMITH THANKS ANNOUNCER AND
INTRODUCES TWO GUESTS, MR. HARVEY
AND MR. JONES. THEN ASKS MR.
HARVEY TO SPEAK.)

CAMERA ON HARVEY (MR. HARVEY TELLS OF RECENT

CLOSEUP OF PHOTOS ON EASEL DISASTER WORK IN HARRISBURG AREA,
SHOWING PHOTOGRAPHS OF SERVICE

= WORKERS. HE WILL RISE AND WALK TO

THE EASEL.)

CAMERA ON SMITH AND JONES (MR. SMITH INTRODUCES MR. JONES.
THEY DISCUSS SUMMER SAFETY SCHOOL
FOR SWIMMERS. JONES LEADS INTO
FILM WITH FOLLOWING CUE):
“Now 1'd like our viewers to see a film that
was made at Lake Roundwood during last
year's Summer Safety School.”

SPECIAL FILM (8:35) (SILENT — JONES LIVE VOICE-OVER)

CAMERA ON JONES (JONES INTRODUCES ARTIFICIAL RES-
PIRATION DEMONSTRATION.)

CAMERA ON TWO BOYS (JONES DESCRIBES METHODS OFF
CAMERA.)

CAMERA ON SMITH (SMITH THANKS JONES AND HARVEY
AND GIVES CONCLUDING REMARKS.)

SLIDE #3 MUSIC: THEME IN AND UNDER

TRI-STATE STORY
STATION ANNOUNCER:

Tri-State Story, a WEHT Public Service
Presentation, is on the air each week at this
time. Today's program was prepared through
the cooperation of the Springfield Chapter
of the American Red Cross.

By permission of American National Red Cross

“Day By Day” is an award-winning feature series on a public televi-
sion station. As with the Red Cross feature, note how the basic introduc-
tion of the main idea (in “Day By Day,” the world of the deaf) leads into
the building of an understanding of the subject through background, dis-
cussion and demonstration. It is, in dramatic terms, a rising action, moving
the audience along to greater interest and empathy. This is a desired tech-
nique in writing the feature. Without expensive technical requirements,
such as location filming, and using only one set and a demonstration area,
the writer-researcher of “Day By Day” was able to obtain variety and
excitement.

* What are the different program forms and techniques used in
this rundown sheet? Without increasing the budget, is there any
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additional or different material or approaches you, as writer, would
have used?

Vol.—3 December 12, 1973

Tol. No. — 346 Wednesday

Yr. No. —55

DAY BY DAY
1973
WUCM-TV
DELTA COLLEGE
UNIVERSITY CENTER, MICHIGAN
3:00 P.M, (Live) & 7:30 P.M. (Repeat)
Partial Script
Host/Prod. — A. Rapp Direct. — M. Baldwin
Anncr. — L. Scott Vid. Eng. — H. Conley
Vol. Prog. Coord. — J. Arvoy Writer/Resch. — K. Semion
Series Sec. — B. Meyers
Guests — 8
Segments — 2 (Same Topic)
VIDEO AUDIO
BLACK

VT OPEN (SLIDE MONTAGE)

MS OF ANNCR.

WS OF SET

TAPE THEME (‘DAY BY DAY")

ANNCR. (STAND OPEN)

THE FOLLOWING PROGRAM IS PRO-
DUCED IN THE STUDIOS OF WUCM-TV
FROM DELTA COLLEGE AT UNIVERSITY
CENTER, MICHIGAN. THIS IS DAY BY DAY.
(PAUSE)

LIVE AT 3 REPEATED ON VIDEO TAPE
AT 7:30 P.M.

YOUR HOST IS ANDY RAPP AND I'M
LAMARR SCOTT.

ANNCR. (SPEC. OPEN): IMAGINE, IF YOU
CAN, A WORLD OF UTTER SILENCE.
(PAUSE)

IMAGINE THAT YOU COULD CLOSE
YOUR EARS AS YOU CAN CLOSE YOUR
EYES, AND THERE WOULD BE NO FOOT-
STEPS, NO WHISTLING WIND. IMAGINE
THE WORLD OF THE DEAF. TODAY,
WEDNESDAY, DECEMBER 12, WE'LL
EXPLORE THE WORLD THAT HAS
INCLUDED SUCH GREAT PERSONS AS
THOMAS EDISON AND JOHANN
SEBASTIAN BACH.

AND NOW, HERE'S ANDY.

APPROX. 1 MIN.

HOST & ANNCR. (AD LIB CHAT):
— NATIONAL "'DING-A-LING” DAY
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SHOW PHONE NOS.

SEGMENT #1
4 GUESTS WALK ON SET AND SIT

(DISCUSSION AREA)
VID. SPOT EFFECT SIGN READER

SEGMENT #2
(DEMONSTRATION AREA)
DEAF STUDENTS PERFORM
PANTOMIME SKIT

RANDOM SHOTS OF GUESTS
BLACK

177

— ASK FOR TELEPHONE CALLS
APPROX. 2 MIN.

SEGMENT #1

ANNCR. (GUEST INTRO.): IT'S EASY TO
THINK NEGATIVELY WHEN YOU THINK
OF DEAFNESS, AND THAT'S WHY
TEACHING DEAF PERSONS TO DEVELOP
POSITIVE SELF IMAGES IS AN IMPOR-
TANT GOAL OF OUR GUESTS.

BERT POOS (PAHZ) IS SUPERINTENDENT
AND DEAN OF STUDENTS FOR THE
DEAF IN FLINT. HIS WIFE, EDIE POOS
(PAHZ), IS COORDINATOR OF THE
HEARING IMPAIRED PROGRAM AT MOTT
COMMUNITY COLLEGE IN FLINT. EARL
JONES IS AN INSTRUCTOR AT THE
MICHIGAN SCHOOL FOR THE DEAF AND
DIRECTOR OF THE MOTT ADULT
EDUCATION PROGRAM FOR THE DEAF.
AND MARIE ERICKSON 1S AN INTER-
PRETER FOR THE MOTT COLLEGE
PROGRAM.

HOST (INTERVIEW) #1: FOUR GUESTS.
TOPIC: “THE PROBLEMS OF BEING
DEAF OR HARD OF HEARING.”
APPROX. 10 MIN.

SEGMENT #2

HOST (INTERVIEW) #2: FOUR GUESTS
DEMO.

NARRATED BY GUEST ON DISCUSSION
SET.

GUEST INTROS STUDENTS.

APPROX. 10 MIN.

ANNCR. (SPEC. CLOSE): THIS POEM,
CALLED THE WORLD OF SILENCE, WAS
WRITTEN BY A DEAF PERSON:

“THE RING OF BELLS — WHAT 1S IT?
THE RUSTLE OF LEAVES, CAN YOU
HEAR IT?

CAN YOU HEAR THE CLOCK TICK TOCK.
A BABBLING BROOK, A FRIEND'S HELLO,
THE BARK OF A DOG, THE TELEPHONE'S
RING?

TO ME, THESE SHOULD NOT MEAN

A THING,

BUT | CARE — | CARE.

| FEEL THE SOUNDS | CANNOT HEAR."

FOR ANDY RAPP, THIS IS LAMARR
SCOTT, WISHING YOU A GOOD EVENING.
TAPE THEME (‘DAY BY DAY")

APPROX. 30 MIN.

EXACT: 28:30 MIN.

Day By Day, 1973-74 Season, WUCM-TV, Delta College,

University Center, Michigan; Andersen Rapp, Executive Producer



178 Writing for TV and Radio

The following is from a regular feature series on NBC radio entitled
“Emphasis.”

® As you analyze it, note 1) in what ways, if any, as a network pro-
gram, it differs from the previous two non-network feature exam-
ples; 2) what special writing approaches and techniques mark it
as a radio, rather than a television, presentation. Rewrite it as a
network television feature.

Even if you go to Washington with a closed mind, keep your eyes open. Bill Cullen, At Ease.
More after this for Best Western Motels.

Just about anybody who gets to Washington sees the Lincoln Memorial . . . most get to the
Smithsonian institution . . . and some even manage to find Ford's Theater . . . where
Lincoln was shot.

But there are hundreds of monuments in the nation’s capital that hardly any visitor notices
. . . and that most Washingtonians themselves know little about. For instance, there are
thirty statues of men on horseback . . . which may be one or two too many. Some of the
riders . . . like Ulysses S. Grant . . . you may have heard of . . . but there are a lot of other
generals there that no one now remembers. In the middle of DuPont Circle there is an
elegant marble fountain held up by some partly draped ladies. The fountain honors a Union
admiral in the Civil War named DuPont. The man who designed the fountain was Daniel
Chester French . . . one of this country’s great sculptors. French also did a lovely statue of
a deaf girl learning sign fanguage. It's at Florida Avenue and Seventh Street.

If your taste runs more to nostalgia, there are relief sculptures of 1926 automobiles on the
Capital Garage . . . and, for modernists, a lot of strictly abstract sculpture will go on display
at the new Hirshhorn Museum next year.

When somebody wants to put in a piece of decoration or sculpture, Washington is where
they want to do it . . . and you can spend weeks there just looking around.

Bill Cullen, Emphasis, At Ease.

Now a word for Best Western.
Courtesy ot NBC News

Procedure

If we consider the feature a mini-documentary — and in many in-
stances it is exactly that — the procedure for its preparation is similar to
that of the documentary. After a topic is chosen, a preliminary outline is
developed and research is done. As with the “Day By Day” series, the
writer and researcher are frequently the same person. Following comple-
tion of the research a rundown sheet or, as it is sometimes called, a work-
ing script, is prepared. From this working script the feature or mini-docu-
mentary is made. Usually much more material is obtained than called for,
and the working script provides a base for editing, both as to organization
and content of the program and as to time. Ideally, the final working script
and the transcript of the program as aired would be identical, except that
the transcript would contain the complete program material, the “actuali-
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ties” of interviews and other non-announcer input. Some producers prepare
their scripts in rundown or working script form, without the actualities.
Others include the complete actualities.

The following are the working script and the transcript with the actual-
ities for the same program from CBS Radio’s “The American Challenge”
series. They illustrate the form the writer uses after he or she has com-
pleted the research and, in this instance, after the producer has put together
the necessary material. A preliminary working script would not usually
contain the timing and the precise quote of the interviewee, but would indi-
cate the name of the person to be interviewed and the gist of the material
sought. A final working script, however, for final editing, would contain
the fuller information.

“THE AMERICAN CHALLENGE"
pgm 10 ward to live free
MUSIC THEME up 3 seconds then under for

CRONKITE: The American Challenge. Thirty Special Reports this weekend brought to
you by

THEME UP TO END AT :13

CRONKITE: This is Walter Cronkite, CBS News, reporting on the CBS Radio Network.
In a time when the relationship between Great Britain and the colonists in America was
steadily growing worse, Thomas Jefferson wrote: *“The God who gave us life gave us
liberty at the same time; the hand of force may destroy, but cannot disjoin them."”

That's not true anymore. Drugs, electrical stimulation of the brain, the techniques of
behavioral psychology can leave life, while taking liberty. An American Challenge, after this.
(COMMERCIAL INSERT)

Defining freedom is probably a job better left to philosophy students and the people
who put dictionaries together. Historian Blanche Cook, a teacher at New York’s John Jay
College of Criminal Justice believes it is easier to say what freedom is not.

fn: You start looking at what . . .
Runs: :30
Out: ... and stops this man.
Behavioral psychologist B. F. Skinner believes that a concern for freedom has outlived
its time.
In: | think you can show . ..
Runs: :36
Out: ... then the behavior will change.
Our very survival, says Dr. Skinner, depends upon controlling people. And the tech-
niques for maintaining that control are available.
In: | think we have that . . .
Runs: :16
Out: ...touse it

For historian Cook, the problem is quite different.

in: We're using this really splendid . ..
Runs: 25
Out: .. .. which could free us, really.

To find freedom and the limits of freedom. A matter for debate and an American
Challenge; to make liberty more than a word stamped on our coins.

This is Walter Cronkite, CBS News.



180 Writing for TV and Radio

#10 — TO LIVE FREE
(MUSIC)

WALTER CRONKITE: THE AMERICAN CHALLENGE. Thirty special broadcasts this
weekend. This is Walter Cronkite reporting on the CBS Radio Network.

In a time when the relationship between Great Britain and the colonists was steadily
growing worse, Thomas Jefferson wrote, "The God who gave us life, gave us liberty at the
same time. The hand of force may destroy, but cannot disjoin them.”

That's not true anymore. Drugs, electrical stimulation of the brain, the techniques of
behavioral psychology can ieave life, while taking liberty. An American challenge, after this.

CRONKITE: Defining freedom is probably a job better teft to philosophy students and
the people who put dictionaries together. Historian Blanche Cook, a teacher at New York's
John Jay College of Criminal Justice, believes it is easier to say what freedom is not.

BLANCHE COOK: You start looking at what the various police departments, for
instance, have done with the technology that came out of Vietnam. The most bizarre thing
of all is a fancy program: plant an electrode into somebody's brain who steals a lot, let’s
say, and gets arrested all the time. And he’s going downtown to the supermarket, let's say,
and all of a sudden the computer picks up that his adrenalin is going fast, and his heartbeat
is going fast, and they figure out, well, he's going to steal something. The computer
programs a shock, and stops this man.

CRONKITE: Behavioral psychologist B. F. Skinner believes that a concern for freedom
has outlived its time.

B. F. SKINNER: | think you can show that we are misguided in our insistence on the
right of the individual, for example, to breed as he wants, or to consume more than a
reasonable share of the resources of the world, to pollute the environment. There are not
real freedoms, they are the products of our present culture. And if we can change that
culture, then the behavior will change.

CRONKITE: Our very survival, says Doctor Skinner, depends upon controlling people,
and the techniques for maintaining that control are available.

SKINNER: | think we have that. We have the rudiments of it. And we have to change
our culture in such a way that we witl be permitted to use it.

CRONKITE: For historian Cook, the problem is quite different.

COOK: We're using this really splendid technology, which could be used to feed
people, you know, to really make our lives very comfortable, we're using it to control
people. | think that’s the reaily big challenge: how do we use the technology that we have,
which could free us, reaily.

CRONKITE: To find freedom, and the limits of freedom, a matter for debate, and an
American challenge, to make liberty more than a word stamped on our coins.

This-is Walter Cronkite, CBS News.

Courtesy of CBS News

THE DOCUMENTARY

IT Is SOMETIMES said that next to the drama the documentary is the highest
form of televion and radio art. Many broadcast news personnel say that the
documentary, combining as it does news, special events, features, music and
drama, is the highest form. At its best the documentary not only synthesizes
the creative arts of the broa%iéast media, but it also' makes a signal contribu-
tion to public understanding by interpreting the past, analyzing the present
or anticipating the future. Sometimes it does all these in a single program,
in highly dramatic form, combining intellectual and emotional meaning.

Types

Robert Flaherty is considered the seminal figure in the development
of the modern documentary. His “Nanook of the North,” completed in
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1922, set a pattern for a special type of documentary film: that which went
beneath the exterior of life and carefully selected those elements which
dramatized people’s relationships to the outer and inner factors of their
world. Flaherty started with an attitude toward people: he eulogized their
strength and nobility in a hostile or, at the very least, difficult environment.

Pare Lorentz, noted for his productions of “The Plow That Broke the
Plains” and “The River” under Franklin D. Roosevelt’s administration in
the 1930’s, forwarded another type of documentary: the presentation of a
problem affecting a large number of people and the ways in which that prob-
lem could be solved. Lorentz’s type of documentary called for positive ac-
tion on the part of the viewer to remedy an unfortunate or ugly situation.
A third type of documentary is exemplified in the British film, “Night Mail,”
produced by innovator John Grierson. The details of ordinary, everyday
existence — in this instance the delivery in Britain of the night mail — are
presented in a dramatic, but non-sensational manner. In this type we see
people and/or things as they really are; we receive factual information with-
out a special attitude or point of view expressed or stimulated.

These types (the student of documentary writing is urged to view the
films noted above) provide the bases for writing the television and radio
documentary. The documentary for the mass media may use one of the
three approaches or — and this frequently is the case — combine two or
more of the types in varying degrees.

-Form

Although the documentary is dramatic, it is not a drama in the sense
of the fictional play. It is more or less a faithful representation of a true
story. This is not to say, however, that all documentaries are unimpeach-
ably true. Editing and narration can make any series of sequences seem
other than what they really are. The documentary form is flexible. The
semi-documentary or fictional documentary has achieved a certain degree
of popularity. Based on reality, it is not necessarily factual. It may take
authentic characters but fictionalize the events of their lives; it may present
the events accurately but fictionalize the characters; it may take real people
and/or real events and speculate, as authentically as possible, in order to
fill in documentary gaps; it may take several situations and characters from
life and create a semi-true composite picture. Some of Norman Corwin’s
semi-documentaries, such as “On A Note of Triumph,” raised radio to its
highest creative levels.

Although the documentary deals with issues, people and events of the
news, it is not a news story. It is an exploration behind and beneath the ob-
vious. It goes much more in depth than does a news story, exploring not
only what happened but, as far as possible, the reasons for what happened,
the attitudes and feelings of the people involved, the interpretations of ex-



182 Writing for TV and Radio

perts, the reactions of other citizens who might be affected, and the impli-
cations and significance of the subject not only for some individuals, but
for the whole of society.

The difference between the news story and the documentary may
sometimes not relate so much to content as it does to approach. Where the
news report is oriented toward objectivity, the documentary is oriented
toward interpretation and often presents a distinct point of view. For ex-
ample, a news program on a murder in New York City may present fully
al the known factual material. A documentary on the same subject — such
as the classic “Who Killed Michael Farmer?” on page 189 — covers con-
siderably more in background and character exploration and provides an
understanding and an impact that otherwise would be missing,

Ordinarily, the documentary is filmed or taped out in the field. The
fact that a program may be done outside the studio, however, does not
guarantee that it will be a good one or a better one than that done only in
the studio. Sometimes small stations can’t send out a crew for the time it
takes to prepare the program effectively. In that case the documentary may
have to be done in the studio with already existing materials and good tran-
sitional narration. However, actualities — the people and events live on
tape — always make for a better documentary, all other factors being equal.

Procedure

Essentially, the documentary contains the real words of real persons
(or their writings, published and unpublished, including letters if they are
not living or cannot possibly be reached and there is no record of their
voices), the moving pictures of their actions (or photos and drawings if film
or video tape is unavailable or they lived before motion pictures) and, con-
comitantly, the sounds and visuals of real events. These materials, some-
times seemingly unrelated, must be put together into a dramatic, cohesive
whole and edited according to an outline and then a script. A good docu-
mentary script cannot be created in the isolation of one’s bedroom, no mat-
ter how much inspiration one may find there.

First, the writer must have an idea. What subject of public interest is
worthy of documentary treatment? The idea for the program frequently
comes not from the writer, but from the producer. Increasing hunger and
starvation in the world? Murder and violence by a given government to
supress political enemies? Political and economic discrimination against
minorities? Corruption in a country’s leadership? Economic crises and un-
employment? People’s protests against a war? What about something on
the scenic pleasures of southern California? Or the experience of riding a
train ‘across Siberia? Or the life and times of Leonardo Da Vinci?

A documentary does not have to be controversial, but can be more a
feature of the how-it-works or how-it-was or how-to type. The very use of
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live people and live events, however, does make most documentaries perti-
nent to ongoing life and, therefore, to 2 greater or lesser degree, contro-
versial.

In the 1970s the investigative documentary came into focus — pos-
sibly because such events as Watergate, impeachment, the Pentagon Papers
and other national and international actions offered so much to investigate.

All documentaries should have a point of view. The writer and/or
producer may suggest; the network and/or sponsor have the final word.
What is the purpose of the particular documentary? To present an objective
many-sided view of a community’s traditions or problems? By lack of criti-
cism, to justify violence as a means of international political gain? To show
the courage of a minority group in a hostile social environment? To present
the attitudes and motivations of dissident and nonconforming college stu-
dents as well as their overt actions? To show that the only way to find true
rejuvenation of body and spirit is to spend all one’s vacation time in en-
counter groups — or health clubs or dude ranches — in northern Califor-
nia? To what degree will the writer’s personal beliefs (or those of the pro-
ducer or network or agency or sponsor) determine program content (see
Chapter 1 for comments on censorship)?

When the subject and the point of view are determined, the real work
starts: from thorough research in libraries, to personal visits to people and
places, to investigations of what video and audio materials on the subject
are already available. When the research is completed, the writer can pre-
pare a more definitive outline.

Until the material is accumulated and editing begins, and work on a
final script is started, the writer’s work may seem temporarily in abeyance.
Not so! As a writer, you may be involved intricately in the production pro-
cess. You may suggest the specific materials to be obtained, sometimes
recommend the orientation these materials should take, and even help
gather them. In terms of getting actualities on tape, you may write transi-
tion material, including lead-ins and lead-outs and, in some cases, the ques-
tions and even some of the answers for interviews. You may prepare
preliminary narration to tie the materials together as a final script begins
to take shape in your mind. As the materials come in you will be constantly
revising your outline, making it more and more complete, and you may
begin juxtaposing narration with the filmed or taped material.

After all the materials have been gathered and have been heard, usu-
ally many, many times by the writer, the development of a final script can
begin in earnest. The final script is used for the selection and organization
of the specific materials to be used in the final editing and taping of the
program. It is significant, in terms of the high degree of coordination and
cooperation needed to complete a good documentary, that in a great many
instances the writer also serves as the producer and even as the director
and editor.
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Sometimes an entire documentary may come from just a few minutes
of audio tape or from a short piece of film which carries material available
to no other reporter or station. The writer may decide that this material
would make a good beginning or a good ending, and plan the rest of the
program around it. For example, a network may have an exclusive film of
a minute’s duration of a secret meeting between the heads of two major
world powers. From this short film, with the aid of newsreels, interviews
and further filming not necessarily related directly to the event, a documen-
tary program can be created.

Technique

Human interest is the key to good documentary writing. Even if you
want to present only facts, even if the facts seem stilted and dry, make them
dramatic. Develop them in terms of the people they represent. Even if the
subject is inanimate — such as a new mechanical invention — endow it
with live attributes; and, indeed, we have all known machines that seem
more alive then some people we have known! The documentary script
should be developed in dramatic terms: the exploration of character, the
introduction of a conflict (the problem which creates the happening that
requires documentary treatment), and the development of this conflict
through the revelation of the complications involved until a crisis is reached.
Although the big things create the action, the little things, the human in-
terest elements, are important in creating and holding interest.

The documentary utilizes many elements of the drama, including back-
ground music, special settings in television, exotic non-realistic and visually
unproducable settings in radio, narration, special effects and, in the semi-
or fictionalized documentary, actors portraying real persons, living or dead.
A narrator is almost always used in the documentary. Use the narrator
judiciously. A narrator who plays too great a role may distract from the
“live” material. Avoid the possibility that the program will sound or look
like a series of taped interviews or lectures. Make the points clear and con-
cise. Sometimes relatively important material must be deleted — for legal
or time reasons — from the presentations of actual persons. A narrator fre-
quently can summarize on-the-spot materials that cannot be presented as
actualities.

Application: Radio

Process. A radio documentary may be produced with virtually no
budget and little equipment save two or three tape recorders and some
tapes. One such documentary, produced as a college course project and
the recipient of a national award for public service reporting, illustrates how
simple and direct the documentary-making process can be.
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® |f you are studying this chapter as a member of a class or other
writing group, plan to write and produce, with your colleagues, a
similar documentary based on a problem in your community.

First, the class decided on a subject: the problems of the small farmer
in the Piedmont region of North Carolina (where the University is located)
and the possible relationships of these problems to politics.

The three major documentary types were combined in the purpose of
the documentary: to present information in a straightforward, unbiased
manner; to show by implication that there was a problem that had to be
solved and to indicate several possible solutions; and to present the farmer
as a persevering person in a difficult economic environment. It was decided
that not only farmers, but experts from the university should be interviewed
and their tapes edited in a sort of counterpoint fashion.

Research was the next step, with as much material as could be found
on the problem gathered from an examination of all available literature and
from preliminary talks with farmers and persons familiar with the farm
problem. The subject and purpose were clarified further and, on the basis
of the projected findings of the documentary, specific interviewees were
chosen — farmers in terms of size, location and crop of the farm, and ex-
perts in terms of their academic department and special area of study.

A careful distillation of material already gathered led to the formation
of a series of pertinent and inter-related questions to be asked the farmers
and the experts. After the interviews were completed, a script containing the
narration and a description of the taped material to be inserted was devel-
oped from all the material available, including tapes, library research and
personal interviews. An analysis of the script indicated places that were
weak, some because of the lack of material and others because of the super-
fluity of material. Further field work and the addition and pruning of mate-
rial resulted in a final script, ready for the editing process.

The following are excerpts from a composite of the script and a ver-
batim transcription of the program. The final script is shown in capitals;
the material in parentheses is that actually recorded and incorporated into
the program with the narration. Note here the use of numbers indicating
the tape and cut to be used, with notations of the first and last words of
each cut to help the editor.

® One criticism of this script may be that it tries to cover too many
subjects. Another may be that it is not sufficiently dramatic. If you
find any validity to these criticisms, take the material contained in
the script, plus other material that you can get through your per-
sonal research, and rewrite this documentary in outline form, im-
proving on it as you think necessary.
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THE PIEDMONT, NORTH CAROLINA FARMER AND POLITICS

OPEN COLD: TAPE #1, CUT 1, DUPREE SMITH: “I WOULD LIKE VERY MUCH . ..
BEST PLACE TO WORK."”
(1 would like very much to spend my entire life here on the farm
because | feel like being near the land and being near the soil and
seeing the operation of God on this earth is the best place to live and
the best place to work.)

MUSIC: IN, UP, AND UNDER

NARRATOR: THIS IS THE SMALL FARMER IN THE PIEDMONT OF NORTH
CAROLINA.

MUSIC: UP AND OUT

NARRATOR: YOU ARE LISTENING TO "THE PIEDMONT, NORTH CAROLINA

FARMER AND POLITICS.” THE VOICE YOU JUST HEARD WAS
THAT OF DUPREE SMITH, A FARMER IN PIEDMONT, NORTH
CAROLINA. IN RURAL AMERICA A CENTURY AGO THE FARM
PROBLEM WAS AN INDIVIDUAL ONE OF DIGGING A LIVING OUT
OF THE LAND. EACH FARMER SOLVED HIS OWN INDIVIDUAL
PROBLEMS WITHOUT GOVERNMENT AID. NEARLY EVERYONE
FARMED. TODAY, BECAUSE OF INCREASING COST OF MAIN-
TAINING CROPS, LARGER SURPLUSES, HEAVIER STORAGE COSTS
AND LOWER FARM INCOME, THE SMALL FARMER IN NORTH
CAROLINA, AS WELL AS ACROSS THE NATION, HAS BEEN
UNABLE TO DEPEND ON HIS LAND FOR A LIVING. PRODUCTION
CONTINUED TO GROW. SURPLUSES MOUNTED. FARM INCOMES
FELL AND THE GOVERNMENT SUBSIDIES NECESSARILY GREW.

PROFESSOR

KOVENOCK: TAPE #2, CUT 1: “THE COMMON PROBLEMS ... ARE THESE."”
(The common problems shared by almost all national farmers today
and, at the same time, most North Carolina farmers, are these.)

NARRATOR: YOU ARE LISTENING TO PROFESSOR DAVID KOVENOCK OF THE
POLITICAL SCIENCE DEPARTMENT OF THE UNIVERSITY OF
NORTH CAROLINA.

KOVENOCK: TAPE #2, CUT 2: “FIRST OF ALL ... SHELTER FOR HIS FAMILY.”
(First of all, a decline in the income going to the farmer — a problem
of — this is particularly for, let us say, the marginal farmer, the farmer
with a small operation in North Carolina and the rest of the country —
the problem of obtaining employment off the farm, that is, some rela-
tively attractive alternative to continuing an operation on the farm that
is becoming insufficient for feeding, clothing, and buying shelter for
his family.)

NARRATOR: THIS IS DUPREE SMITH'S PROBLEM.

SMITH: TAPE #1, CUT 2: “YES, THAT WAS MY DESIRE . . . PART TIME
AND WORKING."
(Yes, that was my desire after returning from service, was to go back
to nature and live and raise a family where 1 feit that | would enjoy
living to the fullest. For several years, on this same amount of land, |
was able to support my family and myself adequately. For the last year
or two, this has been on the decrease. The decline has been to such
extent, that I've had to go into other fields — my wife helping part time
and working.)
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NARRATOR:

KOVENOCK:

NARRATOR:

PHILLIPS
RUSSELL:

NARRATOR:

RUSSELL:

NARRATOR:

HARRY
WOODS:

INTERVIEWER:

WOODS:

NARRATOR:

WHAT SPECIFICALLY ARE DUPREE SMITH'S PROBLEMS?

TAPE #2, CUT 3: "THE COMMON PROBLEM . .. OCCUPATIONAL
PURSUIT?"

(The common problem shared by the North Carolina farmer and by the
national farmer would be, first of all, the condition of agricuiture, the
relationship of the supply of agricultural commodities to the demand
and, of course, consequently, the price that the farmer receives which,
of course, now is somewhat depressed. The second major problem is
the condition of the rest of the economy as a whole — that is, is it
sufficiently good so that the farmer has some alternatives to continuing
his, currently, rather unsatisfactory occupational pursuit?)

FARMERS ARE MARKETING MORE, BUT ARE RECEIVING LOWER
PRICES FOR THEIR CROPS AND PRODUCE. DR. PHILLIPS
RUSSELL, A FORMER COLLEGE PROFESSOR AND RETIRED
FARMER, HAS THIS TO SAY:

TAPE #3, CUT 1: “THE FARMER HAS BEEN LOSING ... IN AN
UNPROTECTED MARKET.”

(The farmer has been losing out everywhere, because he has to buy
the things that he needs in a protected market and he has to sell in an
unprotected market.)

WHAT IS THE FARMER'S ANSWER TO THIS PROBLEM? FARMING
HAS BECOME A BUSINESS INSTEAD OF A WAY OF LIFE. THE
FARMER IS FORCED TO CURTAIL HIS ACTIVITIES ON THE FARM
IN ORDER TO SUPPORT HIS FAMILY. DR. RUSSELL SAYS:

TAPE #3, CUT 2: “THAT'S THE ONLY WAY .. .24-HOUR FARMER."
(That's the only way that a man can continue in farming — is to make
some extra money in town to spend it out in the country because he's
losing everywhere as a 24-hour farmer.)

FARMER HARRY WOODS COMMENTS:

TAPE #4, CUT 1: “| WOULD HATE ... AT THIS TIME.”
(I would hate to have to try — let's put it that way — right at this time.)

TAPE #1, CUT 1 (CONT.); "WOULD YOU LIKE ... IT FULL TIME?"
(Would you like to be able to work it full time?)

TAPE #4, CUT 1 (CONT.): “WELL, | ENJOY . .. IT'S PRETTY
ROUGH."”

(Well, | enjoy farming. | enjoy it, but as far as actualty making a living
out of it, | would hate to think that | had to do it, because it's pretty
rough.)

MANY BELIEVE THAT THE BASIS FOR SOLVING THE PROBLEM
LIES AT THE FEDERAL GOVERNMENT LEVEL. HARDEST HIT IS
THE FARMER WHO CAN LEAST AFFORD IT, THE SMALL COMMER-
CIAL FARMERS WORKING INFERIOR LAND. THEY LACK ADEQUATE
CAPITAL TO IMPROVE THEIR HOMES. MUCH OF THEIR EFFORT
GOES INTO PRODUCING THEIR OWN FOOD. OFTEN THEY DON'T
HAVE THE MECHANICAL AIDS TO MAKE THEM MORE EFFICIENT.
THEY ALSO GET LITTLE BENEFIT FROM THE SUBSIDIES AND
HIGH SUPPORTS BECAUSE THEIR YIELD IS LOW AND THEY CAN'T
AFFORD TO STORE UNTIL THE GOVERNMENT MAKES PAYMENT.
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NARRATOR:

WOODS:

KOVENOCK:
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NARRATOR:

MUSIC:

NARRATOR:

HOBBS:
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TAPE #3, CUT 3: “IF FARMING . .. THAT'D BE FATAL.”

(If farming is to be continued, and the country still has to rely on the
farms for three very important things: food, feed, and fiber, and if

the farming system collapses, we won’t have enough fiber, and in case
of war, that’d be fatal.)

BESIDES PRICE SUPPORTS, STORAGE AND SOIL BANKS, THE
GOVERNMENT SPENDS SOME TWO AND A HALF BILLION DOLLARS
TO OPERATE ITS OTHER FUNCTIONS FOR THE IMPROVEMENT OF
FARMING. THERE IS LITTLE AGREEMENT AS TO JUST WHAT
ROLE GOVERNMENT SHOULD PLAY IN ASSISTING THE FARMER.
FARMER HARRY WOODS HAD THIS TO SAY:

TAPE #4, CUT 2: "THE FARM PROBLEM . .. TO HAVE THEM.”
(The farm problem has been with us ever since I've known anything
about the farm, and there have been both sides in, and it's never been
solved yet. Until they really get down to business and want to solve it,
why, it never will be. Now, you said something about politics, why, you
know, and | think that everybody else realizes that there is politics in
the farm program as they are administered. By the time that they go
into the Congress and come out, you know what happens, and, it's
difficuit to ever work out something that, well, that is workable, But, as
far as Republicans or Democrats, why, we've had farm problems under
both parties, and | think we’'ll continue to have them.)

TAPE #2, CUT 4: “THERE'S COMMON AGREEMENT . . . THIRTY-
EIGHT CENTS.”

(There's common agreement, common ground for agreement, that
during the last seven or eight years that farm income has gone down
roughly twenty-five per cent. The farm purchasing power is at the
lowest point since sometime during the 1930's. Further, we have rela-
tively great social dislocations among farmers and non-farmers in rural
America due to the relative decline of the position of the farmer in the
economic sphere. We now have more employees in the Department of
Agriculture than we've ever had before, and, of course, they are serving
fewer farmers. The size of the surplus is, of course, grounds for
common agreement. It's multiplied six or seven times; it's now worth,
roughly, seven billion dollars. And, of course, the farmer’s share of the
dollars that we spend in the grocery store has declined now to a low
point of thirty-eight cents.)

IN AND UNDER
THESE ARE THE PROBLEMS.
FADE OUT

THE ANSWERS ARE NOT APPARENT. THE FARM INCOME
DILEMMA SPELLS TROUBLE, NOT ONLY FOR THE FARMERS, BUT
FOR THE PEOPLE WHO DO BUSINESS WITH THEM, POLITICIANS,
GOVERNMENT OFFICIALS AND TAX PAYERS ALIKE. WHAT DOES
THE FARMER, AS A MEMBER OF THE AMERICAN SOCIETY,
DESERVE? PROFESSOR S. H. HOBBS OF THE SOCIOLOGY
DEPARTMENT OF THE UNIVERSITY OF NORTH CAROLINA HAD
THIS TO SAY:

TAPE #5, CUT 1: “ONE IS THE PROBLEM ... ECONOMIC
SYSTEM.”
(One is the problem of maintaining income adequate to maintain a
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NARRATOR:

SMITH:

MUSIC:

NARRATOR:

MUSIC:

Structure.

level of living comparable with other groups. This does not mean that
farmers deserve an income equal to that of any other group, but he
does deserve to have an income that enables him to live comfortably
in the American economic system.)

IN A REGULATED, PROTECTED, AND PARTIALLY SUBSIDIZED
ECONOMY SUCH AS OURS, THE FARMER REQUIRES CONSIDER-
ABLE PROTECTION. THE TASK IS TO DEVISE NEW METHODS
WHICH WILL PROVIDE HIM WITH AN ADEQUATE INCOME FOR
THE VITAL FOOD WHICH HE PRODUCES.

TAPE #1, CUT 1: “{ WOULD LIKE . .. PLACE TO WORK."”

(I would like very much to spend my entire life here on the farm
because | feel like being near the land and being near the soil and
seeing the operation of God on this earth is the best place to live and
the best place to work.)

IN, UP, HOLD, UNDER.

YOU HAVE BEEN LISTENING TO “THE PIEDMONT, NORTH
CAROLINA, FARMER AND POLITICS.” THIS PROGRAM WAS A
STUDENT PRODUCTION OF THE RADIO PRODUCTION CLASS IN
THE DEPARTMENT OF RADIO, TELEVISION AND MOTION PICTURES
OF THE UNIVERSITY OF NORTH CAROLINA. ASSOCIATED WITH
THE PRODUCTION WERE: BUD CARTER, YOSHI CHINEN, JIM
CLARK, WILLIAM GAY, ROGER KOONCE, JOHN MOORE, ANITA
ROSEFIELD, ALEX WARREN, ANNE WILLIAMS, STEVE SILVERSTEIN
AS ENGINEER, AND WAYNE UPCHURCH, YOUR ANNOUNCER.

UP AND OUT.

One of the broadcasting’s finest documentaries was CBS’

“Who Killed Michael Farmer?”, an exploration in depth of a murder, the
murderers and their environment. It is not only a classic, but remains an ex-
cellent example today of how to write documentaries. Part of the documen-
tary is presented here, with underlined comments analyzing the structure of
the script and some of the writing techniques used.

OPENS COLD:
MURROW:

ET:

"WHO KILLED MICHAEL FARMER?"

This is Ed Murrow. Here is how a mother and a father remember
their son — Michael Farmer.

MR. AND MRS. FARMER:

MRS. FARMER: Michael was tall and very good looking. He
had blond hair and blue eyes. Maybe I’m prejudiced as a mother,
but I thought he had a saintly face.

MR. FARMER: He was always laughing and joking. He was a
very courageous and spirited boy. He was athletic, even though he
walked with a limp from an attack of polio when he was ten years old.
He was an excellent student who had great plans for his future. It’s
a hard thing to realize that there is no future any longer.

“'WHO KILLED MICHAEL FARMER?"
© Columbia Broadcasting System, Inc. Written and produced by Jay L. McMullen.
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MURROW: Michael Farmer died on the night of July 30, 1957. He was fifteen
years old. He was stabbed and beaten to death in a New York City
park. Boys in a teenage street gang were arrested for this crime.
Ten gang members — under fifteen years of age — were convicted
of juvenile delinquency and committed to state training schools.
Seven other boys — fifteen to eighteen — stood trial for first degree
murder . . . were defended by twenty-seven court-appointed lawyers.
Their trial lasted ninety-three days; ended last Tuesday. This was
the verdict of an all male, blue ribbon jury.

ET: JUROR:

We found Louis Alvarez and Charles Horton guilty of murder in the
second degree, and we also found Lencio de Leon and Leroy Birch
guilty of manslaughter in the second degree. We found Richard Hills
and George Melendez not guilty because we believe these boys were
forced to go along with the gang the night of the murder. We also
found John McCarthy not guilty because we were convinced, beyond
a reasonable doubt, that this boy was mentally sick and didn’t know
what was going on at any time.

MURROW: It would seem that this case now is closed. All that remains is for
a judge to pass sentence. Under the law, the gang alone is guilty
of the murder of Michael Farmer. But there is more to be said.
More is involved here, than one act of violence, committed on one
summer night. The roots of this crime go back a long ways. In the
next hour — you will hear the voices of boys and adults involved in
the case. This is not a dramatization.

The tragedy first became news on the night of July 30, 1957. At

6:30 on this steaming summer evening in New York City, the

Egyptian Kings and Dragons gang began to assemble. They met
outside a neighborhood hangout — a candy story at 152nd Street and
Broadway, in Manhattan’s upper West Side. They came from a
twenty-block area . . . from teeming tenements, rooming houses and
housing projects. One of their leaders remembers the number of boys
present this night.

A standard method of effectively opening a radio documentary is 10 select carefully
cut of the mass of taped material several short statements by persons involved and pre-
sent them immediately in order to get the audience attention and interest as well as to
tell, sharply and concretely, what the program is about. This is especially effective here
in the opening statements of Mr. and Mrs. Farmer. The stark nature of the beginning of
the program — it opens cold, no introduction, no music — lends force to the opening.
Short opening quotes are not usually sufficient, however, to provide enough background in-
formation. The narrator cond and states in terse terms the necessary additional
material. The type of documentary is suggested close to the beginning. The statement:
“But there is more to be said. More is involved here . . . the roots of crime go back a
long ways” indicates the line of development: not only will the event and the people
involved be explored in depth, but a problem will be presented and solutions will be sought.

ET: GANG MEMBER: '

We had a lot o’ little kids, big kids, we had at least seventy-five —
then a lot of ’em had to go home before nine o’clock; we was sup-
posed to leave at nine o’clock but then we changed our plans to ten
o’clock, you know. So I told a lot o’ little kids I don’t wanna see them
get into trouble, you know, nice guys, so I told them they could go
home. So they went home. That left us with around twenty-one kids.

MORROW: People sitting on the stoops and garbage cans along this street
watched them . . . grouped together, talking excitedly. They called
each other by their nicknames: Magician, Big Man, Little King,
Boppo. No one bothered to ask what they were talking about. This
boy remembers.
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ET: GANG MEMBER:

They were talking about what they were going to do and everything.
They were going to fight and everything. But they’d never planned
nothing. They just said we were gonna go to the fight and we were
just gonna get some guys for revenge. They said we ain’t gonna let
these Jesters beat up any of our guys no more.

MURROW: The Jesters are-a street gang in an adjoining neighborhood —
Washington Heights, where Michael Farmer lived. The two gangs
were feuding. Boys on both sides had been beaten and stabbed.
There is evidence that this night the gang planned to surprise and
attack any Jesters they could find. They came prepared for a fight.

ET: GANG MEMBER:

Some picked a stick and some had got some knives and chains out of
their houses and everything. One had a bayonette. No, a machete.

MURROW: Holding these weapons they lingered on the corner of a brightly
lit street in the heart of a great city. A police station was one block
away. One gang leader went to a candy store . . . telephoned the
President of a brother gang . . . requested guns and cars for the
night’s activity . . . was told: “We can’t join you. We have troubles
of our own tonight.” Shortly after nine PM, the gang walked to a
nearby park . . . was followed there by some girl friends. A gang
member, 14 years old, continues the story.

ET: GANG MEMBER:

We went down to the park and sat around for a while. Then we started
drinking and we drank whiskey and wine and we was drunk. Then we
started talkin’ about girls. We started sayin’ to the girls that if

they get us to bring us some roses an’ all that — that if we get

caught to write to us and all this.

MURROW: In one hour, Michael Farmer would be dead. The gang prepared to
move out. Some had doubts.

Suspense is an important ingredient of the documentary. But it is not the suspense
of finding out what is going to happen. The documentary is based on fact: we already
know. The suspense is in learning the motivations, the inner feelings, the attitudes of
the persons involved even as the actual event is retold. This is implied in the narrator’s

previous speech.
ET: GANG MEMBER:

I didn’t wanna go at first, but they said come on. So then all the big
guys forced me to go. I was scared. I was worried. I realized like
what I was doing I’d probably get in trouble.

MURROW: They left the park and headed for trouble at about ten PM. They
walked uptown toward the neighborhood of the rival gang — the
Jesters. They walked in two’s and three’s to avoid attention. Along
the way, they met, by chance, this boy.

ET: GANG MEMBER:

I was walkin’ uptown with a couple of friends and we ran into Magician
and them there. They asked us if we wanted to go to a fight, and we
said yes. When they asked me if I wanted to go to a fight, I couldn’t
say no. I mean I could say no, but for old-times sake, I said yes.

MURROW: He was a former member of the gang—just went along this night,
“For Old-times Sake.” Next stop: Highbridge Park . . . within the
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ET:

MURROW:
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territory of the Jesters. Michael Farmer lived one block from the
park. In the summer, the Egyptian Kings and Dragons fought the
Jesters at the park swimming pool. This pool is closed at ten PM
but not drained. Boys in the neighborhood frequently slip through a
breach in the gate to swim here late at night. The Egyptian Kings and
Dragons regrouped near the pool. Two gang members continue the
story.

GANG MEMBERS:

FIRST BOY: We were waiting over there, in the grass.
Then two guys went down to see if there were a lot of the Jesters
down there. To check. I was kind of nervous; felt kind of cold inside.

SECOND BOY: They sent three guys around the block. We
walked around the block to see how strong the club was we was gonna
fight. To see if they had lots of guys and what-not. What we saw, they
had lots of big guys. Pd say about nineteen, twenty or eighteen, like
that. And we figured it out so we kept on walking around the block.

While their scouts prowled the neighborhood, Michael Farmer and
his friend, sixteen year old Roger McShane, were in Mike Farmer’s
apartment . . . listening to rock ’n’ roll records. This is Mrs.
Farmer.

We can see the use here of D. W. Griffith’s technique of dynamic cutting: switching

back and forth between two or more settings and two or more persons or groups of people

who are following a parallel course in time and in action. The actions of the gang have

been presented in chronological order. Now time is moved back and the actions of Michael

Farmer and Roger McShane will catch up in time and place.

ET:

MURROW:

ET:

MRS. FARMER:

They stayed in his room playin’ these new records that they had
bought and Michael came out to the kitchen, just as I asked my husband
what time it was, to set the clock. It was then five after ten. He
asked for a glass of milk and as he walked from the kitchen, he

asked, “I'm going to walk Roger home.” And that was the last time

I saw him.

Both boys had been warned by their parents to stay out of Highbridge
Park at night. But, as they walked along the street on this steaming
July evening, they decided to sneak a swim in the park pool. At this
pool, the Egyptian Kings and Dragons were waiting for their scouts
to return. Here is what happened next; first in the words of Roger
McShane; then in words of the gang members.

McSHANE AND EGYPTIAN KINGS:

McSHANE: It was ten-thirty when we entered the park;
we saw couples on the benches, in the back of the pool, and they all
stared at us, and I guess they must 'ave saw the gang there — I don’t
think they were fifty or sixty feet away. When we reached the front
of the stairs, we looked up and there was two of their gang members
on top of the stairs. They were two smaller ones, and they had
garrison belts wrapped around their hands. They didn’t say nothin’
to us, they looked kind of scared.

FIRST BOY: I was scared. I knew they were gonna jump
them, an’ everythin’ and I was scared. When they were comin’ up,
they all were separatin’ and everything like that.

McSHANE: I saw the main body of the gang slowly walk
out of the bushes, on my right. [ turned around fast, to see what
Michael was going to do, and this kid came runnin’ at me with the
belts. Then I ran, myself, and told Michael to run.



Writing for TV and Radio 193

MURROW:

ET:

MURROW:

ET:

ET:

MURROW:

SECOND BOY: He couldn’t run anyway, cause we were all
around him. So then I said, “You’re a Jester,” and he said “Yeah,”
and I punched him in the face. And then somebody hit him with a bat
over the head. And then I kept punchin’ him. Some of them were too
scared to do anything. They were just standin’ there, lookin’.

THIRD BOY: I was watchin’ him. I didn’t wanna hit him,
at first. Then I kicked him twice. He was layin’ on the ground,
lookin’ up at us. I kicked him on the jaw, or some place; then I
kicked him in the stomach. That was the least I could do, was kick
’im.

FOURTH BOY: I was aimin’ to hit him, but I didn’t get a
chance to hit him. There was so many guys on him - I got scared
when I saw the knife go into the guy, and I ran right there. After
everybody ran, this guy stayed, and started hittin’ him with a machete.
The rest of the gang pursued Roger McShane.

McSHANE:

I ran down the hill and there was three more of the gang members
down at the bottom of the hill, in the baseball field; and the kids
chased me down hill, yelling to them to get me.

Members of the gang remember.

EGYPTIAN KINGS AND McSHANE:

FIRST BOY: Somebody yelled out, “Grab him. He’s a
Jester.” So then they grabbed him. Mission grabbed him, he turned
around and stabbed him in the back. Iwas ... I was stunned. I
couldn’t do nuthin’. And then Mission — he went like that and he
pulled : . . he had a switch blade and he said, “you’re gonna hit him
with the bat or I'll stab you.” So I just hit him lightly with the bat.

SECOND BOY: Mission stabbed him and the guy he . . . like
hunched over. He’s standin’ up and I knock him down. Then he was
down on the ground, everybody was kickin’ him, stompin’ him,
punchin’ him, stabbin’ him so he tried to get back up and I knock him
down again. Then the guy stabbed him in the back with a bread knife.

THIRD BOY: I just went like that, and I stabbed him with the
bread knife. You know, I was drunk so I just stabbed him. (LAUGHS)
He was screamin’ like a dog. He was screamin’ there. And then I
took the knife out and I told the other guys to run. So I ran and then
the rest of the guys ran with me. They wanted to stay there and keep
on doin’ it, so I said, “No, come on. Don’t kill the guy.” And we ran.

FOURTH BOY: The guy that stabbed him in the back with the
bread knife, he told me that when he took the knife out o’ his back, he
said, “ Thank you.”

McSHANE: They got up fast right after they stabbed me.
And I just lay there on my stomach and there was five of them as
they walked away. And as they walked away they . . . this other big
kid came down with 2 machete or some large knife of some sort, and
he wanted to stab me too with it. And they told him, “No, come on.
We got him. We messed him up already. Come on.” And they took
off up the hill and they all walked up the hill and right after that they
all of ’em turned their heads and looked back at me. I got up and
staggered into the street to get 2 cab. And I got in a taxi and I asked
him to take me to the Medical Center and get my friend and I blacked
out.

The gang scattered and fled from the park. This boy believes he is
the last gang member who saw Michael Farmer this night.
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ET: GANG MEMBER:

While I was runnin’ up the footpath, I saw somebody staggering in the
bushes and I just looked and turned around, looked up and kept on
runnin’. I think that was the Farmer boy, he was staggerin’ in the
bushes.

The suspense has been built and a climax reached. The selection and editing of taped
materials to tell the story of the assault and murder are done magnificently. Excerpts from
the taped interviews were selected to follow a chronological pattern and to present the
actions, feelings and attitudes of the gang members in terms of increasing tempo and
violence. Various physical and emotional viewpoints are presented, all relating to one
another and building the suspense into an ultimate explosion. The documentary should be
dramatic. Is there any doubt about the existence of drama in the preceding sequence?

The audience is put into the center of the action, feeling it perhaps even more strongly than
if the incident were fictionalized and presented, as such incidents frequently are, on a
“private-eye” series. Could any line of a play be more dramatic than, in context, “That
was the least I could do, was kick 'im,” or “(LAUGHS) He was screamin’ like a dog,” or
“The guy that stabbed him in the back with the bread knife, he told me that when he took
the knife out o’ his back, he said ‘Thank you’.”?

MURROW: He left behind a boy nearly dead . . . continued home . . . had a glass
of milk . . . went to bed. But then.

ET: GANG MEMBER:

I couldn’t sleep that night or nuthin’ cause I used to fall asleep for about
half an hour. Wake up again during the middle of the night. My

mother said, “What was the matter with you? Looks like something

is wrong.” I said, “ Nothin’.”

MURROW: That boy used a baseball bat in the attack. This boy used a bread
knife.
ET: GANG MEMBER:

First I went to the river to throw my knife away and then I went home.
An’ then I couldn’t sleep. I was in bed. My mother kept on askin’ me
where was Iand I. . . I told her, you know, that I was in the movies.

I was worried about them two boys. If they would die . . . I knew I
was gonna get caught.

MURROW: At Presbyterian Medical Center, Roger McShane was on the critical
list. Before undergoing major surgery that saved his life, he told
about the attack in Highbridge Park. The official police record re-
veals what happened next. The speaker: New York City’s Deputy
Police Commissioner, Walter Arm.

ET: COMMISSIONER ARM:

A member of the hospital staff notified the police and patrolmen of the
34th precinct arrived at the hospital a few minutes afterwards and
learned from the McShane boy that his friend Michael Farmer was
still in the part, under attack. The patrolmen rushed to the park,
where they found the Farmer boy just before eleven PM. He was lying
on the ground off the footpath and moaning in pain. The policemen
were soon joined by detectives and young Farmer told them, “The
Egyptian Kings got me.” The Farmer boy made this comment as he
was being rushed to the hospital at 11:05 PM. The parents of the boy
were notified.

MURROW: Mr. and Mrs. Farmer continue the story.

ET: MR. AND MRS. FARMER:

MR. FARMER: The Sergeant from the 34th Precinct called
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MURROW:

ET:

MURROW:

ET:

MURROW:

us, and asked who I was, and was I the father of Michael Farmer. I
said I was, and he said, “Well, your boy is in Mother Cabrini Hospital,
in serious condition.” I identified myself further, as a fireman in this
area, and he said, “Oh, I'll come right down and give you a lift down
to the hospital.” So this sergeant drove us down to the hospital; as we
walked in, the officer who was on duty there called the sergeant, and
he said the boy had died fifteen minutes earlier.

MRS. FARMER: And the sister there in the hospital, took us
downstairs to identify the body. He had an expression as though he
was just calling for help.

MR. FARMER: Well, it was real bad . . . he was my number
one boy.

This boy had never been in trouble with the police. Several Egyptian
Kings and Dragons claim they often saw him with the Jesters; as-
sumed he was a member. The Jesters say neither Farmer nor
McShane belonged to their gang . . . and according to police, there is
no evidence to the contrary. From the Jesters, police learned which
boys might have been involved in the assault at Highbridge Park. At
6:30 AM, this gang member heard somebody knocking at the door of
his apartment in a housing project.

GANG MEMBER:

I hear this knockin’ on the door. I didn’t think it was the police, you
know. ’Cause, you know, I thought I wasn’t gonna get caught, so I was
layin’ in bed and told my mother, “Mommie, I think that’s the milkman
knockin’ on the door or somebody.” She said, “Why don’t you answer
it,” and I said, “No, I’m in my underwear.” So she says, “OK, I'll
g0.” She opened the door and my mother comes over, “You get in any
trouble last night ?” And I says, “No, Mommie, I didn’t get in no trou-
ble last night.” And then she says, “Well, there’s a policeman over
here, wants to see you.” And I says, “What for,” and he says, “Some-
thin’ that happened last night,” and I says, “OK,” then, I started
thinkin’ of trying, you know, runnin’ away from the house, so I put on
my clothes and acted innocent, you know. He said to me, “You know
what happened last night?” I say, “No, No. I don’t know a thing that
happened last night. I was in the car from ten on.” He says, “Oh, if
that’s the truth, you have nothin’ to worry about. You like to come
down to the police station with us?” And I said, “OK.”

Another gang member spent the morning in Children’s Court, pleading
innocent to a robbery committed two weeks earlier. He was released,
pending a hearing. When he returned home, police were waiting to
question him about the murder of Michael Farmer. This is the boy who
used a bread knife in the assault at Highbridge park.

GANG MEMBER:

Well, when we was goin’ to the . . . to the paddy wagon, the detective,
he kept wipin’ his feet on my suit. So I told him to cut it out, and he
still won’t cut it out. So then, then the Sergeant says, “Cut it out,” so
then he said, “Why don’t you mind your business,” and he kept on doin’
it. He kept on wipin’ his feet on my suit, and I just got the suit out of
the cleaners, that’s all. I told him, “I just got the suit out of the
cleaners,” and he says to me, “That’s just too bad. That suit belongs
in the garbage can.” So he kept on wipin’ his feet on my suit, and he
kept on sayin’, “You murderer” and all this. They kept on sayin’,
“You’re gonna get the electric chair, you’re gonna get the electric
chair.” He kept on sayin’ that to me; he made me mad. If I had a gun,
I would have shot them all.

He told us, “I hate cops.” The police say his story of what happened in
that paddy wagon is fantasy. They also deny threatening another gang
member who explains why he wanted to be caught.
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ET: GANG MEMBER:

I was crackin’ up ’cause I wanted them to hurry up and come and get
me and get it over with, so when I got picked up, I felt safe then. We
went in the car and then they threatened me. I mean, not exactly a
threat, but they told me what was goin’ to happen: I’d get beat up if I
didn’t talk. So I told them, “Tell me, who was the guy that squealed?”
They told me, “Who do you think you are, Dillinger or somebody —
ya gonna get even with the guy?” I said, “No, I just wanted to know.”
They said, “No.” So they took me to the Precinct; it made me laugh
to see all the guys sitting there in the . . . in the . . . when I walked
in, everybody said, “Ha ha, ® and started laughin’ so I felt all right
with the fellas then. My girl was sitting there anyway, and she . . .
she had the knives,

MURROW: Police found two hunting knives hidden in the bureau drawer of a
fifteen-year-old girl-friend of the gang. Two gang members admitted
that they gave these knives to the girl after the assault at Highbridge
Park. The police record continues.

ET: COMMISSIONER ARM:

The search of the gang during their interrogation yielded five knives,
several garrison belts and a heavy length of chain. All of the young
men arrested made full admissions to police officers and to repre-
sentatives from the staff of District Attorney Hogan. At 8:00 PM the
following day, seven of the boys were charged with homicide, two
others were charged with attempted homicide, and ten others were
charged with juvenile delinquency.

MURROW: Police said, “ This is the largest group of boys ever arrested for a
New York City killing.” Statistically, they were among 58 youths in
the city arrested in 1957 for murder and non-negligent manslaughter
. . .among more than three thousand youths under twenty-one arrested
in the nation last year for crimes of major violence . . . and among
an estimated one million youths arrested for crimes of all kinds.

The father of Michael Farmer attended the preliminary court hearing
of the gang members later indicted for the murder of his son. As he
watched them arraigned before a judge, he made a judgment of his
own.

ET: MR. FARMER:

They are monsters — in my mind I classify them as savage animals.
That’s all. I don’t think that they have any civilization in them. I
think they’re just twe-legged animals. They haven’t any concept of
living with other people, outside of to show that they can do’ something
worse than the other or to claim any sort of notoriety. These boys
didn’t even hang their heads, most of them, when they came to court.
They stood erect and looked around the court for their relatives. And
so forth. One of them had a small smirk when they looked in our di-
rection. They should be put away, and kept away. Or if the penalty is
death, to be executed. Certainly they set themselves up in the form
of a judge, jury and execution squad in the case of my son. All in the
matter of minutes. This is pure jungle activity.

Thus far the script has told what happened. In the material dealing with actions and
attitudes after the crime was committed, the script begins to imply that there is more to
the story than what happened, that the persons involved are not the two dimensional
characters of the television fiction series. Yet, the act was so grievous and wanton that
it is not too difficult to come to the same conclusion as Mr, Farmer. This speech indicates
a division in the script. Can we sim»ly leave the story there—this is a jungle and the only
solution is to destroy the animals therein? The script begins to explore motivation, begins
to get behind the problem.

MURROW: Two detectives told the judge at the gang’s arraignment, “These boys
showed no remorse and gave us little cooperation.” At their murder
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trial, some of the boys testified that police beat and frightened them
into making confessions. The police officers accused, denied this
under oath. First reports on this crime suzgested that at least one
gang member had stabbed for thrills. Police said the fourteen-year-
old boy who used a bread knife in the attack told them, “I always
wanted to know what it would feel like to stick a knife through human
bone.” This same boy denied to us that he said that; gave us three
other reasons for his crime. First.

GANG MEMBER:

I told you I didn’t know what I was doing, I was drunk. I went out, you
know, I. . . you know, I was drunk, I just went like that, and I stabbed
him,

We asked him, “Did you know the boy you stabbed?” Answer: “No, but
I thought he was a Jester.” Question: “Had the Jesters ever done
anything to you?” Answer:

GANG MEMBER:

They kept on callin’ me a Spick. They kept on saying, “You dirty
Spick, get out of this block.” Every time I go in the pool, they said to
me the same thing. I don’t bother them, ‘cause, you know, I don’t
want to get into no trouble with them, but one day they beat me up.
You know, there was about five of them, and they wouldn’t leave me
alone. They beat me up, and I had to take a chance to get the boys
s0 we could beat them up.

He said his third reason for stabbing a boy he did not know involved
his fear of gang discipline.

GANG MEMBER:

See, because we say before, if anybody don’t beat up somebody, when
we get back, he’s gonna get beat up. So I say, “OK.” They got special
guys, you know, to keep their eyes on the boys. Anyone who don’t
swing out is gonna get it when we come back. They got to pass
through a line; they got about fifteen boys over here, and fifteen boys
over there, and you know, in a straight line, like that. They got to
pass through there and they all got belts in their hand.

So far, we have heard that a boy was killed because other boys —
most of them under fifteen —got drunk, wanted revenge, feared gang
discipline. Only one boy charged with murder pleaded not guilty on
grounds of insanity. He was declared legally sane. But a psychiatrist
testified in court that this boy was epileptic and “incapable of pre-
meditating and deliberating.” Court-appointed defense council did not
request psychiatric examination of the other six boys on trial for
their lives. The jury that convicted some of them heard very little
about their mental and emotional make-up. Our reporter tried to get
psychiatric reports on the other gang members too young to be tried
for murder. He questioned Marion Cohen, head of the treatment
service, New York City Youth House. She told him.

MISS COHEN AND REPORTER:

COHEN: We see our function as holding boys remanded
temporarily by Children’s Court until disposition of their case is
made by a judge. While the boy is here, we try to study and diagnose
his problem.

REPORTER: Well, now, the younger members of the gang
that killed Michael Farmer were brought here, Did you study the
individual boys; make reports on them for the judge who was going
to try them?

COHEN: No, we did not.
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REPORTER: Why not?

COHEN: Because the judge did not request it.
REPORTER: Is this usual practice?

COHEN: No, in most cases, judges are interested in

finding out as much as they can about the individual boy’s problems,
in order to differentiate his needs.

REPORTER: But in this case, nothing was found out about
the mental make-up or the individual needs of these boys. Is that
right?

COHEN: Yes.

REPORTER: Do you usually wait for the court to request
such studies?

COHEN: No, when we are fully staffed, we do a study
on every boy who is here for more than a week.

REPORTER: Why didn’t you study these boys then?
COHEN: Because we are two-thirds under-staffed. We

have only four case-workers for three-hundred boys.

MURROW: The New York City Youth House is a brand-new five-million-dollar
building. It has a swimming pool, self-service elevators — the most
modern equipment. But there are only four case-workers for three-
hundred boys. Reason: low pay and a shortage of trained personnel.
Our reporter continues his conversation with Marion Cohen.

ET: MIiSS COHEN AND REPORTER:

REPORTER: Can you make any generalizations about the
gang members you have studied?

COHEN: Yes, these are kids who essentially feel in
themselves weak and inadequate . . . and have to present a tough
facade to others. Of course, most adolescents feel insecure. But
these boys have a distorted idea of what real adequacy is. They be-
come easy prey for leaders whose sole drive is aggressive. They
are egged on by their peers to establish a tough reputation . . . each
kid daring the other to go one step farther. They have to compete on
a level of violence.

MURROW: It would seem that members of the Egyptian Kings and Dragons gang
fit the pattern. Consider the statement of this fourteen-year-old gang
member who participated in the assault at Highbridge Park.

The interviews with the experts may be considered transition material. It is estab-
lishéd that there is a problem. Some of the reasons for the problem are tentatively sug-
gested. e audience now is ready for exploration of the problem and a ¢ arification of

the reasons.

ET: GANG MEMBER:

I didn’t want to be like . . . you know, different from the other guys.
Like they hit him, I hit him. In other words, I didn’t want to show
myself as a punk. You know, ya always talkin’, “Oh man, when I catch
a guy, '11 beat him up,” and all of that, you know. So after you go out
and you catch a guy, and you don’t do nothin’, they say, “Oh man, he
can’t belong to no gang, because he ain’t gonna do nothin’.”

MURROW: Are we to believe that a boy is dead — murdered — because those who
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killed him fear being called “punks” ? Another gang member says he
acted to protect his reputation. He calls it “rep.”

GANG MEMBER:

Momentarily, I started to thinking about it inside: did I have my mind
made up I’m not going to be in no gang. Then I go on inside. Some-
thing comes up den here come all my friends coming to ma. Like I
said before, I'm intelligent and so forth. They be coming to me —
then they talk to me about what they gonna do. Like, “Man, we’ll go
out here and kill this guy.” I say, “Yeah.” They kept on talkin’ and
talkin’. I said, “Man, I just gotta go with you.” Myself, I don’t want
to go, but when they start talkin’ about what they gonna do, I say,
“So, he isn’t gonna take over my rep. I ain’t gonna let him be known
more than me.” And I go ahead just for selfishness. I go ahead, and
get caught or something; sometimes I get caught, sometimes I don’t.
I'm in some trouble there.

That boy admits that he kicked and punched Roger McShane during
the attack at Highbridge Park . . . didn’t stab him because he didn’t
have a knife. We asked, “Suppose you had a knife; would you have
used it? Answer:

GANG MEMBER:

If I would of got the knife, I would have stabbed him. That would have
gave me more of a build-up. People would have respected me for
what I’ve done and things like that. They would say, “There goes a
cold killer.”

He wants people to say, “There goes a cold killer.” He is only
fourteen years old — the same age as the boy who used a bread knife
in the Highbridge Park attack . . . and who told us why he too wants
to be known as a “cold killer.”

GANG MEMBER:

It makes you feel like a big shot. You know some guys think they’re
big shots and all that. They think, you know, they got the power to do
everything they feel like doing. They say, like, “I wanna stab a guy.”
and then the other guy say, “Oh, I wouldn’t dare to do that.” You
know, he thinks I'm acting like a big shot. That’s the way he feels.
He probably thinks in his mind, “Oh, he probably won’t do that.”
Then, when we go to a fight, you know, he finds out what I do.

Some gang members told police that they bragged to each other about
beating and stabbing Farmer and McShane . . . wanted to make cer-
tain they would be known as “tough guys.” According to the official
police record, this was the reaction of their parents.

COMMISSIONER ARM:

During the hours that the boys were rounded up and brought to the
police station, many of their parents came to the scene. They ex-
pressed shock and bewilderment and disbelief over the fact that their
boys were being questioned by police and might have had a part in
this hideous crime. When they finally realized that this was true,
they still couldn’t believe it.

One mother told our reporter.

MOTHER OF GANG MEMBER AND REPORTER:

MOTHER: I had absolutely no problems with him. Every-
one in the neighborhood can vouch for that. When I walked out there
this morning, all my store-keepers and everythin’ just can’t believe
that my son is mixed up in anything like this. (SIGH) I have no idea
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what I can do for him right now. I doubt if there is anything we can
do for him right now.

REPORTER: Do you plan to go over to see him?

MOTHER: Of course I have to go to see my child.
(SOBBING) I can’t let him down now. Even though he was wrong, I
still can’t just turn my back on him. (SOBBING)

Parents went to see their sons in jail; and how did they react when they
saw them ? One boy said:

GANG MEMBER:

My mother said she was ashamed of me, and everything, and I told
her that it wasn’t my fault and I couldn’t help it. My father wanted to
kill me at first, and after I explained to him what happened he was
still. . . he was still like . . . felt bad about it, ashamed to walk the
streets after somethin’ like that, but then you know, he wouldn’t touch
me then, after I told him what happened.

The statement of another gang member.
GANG MEMBER:

My father understood. He didn’t actually understand, but you know,
he didn’t take it as hard as my mother. My mother . . . it cam2 out
in the newspapers, she had a heart attack. It’s a lucky thing she’s
alive today.

One mother talked to her son in the presence of the other boys ar-
rested. Here is what she said, according to this gang member present.

GANG MEMBER:

When she sees him she says to him, “How did it feel when you did
that to Farmer ? It was good, eh?® You know, jokin’ around with the
kid. So we told her, “You know what your son did?” I says, “He
stabbed him in the back.® She says, she just went like that, shrugged
her, you know, shoulders. Then we didn’t pay any attention to her,
because ya know, you don’t like to see a mother actin’ like that with
a kid ya know.

What is known about the mental and emotional make-up of parents
whose children commit crimes ? Dr. Marjorie Rittwagen, staff
psychiatrist for New York Children’s Courts, gave us some statistics.

DR. RITTWAGEN:
We find that some seventy-five to eighty per cent of parents of
children who are brought into this court are emotionally ill or have
severe personality or character disorders. They include sociopathic
personality disorders, alcoholics and the like. And about ten per cent
of this seventy-five to eighty per cent are commitably psychotic —in
fact, some parents go completely berserk in Court, threaten judges
and are sent to psychiatric wards for observation. Most of these
parents are so overwhelmed with their own problems, that they ignore
their children. Kids feel not so much rejected as nonentities. Usually,
in these homes, there are no fathers.

There are no fathers in the homes of five of the seven gang members
tried for the murder of Michael Farmer. Four of these boys live with
their mothers; one with his grandparents. His mother told our re-
porter why she left her son.

MOTHER OF GANG MEMBER AND REPORTER:

MOTHER: He has lived with my mother all his life from
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birth. (SOBS) I lived there up to two, three years ago. It seems like
since I left my child everything has happened. (SOBS) Not that I just
walked out on him, but when I planned to get married I spoke to him.
He said, “Well, go ahead, you have to have some happiness; you
can’t just stay with me all the time.” So I said, “Will you be willing
to come with me ?” He said, “No, I don’t want to leave my grand-
parents.” (SOB)

REPORTER: Do you think that it would have been important
if he had stayed with you?

MOTHER: I think it would have been important had 1
stayed with him and not leave him at the age of fifteen. I wouldn’t
advise that to anyone who has a boy, or any other child. (SOBS)

Eleven of the eighteen boys arrested in the Farmer case com2 from
homes broken by desertion, divorce or death. Children’s Court
psychiatrist Marjorie Rittwagen says this is the pattern.

DR. RITTWAGEN:

Some seventy to eighty per cent of our children come from homes
broken, by desertion or divorce. Most of the children stay with their
mothers. At critical times in their lives they are left in a fatherless
home. They’re almost afraid to relate too closely to their mothers,
and are often driven into the streets to seek companionship with a
gang. They find the superficial group relationship more comfortable
than individual ones. In fact, difficulty in relating to people is one of
their big handicaps. They don’t talk out their problems, they act
them out.

Example: this thirteen year old boy. He lives with a mother married
and divorced three times. She works to support him . . . cannot
spend much time with him. Her son has plenty of problems, but she
doesn’t know about them.

GANG MEMBER:

I never tell her about my problems. One reason is that if I tell her
my problems, like some guys were beating me up, she would keep

me in the house . . . and wouldn’t let me go out. Or if I tell her I'm
doing badly in school, she’ll probably hit me. Or if I tell her I had

an argument with a teacher, or something like that, she’d probably hit
me. She don’t give me a chance to explain, you know. She just comes
out, and pow, she hits me. I don’t tell her anything.

He doesn’t talk out his problems; he acts them out — sometimes by
firing a beebee gun at adults.

GANG MEMBER:

Tell you the truth, I used to shoot people myself. Sometimes I would
shoot the people I don’t like too much, you know. (LAUGHS) I would
be up on the roof and they would be walkin’ by with packages or
something — and Pow, I would shoot them.

Violence isall around him, he says.
GANG MEMBER:

Usually I go for horror pictures like “ Frankenstein and the Mummy”
or things like that. I like it when he goes and kills the guy or rips a
guy in half or something like that. (LAUGHS) Or when he throws
somebody off a cliff. You know, all them exciting things.

Next: the gang member who used a bread knife in the Highbridge Park
attack. He lived with his mother and step-father; told us he often
quarreled with his mother; wanted his step-father to spend more time
with him.
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GANG MEMBER:

I’ll ask him to take me boat-riding, fishing, or some place like that,
ball game. He’ll say, “No.” He don’t go no place. The only place
where he goes, he goes to the bar. And from the bar, he goes home.
Sleep, that’s about all he do. I don’t talk to my parents a lot of times.
I don’t hardly talk to them — there’s nothing to talk about. There’s
nothing to discuss about. They can’t help me.

They can’t help me! What he wants, he says, is to be like his
favorite comic book hero.

GANG MEMBER:

Mighty Mouse — he’s a mouse — he’s dressed up like Superman.

He’s got little pants — they’re red. The shirt is yellow. You know,
and then he helps out the mouse. Everytime the cats try to get the
mouse, Mighty Mouse comes and helps the mouse, just like Superman.
He’s stronger than the cats. Nothing can hurt him.

Another boy told us: “My father doesn’t want to hear my troubles.
They make him mad.” Reason:

GANG MEMBER:

He wants me to be better than my other brother. That’s why every
time he comes to me and say, “You see, you gonna be like your
brother. The one that’s in the Tombs. If you keep on doing wrong,
you gonna be like him.” He kept on telling me that, so I said, “Well,
if he wants me to be like him, I'm gonna be like him.” So I started
doing wrong things. And then he says to me, “I don’t wanna catch you
in trouble.” Well, in one way he should have got me in trouble before,
because he found a gun that I had . . . you know, I had a home-made.
And he found it, and he didn’t say nothin’, he just broke it up and
threw it away and kept me in the house for one day. He should have
took it to the police or somethin’, and told them that I had it. Maybe
I would have been sent to the Youth House or someplace, before, and
I wouldn’t have gotten into so much trouble, and I would have learned
my lesson.

This was his first arrest. But ten of the eighteen boys involved in the
Farmer case had previous records as juvenile offenders; some for
such minor offenses as trespassing or chalking names on buildings;
others for serious crimes, including assault, burglary and attempted
grand larceny. Three gang members were under the supervision of
probation officers. But how much supervision does a boy on probation
get, in New York City? Clarence Leeds is Chief Probation Officer at
Children’s Court.

The script is now fully into the problem as it concerns the characters of the story.

The transitions, through selecting and editing, are excellent, moving logically, yet not

obviously, from the boys to the parents. The statements of the boys and the parents all

follow a pattern, validating the diagnosis of the sociologist and the psychiatrist. Now the

documentary can attempt an investigation of the solutions to the problem, those attempted

and those still to come.

ET:

CLARENCE LEEDS:

Our probation officers have minimum zase loads of between sixty and
seventy delinquent boys apiece. This means that at best they can talk
to each boy perhaps once a month. And you can’t give a child the
guidance and help he needs by seeing him that infrequently. We are
doing just about double the number of case loads and investigations
that we’re equipped to handle and possibly as a consequence of this,
about thirty per cent of the boys on probation commit new offenses
which will bring them to the attention of the court once again.
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Three Egyptian Dragons on probation participated in the murder of
Michael Farmer. Another member of this gang had served one year
in a state training school for juvenile delinquents . . . was diagnosed
as a “dangerous psychopath” . . . but received no psychotherapy.
Reason: there are 500 boys in this institution; only one psychiatrist
and one psychologist to treat them. Five months after this “dangerous
psychopath” was released from the institution, he stabbed Roger
McShane at Highbridge Park. Who is to blame? John Warren Hill,
Chief Justice of New York’s Children’s Court, told us why many very
disturbed children are released quickly by state institutions.

JUDGE HILL:

It is a shocking fact that children committed to state institutions by
this court often are discharged from hese institutions within four to
six months without having received any real treatment or help. Why?
Because our state facilities for the long term care of delinquent
children are so shockingly inadequate that our state institutions must
make these discharges quickly in order to make room for new court
commitments. For while the rate of delinquency has increased in
New York City, since 1951 through 1956, by 83 per cent, as revealed
by our own court statistics, there’s not been a single additional bed
provided in our state institutions for delinquent children, aside from
some few which the city made available for use by the state. But that
was a bare nothing compared to the great need which has developed
increasingly in this area.

Children released from New York institutions are put on parole.
The Egyptian Dragon diagnosed as a “dangerous psychopath” was
assigned to a youth parole worker . . . was under the supervision of
this worker at the time of the Farmer murder. But how closely was
he watched? Joseph Linda is in charge of youth parole workers,
New York City area.

JOSEPH LINDA:

Each of our youth parole workers supervises about 80 boys, and in
some cases, about 100 boys, because of staff shortage. This means
that they may see these boys as infrequently as once every two months.

Youth parole and probation agencies are non-existent in half the
counties of this nation. In most of the other counties, they are under-
staffed, according to a survey by the National Probation and Parole
Association. Some responsibility for supervising problem children
often is shifted to the schools by the courts. This happened in the
case of several Egyptian Kings and Dragons brought to court prior to
the murder of Michael Farmer. The speaker, Murray Sachs, court
liaison officer, Board of Education, New York City.

MURRAY SACHS:

The courts had made a number of requests in the helping of these
youngsters. The unfortunate thing about these children was this: they
would refuse to come to school. Not coming to school, they wouldn’t
be doing the things that we think are constructive and helpful. Those,
we know, have such deep-rooted behavior problems must be dealt
with on that basis by specialists who are equipped to handle it, and,
for heaven’s sake, our community, our citizens should not expect the
school to do that. It seems that the only one that might help them
would be the institution where they might be placed, and given indi-
vidualized and controlled assistance, of one kind or another. Again
we're faced with the serious problem of there’s just no place for them.

In the richest state of the nation, long-term institutional care is not
available for eighty per cent of delinquent children under twelve years
of age. No state institution for these children exists. The few private
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institutions are jammed. One gang member involved in the Farmer
case committed five offenses before he was twelve years old. Within
a week or two after each arrest, he was set free in the community.

At twelve, children are eligible for state training schools. But even
then it is difficult to place them because of overcrowding. John Warren
Hill, Chief Justice of New York’s Children’s Court, sums up the
result.

JUDGE HILL:

In a great number of cases of very disturbed children, children who
should be removed from the community, this court has been unable

to find any placement for the child and our only alternative has been
to place these children on probation, which, of course, means their

return to the community.

They are sent back to the streets — unhelped, unsupervised. Set free
in the community, what do they do with their time? Listen to one boy
describe a typical summer day in his neighborhood of brick tenements
in Manhattan’s upper west side.

GANG MEMBER:

I usually get up at 11 or 12 o’clock, you know, I sleep late. And then

I will go out and see the guys, sitting on the stoop, you know, doing
nothin’. I would sit there with them, and sometimes they will say,
“Let’s split and go to a movie,” so I would go to the movie with them.
Or sometimes we would try and get a game of stickball or somethin’
like that. Our block is crowded, we didn’t hardly have a chance to
play because the busses kept going back and forth, back and forth. We
couldn’t do nothin’. So that we just sit, then when it got to night-time,
well, you know, we would go around, and say, “Come on, man, let’s
go break windows for some excitement” or “Come on man, let’s

go boppin’.” Then we would go and look for guys, to beat ’em up.
Then we would come back. And then, (LAUGHS) we would sit on the
stoop, man, and we’d hear a cop car outside and we would all fly up
to the roof, or somethin’ like that. Then, we just come down and start
talkin’ and talkin’.

Consider the day of another boy, sixteen years old. He makes the
rounds of schools, pool halls, and candy store hangouts. He works
for a syndicate . . . sells marijuana cigarettes to other children and
smokes them himself.

GANG MEMBER:

I’d get the dough by sellin’ it. I’d take about four or five a day. It
keeps me goin’. All depends . . . when I get up in the morning I take
one or two; three hours later take another one. If I ain’t got nothin’

to do, I just feel like goofin’, crackin’ vp and everythin’. I just take
another one. Go to a dance, take two or three. If you don’t get it easy,
you try all kinds of — not violence, but you see an easy dollar to rob,
you rob it. You see somethin’ to pawn, you pawn it.

Boys troubled and adrift in the community formed the gang that killed
Michael Farmer. Sociologists call gangs of this breed “anti-social
groups” or “fighting gangs.” They exist in most of our large cities.
According to police estimates there are 134 of these gangs in Los
Angeles County; 24 in Miami; 110 in New York, including the Egyptian
Kings and Dragons.

You have read about two-thirds of the documentary script. The voices and sounds of

realism have been presented. The thoughts and feelings of as many different and varied

persons as might be found in a Shakespearean tragedy have been explored. “What” hap-

pened moved into “why” it happened into the evolution of a problem that demands a solution.

Much as do the films of Pare Lorentz, “Who killed Michael Farmer ?” then examines the

possible solutions to the problem. The final few pages of the documentary script sum up:
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ET: GREENHILL REPORT:

Residents trace the origin of juvenile crime to parents’ inability to
control their children, racial issues, newcomers in the area, lack of
police protection, intimidation of teachers and policemen by youth
gangs, and a lack of restrictive measures in Highbridge Park. Per-
sons interviewed reported 16 major incidents leading to death or
hospitalization in the last three years. Ten of them in the last two
weeks. Most of the incidents had not been reported to police for fear
of gang retaliation. Among the population in general, there were at-
titudes of hopelessness and fear. A large num%er of people expect
gang retaliation after the present crisis has quieted down. They are
cynical and see no way of preventing retaliation for it has always
occurred in the past. About 40 per cent of children between the ages
of 3 and 16 reacted immediately with a variety of physical and
emotional symptoms. For the first time, some ¢hildren began to
carry knives for their own protection.

MURROW: One boy in the neighborhood who fears for his life is Michael Farmer’s
friend, Roger McShane — a State’s witness at the murder trial of the
Egyptian Kings and Dragons. During the trial, McShane received two
death threats in the mail. One letter said: “You are alive. But if
them guys get the chair, we will kill you.” That threat possibly came
from a crank. But no one can be sure - least of all Roger McShane.

ET: Mc SHANE:

There’s nothing you can do except protect yourself. It’s just gonna
get wilder and wilder. I mean, it’s just gonna get worse. You can’t
have a policeman walking around with every boy or girl that leaves
his house at night. And follow him to the store if he has to go to the
store or follow him up to the show or you can’t have a policeman
follow each individual all around the neighborhood just so they can be

protected.
MURROW: The parents of Michael Farmer.
ET: MR. AND MRS. FARMER:
MR. FARMER: : I’'m very much afraid for my son Rayme.

Rayme’s 14. Who knows the rest of these Egyptian Kings won’t come
up looking for him, or trying to extend their activities; make them-
selves a little bit more infamous. You can’t reason with the type of
minds that they have. You don’t know what they’ll come up with next.

MRS. FARMER: I’m worried about all of us. There was a time
when I’d run down at night for milk, or to mail a letter, now I
wouldn’t go down the street after nine o’clock. I just have that terrible
feeling that something is lurking there in the dark.

MURROW: Fear remains in this community. A new summer approaches . . . and
according to one volunteer youth worker in the area already there are
danger signals.

ET: YOUTH WORKER:

The situation is beginning to look critical once again. We find that one
of the Egyptian Kings apparently not involved in the Michael Farmer
killing is now trying to reorganize a gang and is recruiting in the
area. Unless something is done very quickly with this particular gang,
we are definitely going to run into the same situation in a very short
time. You can’t say whether that will be six months or a year from
now, but if this gang is allowed to reorganize again, there may be
more killings and something had better be done, fast, if we are
interested in saving other children from the fate of Michael Farmer.
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MURROW: What has been solved by the verdict of a jury and the commitment of
15 boys to institutions which are ill-equipped to re-habilitate them;
and because of overcrowding, may soon return them to the com-
munity? The problem of juvenile crime continues. The experts may
list all sorts of causes. But they agree on one answer to why these
conditions continue to exist: W= permit them to. This is Ed Murrow.
Good Night.

Approach. The most common approach to the documentary, in both
radio and television, is that which relies principally on interviews and state-
ments, including those already on the record, combining new and old infor-
mation and opinions from persons involved in a particular problem or topic.
These documentaries build on ideas, rather than on a dramatic structure.
Selection and editing become more important than the actual writing. Issues
of the day and important people of the day provide ready-made material.
The beginning of one of NBC’s award-winning “Second Sunday” programs
illustrates this approach:

MAN: The accepted use of executive power compelled the Congress and the
United States to re-examine itself and its role ...

MAN: ... The dislocations and the frictions between the Congress and the
White House has been exaggerated ...

MAN: ... Nineteen seventy-six will either be 200 years of the glorious
republic, or else it's going to be the year two or three of the Executive
Monarchy in the United States ...

MAN: ... To the extent that Congress hasn't exercised the full scope of its
authority in the past, it really doesn't have the President to blame; it has
itself to blame ...

JACOB JAVITS: ... Who made the bargains? The Congress and the President.
One cannot undo the bargain ...

GERALD FORD: The American people are on the side of the President.
(MUSIC)

ANNOUNCER: Second Sunday, the award - winning documentary series presented
each month by NBC News, Our subject for March: Congress and the President --
A Constitutional Crisis. Here is NBC News Correspondent, Paul Duke.

PAUL DUKE: We're going to examine what may be the most serious confrontation
between two branches of Government this century. It's a clash which may have a
major impact on the American system, and perhaps, even affect the future of
representative democracy. It's a clash of strong opinions, and strong wills.

And it's producing a crescendo of comment and criticism across the country.

But most of all, as voiced by Washington satirist Mark Russell on Capitol
Hill.



Writing for TV and Radio 207

(PIANO MUSIC)

MARK RUSSELL: You know, we go to the trouble in our country of electing
Senators and Congressman, Then we send them out in the cold, to Washington. It's
a lonely place, and it's a lonely place for the bills they pass, too. Because they're
passed, and they see the light of day, and then they're cut off. Yes, Washington
is a lonely town, for our Congressmen and our Senators sometimes sing: Nixon
doesn't love us anymore,

DUKE: If love means doing what Congress wants, then President Nixon is a
rejecting suitor. Mr. Nixon is doing what he wants, and what he believes is best
for the country. He is making the White House more of a center for Federal
power, and policy making. In the process Congressional power is being eroded and
diminished. The irony is that the President's declared goal is to reduce the
authority of the Federal Government, including his own authority. He struck
the central theme in his inaugural address in January.

PRESIDENT RICHARD NIXON: We have lived too long with the consequence
of attempting to gather all power and responsibility in Washington. Abroad
and at home, the time has come to turn away from the condescending policies of
paternalism; of Washington knows best. In trusting too much in government, we
have asked of it more than it can deliver. This leads only to inflated
expectation, to reduced individual effort, and to a disappointment and frust-
ration that erode confidence both in what government can do, and in what
people can do.

DUKE: 1It's not the President's goal, but the President's tactics which
have precipitated the gathering fury on Capitol Hill. Mr. Nixon has refused
to spend money appropriated by Congress. In some instances, after Presidential
vetoes were overridden, He has moved to close out Federal programs without
Congressional consent. He has named three super-secretaries of the Cabinet,
without Congressional confirmation. He has drawn a cloak of executive privilege
around his top aides, to prevent them from testifying before major committees
on issues of war and peace. 1In all of this, Democratic leaders believe the
President has gone too far, exceeding his authority under the Constitution, and
the result, as House Speaker Carl Albert sees it, is a crisis that goes to the
heart of the American system.

CARL ALBERT: The issue here is where do we draw Constitutional lines,
and do we believe what we say when we say that we will support and defend the
Constitution of the United States. That's the overriding issue.

DUKE: Senate Democratic leader Mike Mansfield is concerned, not just by
the erosion in Congressional authority, but that a fundamental alteration may
be taking place in the checks and balances built irto the Constitution by the
Founding Fathers.

MIKE MANSFIELD: 1If that document is ever undermined, and one of the three
branches of the government becomes too subordinate, as we are on the way to
becoming at the present time, then all I can say is, '"God help the Republic"
because the foundations will have been broken, and perhaps broken down at least
in part.

DUKE: To some extent, President Nixon is only accelerating a trend which
began when Franklin Roosevelt came to office during the Great Depression of the
1930's. Since then, power has steadily flowed down Pennsylvania Avenue from the
Capitol to the White House., Accordingly, as Democratic Representative Morris
Udall of Arizona observes, the country has grown accustomed to Presidents
exercising strong commands.

MORRIS UDALL: I credit this to two unusual coincidental incidents in
the life of our nation. One was the Depression. All of a sudden the whole
free enterprise system has failed, and a third of the people out of work, and
anything the President wanted, he set up a bill in the morning and the Congress
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would pass it that afternoon. Or let the President fill in the details. We
were just recovering from that and Congress, you will recall, in the late
thirties, was beginning to assert itself again, and saying "Hold on, now, we

make the policy in the Congress,' when along came World War II-- the whole free
world threatened with extinction by two powerful dictators. And we said to the
President, whatever he wants --bombers, ships, selective service--turn it over to
the President. And so we've developed a whole generation of leaders in the
Congress who are sort of conditioned to stand back and let the President make
decisions.

DUKE: The country's growth, and the emergence of the United States as a
great world power has established the President as a pre-eminent world leader.
The people have come to look to the President as the country*s principal
protector. Speaker Albert believes the wars of the Twentieth Century made it
inevitable that the White House would gain added stature, with Congress less
involved.

ALBERT: I think that the tendency is for the President to be strengthened in
time of crisis, because faster action is required. I think the Congress --
the Congress enjoyed its greatest period of prestige between the War of 1812 and
the Civil War, and that was the longest peace-time period we ever had. And that's
when the giants who overshadowed the President appeared on the scene: like
Craig, Webster, Calhoun, and Haines and others.

DUKE: But some critics, such as Democratic Congressman John Conyers of
Detroit, believe the President has seized upon the dangers of the Atomic Age
as justification for seizing more power than is warranted.

JOHN CONYERS: The use of nuclear weapons required that we vest unprecedenteo
power in the executive office, along with the decision-making right that goes
along with it. This was the natural base for the executive to balloon in this
power far beyond anything conceived by the framing of the Constitution. Now, in
many instances, it was perfectly rational and logical. But the whole question of
these powers being not only taken by the executive, but then being used as a base
to go even further afield. And then we move of course into the questions of
impoundment, the right of the executive to legislate after we have, in effect;
on the questions of executive secrecy, in which the White House mow literally
instructs anyone that i{s invited to testify before Congressional Committees that
their testimony may in some way disclose the secrets of the executive branch
that are not ready for public disclosures that this point, which all now goes far
beyond the historical reasons that the executive began to gain power over the
Congress and at the expense of Congress.

DUKE: If there was any catalyst that stirred Congress to ponder the
trend toward Presidential government, it was the Viet Nam War. As the nation
was torn over the American policy, so was Congress torn. But more than that,
the critics began to question the President's power to commit U.S. forces to
faraway places. Thus, today's outcry is directed at the expansion of the Pres-
idential power both at home and abroad. The man who is leading the Congressional
counterattack is Senator Sam Ervin of North Carolina. For 18 years, Ervin has
been the principsl Congressional custodian of the Constitution. The 76-year-old
Democrat's stubborn convictions about the Constitution have led him into many
lonely and unpopular battles. But now, quite suddenly, he is the man of the
moment. Ervin has long believed the greatest threat to the country's freedoms
comes from the government, and the men who run the government.

SAM ERVIN: I think that most public officials, including the President and
including some of us, and including Congress, have an insatiable thirst for
power. And I think the reason the Constitution was written was to keep them from
being able to indulge their insatiable thirst for power. And this kind of con-
flict has gone on throughout the history of the Republic to a more or less extent;
but it's been very much accentuated ofi late by the wholesale impoundwents,
and I think the conflict will go on more or less forever. I think it was
Justice Brandeis who said that Our Constitution wasn't written to make the
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most efficient government; was written to insure liberty and also to put in
its place the forces of friction; as to keep one department of government
from trespassing upon the domain of another. And that was the same idea
George Washington expressed in his farewell address.

DUKE: Nothing has aroused Congress so much as the President's refusal
to spend money appropriated by Congress. Senator Ervin and other critics contend
that the President's fnpoundment of 12 billion dollars in funds for Government
programs presents a theft of legislative power. President Nixon has defended
the action by claiming an absolutely clear Constitional right to hold up the
funds. But Senator Ervin contends the Constition does not give the President
80 much as a syllable of such power.

At a Senate hearing, Deputy Attorney General Joseph Snead argued the
administration's case in a confrontstion with Ervin, who insisted the
President's Constitutional responsibility is limited to executing the laws,

ERVIN: Now, this word execute has several meanings, For example, the law
used to say a person shall be executed for certain crimes. They have had laws
like that., The word execute does not mean that his life will be exterminated.
Now, with this provision of the Constitution, the President shall take care that
the laws be faithfully executed does not contemplate that the President should
kill those laws,.

JOSEPH SNEAD: Senator, I don't think the word executed as used in the
Constitution, Article II, Section 111, is used in the same sense as it is used
in phrasing of sanctions for penal purposes.

ERVIN: Doesn't it mean that he shall take care to see that the laws that
are in force are carried out, and made effective, according to their terms?

SNEAD: Senator, he has the responsibility, under the Constitution, as we have
said, and as you have indicated, to see that the laws be faithfully executed. He
hag, however, at all times, to consider all the laws. And it has been our
position, as my statement indicated, that he is confronted, and was confronted in
the '73 budget issue, with laws consisting of appropriatich acts; laws consisting
of the 1946 full employment act; laws consisting of the debt ceiling; and laws
consisting of the Economic Stabilization Act. And above and beyond that, he was
looked to in part by Congress and certainly by the public, as one having & very
profound responsibility for price stability. But when we put all that together,
the problem is how best to faithfully execute the laws.

ERVIN: Well, now, the President doesn't have the responsibility in a
governmental sense, for anything except the things that the Constition and the
laws force on him, 1Isn't that true?

SNEAD: Yes, sir.

ERVIN: And the fact that the people look to him to do something doesn't
give him either Constitutional effect or authority to do it, does it?

SNEAD: No. 1'm merely injecting the political realities...

ERVIN: Yes, but the political realities are supposed to bow to &
Constitutional government.

SNEAD: Indeed they do.

ERVIN: Yes.

Courtesy of NBC News
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Application: Television

The basic approaches and techniques are essentially the same for the
television and radio documentary. The most important difference, obviously,
is the use of visuals in television. Where the radio documentary gathers
words and sounds, the television documentary adds film, tape, photos and
graphics. Where the radio program must use dialogue and/or narration to
describe something, the television program needs only the picture itself.
Television has the advantage of the motion picture’s “visual writing,” the
ability to tell a story more concisely and sometimes more meaningfully
through showing instead of telling.

The picture may be the primary element in any given sequence in the
television documentary, with the narration and taped dialogue secondary.
The people and their actions may be actually seen and thus understood,
rather than being imagined through verbal descriptions of what they did
and saw. On the other hand, the words of the people and the narrator may
be the prime movers, with the pictures merely filling in visually what is
being described in words.

Approach. As with radio, the most popular approach to the television
documentary is that which concentrates on narration and interviews and
does not attempt dramatic technique. The visuals may be little more than
graphics relating to the subject, plus actualities with interviewees. Such a
documentary is the CBS News Special Report, “What’s Going On Here?
— The Troubled American Economy.” Note the simple format: John Hart,
anchorperson, introduces through narration different aspects of the troubled
economy and then switches to a correspondent who conducts the actualities
for that segment. Excerpts from the first part of the program follow, illus-
trating the organization as well as the approach.

HART: Good evening. As it turns out, six weeks ago were the good old days.
When our brand new President told us our political nightmare was
over. And now we were going to work on our economic one.

FORD: VTR: My first priority is to work with you to bring inflation under control.
Inflation is domestic enemy number one.

HART: He called for an economic summit meeting where the best brains
from labor, industry and agriculture would help him plan the attack.
That meeting begins this Friday in Washington. In the six weeks we
have been waiting for — and the brains have been preparing for —
the summit, these things have happened. The stock market slid to its
lowest value in 12 years. Homebuilding to its lowest point in 4 years.
Wholesale prices made their biggest jump in one year. Tonight we
are going to look at our economy and the summit and what to expect
from both of them.

ANNOUNCER: This is a CBS News Special Report . . . WHAT'S GOING ON HERE?
... THE TROUBLED AMERICAN ECONOMY ... With CBS News
Correspondent John Hart.
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Here is John Hart.

What is going on here is more than one thing in more than one place.
We have a mixture of troubles. We have inflation. It is everywhere. We
have stagnation, in a number of places where things just aren't
moving much, forward or backward. We have recession in places
where things have been going backward for sometime. We have
depression in places where things are going straight down. We even
have some strengths left, here and there. It is not ALL bad. Just mostly.
There are a number of what the economists call indicators — trends
they look at at to see where the economy is weak and where it is
strong and how much.

We are going to look at 12 indicators, of what has been going on
since the first of the year.

The obvious indicator is prices. They have been going up on an
average of one per cent a month. 12 per cent a year. This is a
weakness in our economy. A clear minus.

Wholesale prices are another indicator of inflation. They have gone
up more than two per cent a month on the average, or 27 per cent
per year. Another weakness.

Another minus.

Retail sales indicate how people are reacting to prices. Dollar
volume has gone up every month this year, except in June.

In one way that is a strength, in that it helps keep business in
business.

But in another way these retail sales dollars hide weakness. In many
cases we are buying fewer things and simply paying more for what we
buy, as with cars.

The profits picture is a plus. Corporate profits after taxes grew at an
annual rate of 55 per cent over 1973, keeping well ahead of inflation.

Wages went up at an annual rate of 4.4 per cent, but did NOT keep
up with inflation.

Real income went down for the millions of people living on wages
but ironically, a plus for the economy as a whole, in that wages are
not giving a big push to inflation.

The reasons are that the three things we cannot do without — food,
shelter and fuel — are things this economy is rationing by inflation.
Bernard Kalb reports on food.

You can’t do without it, it should be a pleasure. But what you're
eating is costing you more, and more, and more. The bad news on
food prices from Secretary of Agriculture Earl Butz.

Our estimate is that the average of 1974 will be approximately 15 to
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16 per cent over the average of 1973. It would be approximately a
30 per cent jump in two years. It's been severe, there's no question
about that.

No question either about the shock among consumers. A trip to the
supermarket these days can be a little like walking through a mine
field . . . new prices exploding everywhere. All this has made a
mockery of earlier official forecasts that food prices during this
period would remain steady . . . and even decline slightly; once
again, a case of governmental optimism outrunning reality.

Elien Zawel, President of the National Consumer Congress on
the mood of consumers.

Most people are depressed. They just don’t know what to do. It
becomes scary and you don't know where you gonna cut down next.
Everybody feels they're being shafted. Somebody’s taking advantage
and they're not sure who.

I think we’re all inclined to zero in on the farmer and say, look out
there . .. that guy . .. he's the guy that's running up the price of
food. He gets 39 cents on the average today of the consumer's food
dollar. Somebody else gets 61 cents.

That ““somebody else" is the middieman, or rather, middlemen — the
various companies that pick up the raw commodities, process them,
transport them around the country, and sell them. For some items,

the middleman gets most of the consumer's dollar. For a one pound
loaf of bread, the farmer gets 7 cents; the midlleman, 28 cents. For a
can of tomatoes, 3 cents to the farmer, 26 cents to the middleman.

A can of peaches: the farmer, 9 cents; the middieman, 41 cents.

A head of lettuce: 16 cents for the farmer, 34 cents for the middleman.
The middleman’s cut of the dollar has made the middieman contro-
versial.

The case for the middieman — George W. Koch, President of the
Grocery Manufacturers of America.

The middleman adds a lot. First of all, he adds a tremendous amount
of jobs, to take that raw commodity of wheat, of flour, of rice and
turn it into a sum . . . what some call, who visit from overseas, the
modern American miracle. We enabled the housewife to be liberated,
to get out of the kitchen, go to work, come home and in seven
minutes feed her children.

What have you done to the pocketbook?

What do you want? Eight thousand to ten thousand items and you
can adjust your budget. You can buy raw commodities, you can make
it yourself or we will give you peas in a bag with onions mixed in.

For his contribution, the middleman has been repaid with a whole
new set of attractive statistics. One analysis shows that among major
food retailers, profits were more than 200 million dollars in the first
six month reporting period of 1974, an increase of 50 per cent
compared with the same period last year.

* &

The trouble in our economy is made worse these days, by the fact
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that an old ally against inflation has gone over and joined the other
side. Recession used to cure inflation, but now they work side by
side. The clearest example of this is in housing as David Culhane
reports.

TRACK

CULHANE: : Unemployment in the housing construction industry stands at 11.1 per
cent — about twice the jobless rate for the labor force in general.
The national median price for a one-family house since 1970 has
jumped a stunning 50 per cent — to 35,500 dollars. Mortgage interest
rates for home buyers are at the highest levels in decades — the
national average for conventional home loans without government
backing is about 9 per cent. Because of the dizzy climb of costs and
mortgage rates, 431,000 houses stand unsold. New housing construc-
tion has plummeted — the rate of decline for new house starts over
the last two years has been nearly 50 per cent. In short, while the
rest of the economy simply talks fearfully about depression, the
housing construction industry is in a state of depression — they say
the worst since 1930.

BLUMENAUER: This is certainly true and from what | read many many builders now
are bankrupt because they can't sell what they've produced and
there's no money for them to start new projects.

KETTLER: By year end our unemployment rate in the building industry will
probably be in excess of 20 per cent. Now, 10 per cent by many
people is depression standards.

CULHANE: In many ways, Joseph Abbatiello, of Long Island, New York, is typical
of the small builders around the country who are now in trouble. He
is suffering a 65 per cent drop in sales and he is simply cutting back
the number of houses he builds.

ABBATIELLO: | would say in 1970 we did about 68, | believe. '71 we did 60 '72 we
did about 40. '73 we did about 40. And this year we're going to do 26
the way it looks.

CULHANE: In just two years for Joseph Abbatiello the cost of a box of nails went
from seven dollars twenty-five cents, to seventeen dollars fifty cents.
Shingles, concrete, insulation, asphalt for roads — everything went
up. In one year plumbing for one house increased by six hundred
dollars. And all these costs are passed on to the buyer.

« s e

Courtesy of NBC News
Leslie Midgley, Executive Producer; Hal Haley and Bernard Birnbaum, Producers

The documentary continues with the same format. John Hart intro-
duces succeeding segments and special correspondents dealing with critical
aspects of the economy. Each segment combines narration and interviews.
“George Herman reports on the energy industry.” . . . “Inflation around the
world is so strong that last week the International Monetary Fund said it
can do serious and prolonged damage to the world economy if it isn’t
stopped. John Sheahan reports.” ... “On Wall Street there is increasing
talk that 1929 has already returned to the American Stock Market. Mitchell
Krauss reports.” The documentary ends with Hart summing up the material
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presented, suggesting options for the country and the economy, and stating
what future actions are likely to have an effect on the problem.

Process. As with radio, you don’t need a major network in order to
produce a first-rate television documentary. It does take more than a few
audio tape recorders, but with careful planning and imagination local sta-
tions can produce dramatic and pertinent documentaries. Though not usu-
ally controversial, the subject of libraries is a significant one in most com-
munities, and Barbara Allen of WGAL, Lancaster, Pennsylvania, decided
that it was pertinent to viewers in the many cities within her station’s signal.
Her approach was to take an ostensibly inanimate thing and humanize it.
In doing so she captured many of the aspects of libraries that relate to hu-
man drama — in this case those of a worrisome nature that require action
on the part of the viewers. Her approach was to dramatize the problem, but
in the form of a factual statement, not a semi-documentary.

® As you study the script, note the combination of approaches
used: narration, interviews, on-site events. Note, too, the combina-
tion of visuals used. Make a list of all of the visual techniques you
can find. What are some of the interest-catching techniques used
in the writing?

LIBRARIES: BRUISED, BATTERED AND BOUND

VIDEO AUDIO
CU OF INITIALS CARVED IN TABLES, MUSIC UNDER — LOVE THEME FROM
WALLS, ETC., FOR EACH LOCATION “ROMEO AND JULIET”

BARB: This is a love story with an unhappy
ending.

In Harrisburg, R.P. loves B.L.

In Lebanon, A.M. loves P.S.

In York, it's M.O. and S.T.

In Reading, C.K. loves P.R.

and in Lancaster, Brenda loves Bill.

START TO FADE MUSIC

COVER SHOT OF TABLE TOP But love is a very private relationship and
these intials are written in very public places.
MUSIC OUT

SUPER TITLE SLIDE OVER TABLETOP They are your public libraries and they are
Bruised, Battered and Bound.

DISSOLVE TO COVER OF BARB AND Hello, I'm Barbara Allen. With me around

LIBRARIANS AT TABLE this bruised and battered library table are
five librarians from the Channel 8 area.

ZOOM IN TO BARB They're not here to tell you about what your

local library has to offer. They're here to
talk about larceny, decay, suffocation and
rape. These things are happening in your
library right now. If you don’t stop them,
the next time you visit your library, you may
be greeted by this.
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:05 FILM PERSON PUTTING CLOSED
SIGN IN WINDOW

BARB, THEN MR. DOHERTY

1:15 FILM SHOWING EXTERIOR OF
LIBRARY AND VISUAL PROBLEMS INSIDE

MR. DOHERTY

BARB, THEN MISS YEAGLEY

1:15 FILM SHOWING EXTERIOR OF

LIBRARY AND VISUAL PROBLEMS INSIDE

MISS YEAGLEY

BARB INTRODUCES MR. GROSS

1:15 FILM SHOWING EXTERIOR OF
HARRISBURG LIBRARY AND VISUAL
PROBLEMS INSIDE

MR. GROSS

BARB INTRODUCES MR. MARKS

1:15 FILM SHOWING EXTERIOR OF
LEBANON LIBRARY AND VISUAL
PROBLEMS INSIDE

MR. MARKS

BARB INTRODUCES MR. JENKINS

1:15 FILM SHOWING EXTERIOR OF
LANCASTER LIBRARY AND VISUAL
PROBLEMS INSIDE

MR. JENKINS

20 FILM SHOWING ONE PILE OF
BOOKS, THEN ANOTHER

45 FILM SHOWING SIX OR SEVEN
STEPS IN PROCESSING
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(INTRODUCE MR. DOHERTY, CHAT WITH
HIM ABOUT CLOSED SIGN AT READING
PUBLIC LIBRARY AND ASK HIM ABOUT
THE PROBLEMS AT THE READING
LIBRARY THAT YOU CAN SEE)

MR. DOHERTY VOICE OVER FILM

(CHAT WITH BARB ABOUT ONE
PROBLEM YOU CAN'T SEE)

(ASK ABOUT PROBLEMS YOU CAN SEE
AT MARTIN MEMORIAL LIBRARY, YORK)
MISS YEAGLEY VOICE OVER FILM

(CHAT WITH BARB ABOUT ONE
PROBLEM YOU CAN'T SEE)

(ASK ABOUT PROBLEMS YOU CAN SEE
AT THE HARRISBURG PUBLIC LIBRARY)

MR. GROSS VOICE OVER FILM

(CHAT WITH BARB ABOUT ONE
PROBLEM YOU CAN'T SEE)

(ASK ABOUT PROBLEMS YOU CAN SEE
AT LEBANON COMMUNITY LIBRARY)
MR. MARKS VOICE OVER FILM

(CHAT WITH BARB ABOUT ONE
PROBLEM YOU CAN'T SEE)

(ASK ABOUT PROBLEMS YOU CAN SEE
AT THE LANCASTER COUNTY LIBRARY)

MR. JENKINS VOICE OVER FiLM

(CHAT WITH BARB ABOUT ONE
PROBLEM YOU CAN'T SEE ... COSTS
OF WHICH THE PUBLIC IS UNAWARE . . .)

(NUMBER OF BOOKS $50 BOUGHT TEN
YEARS AGO AND WHAT T WILL BUY
NOW)

(NUMBER OF PEOPLE IT TAKES TO
SELECT AND PROCESS ONE BOOK)
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BARB, THEN LIBRARIANS

:30 FILM SHOWING VOLUNTEERS
DOING THREE DIFFERENT THINGS

LIBRARIANS

2:00 SOF, MAN ON STREET INTERVIEWED
IN FRONT OF LANCASTER LIBRARY.
ANNOUNCER TALKING TO PEOPLE AS
THEY COME OUT

BARB AND LIBRARIANS

LIBRARIANS

DISSOLVE TO :30 FILM STARTING WITH
CU OF CLOSED SIGN BEING PLACED
IN WINDOW AND ZOOM OUT TO LONG
SHOT OF LIBRARY AND WINDOW

SUPER TITLE AND CREDIT SLIDES
OVER ABOVE

DISSOLVE TO BLUE

Writing for TV and Radio

(WHAT LIBRARIES ARE DOING TO HELP
THEMSELVES. GENERAL CONVERSATION
... THEN ASK MR. JENKINS ABOUT
USE OF VOLUNTEERS AT LANCASTER
LIBRARY)

MR. JENKINS VOICE OVER

BARB: How do you think the public would
react if the tibraries were closed?

(GENERAL ANSWERS)

BARB: We asked some of the users of
public libraries that question, and some
others. This is how they replied.

SOF

Do any of these replies surprise you?
(GENERAL ANSWERS)

BARB: What can the public do or stop
doing to help?

(GENERAL ANSWERS)
(FILL TILL 1:00 CUE)

CLOSING

BARB: We've been talking about larceny,
decay, suffocation and rape . . . things that
are happening in your library right now.
You may prefer to call them petty theft,
deterioration, shortage of funds and mali-
cious mischief but they are leaving your
library bruised, battered and bound . . .
suffering slow strangulation. If you don't
stop these things from happening, the next
time you visit your library, you may be
greeted by this.

Courtesy of Barbara Allen and WGAL-TV, Lancaster, Penna.

Writing the script alone is not the limit of the writer’s contribution. As
pointed out earlier, the writer and producer are frequently the same person.
In the case of the “Libraries” documentary the producer required herself,
as writer, to prepare other materials needed in the production of the pro-
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gram. In addition to “Questions for Man-on-the-Street Interviews” and
“Film Footage Needed — Chronologically According to Script,” both of
which follow as examples of such preparation, Allen also prepared “Film
Footage Needed — Geographically According to Location,” “Additional
Film Footage Needed for Promos,” and “Official List of Names of Libraries
and Librarians and Addresses.” Further, each participant in the program
was sent a letter describing the format and procedure in taping the show.
This letter, reproduced here, is a good guide for the researcher-writer-
producer in preparing any participants who will appear in the documentary.

January 27, 1971
Dear

Since we will not have much time to chat prior to the videotaping of Libraries: Bruised,
Battered and Bound on Thursday, February 4 at 1:30 PM, | want to let you know how the
program will proceed.

After introducing the subject, 1 will ask you to briefly describe the problems you can see in
your library. We will use the film footage here showing the exterior of the library and
allowing approximately ten seconds for each problem.

Then | will ask you about one problem that is not visible, which you can describe in one
minute. Mr. Jenkins will be talking about the high cost of books and the number of people
and steps it takes to select and process one book. | would suggest that you think of several
possibilities; the more startling, the better. Then, when you arrive at the station you can
compare notes with the other librarians to make sure each of you mentions a different
problem.

t will also be asking you what the library is doing to help itself and how the public could
help.

There will be a brief filmed *“man-on-the-street” interview concerning libraries and ! will
ask for your reactions.

| know that there could be a whole series of programs on this subject, but since we are
limited to thirty minutes it would be best to keep answers fairly brief and yet revealing for
it is obvious that the public has no conception of the depth of the library crisis. It's up

to us to create an impact.

Librarians participating are: Dean C. Gross (Harrisburg Public Library), Louisa Yeagley
(Martin Memorial Library), Robert Marks (Lebanon Community Library), Edward Doherty
(Reading Public Library) and Harold R. Jenkins (Lancaster County Library).

Would appreciate any advance promotion you can give the program in or out of the library.
Air date and time is February 8 at 7 PM.

Thank you for your cooperation.
Sincerely yours,
Barbara Allen
QUESTIONS FOR MAN-ON-STREET INTERVIEWS

LIBRARIES: BRUISED, BATTERED AND BOUND
(to be asked by reporter.outside front and back doors of Lancaster Library of people
who are coming out of Library)
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Writing for TV and Radio

1. How would you feel if lack of money caused the library to close indefinitely?
2. What does the library mean to you?
3. How do you think libraries could meet rising costs?

FILM FOOTAGE NEEDED FOR LIBRARIES: BRUISED, BATTERED AND BOUND

CHRONOLOGICALLY (according to script):

( :05
:05
05
< 05
05
115
:05

10
:00

3
-

110
:00

T

10
:00

Y

110
:00

»
-

110
:00

"
-

:20

145

:30

2:00
:30

CU initials carved in Harrisburg Library

CU initials carved in Lebanon Library

CU initials carved in York Library

CU initials carved in Reading Library

CU initials carved in Lancaster Library

COVER SHOT top of Lancaster Library table with carvings
Person putting CLOSED sign in Reading Library window

Showing exterior of Reading Library

Close-ups of visual problems inside Reading Library

Showing exterior of York Library

Close-up of visual problems inside York Library

Showing exterior of Harrisburg Library

Close-ups of visual problems inside Harrisburg Library

Showing exterior of Reading Library

Close-ups of visual problems inside Reading Library

Showing exterior of Lancaster Library

Close-ups of visual problems inside Lancaster Library

Close-up of hands piling books that could be bought for $50 ten years ago,
then pan to hands piling books that can be bought for $50 today

Pan six or seven sets of hands showing the people and steps necessary to
select and process one book at Lancaster Library

Cover shots of three different volunteers doing three different things at
Lancaster Library

SOF interview outside Lancaster Library . . . some at front door, some at rear

Start with close-up of CLOSED sign in Reading Library window and zoom
out to cover on library and window

* — see geographical sheets for explanation

— consecutive footage
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ON FEATURES AND DOCUMENTARIES

Baddeley, W. Hugh, The Technique of Documentary Film Production. New
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in producing a documentary film, including initial idea and written treat-
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House, 1965. Creative approach to form, function and method.
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Random House, 1967.
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Yellin, David G., Special: Fred Freed and the Television Documentary. New
York: Macmillan, 1973. A biography which shows how the news docu-
mentary developed and its relationship to current events.

FOR APPLICATION AND REVIEW

1. Write a routine sheet for a how-to-do-it radio feature. The sub-
ject should be one of importance to a professional or vocational
group in your community.

2. Write a script for a behind-the-scenes human interest television
feature. The purpose should be to persuade as well as to inform.
Try a public health or social welfare subject.

3. Write a documentary script for television or radio, using one or
a combination of the basic documentary types. The subject
should be one that is vital to the welfare and continued existence
of humanity, and that is of some controversy in your community
as well as nationally.

4. Write a documentary script for the medium not used above.
The subject should be one which is relatively unimportant and
which is not of vital interest to humanity. Can you, even so, in-
corporate a point of view which makes the documentary per-
tinent in your community?




Talks Programs
and Game Shows

“TALKS PROGRAM” Is used sometimes as an all-inclusive term, encompass-
ing virtually all program types that are not news, documentaries, drama,
music or commercials. Included in “talks programs” are interviews, discus-
sions, speeches and, in many instances, quiz, audience participation and
celebrity panel shows. With their increasing popularity in the 1970s, game
shows have been put by many stations and production firms in separate, in-
dependent categories. For purposes of compactness, Game Shows are in-
cluded in this book in the same chapter as Talks Programs, although in a
separate section.

TALKS PROGRAMS

SPEECHES ARE, OF course, fully prepared — or, at least, ought to be. Inter-
view and discussion programs are outlined, either in rundown or routine
sheet form. A principal reason they cannot be prepared in complete script
form is that the very nature of an interplay of ideas and, sometimes, feelings
among people requires extemporaneity. Another reason is that the partici-
pants, excluding the interviewer or moderator, usually are non-professionals
and cannot memorize or “read” a prepared script without seeming strained
and stilted.

Nevertheless, the writer should prepare as much of the script as.neces-
sary — whether a detailed routine sheet or a simple outline — for the best
possible show. Why take a chance with an unprepared question or sequence
when the chances of success are better with prepared material? The run-
down sheet is the key for most talks programs. As noted in earlier chapters,
the rundown sheet is a detailed listing of all the sequences in a given pro-
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gram, frequently with the elapsed time, if known, for each item. Because
broadcasting operates on a split-second schedule, the final version of the
rundown sheet must be adhered to in the taping or live broadcast of the
program. Some talks shows use the more detailed routine sheet, which in-
cludes as much of the actual dialogue and action as can be prepared. Run-
down and routine sheets sometimes include alternate endings of different
lengths so that the extemporaneous nature of the program can be main-
tained and still end on time through the choice of the proper-length sequence
for the final item in the program.

THE INTERVIEW

THE INTERVIEW ON radio or television may be prepared completely, with a
finished script for interviewer and interviewee; it may be oriented around an
outline, where the general line of questioning and answering is prepared, but
the exact words to be used are extemporaneous; it may be completely un-
prepared, or ad-lib. Very rarely are interviews either completely ad-lib or
completely scripted. The unprepared interview is too risky, with the inter-
viewee likely to be too garrulous, embarrassing or embarrassed, or just plain
dull, and the interviewer likely to be faced with the almost impossible task
of organizing, preparing and thinking of appropriate questions on the spot.
The prepared script usually results in a stilted, monotonous presentation
except when both the interviewer and interviewee are skilled performers
who can make a written line sound extemporaneous, a situation not often
likely to occur.

Approach

Most interviews are set up in outline form. A broad outline of the pur-
pose and form of questioning is prepared by the interviewer and staff and,
on the basis of knowledge or research con