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dS and Eastman Kodak’s

150 ‘h"ip oF The Adventures

ter Ozzie Nelson is sitting alone in his living room look-
ses to pick up a framed photograph of his family, smiling
lose-up of the portrait shows a younger Nelson family:
iet, and their two sons, David and Ricky. Then there is a
the photographs are transformed into their older present
erspective the audience is supposed to share, seems to
nily about his children, the passage of time, and the joys of
hotographs, the audience is to conclude, do not just record
rengthen family bonds. Eastman Kodak, the film and cam-
had long used the human need for love and family bonds in
' used the same need to attract and retain an audi-
d and directed. From 1956 until 1961, during the
yan Kodak sponsored The Adventures of Ozzie and Harriet,
e Nelson collaborated in representing an idealized, aspira-
portedly authentic life of 2 family. To achieve their commercial

sell more cameras and film products or attract Jarger audiences,
and his collaborators at Kodak and J. Walter Thompson (JWT),
worked to represent familial intimacy through the program’s
| ents, television commercials, and advertisements.
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Eastman Kodak and the Feeling of Intimacy
television p bout a family, jt
nsored a television program a Yo its ady,
Long before Kodak spo L e COUI;

i fren implied that using IS cameras *
i hai f:milial bcI:nds and deepen emotional intimacy. Photographs coulq

Stre'?faﬂil: 2 record of family milestones and provide a permanent recorq ¢,
;l,:emeral moments and feelings.* In a 1904 iy Chri.stmas Morning> ,
child in bed clutches a doll, while her mother carefully lines up the g, of
the child’s Christmas morning by balancing her camera on a stack of books
with the caption “Where there’s a child, there should the Kodak be* 4 195,
ad shows a family in a living room, with the parents sitting on a couch in
background, the mother holding her camera, and the son pointing to a comjc
strip while the daughter laughs: “Snapshots don't grow up. Each day, those
little ones of yours race a bit further away from childhood. A childhood thy
only snapshots keep” A 1954 ad (figure 2.1) shows a woman with a cam.
era arranging three generations of a smiling family group on a porch: “Keep
the family together—in snapshots. Year by year, those family snaps become
more priceless. Get plenty of prints, so all can share” As Amy Loomis notes,
“What Kodak promised was guardianship—not of the images per se, but of
the memories they evoked”s i

To rez.lch the wives and mothers whose “supposed sentimentality” made
them it ideal market, Kodak was an early and heavy advertiser in national
fhagazines aimed at women.” Ads directed at mothers also helped Kodak
access another important market: children, As early as 1900, Kodak marketed

ed.ucation in taking the pictures, there’s a con-
€ Pictures themselyes™ The bonds of friendship
nalg19 ad featuring a group of young wome?

Page of the schoo] girl’s Korc;:tl;(blgglc:i(:"rhe Kodak Album: There’s joy in every

years and enduring friendghjp 10 " showing “the pictured story of happy
Until 1930, Kodak had oo
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. <«
Figure 2.1. “Keep the
s ik s Amshons i Family Together in

O Tamily outings i vication, Whetsvee vou ave,
. rover youl g Then you'll sooe sl thase worideefil

pntsbi i s Snapshots,” advertise-

' ment in Life magazine,
September 6, 1954,

PRy ehaive of beginnees and expeets wliki «

; _ enbine Kodak Bl —in #he fomiliar yetton bos 53. Collection of the
: Kodals Compuny, oo N author.

mothers and children—was inexpensive. The 1930s slogan “Snapshots y01.1’11
want tomorrow you must make today” encourage,:d cc.)nsumers.n.ot to stint
m’ll'helr photography.!? Also in this period, Kodak’s print advertising forrrgat
shifted from illustrations handmade by painters to photograp.hs created by
ll-known professional photographers. However,‘thelsse contmue.d todpro:
mote amateur snapshots as a means for family bonding.’* A 1934 print adver

i

t know, darling, what this snapshot means to me. j“

"Although prinf magazines were the obviou's medium f.or adsnasl:)cl)‘::ct1 pk:z:
phy, Kodak also took up its family bondmg theme in spo s Sist
on early commercial radio. In 1928, a chlld-develo-licrlr.len fsp : ties,
lo Patri, who recommended using photography for bui ;ng ha)nb1e tyween,
S ;féatured on The Kodak Hour (also known a§ On thc.z Fr(;nt l;)rca e
wusical numbers that most sponsors at the time believed to be approp
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to radio.’* Kodak went on to sponsor seve-r al evening radio progr al?ls durip

1930—1932: on Thursdays The Kodak Mid-Week Hour and on F ridays 7p,
Kodak Weekend Hour, often featuring suc.h perfc?r LUEERL th.e Countess Olga
Albani singing light opera.'® Of course, this had llttle“to do with ;.)hotography’
but Kodak executives hoped that the music would “get people in the mood
for picture-taking on the weekend”” However, Kodak soon ended these pro-
grams, possibly because the medium did not fit the message. .

When television arrived in American homes at the beginning of th,
1950s, many advertisers, Kodak included, hesitated to use it. Kodak had beey,
involved in television’s technical development, but its executives did not cop.
sider using it for advertising until about 1953.% In part this was because early
1950s television did not meet Kodak’s standards for high-quality images: tele-
vision resolution set by the National Television Standards Committee was far
lower than that of film, and the national networks insisted on carrying live
programs, which were laborious to produce and subject to the errors of live
performance. But the telefilm was a way to avoid these problems. Telefilms
were produced on film (video was not introduced until 1956) but designed
for broadcast rather than theatrical exhibition. Because they were produced
with film’s higher resolution, they looked clearer on television screens; unlike
live broadcasts, telefilms could be edited and perfected.’® Because advertis-
ing agencies since the 1930s had been the primary producers of sponsored

broadcast programming, Kodak naturally turned to its ad agency JWT to
oversee its sponsored telefilmsg 20
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This is Billy—Boy Scout, cowboy, and international diplomat

And this is Peggy—a baffling mixture of youthful impetuosity and
womanly wisdom and charm. This is Ruth Conway, who cant)l’):E
an angel food cake or meet a Maharajah with equal ease and entheu-
siasm. And Jim, the hardworking breadwinner, who loves people
fishing, books, taking snapshots, and his family. This is the Kodal’<
Family—the Conways of Riverdale, Indiana, off on a great adven-
ture—and through the magic of film, we can go with them.?

The introduction indicates the targeted market and their aspirations: an ide-
alized middle-class midwestern American family of four, each member ful-
filling prescribed gender roles in their interests and personalities. The father
enjoys both “fishing” and “taking snapshots,” while the mother is both a baker
of “angel food cake” and a diplomat among foreigners. The “magic of film”
allows the rest of us to share their “adventure.” By late 1953 four pilot episodes
were completed, but Potter rejected them because “photography was given
no part in the films as requested”’** Apparently McEldowney had failed to
integrate Kodak products into the telefilms.

Kodak executives tried again. In 1955 JWT suggested that Kodak spon-
sor Norby, a comedy-drama telefilm series about a “homey banker” and his
family based on “real life incidentals”” Kodak executives insisted that “the
program had to have ‘natural situations’ in which picture-taking could be
part of the script. It had to be a family program, because photography is a
family hobby?6 Norby, however, also failed. By March 1955 Norby had lost
half its viewership; soon after, it was canceled.” For a telefilm, Norby was
expensive because Kodak had insisted that it be filmed in color so that Kodak
could promote its color film products. But few viewers in 1955 had color
television sets; the struggle over color television standards would delay the
diffusion of color television into US homes until the late 1960s.%* .

Anxious to keep their client on television, in mid-1955 JWT e?(ecut1Vf€S
Proposed that Kodak sponsor a television version of a long-running radio

4maticanthology program featuring famous Hollywood directors and stars:
Screen Directors Playhouse, which was overseen by famous Hollwood pr;)-
ducer Hal Roach. However, this too failed to fulfill Kodak’s ad.vertlsmg gO%:c Sr-
'Ihe Program was not family-oriented, nor was it able to pr ovide p reltexlzfmcs)e
‘p'hOtograPhY- According to a Kodak executive, Screen Dzre'cto.rs Play. e

P?Jldered to the sensational with stories about “divorce drinking, mut.ve s
‘[?and] gunplay”® In mid-1956, Kodak executives instructed JWT execull
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Gt d emotion—family, friends, place, Vis.
by using the appeal of s;)entlcrlr:g;i;(zlzl et Do et ts0
ited, events to be remembered. I s -
“reach all the members of the fam e d be admired 5

be in good taste, be discriminating, an” ¢ admired for
m}lSt tt}liereforfzssionalism with which it is put together.!
Skﬂl”fl’l ; :oll)liowing year, JWT executives finally found a suitable vehjcje for
Kodak’s advertising strategy. From 1956 to 19?1 The Adventures of Ozzie gng
Harriet was Kodak’s sponsored program to “reach all.the .members of the
family at once” Remembered today as an anodyne situation cor.nedy of a
middle-class suburban family, the program was produced and directeq by
Ozzie Nelson and performed by actual members of his family: wife Harriet
and sons David and Ricky, ostensibly playing themselves in scripted scenes
that were supposed to be based on their real lives and filmed on a set mod-
eled on their suburban home. Ozzie pitched the program as an authentic, if
aspirational, representation of postwar white middle-class family life. The
plot devices are purposefully quotidian: the boys dread a school dance, Har-
riet gets a new hair style, David writes for the school newspaper, and Ozzie
and his sons debate the amount of their allowance. As one of the best-known
examples of the “least objectionable programming” strategy television net-
works pursued in the 19505 and 1960s, the show intentionally avoided the
controversial, the divisive, and the socially unacceptable. Audiences basked
in easygoing scenes of low-stakes shenanigans leading to soothing bromides.

under other sponsorship, Potter was receptive: “This basic formula is precisely
to our thinking—The Nelson family is ideal for ys»s

Ozzie Nelson: Entertainment Mogul
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s all over the :
bits country, playing their versions of
- hits. To add sex appeal to hi
_ .~ @ppeal to his band, Ozzie hired
d, an experienced vaudevillian wh
'$oon marri A
ied her** Recognizi
ther bandlead T S
e 5P Ozzie began adding “boy and
rr:le ‘1? patter with Harriet about thejr relation-
] tesmh1s merr%ou; “unconsciously establishing a
rsonal lives with our professional lives”?
i 1fs;l:l;/‘\.to.uld prove to be Oz.zie’s primary strategy for
g/ 9 8 g(.) on to‘develop his family’s entertainment
; T’ ro‘f integrating their “personal lives” with their
ing the 1930s and 1940s radio performances were key
1 ‘eg:.jhfojlr-‘the Nelsons; Ozzie and Harriet carried their
al musical variety radio programs. By structuring
nances as a husband-and-wife act, a familiar format
een in acts such as George Burns and Gracie Allen’s,
heir characters more accessible and appealing. Ozzie
ences perceived them as “friends as well as entertain-
adcasts were like “visiting people in their homes.™
timacy with audiences was Ozzi€’s key strategy for
arasocial bond. While the audience may have felt that
yw the Nelsons, the Nelsons were not getting to know

sketch comedy format common in musical variety
zie decided to write and produce his own radio situa-
1, the premise of which is that after having children, he

touring musician’s life of travel and hotels and ml‘1st
urbs, where they have no idea what to do. Tiﬂ'ed, with
ek, The Adventures of Ozzie and Harriet, it premiered on
work in October 1944. It was sponsored by the Intern:
pany until 1949 and was broadcast live until 1954, f'or a tc;t y
des.” The Nelsons' change of circumstance was 'mten e
ut of water” situations for comedic “adven.tures in bsurl;t::;1
ode opens with the couple returning to their fr;i;lvesrlz) alcll i
o tour. As Ozzie says that it “feels good .to .be o e
X Hﬁrriet rattles off a list of home repair issues: the sink,

hoh !
. She mentions that she is “so used to living 1n hotel

clock” As
ps [suitcases] every afternoon around four o
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ake time to get used to not living in hotels, Har.

ie agrees that it will t
o ember that this is our own home and stop Putting

riet responds, “Try to rem

towels in your suitcase.”® : ; .
To build parasocial bonds with the audience, Ozzie claimed that hj

scripts were based on actual events: Ricky Winf'li.ng a school prize, the family
having Christmas at home, and the family visiting a haunted house » T,
make the show sound more true to life, in 1949 Ozzie replaced the profes-
sional actors playing his sons with his actual sons David and Ricky (then aged
twelve and eight) and claimed that he wrote dialogue based on how his sons
actually spoke. Despite working as the executive producer, director, and head
scriptwriter, Ozzie played a character who was a “good natured, somewhat
childishly naive breadwinner*® Ozzie never assigned his character a specific
job outside the home because that would conflict with his known history as
a bandleader and seem inauthentic to the audience. Harriet, similarly, per-
formed the role of a full-time wife and mother, devotedly preparing food and
tending house. The audience did not learn, for example, that she had a full
domestic staff at home.* The few musical interludes disappeared by 1946;

gradually, according to Ozzie, “the public and our fellow performers no lon-
ger thought of us as a bandleader and vocalist ™%

! Having succeeded on radio, an audio medium, Ozzie sought to transition
into film and television. In 1952 he produced a fil

. m, Here Come the Nelsons,
released through Universal, as a kind of screen test for his family. After the

filcilxsosfu ;;ZSZ;:eA;I AL .OZZie began production for the television ver-
e rar:l iures of Ozzie arfd Harriet. Produced simultaneously with
television pro ramo B e with different scripts, the
Angeles, a fewgblockv;n;s ; te}i?ﬁlm p,roduced at General Service Studios, Los
their actual house wag ronll- 8 sons' schools. For the set, the front exterior of
to suit filming need 43r eplicated, but the interior, while similar, was modified

& needs.” Nonetheless, Ozzie could claim that the film set was

”rf:ﬁg vears of filming “it was difficult to figure out
j ough Ozzi€’s claim was likely hyperbolic, his
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4 .
ponsored radio programs was assumed, by

ces alike, to be lar
| : gely controlled by its s
: 3 ‘
this carried over into television. Y 1ts sponsor and

frer a brand, such as Kraft Music Hq
Kraft cheese; Lux Radio Theatre, a dramatic anthol

ap brand owned by Lever Brothers; and The Chase & S“:zgy
ly variety hour sponsored by a coffee brand owned l’:—
of these were produced by JWT for its clients. IW’?
duced, directed, scripted, and cast these programs, not
rcial interludes for the sponsoring brand but also, r;lore

* Radio programs

1l, perhaps she would buy Kraft cheese products.

customed to catering to his sponsors’ needs by integrating
is scripted program content. He claimed that he was able
?}» ;“,1_1:a?nce manufacturer Hotpoint, a General Electric company,
evision version of Ozzie and Harriet because he could “give

of where to play a scene wed move it into the kitchen where
cooking dinner or putting dishes in the dishwasher or taking
- dryer?” The banality of housework offered promotional and
tration opportunities for Hotpoint and a veneer of authentic-

Kodak and The Adventures of Ozzie and Harriet

evision sponsorship JWT executive Dan Semoui la.ter

the agency had recommended Ozzie and Harriet: Usn.lg

ly life as a springboard for program ideas, they have il

d a series combining humor and warmth. This has obviously
ersal audience acceptance and identification I.n May 195§
tor of advertising, Pete Potter; announced, “Our almﬁnu:i tele:r;:
of popular still and movie products has been to a phis
that will reach the whole family, including teen-agers. Ozzie, o
d their sons, David and Ricky, are known to b'e pc;poulaf V\;lnd
.nce”® Kodak agreed to take over sponsorshlp of Ozzie
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o oy i e epiiodes; Kodak and Ouzic gy,
arriet 1T

that the series should be motivated more by photography and PhOtOgraphi 3
at the

fects”® Behind the scenes Potter made demands to alter the program f,,
efrects.

Kodak’s purposes, among them to r?name the p.rogr o V(Vilth Kojz?k’s brang
«pew surroundings” with on-location episodes, and introduce
Eame, Zrleca}tl:racters” such as “a hermit, an artist, a magician, a hobo” in a big
t:: f;‘:;‘:lce talent costs by avoiding well-know.rn.“Hollywood talent.”s |
Despite the fact that Ozzie exercised artistic conjcrol, ensured by his ABC
network contract, Potter assumed that like most radl.o spon.sors Kodak could
shape the program as it pleased to suit the promotion .of its brand.' One of
Potter’s earliest concerns, long before the episodes went into production, was
Ozzie’s fictional character. After noting that “we don't want Ozzie to think
that we are meddling with his scripts,” and praising the scripts for their
“family interest,” Potter asserted that he wanted “Ozzie to be a respected and
talented man of the house, not taking pratfalls, not being what he termed
himself, ‘the laughing stock of the evening’”*! In a September 1956 memo a
month before the program first aired as a Kodak show, he complained to his
colleague Edouard P. “Ted” Genock, Kodak’s manager of television program-
ming, that Kodak was promised a program that would “bring out a series
of family experiences . . . translatable into the lives of the average American
family” but that “Ozzie is continuously portrayed as a stupid, absent-minded
individual. He is a man of poor judgment, reasoning things out with the
mind of a juvenile. He not only shows lack of leadership in the family, but
is inePt in practically everything he does—knocks over a display while on
TV, tips over coffee tables, pokes pictures off the wall. . . Maybe this can

be made to be funny, but it is basically stupid, unbelievable and impolite.”*
Believing that vaude

villian pratfalls were inappropriate for Kodak’s brand,

sp Nelson’s strategy of disarming his audience through

tter also complained that t i

: 00 many scenes took place in

t-he k t 1vi A3 fce » Y p

i kliti}}llin’ the;‘?by §vIng unpaid “plugs” to the previous sponsor Hotpoint,

L sitc(:n af};: iance ma:ufacturer. Ozzie explained that Ozzie and Harriet
atcentered on the intj i i So li “itis i

the dintRp g timacies of private family life, and “it is in

nd kitchen that most families spend their time together””

After several meetin
85, JWT executives report

ed to ed
Nelson to reduce the number of kitchen ¢ Sl ey et

<« . d dinln ! e
but that “we will not be abl m 0 g room scenes in the futur
e to co il i

Kodak used Ozzie pletely eliminate them.

il i :nd Harriet as an advertising vehicle in several ways:
program as a Kodak Program in opening and closing
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with the brand name) e :
ond, by featuring the Nel)so‘r:e:;x:};,o:ilng;1 i Blainnnis
<P advertisem,
uring the program (commercials perf ents and
‘during the radio era); performed by the cast
ring radio era); and th 5
L . ird, by requiring that
phs, and locations providing photo opportu .
gram plot lines. Ozzie agreed to inchife th mtles.be
1d save snapshots, why don't you?” duri e tag line
e el N e
i Y- ihe opening titles begin with “East-
then each f‘amily member appears one by one in the
Ly Qme to be introduced to the audience. As per Potter’s
'male member of the family, preferably David, should be
y 135, in a carrying case with the case closed”* Once
d together into a group, the shot is transformed into a
! 2 white border. Although this character-by-character
e top of the episode was not unique to Ozzie and Harriet
1930s Hollywood films), it also resembled the opening of
rogram, Kodaks failed effort to sponsor a family-centric
ch family member was introduced as a potential market
products. ‘
greement with Kodak, the Nelsons also appeared in print
illustrate how the apparent closeness of the Nelson family
their use of Kodak products and services. In a 1959 print
, Harriet appears at the top left holding a camera; the other
d to be snapshots she has taken of her family: “‘Taking
odacolor Film, says Harriet Nelson, ‘s as easy as making
the button! I guess every mother loves good color snaps of
do. And now I take them with my Brownie Camera.”* To
we see a photo of Ozzie, David, and Ricky neck-deep in
s caption explains they are in “our pool,” a Signiflef of an
ss lifestyle. Beneath, we see a shot of David and Ricky by’a
rks, “These shots are nice to have now, and I'm sure they 1l

ater i ing on a script,
ter on”” Then, under a shot of Ozzie working ! p
are as true to life as pos-

“Ogzie makes sure our TV scripts
slor in our Kodacolor snapshots!” And finally, undera lllahtol'iz
| g’ultar, Harriet explains, « jke me, he likes to save :rk a 3
or snaps” No doubt the photographs Were actually t t:z by
ographers and all of Harriet’s quotations were SCI'IS roug
. But the overall effect is to connect the Nelsons, @ §
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- : ; Py
Harriet Nel;wn,says:‘“‘ All you do is press the button

... and look at the Kodacolor snapshots you get!”

o ; . L Tab papien s Weakirolo FOs Y e Hr
e wr‘l s B "NA?‘JI:"{ i \“:?, S b v & Bty wei et s e BUt
et faml i wabod Bests 0l e aiing S satel G A By
Jrest msc e cmiris ok milp BTG, gonlty . B i iy A e 3 okie) (i S Ty

ud temdeyfil Kidacoliz Lol

Figure 2.2. “Harriet
Nelson Says,” August
1959, Kodakiana
Collection, box 10.
John W, Hartman

Center for Sales,
: Advertising & Mar-
Sex Rialil’s "8 Srensurm s Clagic e ey rer® o 5 1.0 KOS Showe N .
EASTMAN KODAK COMPANY, Rochester 4,n.v. ket%ng I'.hstory, Duke
University.

of professional performers, with aspirational and normative ideals of a close-
knit family enjoying appropriate camera-friendly family activities together.
The two references to their professional careers are used to connect Kodak
orma}cy: Ozzie does work on scripts but only to
cessful pop star, thanks ttnﬁi:h:k plays gui.tar (and at this time was a suc-
Harriet) but al egular musical performances on Ozzie and

[ e eazes ghout homely snapshots Addressing the

reader, whose status as a ;
d mother is assumed, t St 5
end, get pictures that show » the ad copy exhorts, “This week

keep them “true to life”
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any for assistance in product marketing plans. Their personal endorse-
the Eastman products and- their availal?ility for advertising in other
media has been very v'alualfﬁe during t'he year” By this time, many other
entertainers were resisting the expecfatlon, common during the “golden age
of radio, that they enc%orse fonsors products. For example, in a 1962 Bing
Croshy television special (a 'onetlme broadcast), a JWT executive was forced
(o explain t0 Kodak exec1.1tlves the refusal of the star to promote the prod-
o «Unfortunately, despite our vehement protests, Bing would not mention
icture-taking nor would he handle a camera”® Ozzie, on the other hand,
pelieved that the family’s relationship with their sponsors was mutually bene-
ficial: the Nelsons promoted Kodak, and Kodak promoted the Nelsons.
During the 1958 season, the Nelsons appeared in ten different cast com-
mercials featuring the Brownie movie camera, photographic Christmas
cards, and “picture taking’ 59 Harriet’s fictional role was designed to appeal to
the targeted housewife market, so she appeared often in the cast commercials.
One of these followed the narrator’s opening of the program with the slogan
‘good times are picture times”’® As Harriet explains while we watch Ricky
and a young woman throwing darts, “On days like these your family and
friends are often indoors together, and these are ideal times to take pictures.
Harriet holds the camera to demonstrate its ease of use, then continues: “It’s
all 50 easy too when you have an up-to-date camera like my Brownie Star
Flex. It lets you see your picture before you snap it, right in the big window
on fop? As she rotates the camera, we see Ricky and his dart-playing friend
appear in a lens window and then transform into a snapshot. “So you can
catch the fun just the way you want to enjoy it, again and again.” Harriet
concludes, “No wonder so many people are saving so much family fun with
Star Flex cameras. Get one this week, won't you?” The visual effects in this
commercial make literal Kodak’s claim that its cameras capture family fun.
In another cast commercial Harriet, dressed formally in hat and pearls,
e‘.‘tt‘frs the foyer through the front door of the Nelsons home set.*’ She speaks
dlrecﬂ}’ to the audience, introducing the Kodak Medallion 8 as a home movie
::rzzzti't,s “eas“y to carry, it’s very good lookin)g’, and it’s easy to use’ H:};
e ;:gesz Now, I'm no expert, but watch, she'says, al.shshet (;lii?; i
i emonstrates how to load the film carFrlc’l)ge wit ou : i
 The small camera makes “wonderful movies, and so “We've taken

lot . !
S of movies of David and Ricky over the years. It's a movie record of our

fam; o )
f?rﬂy’ and if’s one of the nicest things we own.” Then Ozzi€ enters the fral.me.
90 me, Harriet,” he says, taking the camera. «Uh, men, buy your wife 2

com
ment -Of
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. ideal to borrow for fishing, camping, footba.ll.” And then Hy,
Medallion 8. It's ideal to <2vs, “Well, in between, I enjoy my Me dallioy
riet, taking back the cam‘?lliat’oozhﬁs was typical of the interaction betwee,
very much. I think you iy Har.fi et acts the devoted mother, performing
fictional Ozzie and Harrlet.. L oves i reassuring gy
A preser;'atl?::ing’ viewer that the camera is 5o “easy” that ey,
putatively incqn{?etent :;?, can use it, while Ozzie longs for masculine actiy-
i Otherhwtof;:h;(;e;pd football. Harriet, when she takes back the camery
:cllej;;;;ed;es the family hierarchy by concedin.g that she shoots family mo‘f‘
ies only “in between” Ozzie's manly forays. This scene ech(?es many o.f their
fictional scenes in which their gentle bickering reveals Harriet as the wiser or
more insightful spouse. : _

But Kodak’s demand to integrate cameras and photography into episode
plot lines was sometimes a challenge. Potter wanted on-location shooting
of outdoor activities that would provide good photo opportunities.2 Ozzie
wanted to keep his production budget low by shooting on a sound stage.® So,
Ozzie sought to integrate photography in ways that kept on-location shoots
to a minimum. For example, in one episode Ozzie tries to fake a photograph
of a UFO. In another, a pony visits the Nelson's backyard.* A neighborhood
child asks for a camera, and Harriet goes to a drawer in the kitchen and pulls
out a Kodak Brownie and hangs it around his neck. Then the child returns
and asks Ozzie to take their picture; when Ozzie points out that the child
could take the picture himself, the child replies that he wants to be in it too.
The next several shots show Ozzie with a group of children around a pony
posing for a group shot.s JWT executives kept track of the appearance of
.Kodak products, reporting the “use of product or photography in script”
In ten 1956 episodes, three included a “display of product,” four included a
mentioned “PhOtOgraphic Christmas cards.”¢¢ Ozzie

= t “Ko 1d keep their message in the commercials,” in view
OLhis participation in which “it ;
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appearing “contrived” on television and therefore less effective. Perhaps the
visual medium made the product placement more obvious, or perhaps the
consensus in the advertising industry was moving away from product inte-
gration as effective advertising.”

JWT executives believed that Ozzie and Harriet had more than met
their expectations for Kodak. Estimated viewership had steadily increased
from about six million homes in 1956 to as many as eleven million homes
in early 1958.7° Kodak was paying about $45,000 in production costs and an
estimated $54,000 in “time” costs per episode (payments to the network for
the airtime).”* For this investment, JWT executives claimed that Ozzie and
Harriet “produced an average total of 15.165 million one-minute commercial
impressions per week for Kodak products throughout the country.”?> More
important than audience “quantity;” however, was audience “quality” Ozzie
and Harriet reached “young families, families with children, more prosper-
ous families and families in urban markets—exactly the kind of people who
take most pictures.” By June 1959, a JWT executive could reassure Kodak
executives that Ozzie’s cooperation with Kodak was exemplary: out of the
sixty-six episodes produced since Kodak’s sponsorship began, “45 have used
cameras and/or picture taking references within the body of the show:”
Thus, over half of the episodes sponsored by Kodak fulfilled their executives’
demand for product integration, and JWT's research could claim that the cast
commercials had been “very effective.”

Eventually, however, the relationship between Ozzie and Kodak deterio-
rated as Kodak explored other sponsorship options. In 1957 Kodak expanded
its television sponsorship to include the daytime game show Beat the Clock
and alternated sponsorship of weekly broadcasts of the prime-time live
variety show The Ed Sullivan Show.”* JWT had pointed out to Kodak that
Ed Sullivan reached forty-six million viewers, an audience much larger than
Ozzie and Harrief's”> KodaKs Genock argued that Ed Sullivan would “offer
4 great opportunity for strong overall brand identiﬁcatior,l’ and the devel-op-
Ing of a prestige ‘corporate image’ or anstitutional impact!”s JWT executives

Praised Sullivan’s role as brand ambassador: “In Ed Sullivan we have a per-
Sonal salesman with great sincerity and believability.”” By 1958 Kpdak deal(;
8IS reported that customers were requesting items that “.Ed Sulhvar:h tali(}js
?:bout on his program.”® In an agency memo JWT execuflves.noted Hat ' 1t’
dynamic reaction” to Sullivan had «;vershadowed the Ozzie and Harrie

show at Kodak. We are bending every effort to be sure that the Kodak Com-

. . . h
Pany does not lose sight of the important part which its sponsorshlp of the
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hould play in its over-all advertising progry»

i1 Ed Sullivan may have suggested to Oz.21e that his spop,.
Kodak’s investmen'ilmin faith in Ozzie and Harriet as its ideal advertising
- fi Harriet provided Kodak with an ideal represen,.

ion of familial intimacy, it did not provide enough ?PPOIZ t“m;lelsl for photog.
. Timited for the most part to the domestic sp ere. Sullivan, on the
ke h lareer audience and had proven himself an effectiye
o han(fi, 1}~1 :thrnlilrlacnds, fuch as Ford-Mercury. In 1958, Kodak reduced it
?;ﬁr:;;ioiship of Ozzie and Harriet to an alte}rnating spor}sorship of we;}dy
broadcasts with Quaker Oats, a brand more suited 'fo the kltc}fen scenes.
Contributing to the tension was Ricky Nelson's burgeoning c'areer as. a
pop star. Music had been a common activity on the program, w1t'h family
members performing at school dances, charity events, and the like. Ifx a
1957 episode, “Ricky the Drummer,” Ricky sings a cover of the Fats D(?mlno
song “I'm Walkin'” that subsequently became a hit.** After that, Ozzie and
Harriet featured his musical performances as well as his music recordings,
as in a 1960 episode that closed with Harriet recommending Ricky’s latest
album, “More Songs by Ricky®! Ozzie’s promotion of his son as a pop star
was a logical next step in his efforts to build a family entertainment empire,
and Ozzie was deeply involved in managing Ricky’s music career. However,
Ozzie’s efforts may have clashed with his sponsors’ desire to use the show to

promote their products. While Kodak and Quaker Oats were hoping that

consumers would want to be more like the Nelsons and buy more cameras,
film, and oatmeal, Ozzie was ho

ping their teen audiences would buy Ricky’s
latest album. As Ricky’s celebrity increased—JW'T reported that he had ten
thousand fan clubs in early 1958—he was also being asked to endorse other
brands and make live appearances, much to the discomfiture of the Kodak
executives, 82

‘Ozzie and Harriet' show s

sor was somehow
vehicle. While Ozzie an

Ozzie’s emphasis on Ricky’s m

usic career threat ' ip with
Kodak. JWT reported that eatened the relationship

zie and Harriet’s higher ratings in the 1958 fall
Ricky Nelson’s €mergence as a singer;’®> but some

Ozzie
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will he permit anything to get into one of his sh -
25 bad taste by anyone.” But when de Lacy sa\:‘,t\ﬁet}flj:)tr:;h;l: sy
T executives in New York that “I was upset over the ‘bl;.m ’rfllm)orte'd .
Joes at the completion of his eight bar rendition of ‘Love Me Terll)d :t i
reference to Presley’s sexy hip swivels that had outraged some :r:iré e
sullivan’s program. De Lacy explained that he was unable to get tl:iers *
changed, and he insisted that “if there are repercussions on this, a oodS idenael
of the burden should be born [sic] by Ozzie” and not by JWT. 7 Ffrtunatel
for de Lacy, Kodak executives did not object to the “bump.”sg In the falleo}t’"
1959, Kodak decided, despite Ricky’s pop star status, to continue its cospon-
sorship of Ozzie and Harriet. Kodak's Genock claimed that it was successful
at appealing to “the housewife under 40, to interest her in taking pictures of
her family and broaden the base of photograph”®

Conclusion

Kodals television advertising strategy changed along with the changes in the
television and advertising industries. In the early 1960s the television net-
works took control of programming, financing and scheduling programs
themselves rather than relying on sponsors or ad agencies to produce pro-
grams. Live broadcasts were replaced by prerecorded and filmed programs
such as Westerns, often produced by Hollywood film studios.” And single
sponsorship, the format in which one advertiser controlled a time slot, pro-
grammed it, and promoted one product throughout the program, declined
ral‘ﬂidly as both the networks and the advertising industry turned to the “mag-
?Zlne concept, in which separate commercials, unrelated to program content,
lntferrupted the program like ad pages inserted among magazine articles.”
Thls. System spread a program’s costs among several advertisers, and the sep-
:l?filon of the commercials from the program content may have also helped
uct:‘;; growing audience cynicism about stars sgch as Ozzif: shilling prod-
o Sﬁ{ 1961, Kodak dropped sponsorship of Ozzie and Harriet as well a.s ?71@
= wan Show.”> By 1963, having reached annual sales', of abogt_ $1 billion
40 profits of about $140 million, Kodak shifted most of its television spend-
INg to spot time buying (local rather than national) and also bought time on
ofeﬂ:.olor television program Walt Disney’s Wonderful World of Color, o
e few color programs at the time.” Rather than integrating products 1nto

€ Program content, JWT and Kodak created commercials designed to stand
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out from the program. One noteworthy color coinmercial feat;r eda s_kydiver
Joading a film cartridge into a Kodak Instamatic sty shooting pic-
tures during a sky dive, a depiction of adventurtius picture taki?g that wag ,,
removed from the cozy domestic scenes of szze and Harriet. After Pottepg
retirement in 1964, JWT helped Kodak Sl’llf.t S fro.nii su:ngle ~Bonsorhy
altogether® By late 1965, Kodak was pur ch'asmg 1nte,r stitial Sixty-second slot
on a variety of network programs, including What's My Line, Lassie, p e
Mason, Secret Agent, Today, and Tonight.*® Because commercials were no Jop,.
ger associated with the program content, it was no longer possible to forge o
connection such as the one between the depictions of the Nelsons familiy]
intimacy and the Kodak ad campaigns that promised picture taking as a way
to build family bonds.

Ozzie and Harriet found other sponsors, such as Coca-Cola, Keds shoes,
and the trade organizations American Gas Association and American Dairy
Association.”” As the sons grew up, their wives and families became char-
acters too. The show continued on ABC until the spring of 1966. Although
Ozzies contract with ABC lasted until 1970 and he tried several other pro-
gram ideas, including a short-lived syndicated series Ozzies Girls ( 1973), in
which he and Harriet take in two young women college students as roomers,
none of his later program concepts proved successful. In his memoir Ozzie
concedes that his strategy of blending his fictional and actual lives limited
his options. He boasted that audiences were so convinced of Ozzie and Har-
riet’s verisimilitude that many assumed that because David’s character went
to law school, the actual David must be » lawyer: “This, of course, is under-
'standal:le, since that was the only facet of our show that didn’t have a basis
in fact”® Bujc the effect of this was that the Nelsons could not stop being
N.elsons. While actors such as Robert Young could transition from being one
kind of character on Father Knows Best to a different kind of character on
Marcus Welby, MD, Ozzie conceded that “we were not hat the publi
could adjust to our playing characters othe th su’i:;t T

During its sponsorshj f Ozzi r il sl
Kodak executives th P.O S

at Ozzie and Hg
the Eastman sales message 100 Th
Kodak print advertising ut

rriet was the “most compatible vehicle for
i roughout much of the twentieth century,
ized Imagery of familia] intimacy, linking the use

; motional bondi : . i
tainment career was predi nding. Likewise, Ozzie Nelson’s enter-
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Ozzie and Harriet integrated Kodak’s products into episode narratives, and its
cast appeared in character during cast commercials and in print adve,rtising
smoothing over any disjunctions between the fictionalized family narrative;
and the marketing messages. Kodak executives hoped that audience accep-
tance of the fictionalized Nelsons would rub off onto the Kodak brand. More
specifically; Kodak hoped that the depictions of a “feeling of intimacy” would
convince viewers that they could build warm family bonds, just like the Nel-
sons, by documenting their families with Kodak products.
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