HANDBOOK
OF BROADCASTING

How to Broadcast Effectively

BY
WALDO ABBOT

Associate Professor of Speech and Director of Broadcasting,
University of Michigan; Member, Federal Radio Education
Commuattee; Member, Radio Council, Chicago Public
Schools; Educational Director of Station WJR

Seconp Epirion
NinTu IMPRESSION

McGRAW-HILL BOOK COMPANY, Inc.

NEW YORK AND LONDON
1941



7

HANDBOOK OF BROADCASTING

CopPYRIGHT, 1937, 1941, BY THE
McGraw-HiLy Book Company, Inc.

PRINTED IN THE UNITED BTATES OF AMERICA

All rights reserved. This book, or

parts thereof, may not be reproduced

in any form without permission of
the publishers.



PREFACE TO THE SECOND EDITION

In the effort to condense the vast amount of material on broadeasting
which I have endeavored to include in this volume, I have tried to avoid
repeating any instructions. Because of this condensation, no single chapter
in the handbook is complete within itself. For instance, in order to under-
stand fully how to write for children, it is necessary that the student read
not only the chapter on Preparation of Children’s Programs, but also the
chapters on Writing the Radio Play and Writing the Radio Serial. If a
story for children is to be adapted for radio, consider the chapter on copy-
rights. Every writer should understand the problems which are faced by
the production director; consequently the chapters on production and
sound effects should also be studied by the writer for children. He must
understand, also, the limitations that are placed upon the actor; conse-
quently those chapters dealing with the radio actor and radio speech in
general must be included. If the children’s program is to be a sponsored
one, he must consider the restrictions that are placed upon advertising
programs and the service that radio can offer to the sponsor. Thus it is
necessary in practically every aspect of broadcasting to understand the
background, the purposes, and the problems that are to be found in other
phases of the study of broadcasting.

In addition to the direct instructional approach to the subject of
broadcasting, I have endcavored to add something of the case-book
method through the analysis of student-written plays included in the
Appendix. Many texts and compilations include a number of specimen
scripts. These unfortunately cannot be broadcast or used because they
are copyrighted. The plays that are included in the Appendix of this

“volume are not copyrighted and may be revised, in accordance with the
suggestions, and presented by any local group.

The Suggested Class Assignments are not questions based upon the
text but are outside research projects for the student of broadcasting,
designed to carry him further into a study of broadecasting.

I am proud of the Index. While its composition is not particularly
literary, its listing is complete. If the subject you seck is not included, it
just isn’t in the book.

The Handbook of Broadcasting is essentially a “*how-to book” for
the student, for the teacher of broadcasting, and for the individual who is
called upon to make a radio speech. Since 1925, students have been

asking me how to do certain things in radio; teachers engaged in graduate
v



vi Preface to the Second Edition

study have questioned me about methods for teaching radio fundamen-
tals, speech, dramatics, and writing; and faculty members, lawyers,
doctors, and ministers have come to me with their broadcasting problems.
[t is for them that this handbook was written. It could be very amusing,
but then it wouldn’t be a textbook. It could be rigidly factual, but then it
would be read only upon assignment. I feel that it is informative, instrue-
tive, interesting. As a broadecaster 1 hesitate to use the word “edu-
cational.”” Nothing discourages a radio-station manager, a listener, and
probably a reader more than to have a production announced as educa-
tional. Radio speech, acting, or writing cannot be taught exclusively
through the use of a texthook, but by assigning a textbook for foundation
study the teacher is relieved of lecturing and can devote class periods to
auditions, rchearsals, and the criticism of scripts—the idea being to
lessen the work of the teacher and increase the knowledge of the student.

T'his revised edition has been built to conform to the specifications set
forth by the teachers of broadcasting in the 57 universities and colleges
which use the first edition of the Handbook of Broadcasting. 1 have
endeavored to include all their suggestions in making this revision, and 1
anticipate that it will satisfy their requirements even better than did the
first edition. I wish to express my appreciation to them for their valuable
advice.

WaLpo Aspor.

ANN ARrBOR, MICHIG N,
April, 1941,



PREFACE TO THE FIRST EDITION

This handbook is designed as a guide for teachers and students of
broadcasting, for those listeners who are interested in learning how pro-
grams are planned and presented, and for those who may be called upon at
some time to speak to *“Mike.” Tt is not a text in speech, English com-
position, education, or journalismn, although all these subjects and others
are considered in their relation to broadcasting. In some fields the infor-
mation contained herein is purely introductory, for such topics in radio as
education. advertising, and law are too extensive to discuss completely
in the limited space allowance of a handbook. While I fecl positive that
the facts necessary to the student in broadcasting are contained in the
following pages, broadcasting itself cannot be taught by textbook, cor-
respondence school, or lecture methods. Microphone experience, either
over public-address equipment or in actual broadcasting, is essential.

The most general criticism offered by my students, on whom this text
was tried out in mimeographed form, was that it contains too many facts
and too little humor. Possibly these eleven years of introducing educa-
tional programs have eliminated any tendency upon my part to be frivo-
lous. T have read a talk for an absent speaker on “*How It Feels to Bea
Mother.” I have taken the part of a moral degenerate in an interview
with a psychiatrist. I have stood ready to read a dignified introduction of
a former president of the University, who was publicly interested in birth
control, only to hear the student orchestra, which preceded him, unwit-
tingly blare forth the selection *“ Whose Baby Are You?” I have struggled
to introduce in a conversational style the Curator of Lepidoptera of the
[nsect Division of the Museum of Zoology, and the Curator of Phauero-
grams of Basidiomycetes of the University Herbarium. I hope that the
students who plod through this book will understand my resultant
SEriousness.

WacLpo Assor.

ANN ARBOR, MICHIGAN,
May, 1937,
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CHAPTER 1
Fundamentals of Radio

This handbook is intended for the student of broadeasting, not for the
radio technician. That field of instruction is in the capable hands of the
physicists and electrical engineers. Even a broadcaster, however, should
know something of the medium that makes his profession possible. Let
us trace the speech of an announcer from him to his listener.

The announcer will either be broadcasting a special-event program
(which is called a “remote’™) from a dance hall, an athletic field, a church,
or some other location where the event is taking place, or he will be speak-
ing from a studio located in the broadeasting station. If the program is a
remote-control program, various acoustic problems will arise. There may
be an excessive period of reverberation or an echo, or there may be a
great deal of background noise. If he is broadcasting from a studio the
faults which are apparent in the remote-control broadcast have been
corrected by acoustie engineers.

When sounds are generated in an enelosure such as a room or a studio,
the impulse that reaches the ear of the listener in the room comes from
several places. Some of it comes direetly from the source (50 per cent or
less, depending upon the distance), the source in this instance being the
announcer’s vocal chords. Some comes from the ceiling, the side walls,
and the floor by one or more reflections from these surfaces. In a hard-
plastered room, where sound waves can reflect several times without
being appreciably absorbed, a note may persist for 5 or 6 seconds after
it has been sounded. A condition such as this, which engineers call “live-
ness,” is intolerable in the majority of instances for broadeasting, and
even conversation is difficult in such a room. To remedy this condition.
sound-absorbing materials are placed on the surface of the room. There
are various materials and methods for acoustically treating such studios.
In many new studios additional deadening has been effected by the
elimination of flat surfaces upon the walls and ceiling. A ““saw-toothed”
wall breaks up the sound waves reflected from it and helps further to
diffuse the waves throughout the room. In other studios the side walls
are hung at an angle, slanting gradually from the floor to the ceiling.

It has been found that the most desirable period of reverberation for
a radio studio is from 0.8 to 1.2 seconds. When the reverberation period
is greater than this, the studio is “live” and sounds persist too long.

3



4 Handbook of Broadcasting

When 1t is less than this, the studio is ““dead” and sounds die out too
soon. Singers complain that their voices seem to go out into the *“dead”
room and do not come back. In order to create certain effects, studios are
now being built with ““live ends” and *“dead ends.” The live end is one
in which the walls are hard-surfaced and flat, built for the purpose of re-
flecting sounds. The deliberate
purpose of this arrangement is to
introduce one relatively loud re-
flcetion into the microphone and
help the naturalness of the pickup.
Anorchesira is placed with its back
to the live end, which acts as a
shell reflector. The presence of
many people in a studio will tend
to deaden i, since each individual’s
clothing absorbs the sound. There-
fore it becomes necessary to pro-
vide means of varying the amount
of sound-absorbing materials upon
the walls in order that the rever-
beration period of the room may
be kept right. In modern studios
there are sliding panels which per-
mit the sound-absorbing material
to be moved to one side and a hard
surface which will reflect sound to
be exposed. With the development

F1g. 1.—Directional ultrasensitive crystal of frequency-modulated broad-
nicrophone, Type “US.’ (Photograph by €asts, studios will require special
Brush Development Co.) acoustic treatment for frequency

modification.

Reverberation should not be confused with echo. An echo is the return
of a sound by reflection after a short period of silence. Since the shortest
interval of sitence that the ear can detect is L second, it follows that,
for an echo to be present, there must be a difference of at least 70 feet
between the rate length of the sound reaching the listener directly and
that returning by reflection. Reverberation is the successive return of the
sound by reflection at intervals loo short for the ear to detect so that the

sound seems to be continuous as its intensity decreases.

In an acoustically treated studio the announcer speaks to a micro-
phone. His words are carried by sound waves from his mouth to the micro-
phone. These sound waves travel at approximately 1100 feet a second.
Each note in his voice causes air vibrations or sound waves. Each sound
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wave has its own frequency, that is to say, the number of vibrations set
in motion per second. When these notes arrive at the microphone they
cause the sensitive face of that microphone to respond at like frequencies
and thus change the sound wave into electrical impulses.

There are three general types of microphones in current use in broad-
casting stations loday. These microphones, which are minufactured by
more than 70 concerns, have many different trade names but fundamen-

Fig. 2.—All-purpose crystal microphone “AP.” (Photograph by Brush Development Co.)

tally they are either crystal, velocity, or dynamic microphones. The
crystal microphone is constructed of Rochelle-salt erystals about g0
inch thick. The sound waves hit these crystal slabs and cause them to
vibrate and bend apart; the vibration sets up a weak voltage, which
varies with the sound pressures upon the crystals. This type of micro-
phone is very rugged, not casily damaged, and comparatively inexpensive.
It may be constructed so that it is either directional or nondirectional,
being responsive to sounds coming from all directions. It has very good
tonal quality but is more frequently used for public-address and recording
work than for actual broadcasting. Figure 1 is an incxpensive crystal
microphone manufactured by the Brush Development Company of Cleve-
land, Ohio; Fig. 2 is the all-purpose Brush crystal microphone. These



6 Handbook of Broadeasting

microphones are protected by grills to prevent wind disturbances when
they are used outdoors. Figure 3 is a nondirectional crystal microphone,
also manufactured by Brush, of the diaphragm crystal character. Miero-
phones of this type are very satisfactory for both speech and music.
The velocity type of microphone is frequently called the “ribbon
mike,” and justly so, because its operation depends upon the vibration of
a very thin corrugated duraluminum ribbon suspended between the poles

it
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F1a. 3.-——Nondirectional crystal mi- Fia. 4—Bidirectional velocity or rib-
crophone “BR 25.” (Photograph by bon microphone. (Photograph by RC A
Brush Development Co.) Manufacturing Co., Inc.)

of a strong magnet. When the ribbon is set into motion by sound vibra-
tions, small electric currents are developed in it which are then further
amplified. The ribbon microphone is equally sensitive on the two opposite
sides which represent the broad faces of the ribbon, while it is compara-
tively insensitive on the other two edges. It is an excellent type of micro-
phone to be used for a quartet or to be placed in the center of an orchestra.
The duraluminum ribbon is hung in the bottom of a V-shaped trough. The
result is that speakers do not talk aeross this microphone, but into the
trough. The velocity type of microphone (Fig. 4) s manufactured by
Radio Corporation of America and is of the standard broadcasting type.
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Smaller velocity microphones are made for public-address and recording
work.

The principle of the dynamic microphone is essentially that of the
dvnamic loud-speaker. It consists of a diaphragm on which is mounted a
small coil of fine wire. This, vibrating in the field of a strong magnet,
generates minute electric currents proportional to the incoming sound
impulses. Its diaphragm is moved back and forth by the air or sound
waves. This causes the coil to move in a powerful magnet field and electri-
cal impulses result. The dynamic microphone may he constructed as
either a directional microphone or a nondirectional microphone. The two

00O

Minimum
sensitivity

Voice
fade ou\‘\*{ -\
\

Players O
O

Fig. 5.—Veloeity mike fade-out.

most popular types at the present are the “ecight-ball”” and the “salt-
shaker” types. Figure 6 shows the eight-ball microphone which was de-
veloped in 1939 by Western Electric Company. This is nondirectional
when it is upright as shown in the picture, but, by using a swivel and the
acoustic baffle assembly, it may be converted into a semidirectional
microphone for speech and announcing. The cight-ball is probably the
most popular of the high-quality broadcasting microphones. Figure 7
portrays the salt-shaker microphone developed by Western Electric in
1937. This is a high-quality microphone designed for general utility work
in broadcasting. including those pickups made outside of regular studios.
When upright and used in such a way that the speakers talk over the
microphone, it is nondirectional, but when used as illustrated, with the
swivel faced toward the speaker, it becomes a semidirectional microphone.
In 1939 Western Electric developed the cardioid directional microphone,
which was further perfected in 1940. This microphone (Fig. 8) is really
two microphones, a ribbon microphone and a dynamic microphoue, each
of which can be used independently or in conjunction with the other.
This was the first instrument to combine not less than three pickup
characteristies in one instrument. By the use of a small switch located at



8 Handbook of Broadcasting

the base of the microphone, it is possible to convert this instrument into
nondirectional, unidirectional, and cardioid or heart-shaped selectivity.
Three other coverage areas designed to minimize reverberation are also
possible with this microphone; Fig. 9 shows a diagram of three of the
pickup areas for this cardioid microphone. Radio Corporation of America
makes an all-purpose microphone consisting of two ribbon-type micro-
phones operating in a common airgap (Fig. 10). This microphone also has

e R PR L L AT w =Y Wid

Fre. 6.—Nondirectional Fi1a. 7.—Nondirectional salt-shaker
eight-ball microphone (dy- microphone, dynamic type. (Photograph
namic). (Photograph by West- by Western Elcctric Company.)

ern bilectric Company.)

the three pickups—bidirectional, nondirectional, and cardioid. The grills
or screcus on all microphones are designed for protection and wind
screening.

Two interesting microphones are the machine-gun and the parabolic.
The machine-gun accessory (Fig. 11) consists of a series of tubes strapped
together through which sound is conveyed to a dynamic microphone
which fits into the end. This type of equipment is designed to reduce
reverberation and extrancous noises in distant pickups. The muzzles of
the tubes are directed at a speaker, soloist, or musical group at a distance
and only that sound which enters the end of the tube in a direct line is
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conveyed to the microphane. For the parabolic microphone equipment

in this instance (Fig. 12), a very
large wooden chopping bowl has
been used to directionalize a distant
pickup of a band or of a speaker in
a convention. The microphone is
placed in the focal point of the con-
cave side of the bowl. The sound is
reflected to the microphone. Equip-
ment of this sort is used on gridirons
and in convention halls. Various
companies make parabolic reflectors.

The eclectric impulses that are
developed in the microphone are
carried to a control board adjacent
to the which the
nouncer is speaking. Here the con-
trol operator blends the output of
microphones which are in use and
amplifies the volume before it is sent
out over special . telephone lines.
Special instruments calibrated in
volume units (decibels), called “VU”
by the technician, show the loud-
ness of the programs at all times,
and it is one of the duties of the con-
trol operator to keep the loudness
within certain limits, namely, be-

studio 1n an-

Fig. 8—The Multimike, a
ment of the cardioid microphone combining
the features of the velocity and the dynamic
microphones. (Photograph by Western Elec-
tric Company.)

develop-

tween 40 and 100 volume units. This is equivalent to —5 to —0 decibels.

Wide pickup zone

Wide pickup zone

R
Bi-directional pickup

D
Non-directional pickup

Wide pickup zone

AN
/ N\

Close Tlose
Falking ! \ +aiking
zone \ zone
 — —

C
Uni-directional pickup

Fig. 9.—Cardioid directional microphone.

The operator also checks the quality of outgoing music and speech by
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listening to it to see that no distortion is present. He formerly had to
modulate sudden explosive sounds to avoid blasting; however, this is now
accomplished automatically by equipment at the transmitter.

After the program has been amplified and monitored in the control
room, it is put onto a telephone line. The electrical impulses are carried
by this telephone line at approximately 30,000
miles per second. If the program is a network
program, it is carried by these telephone lines
to the various transmitters of the stations
that compose that network throughout the
country and is put into the air by the indi-
vidual transmitters of these stations. If the
program is a local one, it is sent by telephone
line to the station’s own transmitter.

In the carly days of radio it was convenient
to locate the transmitter on the same building
in which the studios were housed, but it was
soon found that this arrangement had several
disadvantages, such as too much screening of
the station’s signal by large steel buildings in

the neighborhood and unsatistactory ground
conditions. As a result, transmitters are now
usually located several miles outside the city,
where conditions are better for maximum
efficiency. The Columbia Broadeasting System
has recently built an island for its transmitter
off the shores of Long Island, New York.

F16. 10.—All-purpose mi- The straight vertical antenna with a height
crophone (two ribbons) with equal to 0.58 of the stat’on’s wave length gives
cardioid pickup. (th"o-‘”“pl' better results than any of the older inverted
by RCA Manufacturing Co., ) .
e, L or T types. Some of these have smull bases,

large middle sections, and then small tops,
much resembling two ordinary towers fitted together buse to buse.
Others are straight vertical structures of uniform thickness through-
out. In either type the steel structure of the tower is the actual

radiating system. A necessary part of the transmitter's radiator is the
system of ground wires that is buried in the soil around the base of the
antenna. Although never seen by the visitors to the stations, these bare
copper wires are laid out with great care at a depth of 6 to 12 inches be-
neath the surface in much the same pattern as the spokes of a wheel about
the hub, each wire or spoke being almost as long as the antenna itself.
The transmitter proper (Fig. 18) consists of a quartz-crystal oscillator
which gencrates the radio frequency (the quartz erystal to maintain the
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Fig. 11.—Machine-gun attachment for dynamic microphone (very directional).

Fig. 12.—lmprovised pacabolic microphone,
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exact frequency, the number of kilocycles of the station). This crystal
oscillator is followed by several more stages of radio-frequency amplifica-
tion which increase the power to a value suitable for modulation. The
speech which comes [rom the microphone or incoming telephone line is
amplified by a series of audio-frequency amplifiers which terminate in a
stage called the “modulator.” This modulator in turn is connected to the
radio-frequency stage previously mentioned. It is at this point that the
mixing of the audio frequency and radio frequeney takes place. Further
amplification follows, and the resulting power is fed into the antenna and
radiated in all direetions. This modulation or mixing process gives rise to
other frequencies in addition to the carrier frequency, which is the fre-
quency of the quartz crystal. These other radio frequencies, called “side

Quartz- - di
crystal frequency [—, "@dio~ L frequency
oscilator amplifier Y1 |frequency amplifier

amplifier

Carrler and
side bands
Radio- Modulated Radio-

Audio- Modulator
@ {req‘ﬁnCY - f(audfo—
Microphone SRS requency)

F16. 13.—Radio transmitter.

bands,” are located in the assigned channel on either side of the carrier
and contain the speech of the announcer whose program we are tracing
from his mouth to the radio listener. The Federal Communications
Commission limits the width of this channel to 10 kilocycles.

Every station has its own carricr wave located in the center of its
assigned channel. These earrier waves vary between 550 and 1600 kilo-
cyeles for the regular broadeast band. These waves travel at the speed of
light. All carrier waves travel at the same speed, but those having fewer
kilocycles donot oscillate so fast as those having more kiloeycles. A station
operating at 550 kilocycles has a rate of oscillation of 550,000 cycles per
second for its earrier wave.

The carrier waves which are sent out by the radio station may be
divided into two categories; first, the ground wave, and second, the sky
wave. During the daytime the sky waves have no affeet upon the coverage
of the station because they travel upward and are lost, but at night these
sky waves play a very important part because they go up and hit the
Kennelly-Heaviside layer and are reflected back to the earth. These
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reflected sky waves are evident usually only after sunset and extend the
nighttime coverage of stations. The reflected sky wave is important only
to the most powerful stations in the clear-channel classification. Such
stations can be heard ordinarily during the daytime between 100 and
200 miles by means of their ground waves, but at night, through the
medium of the reflected sky wave, they are heard at great distances
because the sky waves are not absorbed by ground conditions as the

/
N
. X

4

e RN

Y
oo \\
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At night the coverage of local and regional
channel stations is Feduced because their
reflected sky-waves produce inferference
with each other$ ground-waves

Fic. 14.

ground wave is. The sky wave is not so dependable as the ground wave of
the station, and generally this extended coverage is considered as the
secondary coverage area. It is this reflected sky wave that causes fading,
inasmuch as the fading area exists where the ground wave of the station
interferes with the reflected sky wave of the same station. Despite the
faults and unreliability of the sky wave, a very large proportion of the
radio audience depends upon sky-wave reception for its evening programs.
Local and regional stations do not benefit from their reflected sky waves
because they are located closer to one another than are clear-channel
stations and, instead of having an area cleared of interference for their
sky waves, they have merely an area in which their sky waves interfere
with those of another station upon the same wave length. If a listener to
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a regional or local station has his receiving set near the outside limits of
the ground wave of a local or regional station, he will find at night that
there is interference with another station because he is picking up the
sky waves from one or more stations operating on the same frequency.
Thus the coverage of a regional or local station is less at night than it is
during the daytime, and the coverage of the clear-channel station is
greater (see Fig. 14).

According to the North American Regional Broadcasting Agreement
of 1940, entered into by the United States, Canada, Mexico, and Cuba,
the 106 channels in the standard broadcast band are divided into three
principal classes—clear, regional, and local.

1. Clear channel. A clear channel is one on which the dominant station or
stations render service over wide areas and which are cleared of objectionahle
interference, within their primary service areas and over all or a substantial por-
tion of their secondary service areas.

2. Regional channel. A regional ehannel is one on which several stations may
operate with powers not in excess of 3 kw. The primary service area of a station
operating on any such channel may be limited, as a consequence of interference,
to a given field intensity contour.

3. Local channel. A local channel is one on which several stations may operate
with powers not in excess of 250 watts. The primary service area of a station
operating on any such channel may be limited, as a consequence of interference,
to a given field intensity contour.

The number of channels of eacli c¢lass shall be as follows:

Clear channels, . ;... 5. uii 00 v e B s m b s aaasE e o FntlEe 59
Regional chanmels. . ...... ... . ... .. . ... ... ... ... ... ... . .. .. 41
Local channels. . . ... .. ... ... . ... . 6

106

All countries are permitted to use all regional and all local channels
subject to power limitations and standards for the prevention of objec-
tionable interference. The clear channels were assigned definitely to the
various countries, 63 clear-channel stations being permitted to the United
States. Twenty-four of these channels are used in conjunction with cther
countries. The remaining 89 are exclusive United States channels. With
only 59 clear channels available and with the United States permitted
to operate 63 clear-channel stations, it is obvious that certain of these
stations must be located far enough apart so that interference of the sky
waves will be negligible. With only 106 channels available for broadcast-
ing in the United States and with 881 stations operating on January 1,
1940, it is equally obvious that a great many of these stations have to be
in the same frequencies, but by placing them far enough apart so that the
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ground waves of regional and local stations do not interfere and that the
sky waves of clear-channel stations do not interfere, it is possible to
obtain good reception from all these licensed stations. This is achieved by
the Federal Communications Commission, which limits the power of the
various stations and the hours in which certain stations may broadcast.

Various stations are allotted a certain amount of power for broad-
casting their programs. Those which have clear channels are generally
allowed 50,000 watts; those in the regional classification do not exceed,
under ordinary circumstanees, 5000 watts; and those in the local category
have a maximum of 250 watts. Under ordinary circumstances a station
with 50,000 watts would be able to send its carrier wave approximately
three times as far as a station with 250 watts. However, there are factors
that determine the coverage of a station in addition to power. A station
which broadcasts upon a low frequency, as a 350-kilocycle station, will
go farther with less effort than a station which is broadcasting upon a
frequency of 1550 kilocycles, because the latter carrier wave has to oscil-
late so many more times in covering the same distance. In an article by
J. M. Greene, circulation manager of the National Broadeasting Com-
pany, in Printers’ Ink, April 26, 1940, the following illustration explains
this:

To explain why one carrier wave travels farther than the other, let us compare
them with two men, one tall and the other short, walking at the same speed along
a soft, sandy beach. Each step absorbs cuergy and the result is that the taller
man takes fewer steps (the radio station broadeasting upon the lower frequency)
and is still going strong after the shorter man has given up (the radio station
broadcasting on the higher frequency).

A second factor which determines the coverage of a radio station is
the ground over which it passes. Various geological conditions affect the
transmission and cut down the coverage of the station. Therefore the
station which has the greatest power and the lowest number of kilocycles
and broadcasts over the best ground conditions is the one that will be
heard the farthest. Power is not the only factor in station coverage. It is
entirely possible under certain conditions for a station operating on 250
watts to have a greater coverage than one operating on 50,000 watts.
Ground conduectivity alone can offset the advantages of both high power
and low frequency.

Not only do such things as power, the frequency, and ground con-
ductivity affect the coverage and reception of programs, but man-made
conditions may affect it. Electrical disturbances caused by X-ray ma-
chines, power lines, ete., create disturbances which affect the signal
received by the broadcasting set. High steel structures surrounding the
antenna of the station’s transmitter will affect its coverage.
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As has been pointed out, radio signals travel farther at night by their
sky waves than they do during the daytime. Therefore, in order further to
avoid interference, the Federal Communications Commission grants
licenses to certain stations which are located close to one another to
broadcast with decreased power after sunset. More stations broadeast
from sunrise to sunset than sre permitted to air programs after sunset.
There are other instances where stations share time, one station being
permitted on the air for part of the day and another one for the balance of
the day. These limitations permit the licensing of a greater number of
stations.

Also in an effort to decrease interference between stations, directional
antennas are sometimes installed. Under normal circumstances a verticeal
antenna will radiate almost equally well in all directions, but it is possible
by proper modification to directionalize the radiation from an antenna.
The bulk of the station’s power may be sent in one certain direction. as is
done in radio airway beacons, or it may be kept from radiating in that
dircction and left free to traverse all the others.

The carrier frequency and side band (sometimes called “side fre-
quencies”) come through space to be picked up by the aerial of the
receiving sct. Radio waves travel through the air at the speed of light,
approximately 186,000 miles per second. If the announcer in a prize fight
is talking to a person located in the 25-cent scats 500 or 600 feet away
from the ring, and to a microphone, you who are listening to the program
500 to 600 miles away will hear his voice over the radio before it will be
heard by the man who has paid his quarter. These radio waves, picked up
by the acrial, are changed into eleetrical impulses (of the same frequency
as the radio waves), which are conveyed to apparatus which tunes the set
to the frequency of the station. After suitable amplification these impulses
go into a detector in which the specch of the announcer, in the form of
electrical impulses of the same frequency as developed by the microphone,
is extracted from the carrier and side bands. Thenee these impulses are
further amplified and conducted to a voice coil mounted in a magnetic
field. This voice coil is attached to the paper cone of the loud-speaker.
The impulses cause the voice coil and hence the cone to vibrate. The
vibrations of the cone result in sound waves just like those that were
projected by the announcer in the studio (see Fig. 15).

The phraseology I have used in this explanation (channels, bands) is
that used by technicians, specialists in eleetrical enginecring and physics.
However, it does give rise to a misconception on the part of the layman.
In reality there are no definite layers in the air. Possibly a better illustra-
tion to use in connection with broadcasting is that there are two stations,
one represented by a red light and the other by a green light. When these
stations are broadeasting, both lights are illuminated and the air about
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them is filled with red and green rays representing their radio frequencies.
Both colors are everywhere just as their radio waves fill the air. Your
receiving set is a filter which picks out only the red rays or only the green
rays as you tune that filter (receiving set) to the station to which you
desire to listen. The red rays do not go in a definite pathway or band, but
go everywhere, up and down and around the light which is the antenna
of the station. If the red or green light were made brighter and dimmer
according to some prearranged code, while the color was not changed,
and the person watching the lights could interpret that message through
the medium of a code, he would be using the light rays just as the receiving
set picks up radio waves. The intensity of the signal is varied by the
sound wave which is transmitied in the amplitude-modulated system of
broadcasting,

Frequency Modulation.

Following the same illustration, if the code system sent out by the
light is built around a change in the color of the light instead of in the
brightness, we have the new frequency-modulation or staticless radio idea
illustrated. In other words, the frequeney of transmission is changed back
and forth as a code. The receiving set under these eircumstances must be
sensitive to frequency changes or, in the illustration, to color changes.

The frequency-modulation system possesses several important advan-
tages over the older method of amplitude modidation which makes its
employment desirable. Man-made and natural interference is reduced by
this method of broadeasting. Nearby stations do vot canse annoyving
interference becanse of the wide band of frequencies needed by this
svstem. To date the only real interference that is noticeable is that caused
by automobiles. Frequency modulation is a short-wave form of broad-
casting and covers a restricted area. Because of the high frequency of
this type of broadcasting, there is room for a great many more stations
than now exist in the broadecasting band. The frequeney-modulation
transmitter, furthermore, is much simpler than the amplitude-modulated
transmitter and less expensive to operate; receivers can bhe serviced by
regular radio-service men and can he combined with receivers for the
regular broadeast band. At the present time seven companies are manu-
facturing frequency-modulated receiving sets. While only 17 stations are
operated at the present writing, there are hundreds of applications filed
with the Commission for such stations. There are two major reasons for
not changing at once to this method of broadeast. Radio sets in existence
today will not receive frequency-modulated radio waves, aud, at the high
frequency at which these transmitters are employed, the radio waves
have begun to take on some of the properties of light and will not go very
far beyond the horizon. In the majority of instances such stations cover
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a radius of only about 25 to 50 miles. The width of the new FM channels
has been adjusted to permit high-fidelity transmission, making more
noticeable the high frequencies in the reception with the result that the
listener has to be trained to appreciate these frequencies rather than to
rely upon the lower tonal qualities of regular broadcast. However,
frequency-modulated sets have tone control just as do regular receiving
sets.

In order that all the frequencies may be broadcast under this system,
it is essential to have equipment, such as mierophones and studios, which
will carry all the frequencies which are not being carried at the present by
the amplitude system. Telephone lines are being developed to carry
these frequencies so that frequency-modulated programs will be satis-
factorily broadcast over a network of stations connected by telephone
lines. It is also possible for such frequency-modulation broadeasts to be
rebroadcast by radio relays established over a preseribed arca. The
F.C.C. has not yet ruled as to whether such relayed networks will be
permitted. In making available such channels for frequency modulation,
the government has set aside bands for educational purposes exclusively
which adjoin the bands for commercial purposes, with the result that all
the research that is conducted by commercial stations will be advan-
tageous to the educational broadeasters. Furthermore, all receiving sets
built to receive commercial frequency modulation will also be constructed
Lo receive programs in the educational bands.

The band between 42,000 and 50,000 kilocycles is set aside to accomeo-
date both commercial and educational FM stations. These FM stations
can operate upon the same channel without objectionable interference
with much less mileage separation than is possible for the standard broad-
cast station. FM has the ability to exclude all but the strongest signal:
consequently the service range of such stations, though limited, will in
many cases be greater than that obtained in the primary service area of
comparable standard broadeasting stations. As the commission intends to
grant licenses upon the basts of coverage without consideration of power,
the coverage of the FM station will be substantially the same both day
and night.

Facsimile.

Facesimile is the reproduction of an original picture or page of printing.
It was first used commercially as wirephoto service and consistad of the
sending of photographs by telephone methods. The same method of trans-
mitting pictures and copy from radio stations to the home is now being
used in the field of broadcasting.

Facsimile broadcasting equipment consists of sending and receiving
instruments. The sending equipment utilizes the photoelectric cell or eye
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to scan in orderly fashion all the line elements of material placed in the
scanning machine. The photoclectric eye receives more or less reflected
light, depending upon whether the subject matter is black or shades of
gray or white. [t transfers these light variations into electrical impulses
which are amplificd by conventional amplifiers and passed to a transmitter
suilable for the transmission of voice or musie. These electrical impulses
are sent through the air just as a regular broadcast i1s but they are retained
as impulses by the receiving set instead of being converted into sound
waves.

At the receiving point some form of printing mechanism (an electric
pen or scanner) is necessary to scan the receiving paper in exact juxtaposi-
tion with the sending point, and this reconstruets a large number of dots
or lines across the page in exactly the same relative position and in the
same density as they appeared upon the original, in a sense half-toning
or screening the picture. The scanning machine can operate as high as
125 lines to an inch.

The equipment can be used on any wave length on which the trans-
mitter is broadcasting; the normal broadcasting band or the ultra-high-
frequency band. Technically the major difference in these two is that
facsimile is permitted to be broadeast on the normal broadcasting band
only in the carly-morning hours, while all ultra-high-frequency stations
are allowed to broadcast facsimile at any time of the day or night. The
standard bands would make facsimile more suitable to rural coverage
while the short waves would be used primarily for metropolitan coverage.
The coverage of facsimile would be the same as the coverage of the station
over which it is broadeast if the regular band were used in the early-
morning hours. Up to the present time only experimental licenses have
been granted by the F.C.C.

Facsimile is a very interesting device and like a great many other
scientific devices its value will depend upon the ingenuity of the various
groups employing it. It is being experimented with by various newpapers,
who feel that it will be confined to a bulletin or headline type of news
rather than used for the lengthy story. It is possible to use facsimile in
connection with such programs as the cooking school, in which speech
could be combined with the sending of a facsimile of the recipe. Fashion
talks could be given in the same way. It is possible that facsimile might
be used in extension teaching as an educational medium.



CHAPTER II
Radio Speaking

Basic Problems.

In discussing the problem of how to be effective via the microphone,
my task really is to adapt modern principles of effective speech to their use
in the particular case of radio. A study of speech principles will reveal the
little-realized fact that, aside from a few allowances due to the mechanical
limitations of a microphone, the best radio speaker is the one who follows
most closely the dictates of a competent textbook on public speaking.
The added difficulty that lack of a visible audience presents in broad-
casting only increases the necessity of observing speech rules. The often-
remarked fact that many good announcers know nothing of platform
speaking, while many good platform speakers are a failure on the air, is
not a refutation of my statement. Reference to a speech textbook would
confirm the technique unconsciously used by these announcers, while an
analysis of the so-called good platform speaker would show that his
success grew more from showmanship and dramatics than from effective
speech.

A textbook on speech usually is divided into chapters devoted to
advice concerning each type in turn: the argumentative speech, the
humorous talk, or the expository discussion. Obviously, all these possible
types of talks have their turn on the air. In the case of the radio an-
nouncer, the same individual is compelled constantly to change his style
from one form to another, so that he is confronted with the difficult task
of attempting to handle all types of public speaking equally well. Very
few announcers specialize in one type of work. The average announcer
must be prepared in the same day to give the dramatic ballyhoo of a
spectacular program, to read the 8-minute commercial advertisement for
a so-called health salt, to read the announcements for a program of
classical music, and to introduce a professor or a minister. All these
variations and many more come as grist to his mill.

An added complexity in the study of radio speech is the increasing
attempt of radio-program planners to get away from straight speaking.
through the use of other interest-catching devices. The interview, com-
posed of questions and answers, is being employed to hold the listener’s
attention. Round-table discussions by a small group of authorities are
used to gain informality and, at the same time, to make the speakers feel
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more at ease. Debates and dramatic skits are also heard over the air.
All are interesting variations and require training different from that
given to the orator.

The absence of a visual audience and the inability to aid his delivery
by gestures is a serious handicap to the speaker. Allow me to make clear
just what the lack of a visible audience means to the speaker. First of all
he notes the absence of circular audience-speaker responses. In any
speech textbook one will find a discussion of the stimulation that an
audience gives to the man addressing it. Public speaking is usually a
type of circular social behavior, in terms of social psychology. The speaker
first stimulates his audience, but we sometimes overlook the fact that the
audience in turn stimulates the speaker. This circular process goes on
throughout the entire speech, playing an important part in its success.
Anyone who has done much public speaking will realize the subtle but
potent influences the audience has upon the speaker. The best speaker is
inclined to be the one most sensitive and responsive to these influences,
one who has the “feel” of the audience and who adapts himself to it both
in his manner and in the content of his material while talking. It is need-
less to point out that the radio has entirely broken the chain of this
circular process for the speaker. Radio performers drafted from the stage
and platform are the first to feel the handicap of this situation.

Another important psychological factor in broadcast specch as differ-
entiated from platform speech lies in the distribution of a radio audience,
for an audience divided into a series of small family groups deprives a
speaker of all the advantages to be gained from interstimulation, so com-
monly noticed in crowd psychology. Those infectious waves of emotion
that sway a large mass of people, seated elbow to elbow, are lost in
radio.

Furthermore, radio listeners are entirely free of those social inhibi-
tions, compulsions, and conventions which dull speakers often rely upon
to keep a visible audience in their seats. People who would be embar-
rassed to walk out of an auditorium while some would-be spellbinder is
speaking do not hesitate to shut off the radio speaker. These factors force
the radio speaker to be more painstaking in the preparation and in the
presentation of his talk, if he expects to hold his andience.

The radio speaker has only one set of stimuli to work with instead of
two. He can use only the audible speech symbols and he has no appeal
for the eye. To quote from the Little Book of Broadcasting put out by the
National Broadcasting Company, “Few of us realize, until put to the
task, the extent to which the eye and the ear, when working together,
are influenced by the impressions that come through the eye. We early
found by experimentation that, when the sense of hearing alone is in-
volved, we have a very different and a much more difficult problem on



Radio Speaking 23

our hands.”” The problem that must be met here is not merely that of
more strenuous effort at good speech, but it also involves more careful
attention i the writing of the speech.

Added to this complete dependence upon one set of stimuli is the fact
that this concentration seems to help the auditor more casily to detect
the mental attitude of a speaker. Harvard psychologists recently an-
nounced that insincerity seems to be detected more easily over the air
than from the lecture platform. This is a note of warning to the careless
radio announcer who may tend to allow his lack of interest in or his dis-
agreement with his announcements to reflect itself in his voice. An exer-
cise in mental hygiene seems to be indicated for one who would be
successtul. As Milton Cross put it, “An announcer's voice must be healthy,
well dressed, and cheerful.”” A continual conscious effort must be made to-
ward that end.

As a last preliminary consideration of the subject, remember that
practically all programs of every kind are prepared in advance to be read.
Those which are extemporancous are rare exceptions when compared to
the general mass. This rule is due to several factors: (1) the necessity of
split-second timing makes it imperative that a speaker be chained down
to a definite timed manuscript: (2) lack of a visible audience makes ex-
temporancous speaking a difficult task for anyone, even if it were allowed;
(3) self-imposed rigid standards as to the nature of material allowed on
the air requires the station to ask for a manuseript in advance of its
broadcast. The necessity for reading imposes a preliminary hurdle which
must be jumped in atlempting good publie speaking on the air.

Style of Delivery.

The cardinal principle of good speech is the use of a direet conversa-
tional tone. The whole emphasis is upon a sincere direct contact with the
members of an audience. which will achieve the effect of face-to-face
conversation. A moment’s thought will reveal that this is exactly the effect
the radio speaker desires to achieve. Many delivering their first speech
on the air seem to forget the distribution of their unseen aundience and to
remember only its size. While they are usually impressed with the fact
that their potential audience runs into the millions, they fail to realize
that this large number is divided into smaller groups of usually not over
three or four individuals. A radio speaker must consider the atmosphere
in which his voice is to be heard. He must visualize a small family group,
distributed about the living room, engaged in domestic tasks or pleasures.
People thus situated resent an oratorical or strident tone of voice in a
guest, seen or unseen. They want the radio voice to talk to them, not
shout at them. The speaker must fill the role of a guest, not that of an
intruder.
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Proceeding on this understanding, we have only to ask ourselves what
are the most effective means of speech in an ordinary conversation?
What is the winning and attractive tone to use? The situation calls for an
intimate and informal tone: insincere gushing is to be avoided as in every-
day conversation. The speaker must be warm, sympathetic, and sincere,
eliminating any trace of ostentation. There is no need to raise the voice—
that instinctive lack of confidence in the microphone’s sensitivity is en-
tirely unjustified. A quiet, easy voice is the best.

Many speakers put too much stress on the need of adopting a personal
style when broadcasting. A few of them go to the opposite extreme, which
is also unacceptable; it is equally wrong to change to a colorless discourse,
in which the voice loses power to express the variety of thought and feel-
ing needed to give life to an address. A good speaker, well qualified to
speak on a subject, should maintain a tone in keeping with his topic even
though it is not personal or conversational. The effort to carry on an
imaginary conversation may result in the loss of forcefulness somewhere
between the microphone and the listener. Words have eloquence and
power, but, if the speaker neglects to consider the cardinal principle that
he cannot be seen and relies upon the animation of his facial expression
and gestures and indeed of his whole body to hold the attention of the
listener, he has gone too far in his picturing of the radio audience in order
to obtain a friendly, personal intimate connection. Possibly it is better
for the radio conversationalist to visualize the imaginary listener who is
sitting opposite him during his radio address as being blind. Thus, in
order to convey his thoughts and the emotions which he fecls, he must
express everything in his voice by variations in volume, in pitch, in in-
tensity, by pauses, and by holding certain words.

Of course, to create the mood of a face-to-face conversation success-
fully requires the right mental attitude. The speaker must have a sincere
interest in the material he is delivering and in the people who are listening
to him. This must be especially remembered by the radio announcer, for
the necessity of continually reading statements that he does not believe
makes it easy for him to allow a tone of insincerity or boredom, the hint
of a sneer, or an indication of a supercilious attitude to creep into his voice.

The necessity of reading from a manuscript adds greatly to this diffi-
culty of maintaining a sincere conversational tone. Reading is both the
easiest and the hardest manner of presenting a speech. It is the casiest
because all one has to do is to read the words without any effort at choos-
ing them except with the eye. But for that very reason it is difficult to
read them in an interest-compelling manner. It is so easy getting the
words that most people merely find them with their eyes, say them with
their mouths, and permit their minds to wander away from the subject.
If the speaker himself falls mentally asleep, his unseeing audience will do
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the same. Reading is a tremendous handicap to spontaneity. Again the
difficulty is emphasized in the announcer’s case, for, when a man is giving
various items continually, day after day, in many cases repeating what
he has read previously, the opportunity to wander mentally is all the more
attractive. To avoid the trap of this too-easy job of reading words, one
must concentrate upon the mood and the meaning of these words. Proper
pause, stress, and intonation can be obtained only in this way. When
the announcer or speaker has completed his radio address, he should be
able to give a clear résumé of what he has said.

There is no better training for radio speaking than the reading aloud
of all types of material. A person who is going on the air should sit down
with a friend and tell that friend what he intends to say and then read a
part of his talk. The listener can tell him just how his conversation differs
from his reading style and tone. It would be a better test if the friend
would close his eyes or turn from the speaker while listening. Of course,
the faults in diction, pronuneciation, and counstruction which are frequent
in conversation must be avoided in good radio talking. Stumbling over
an announcement is an unforgivable sin on the part of the announcer.
There may be brief pauses—the slight hesitaney used by speakers to em-
phasize the choice of a carefully selected word. Unfortunately the radio
address must be read, but the speaker should be so familiar with the
material that he merely uses the manuscript as an outline. Talk from the
paper, follow what is written, but do not worry about the exact phrase-
ology of the written words.

It has been said that the system of coliege teaching by lectures “is a
process whereby the notes of the professor become the notes of the stu-
dents without having gone through the minds of either.” This applies to
most beginners in oral reading. The written symbols become speech
sounds in a mechanical manner which in no way involves the understand-
ing of the reader, with the result that they are produced in a steady patter
totally devoid of expression.

Psychological experiment has shown that the muscles of the body
respond in perfect accord with speech efforts. If one were to record in

waves, on a strip of paper, the voice of a speaker and also the subconscious
movements of any part of his body, for instance, the arm, one would find
that these two curves agree. A close correlation exists between body
movements and thought processes. When we wateh a prize tight, we fre-
quently become aware of the fact that we are duplicating the motions of
the fighters, clenching our fists and tensing our muscles. Thus it 1s that,
when we speak extemporaneously, our utterances are controlled by our
thought processes and the correct grouping and stress are automatically
achieved. While one is reading, one’s speech organs are to a great degree
controlled by the mechanical movements of the eye in following along
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the printed line. This uniformity of movement is reflected in one’s de-
livery, and there is but one way to overcome this. That is to think what
one is reading. By so doing, the influence of thought processes in control-
ling the speech organs can be made to overrule the mechanical influence
of eye motion. A little practice will convince the most skeptical that
thinking can easily solve most of the problems of oral reading. The group-
ing of words into thought units, the placing of emphasis, and correct
pauses are easily achieved in this manner.

Simple Anglo-Saxon words are the best—the ones in cvery person's
daily vocabulary. Some words are difficult to understand over the tele-
phone or the radio. Excessive use of sibilants, the recurrence of words
ending in the same sound, alliteration, and “tongue twisters” should be
avoided. Where there is difficulty in enunciation, chop off a word and use
it as a springboard to leap into the next word. Dwell longer on the vowels
of important words than on those of relatively unimportant words; for
example, usually you should give more time to nouns, adjectives, verbs,
and adverbs than to other kinds of words, especially the articles and
expletives.

Inflections of the voice are vital to the good radio speaker for they
give what he has to say color, life, and emphasis. Do not allow your de-
livery to have a seasick wave of equal highs and lows. The rising inflection
is far more effective than the falling inflection, except for humorous effect,
because it suggests “1 am going on.”

If the use of quiet gestures will help your delivery, by all means use
them. Point your finger at an iinaginary listener. Shake your fist. A smile
1s heard over the radio because it changes the quality of your voice. A
person a thousand miles away will “hear” you lift your eyebrows. Do not
neglect these aids to speech. Make no gesture or movement, however,
which might cause extraneous sound. Do not shake the hand that holds
the manuseript paper. Do not rub an unshaven chin. Do not smack your
lips or snap your fingers. Do not sigh or pound the desk, for these sounds
will not be understood by the distant listener. Here is the lament of a
radio announcer:

I introduced the Duchess of Dundee
Over the facilities of WABC.
Her organs internal

Made noises infernal
And everyone thought it was me.

The most important thing for the radio speaker is that he should have
a pleasing personality and be able to project this personality through the
air to his audience. He should carry his eye picture of a scene through his
mind and into his speech. He must never forget his listener in his own
enthusiasm but should project this enthusiasm into the air. He must find
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interest or thrill in the scene that he is describing and give the same feeling
to his audience. He must have a purpose in his speech, his announcement,
or his description, and know exactly what he intends to convey to his
listening public.

William Shakespeare, although unacquainted with radio, once de-
livered some excellent advice to announcers when he said: “Speak the
speech, I pray vou, as I pronounce it to you, trippingly, on the tongue:
for if you mouth it, as many of you players do, 1 had as lief the town
cryer spake my lines . . . the purpose of playing, at the first and now,
was and is, to hold, as "twere, the mirror up to nature.”

Breathing.

Groups of words count more in a radio talk than individual words.
I'he listener picks up phrases and clauses that constitute thoughts. The
wise radio speaker does not rely on ordinary punctuation, but goes
through his manuseript and marks off groups of words which, put to-
vether, bring out his thought. These groups should vary in fength to avoid
monotony but none should be too long for natural breathing. Correct
breathing is natural breathing in the sense that it is free from physical
restraint and conscious self-control. While the orator can take a deep
breath through his open mouth, such an intake is clearly heard over the
radio. Consequently the radio speaker must inhale more quietly and
deliberately through the nostrils or above the tongue. The radio speaker
should never permit himself to exhaust his breath entirely but should
breathe quietly and naturally. Frequently speakers are hampered with
tight-fitting collars or belts, which should be loosened to allow greater
freedom in breathing. Do not breathe directly into the mierophone, for
vou will sound like a windstorm if you do. Stand erect with squared
shoulders, with your head up so that your throat will not be cramped,
and with feet flat on the floor.

Position before the Microphone.

It is unwise to give definite rules on how far from a microphone a
person should speak. The rule would have to he changed for different
types of microphone, for different voice qualities, for the acoustics of
different studios, and, if more than one speaker is upon the program,
with the placing of the speakers. However. if you are alone on the program
and have learned to control your volume, 18 inches is about the right
distance to be away from the ribbon type of microphone or the other
modern types. Talk to a person who is presumably about 4 feet away.
If you are to be confidential or sentimental in your style, you may talk
very low and close to the microphone. This is the principle of crooning
which is used by some singers and frequently by announcers. The majority
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of microphones are directional, and the speaker must talk either at an
angle to or directly into the mouthpiece. Formerly, a speaker whose voice
was explosive, whose sibilants were noticeable, whose voice quality was
husky or whining was advised to talk across the face of the older type of
microphone in order to minimize these disadvantages. In every case, have
a test before going on the air to determine where you should be placed
in relation to the microphone. Also have the microphone placed at the
right level so that you may comfortably talk directly to it. Physical
comfort is essential. When you have an immediate as well as an invisible
audience, use more than the conversational volume but stand a little
farther from the microphone than for ordinary announcements, in order
that the proper volume will enter the instrument.

Moving about the studio before the program goes on the air is cer-
tainly better than sitting rigidly with cyes glued to the “On the Air”
sign. Place yourself in a comfortable position before the microphone.
Some people prefer to sit, fecling that they will be more conversational
in such a position; but the diaphragm of the seated speaker is cramped
and, conscquently, those who are giving longer radio addresses prefer to
stand. Do not lean upon the pulpit while giving a long talk because you
will have to straighten up in order to rest your muscles and when you
straighten up you unconsciously recede from the microphone, so that the
listener has the impression you are leaving. Maintain the same distance
from the microphone all the time that you are talking and do not throw
you voice from side to side away from the microphone as you would upon
the platform. Do not rock back and forth while talking beeause when you
come forward your voice will become very strong and as you sway back-
ward it will become faint.

If it is necessary to cough or to sneeze, turn as far from the microphone
as possible. While the platform speaker may pause and take a drink
during the delivery of his address, the radio speaker would broadeast the
sound of swallowing the water if he did the same thing. Do not play with
a lead pencil, rolling it between the hands. The rattle of paper before the
microphone sounds like sheet-iron thunder. If you are to use a manuscript
or an outline, be careful not to rattle it. Do not allow the paper to touch
the microphone and by no means bump into or handle the microphone or
its standard in any way.

Pitch and Volume.

In radio the matter of volume is of utmost importance. 1f one speaks
too loudly, the control operator must reduce the volume by mechanical
means, thus interfering, to some degree, with its transmission in perfect
naturalness. If one speaks with insufficient force, the control engineer
must amplify it mechanically, again producing an effect that is not
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entirely natural. It is important also 1ot to use too great a variety of
emphasis, producing sudden peaks in the energy delivered to the micro-
phone. The volume resulting from the overemphasis of a word or syllable
may be too great for the apparatus to carry adequately. The control engi-
neer, taken unawares, is unable to neutralize the effect mechanically and
what is called a “ blast "’ results. This isan overloading of the sensitive appa-
ratus and a discordant rattle in the transmission and reception results.

The microphone magnifies the qualities of the voice. If the microphone
and loud-speaker are properly adjusted, free tone has its resonance en-
larged. The good voice then comes over with all its qualities enhanced.
A speaker with such a voice may stand close to the microphone and talk
intimately into it. A speaker with a voice of less pure quality gets a better
effect by standing at right angles to the microphone. The volume of voice
that the speaker may use varies with the distance from the microphone.
As the volume of the voice is varied, the speaker should move back and
forth from the microphone. The rasp of the metallic voice and the twang
of the nasal are always magnified; when the current of transmission is too
great, they come over with ear-splitting harshness. Excitement and
nervousness are obvious and eannot be minimized.

The student of speech, the minister, the actor, and the stump speaker
have all been trained to throw their voices to a far-reaching audience,
but when they come before a microphone they must learn to retain all the
vibrant qualities of the strong voice, yet maintain a level of volume that
will not force the control operator to impair their tone qualities by
mechanical means. There are many points in common in the correct
techniques of addressing a visible audience and in speaking over the radio
but the factors of pitch and volume are decided differences. The pitch of
the voice of the public speaker is inclined to be raised a tone or two. If you
were in a great hall speaking very loudly, the volume would be con-
siderably greater, and the pitch would be perhaps three or four tones
above the conversational level. The radio speaker, on the other hand,
must keep in his pitch down to his conversational level.

A good radio voice must have proper placement, range, flexibility,
good control, and proper pitch. The pitch best suited to radio, owing to
the fact that the microphone favors certain vibration frequencies, is
baritone for men and contralto for women. The dangers, encouraged by
reading, that the voice will fall into measured and rhythmical patterns
with set inflections at regular intervals must be avoided. Voice variety
of the proper sort is as important as the voice itself.

Speed of Delivery.

Speakers vary greatly in speed of talking. Some speak much faster
than others, and the sponsors of programs may receive complaints about
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the difficulty of following them. A commercial station generally sells a
I-minute announcement and limits the topic to 100 words. A speedy
delivery tends to reduce sincerity. News commentators frequently get as
high as 225 words a minute. However, the best speed to maintain for the
longer radio talk is about 140 words a minute. Franklin D. Roosevelt
speaks between 110 and 135 words a minute. The one variable factor
that sometimes upsets all the advanced estimates of length is the emo-
tional tension. This factor frequently affects the speaker’s natural tempo.
The radio address should never be given too fast, because it is hard for
one who is listening and unable to see the speaker's lips to follow the talk.
Speedy delivery also results in slurring, in the dropping of finals, and in
the speaker’s getting ahead of himself in his manuseript, with the result
that he stutters or loses his place. On the other hand, too slow a delivery
may make an audience restive. Suit the rate of utterance to the weighti-
ness and importance of the material, not only to a passage as a whole, but
to particular paragraphs, sentences, and phrases within the passage. The
result will be not only a pleasing and logical (not mechanical) rate varia-
tion, but also that justly applauded quality of vocal composure.

One should rehearse at home to determine the preferred rate of
delivery for each manuscript. The split-sccond requirements of the radio
require that the speaker time his copy before going onto the air and
maintain the speed of the rehearsal in actual delivery. The actual time
of a 13-minute program is 14 minutes and 30 seconds, the remaining
30 seconds being used for technieal shifts from program to program. The
announcer’s introduction and conclusion generally require 1 minute,
reducing the actual speaking time to 13l minutes for a 15-minute
program.

The Manuscript.

The manuscript should be double spaced in order to allow for casy
reading. It should be elean so that it will be easy to follow. It is best to
have it typewritten. Be sure that the pages are arranged correctly so that
vou will not have to search for the correct page when you are before the
microphone. Do not clip the sheets together. Use a type of paper that
does not easily rattle. Onionskin paper is perhaps the worst. Typewriter
bond paper is decidedly noisy. The pulp copy paper used in newspaper
offices is probably the best. When you have completed reading a page,
let it flutter to the floor. Do not attempt to slide it to the bottom of the
pile, for this will be heard.

The announcer’s voice must be natural, a universal volce—one not
tied to any locality or sectional dialeet: he must have ability to be formal
without being stiff, to be informal without gushing; he must be versatile
in his ability to handle names, musical terms, and foreign words.
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The National Broadcasting Company, in the pamphlet on The Selec-
tion and Training of Radio Announcers, states,

An announcer in the N.B.C. is expected to average well in the following: a
good voice, clear enunciation, and pronunciation free of dialect or local peculiar-
ities; ability to read well; sufficient knowledge of foreign languages for the correct
pronunciation of names, places, titles. etc.; some knowledge of musical history,
composition, and composers: ability to read and interpret poetry; facility in
extempore speech: selling ability in the reading of commercial continuity; ability
to master the technical details in operating the switchboard: a college education.

The qualities that make the best announcers are personality, charm,
naturalness, sincerity, conviction, enthusiasm, spontaneity, accuracy, cul-
ture, and salesmanship, to which add a dash of voice with an excellent
vocabulary, and you will have an ideal radio announcer.

To be accepted by the radio listener, the announcer must avoid all
forms of affectation such as gushing, evangelical exhortation, pleading
sweetness, aggressive overemphasis, spiritual ecstasy, and the overprecise
pronunciation that results in an obvious division of a word into its syl-
lables. The three “E’s” of the radio announcer have been said to be
Egoism, Enthusiasm, and Elocutionary It.

Commercial Speech.

The commercial announcer must follow the principles that are laid
down for radio speaking in general. However, he must also develop some
special characteristics that are different from those used by the person
giving a radio address.

Simply because all recognized announcers have good voices, it has
been assumed that this is the most important requirement for the an-
nouncer. The ability, natural or acquired, to control the voice apparatus
with which he is endowed is more essential than natural tone quality.
Often the ability to control his voice earns for an announcer with meager
volume and vocal equipment the reputation of having a good voice.

Physical relaxation of the vocal cords and of the muscles of the neck
and throat is the foundation upon which all voice control is based. With-
out such relaxation, the tenseness of the throat muscles and vocal cords
will limit the range of the voice and cause a readily detectable rasping
quality; a breathy, harsh effect is imparted to the voice, and all oppor-
tunity for effective intonation is gone. Apart from the obvious restric-
tions of tenseness of the mechanism upon the voice, the listener is awace
of the uneasiness, the strain, on the part of the announcer, and this de-
stroys his confidence in what he hears. Tenseness is seldom obvious in
ordinary conversation; therefore, it is obviously produced by a mild form
of “mike fright.” Even experienced announcers feel some excitement
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when they are addressing the mike, but they do not allow their feelings
to tighten their throat muscles or to influence their speech. The best
method of keeping mental strain at a minimum is to concentrate upon
the material at hand, the script, the message to be given, the service that
you feel you are giving to your listeners.

The position at the microphone is important. The best *“punch” an-
nouncers talk up to the mike. Such announcers hold their copy above and
beyond the mike and talk up with considerable verve. If the announcer
talks down, his throat muscles are inclined to cramp and tighten. The
man who is of average height seems to be more acceptable than one who
is either very short or extremely tall. I have never been able to do any-
thing in my classes either to lengthen or to shrink an announcer.

The students who have successtully placed themselves as commercial
announcers are those who have practiced tirelessly in the reading of com-
mercial announcements over the public address system. It takes a lot of
practice to gain naturalness and fluency. The average radio speaker has
a very conversational style; the commercial announcer puts more punch
into his delivery and, as a result, requires more voice volume and reserve
breath.

The commercial announcer’s sense of phraseology and immediate
recognition of important words is cssential. He must read his copy and
determine what his punch words and phrases are to be. He must vary
his tempo and his volume accordingly. As a general rule, tempo is slightly
decreased for a punch line and slightly increased for supplementary ma-
terial. Of course, in such change of tempo, there must never be a loss of
clarity in enunciation. If a phrase is speeded up, the words that are in
that phrase must still be clear and distinct. When an announcement is to
be given rapidly, and most commercial announcements are given with
considerable speed, success depends not only in skimming lightly over
unimportant words, but in knowing what words require stress to make
the advertising message vivid and clear. In actual practice, many simple
words are skimmed over by a commercial announcer. In the following
simple spot announcement, the italicized words are those which can be
effectively run together.

Clapp’s Strained Baby Foods are made from tender, select vegetables, rushed
fresh from factory garden to spotless, sunlit kitchens where every step in their
preparation is carefully supervised by hospital-trained dicticians.

"The sponsor or his advertising agency infrequently gives Instructions to
the announcer about emphasis and style of delivery, depending upon his
individual interpretation. Here, however, is one announcement with in-
structions that appeared recently in The New Yorker:
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AnvounceEr: CIGARETTE STAIN ON YOUR FINGERS IS NOT NICE!
PELL MELL Famous Cigarettes are smoked wherever particular people
congregate—Dbecause independent research proves that with PELL MELL
there is noticeable less finger stain, or no finger stain at all. (Pause) Try

PELL MELL CRITICALLY!

Note to announcer:

The first sentence of the above commercial should be read with great empha-
sis, particularly on the words “not nice.”

In our previous instructions this was expressed by suggesting that “not nice’
be said with a snarl. The emphasis gained by this instruction should be retained,
but the tone of disgust should be dropped.

Keep the emphasis—bhut forget the snarl.

The effective linking together of words so as to bring out the meaning
to best advantage is the secret of many an announcer’s success. It is the
keyvstone to his most important task—driving the sponsor’s message
home to the listeners—and often is the hardest feat to master.

The best means of mastering correct articulation for the punch an-
nouncement is simply to practice reading copy into a microphone for an
unseen auditor, reading and rereading those passages which do not come
tirough clearly until the articulation is satisfactory. Often it will be found
a single, short word is the source of difficulty, and this one word will have
to be separated from the rest of the phrase by a very short pause. Often,
too, the trouble will be not that the words in themselves are not clear,
but that a definite pause is needed between phrases to allow a rush of
facts to sink home in the listener’s mind before eontinuing.

The importance of a winning radio personality to a commercial an-
nouncer can hardly be overemphasized. His responsibility as the personal
representative of his sponsor requires that his speech introduce him as an
individual rather than as a puppet. This individual must be affable. He
must be attractive in one respeet or another. He must project the picture
of a person who would hold one’s attention if he were talking in one's
living room. Most important of all, he must be different, individualized.
He must call to mind a definite image, not simply the idea of a man
talking.

Proper breath control is more important to the commercial announcer
than to the average radio speaker, hecause of the frequency in his seripts
of punch lines, which require more voice volume than ordinary conversa-
tion. He must be constantly prepared to deliver full volume when the
script demands it. He should always be sure of a reserve supply of lung
power to fall back on.

A commercial announcer whose radio voice is not absolutely sincere
never holds his job for long. The old, honey-voiced spieler who went into
raptures over a new hair restorer has long since passed away. The com-
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mercial announcers of today may be persistent to a criminal fault; they
may be raucous and loudmouthed: but at least they are momentarily
sincere. They have successfully argued themselves into acting as if they
believe that what they say is the gospel truth. And that is exactly the
secret of achieving sincerity. The commercial announcer must convince
himself before he begins to read his copy that there is real merit in what
he has to say. He himself may not use this produet, but that does not
interfere with his belief that the product is good, is valuable to the lis-
tener. When an applicant for an announeing job takes an audition, he is
given commercial copy to read *‘cold.” If he is not a good actor he will
have difficulty in putting sincerity into his voice and delivery. He must
be a convincing actor to sound sineere about each produet when he ad-
vertises four different brands of cigarettes in an evening.

Commenting on the disappearance of declamatory style from the air
today, Edgar Felix says:!

The oratorical voice fails in broadcasting because the microphone does not
pick up its great variations in volume very well. and because it is unnatural to
listen to someone shouting. from the inanimate loudspeaker, in the quiet sur-
roundings of the home. As a member of a mass audicnce, one expects to be
addressed in a powerful, resounding voice, but the same voice quality before
four or five people in a single room is quite out of place.

The spot announement often calls for a punch line or word, as excem-
plified in “Remember. Carter’s Little Liver Pills—only 25 centst” This
sales impulsion must. of course, always be *“hit,” read with intensity and
conviction, usually with an impelling. higher-tban-normal piteh, and
with rising intensity—mno drop at the end.

The regular, straight commereial, read at the beginning and end of a
featured program by the commercial announcer, has a variety of forms
calling for different approaches. However, the governing principle is
always that the style of delivery—fast, slow, dignified, facetious, etc.—
should be governed by the type of audience that is being addressed.
Leroy Stahl of KGDY applies this prineiple to a specific situation in the
following excerpt from the Quarterly Journal of Speech:*

Ordinarily. copy for an insurance company, or possibly a firm of investment
bankers, is written to appeal to a man and his wife jointly. The announcer must
be able to picture a typical man and his wife in their home with the evening dishes
done. He must read his commerecial announcement to appeal to these people.
There must be stability rather than drive. in the way he handles the commercial
side of the program. His voice, in quality and delivery, must express the solidity
which is one of the virtues of the company for which he is speaking.

! Edgar H. Felix, Using Radio in Sales Promotion.
2 Leroy Stahl, “This Business of Announcing.” Quarterly Journal of Speech.
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The application of this principle of suiting the style of delivery to the
type of listening audience and the type of program to the type of product
explains alike the staccato, vigorous style of the sports announcer who
“plugs> Phillies (cigars) during a sports résumé at supper time; the
easygoing banter interspersed with the Chase and Sanborn commereials
on Charlie McCarthy's program: the weaving of plugs into the non-
sensical plots of Jack Benny’s Jello program; and the dignified statement
of sponsorship which opens and closes the Ford Sunday Evening Hour.

Perhaps the newest and most interesting innovation in style in com-
mercial announcing is the announcing technique used on one of the
“soap operas”
It is one of glorified informality, in which the announcer virtually twiddles
his thumb in the listener’s ear to the following words: “Well, ladies.
you admit there’s a definite problem connected with washing hosiery and
delicate fabrics, don’t you? Un-huh, I thought so. Well, you know, I've
just got an idea you’ve never thought about using. . . . > How far this

a technique which already shows signs of spreading.

new naiveté in commercial speech will go, and how successtul the Little-
Boy-Blue style of commercial announcing will prove, it is impossible to
tell. However, it will be interesting to watch its progress.



CHAPTER III

Radio Pronunciation

The standard of pronunciation, enunciation, and articulation required
of radio announcers, radio news commentators, and masters of ceremony
of radio programs does not tolerate inaccurate, careless, or slovenly
diction. Good radio speech must be clear, precise, and correct and must
be devoid of provineial and even colloquial pronunciation. The student
who aspires Lo a carcer in radio cannot begin too early to mend his
pronunciation,

The first requirement in improving one’s pronunciation is an ability
to hear the slight variations in enunciation which distinguish the correct
from the incorrect pronunciation. The ear must be trained to detect the

3

difference between the correct pronunciation of “catch,” which rhymes
with “pateh,” and the incorrect pronunciation, which rhymes with
“fetch.”

The second requirement is an ability to make the same distinction
in one’s own speech. The organs of speech must be trained to enunciate
the difference between the correct pronunciation of “any,” which rhymes
with “penny,” and the incorreet pronunciation, which rhymes with
“skinny.”

Last, the student must acquire the habit of using diseriminatingly
correet pronunciations in his everyday conversation.

Drill.

In a drill to acquire the correct pronunciation of frequently used
words whose pronunciations often disclose a careless and inelegant dic-
tion, use the word concerned in an expression or sentence which includes
its correct rhyme word and repeat the expression or sentence over and
over again until the correct pronunciation becomes automatic. The
following sentences are illustrative:

1. He did not seek to join the cligue. 3. The car looks de lure.

(Clique thymes with seek, not sick.) (De luze rhymes with looks, not spooks.)
2. Don’t rebulke the Duke. 4. He bade the bad boy go.

(Duke thymes with rebuke, not spook.) (Bade thymes with mad, not made.)

36
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CoRRECT IxcorrECT CORRECT INCORRECT
ReymE RuyME Ruayme ReYME
Worp Worp Worp Worn Worbp Worp
across*. . ... ... toss........... tossed err..... / Cburr......... .air
again.y........pen........... pin Jeat. ... ... .. feet...... ..... fate
(e T el o e T P ey ey b gem fete.. .. . fate......... . .[feet
and.. ... ... ..sand. .. .. . .send fisho .. dish........ . mesh
any..... ...... penny... . . .skinny flew. .. " ...... moo...........mew
askedt. ¥... . masked.. . ... .. past fute .. boot.......... .cute
assume. ¥ fume.... ... doom for. ... Yoo o.or.......... .. fur
aye (yes).v. ... pie......... ... pay friendt. N bend..... . .. hen
bade.. . . .  mad........ . . made from . .. « Tom.. ... ... ... sum
because.nf . . pause......... buzz gap. .. .. .. .tap.......... .. tape
been.. ./, . din..... ... .. .den gape........... tape........... tap
begin.... . . .tin..... ... _..ten get.... b= bet.. .. ... .. bit
beyond. ... ... fond........... fund ghoul . . . v pool........ . .. pole
blew.. .........moo........ .. .mew goal..... . ~...pole...........pool
blue. . o ... moo........... mew grew. .......... moo...........Mew
brick. ... ... slick.......... neck gross... ... ... .dose........ .. toss
bruise. . . . booze........ .. fuse guess. ... . . less.... .. ... kiss
bury. ...... .. .. berry. ... .. . hurry gum. . .. o ghum. .. . . gloom
can. ... .. ..pan.... ... ... pin grin. ... .. .. pin......... .. .pen
cateh. . patch.... ... .. fetch hoax§. . .. ... jokes...... . ..tax
Gk o dent.... ... ... dint hundred.. s . Mildred. . . ... thuadered
chew. V. . moo.. ... ... mew ifo.... B i1 S cleff
choose. .. .. booze....... ... fuse wmk. .. ... ¥ sink........ . .“enk”
chique. .M ... seek... . ... .. . .sick inguiry... . .. WIry........... bleary
clue... ... . .moo.... .. . ... mew instead . . ... . .. bed¥: csnabhi- bid
college. .., ... edge.. .. ... .. itch jowl..... ..... howl. .. .. .... hole
corps. . / .. ..store.. ... corpse Juice. . .. ..., .. goose. ........ .abuse
creck .. M ... . weck.. ... . ... wick June.... ... .spoon........ . hewn
cruise. ... ... .. hooze. . ... ... .. abuse just.... .. ..... must..,...... .mist
crux. . V... trucks.... . ... spooks last||....... ... past.......... lass
de luxe. . V... . looks..... .. . spooks loot. ... ... . ... boot......... .. cute
dew... N mew. . . .. moo lure..... N _..pure........... your
did.......... Ld..... .. ... .. led lute.... .~ .eute.......... . boot
do............ Moo...........Mmew many........ .. penny..... ... skinny
doughty . . . .gouty. ... .. ... throaty maybe. . . \1 _..baby...... ... .webby
dour.... .M .. _tour........ ... sour men...... . ....ten............tin
drew . . . .. V.. . . moo........ .. .mew mer(‘ly....!’....dearly.........baroly
droll _........ . .dole...... . .. . doll mess. . ... ... less. ... ....... kiss
drought .. ¥ out........ . .. mouth mien. . . . . ¥ . mean....... .. .main
drouth. ... ¥ . .mouth...... . out m'ill.'......\(....silk ....... elk
due. ... Joomew. ... moo MISS. kiss.. .. .. less
duke . .. _rebuke. ... ... spook mix... ... ... .sticks.. ... ... . necks
dune... . ¥ .. hewn.... .. ... .soon most| ... ... ghost. ... ... .. dose
duty. ... v beauty . _.... booty nap...........tap........... tape
€J0.. .n v .  wuePCEusibri-i. - vague MMIPGaa 5 0t -0 ih tape........ .. tap
* Don’t add a ¢, 1 Don’t drop the d.
t Don’t drop the k. § Only one syllable.

{| Don’t drop the ¢
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CoRRrECT INCORRECT CORRECT INCORRECT
ReYy™ME Reyme RuvMme RuyME

Worp Worn Worn Worp WoRp Worp
new. .. . s/ LL.mew. . ... ... .. moo sutle. . .. . \/ ..sweet.......... boot
next|........ . .vexed.. . . . . . .. necks swell. . ... ... .. belleal 2 et s bill
nude. .. ... ... feud........ .. food tell bell. .. ... . ... bill
our LLLL.Sour. ... .. .are them. . . ... . hem......... hum
pen. .. ... ..ten! el . .tin thicke d At 0. An. slick......... . .deck
plague. ... . vague. ... .. beg think... .. ... .pink...... ... *“thenk”
poor. ... N...  .tour..... . ... .sore this. . ... . ..... kiss. . . . less
pour oL sore..... .. . poor $0. . feadhun- - 1-MOO. Lop 1N ... mew
pretty .. J Cooowitty oL ... Betty too............mMo0....... ... mew
program . N .. telegram. ... . .glum oot . . ...... ... boot........... cute
queerly_ . N dearly..... .. _barely true....... .... moo....... .. .mew
rather. . . lather. . ... ... other tune. .. .. .. \J . hewn....... .. soon
rid............bid........ . . bed two. .. ..... L MOO. ... ... ... Mew
mnse. ... ... prince... .....sense was........ \/ rahs........ .. . buzz
room... ... .. .whoni.. .. . fume wash. . ... . josh... .. . .  harsh
rool. .. .. ... ... boot......... .. foot went. ... ... .. dent... ... .. .dint
vout ... J . bout . . . boot what. . .. N dot...... ... C.rut
route V... boot.. . ... . bout when. ... .. pen.. ... ... ..pin
rude. . ... .. o food. o feud where. ... ... .. bear.. ... .. .. .whirr
rule... ... . . fool... ... .. mule which....... . .. iteh. .. .. .. . .etch
sent.. . ........ dent........ .. .dint whole...... . .pole.... ... . hull
seb. ... leti/,. o ace lit widl. .. . omill... . .....wool
shoe. .. ... L MOO. ... ... ... . Iew win..... .. .. .pla............pen
sure. ... .. N your. ... fur wish. ... ... . fish. . .. . . bush
smee. ... prinee. ... . ... fence very.......... . berry... ... hurry
sink. ... ... coopink.. “senk” worst|| ... N first. ... . ...nurse
S A= o e et YeS. 515 thi . aaleSSuiaaa . . kiss
slew . N moo...... . .. . mew you. ... ... .. moo...........Mmew
soot.... N . foot.......... boot your. ... .. tour......... . per
stew ... Nmew moo youth. . ... \/ ..tooth. ... . . smooth
such. ... .. A .duteh. . ... fetch
sutt 4. cute........ .. .boot [ Don’t drop the t.

T R

Ko e B I ]

10.
11.
12.
13,

ADDITIONAL WORDS

. Bogey (hogeyman) rhymes with fogy (an old fogy).
. Chic (smart) is pronounced shetk (Arab) not cheek or chick.
. Chute (laundry) is pronounced shoot.

Elm is pronounced as one syllable to rthyme with helm.
February is pronounced Feb'-roo-ary not Feb'-u-ary.

. Film is pronounced as one syllable not fill-um.

. Folk drops the I to rthyme with joke.

. Golf has the o in odd and the [ is pronounced: it is not gulf or goff.
. Height drops the g and h to rhyme with bite.

Honk (a horn) has the o in odd, not the u in hunk.

Hoof rhymes with proof and does not have the oo in foot.

Kowfow (to toady to) drops the w in its first syllable to rhyme with go, not eow.
Length thymes with strength, with the g pronounced.
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14. Logy (dull, heavy, tired) thymes with fogy (an old fogy).

15. Often is pronounced Off’-en without the 1.

16. Poem is pronounced Po’-em, not pome to rhyme with home.

17. Quote is pronounced kwofe, not cout, with the w sounded.

18. Roof rthymes with proof and does not have the “00” in foot.

19. Sophomore is pronounced Soph’-o-more, not Soph’-more.

20. Stodgy (slow. dull) rhymes its first syllable with Dodge (automobile).
21. Strength rhymes with length with the g pronounced.

22. Student rhymes its first syllable with mew and its last with dent.
23. Sword drops the » and is pronounced sord, to thyme with ford.
24. Tuesday rhymes its first syllable with fuse.

25. Wednesday rhymes its first syllable with lens.

26. Who drops the w to thyme with do,

27. Whom drops the w to thyme with boom.

28. Whoop drops the w and is pronounced hoop to rhyme with sfoop.
29. Whose drops the w lo thyme with snooze.

80. Yolk (egg) drops the { to rhyme with joke, not ¢lk.

The rhyming exercise is satisfactory for monosyllables, but coopera-
tion by two students is more efficient and more enjoyable for practicing
the correct pronunciation of more difficult words. Using a story such as
is told in You Don’t Say! Or Do You#*, one student can read the following
one-page chapter while his critic, facing him, can check on the correct
pronunciation, which is given on the reverse side of the page.

“Coming to the musicale tonight, Jim#” asked Peary. as they strolled along
the deck with Professor Bayard.

“Will they have any calliope or xylophone numbers?” grinned Jim. “I like
plenty of action.”

“It’s not very probable,” smiled the professor, “but if you want life and
movement, the Anvil Chorus. from Il Trovatore, and the stirring Soldiers’ Chorus
from Gounod’s Faust, should appeal to you.”

Scanning the program, he continued, “A string quartet offers Tschaikowsky's
Andante Cantabile, and the Chopin Berceuse. For the violin, we have Dvorak’'s
Humoresque and the Meditation from Thais: and the cello offering is the Song fo
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the Evening Star, from Tannhduser.

“If you like tenor solos, you'll enjoy Rudolph's Narrative, with its glorious
love motif, from Puccini’s La Bohéme. The soprano minnber is one of the most
beautiful melodies in opera—Knowest Thou the Land. from Mignon. I was fortu-
nate enough to hear it sung by Geraldine Farrar. There are excerpts, too, from
the opera twins, Pagliacet and Cavalleria Rusticana.”

“Didn’t they include the Sextette from Lucia#” asked Jim, adding. with a grin,
“I guess I know my opera.”

““After an hour of classical music.”” Peary said, laughingly, “you’ll probably
be so homesick you'll want Verdi’s duet, Home to Qur Mountains.”

1 E. F. Tilden, Melrose, Mass.
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(Accent the syllable printed in italics. When two pronunciations are allowable, they are
given in order of preference.)

musicale mew zih cahl not mew zih cal
calliope ca lie o pee not cal le ope
zylophone 2{ lo fone not zill o fone

Il Trovatore Eel Troh va toh reh not Il tro va tore
Gounod Goo no not Goo no

Faust Fowst not Fawst
Tschaikowsky Chi kof skee not Chay kow ske
cantabile cahn fak be lay not can tab ih le
Chopin Sho pan not Sho pan
Berceuse Ber serz not Ber soose
Dvorik Dvor zhahk not De vor uk
Thais Tah ees not Tha is
Tannhiiuser Tahn hoy zer not Tan haus er
cello chel o not cell o

motif mo teef not mo tif
Puceini Poot chee nee not Poo se ne

La Bohéme La Boh em not La Bo heem
Mignon Meen yon not Min yon
Farrar Far rar not Far rar
Pagliacei Pahl yat chee not Pal e ah che
Cavalleria Cah vahl lay ree a not Cav al lere a
Rusticana Roos tih cah na not Rus tih can a
Sextette Sex tet not Sex tet

Luecia Loo chee a not Loo sha
Verdi Vair dee not Ver de

Any person broadcasting over a medium that penetrates to the four
corners of the continent, however, cannot satisfy all his listeners in his
use of the king’s English. In this country there i1s no fixed standard of
pronunciation that is nationally recognized. 1f large bodies of educated
people are using a certain pronunciation of a word, that form is good
American usage and has a chance of becoming accepted in our national
speech. Correct pronunciation is like correet behavior, depending upon
the custom of the educated and conforming to public taste. If this doc-
trine seems to open the door to degraded pronunciations, 1t must be re-
membered that the so-called correct pronunciations have been accepted
upon the same basis. The dictionaries record the usage of large bodies of
intelligent and cultured users of speech. A degraded pronunciation of the
past decade may be the accepted form today. Dictionaries go out of date
as rapidly as the public accepts new standards. Possibly the only criterion
to which pronunciation should conform is set up by Whitman, “The subtle
charm of beautiful pronunciation is not in dictionaries; it is in perfect
flexible vocal organs and in a developed harmonious soul.”

A speaker should ask himself, “How shall I pronounce the word?”
and “How good are the reasons for pronouncing it some other way?”
In answering the first question, the speaker will consider two elements:



Radio Pronunciation 41

the placing of the accent and the sound of the letters, which may be
affected by their relations with other letters. Both the accent and the
sound element are of equal importance if the pronunciation is to be under-
stood by, and be pleasing to, the listener. Here the speaker will find his
first difficulty because, if rules are obeyed, the word may prove to be an
exception to the rule. Such rules found in dictionaries and handbooks are
confusing. It is better to study the pronunciations as given by the pho-
netic key in the dictionary and then to follow the crowd. A good diction-
ary will tell us what the majority say, what the correct fashion is—ex-
cept, of course, that the dictionary is always at least some years behind
time. Pronunciation also varies from district to district, from class to
class, from individual to individual, in proportion to the local, or social,
differences that separate them. Announcers must remember that the
intelligent listener’s ear is always right. Yet the pronunciation must
never be wholly wrong; it must be justified by authorities or by the usage
of the majority of the listeners who are to be pleased.

Notice that the best announcers will not add letters to the word that
>: they will pronounce the word as it
is spelled—“nothing” is not “nothin”; and they will not slur words into
one another—*“don’t you” must not be broadcast as “donchew.” Pos-
sibly these are not so much faults in pronunciation as laziness in the use
of lips, jaw, and tongue for articulation. Although on the stage “been” is
like “scen,” the American Standard and Webster's New International
decree “bin.” “Either” and “neither” give up that long 7 under popular
pressure in favor of long & and are “@ther” and “néther”; the public
likes to hear words its way. While the announcer is advised to use the
dictionary pronunciation that most closely conforms to immediate public
usage, he must not compromise to the extent of deliberate mispronuncia-
tion. Probably a neutral pronunciation is best, for, while “cement” may
be pronounced “sém’ ent” (as some authorities incline to prefer), such
pronunciation will be considered by the average listener as evidence of

are not in it—“1dea”’ is not “idear’

ignorance or affectation.

When the radio writer finds that he has included in his seript a word
whose pronunciation is difficult or doubtful, he should refer to a thesaurus
for a satisfactory synonym, because the announcer is rigidly bound by
the seript.

Classical Music.

Titles of musical compositions and names of composers should be pro-
nounced with the correct foreign intonations. The larger network stations
require of their announcers a knowledge of foreign languages. The an-
nouncers in smaller stations frequently have to rely upon the pronuncia-
tions given by the directors of their orchestras, who, it is presumed, have



42 Handbook of Broadeasting

a musical education or foreign training. The World Broadeasting Com-
pany sends out with its transeribed programs a pronunciation sheet to
be followed by the loeal announcer. Those who listen to classical and
operatic music are critical of the announcements and are familiar with
the names and titles; hence, the foreign pronunciations will not be foreign
to their ears. Regardless of the research done by the announcer and the
care with which he pronounces the foreign names, he will be criticized
by his listeners.

Foreign Names in the News.

Probably the news commentator faces more foreign names than does
the announcer of operas. The news commentator is speaking to a more
general audience, however, and it is permissible for him to Anglicize the
names of places mentioned. Few listeners would recognize the names of
cities in Europe if they were given their correct foreign pronunciation
—in fact, the foreign spelling in many instances is different from that
with which we are familiar. The announcer should be permitted to exer-
cise his judgment as to whether his audience will better understand
“Yenice” or “Venezia,” ** Florence” ar “Firenze.” In most cases all will
agree that the names should be spoken as they are spelled and pronounced
by the majority of radio listeners.

Foreigners in the day’s news, on the other hand, are best introduced
in their native pronunciation. It is only courteous to pronounce a man’s
name so that he will understand it himself. “Pierre” should not become

> when he is introduced to the radio audience. We are all inclined

“Peer’
to be rather fond of our names, and incorrect pronunciation of them is
decidedly distasteful.

Another problem that confronts the announcers is the matter of place
names. It is not enough that these men know the correet foreign pronun-
ciations of these names and phrases; they must know the Anglicized ver-
sion of them.

Regional Dialects.

[t would be well to preface any discussion of regional accents in
announcing with the following excerpt from N. Denison’s article, * Why
Isn’t Radio Better?”:!

Whatever its duties and obligations to the public may be, broadcasting in
America is a profit-making enterprise whose first necessity is to pay its way. The
broadcasting industry has a definite commodity tc sell. The most elementary law
of merchandising requires that the seller remain on good terms with the customer.

Y Harper’s Magazine, August, 1934.



Radio Pronunciation 13

The announcer is the salesman on the program. Thus he has to be very
careful not to create a feeling of antagonism. An easy way of doing this
would he for an announcer in a Jasper, Alabama, station to nse an irritat-
ing New England accent or even a pronounced Midwestern twang. As far
as some people are concerned, there is still a civil war on.

Emancipation of language is a throwing off of belittling localisms and a finding
of a common denominator. There is a very considerable difference of opinion
among speech experts as to the desirability of an absolute standard of so-called
speech. Many of the foremost authorities feel that it is far better and far more
practical to strive for a standard of accepted speech which will admit of slight
differences but agree in essentials and be easily understood throughout the
English-speaking world.!

Avoid local terminology that would be lost upon distant listeners.
That the top-line radio announcers do speak a common language greatly
impresses Kenneth McKean.

Despite the fact that their homelands may be hundreds or thousands of miles
I apart, the radio announcers have no local speech. . . . The pronounced localist
cannot get a job as radio announcer nowadays. It is speech which is a little of
everything, a speech which is perhaps a little different from that of any one
locality but which is strange to none. It is the American speech, and there won’t

be any other henceforth until the broadcasting systems decide to change it.

You will find that the most highly cultured people of America, England. and the
Continent speak very much the same, but that the speech of less cultured people

is characterized by provincialism in pronunciation and rhythm. American speech

is already the most geographically homogeneous in the world. Nowhere else in the

world can the same speech he understood by all, over so large an area, as in

‘ this country. Our dialects are nowhere found in the extreme variations character-
istic of other tongues. So the radio here is in a comparatively fortunate situation.

While the mere demand for uniformity for its own sake should not be pushed,

there seems to be no justification for catering to what sectional idiosyncrasies

! F()f speech do exist in this couniry. Strictly local stations arc inclined to cater to the
‘ dialect of their regions. Well-educated men may be chosen as announcers but. as
| they have been educated in the district they serve, they speak its language. The
audience must be sold and the best way to appease the radio customers is by
naturalness in dialect. This is to be found in the form of educated speech as

\applied to the dialect of the region.

Time was when the pronunciation of New England was thought to be
far superior to that of the rest of the country. This superstition, however,
is virtually dead. The persons who use the New England pronunciation
are relatively so few in number that they may almost be said to speak
a special dialect. The aristocratic period has passed; we are now on a
thoroughly democratic basis. Hoosier and Wolverine, Badger and Sucker

L F, Purell, “Radio and the Language,” Commonwealth, Apr. 10, 1929.
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may hold up their heads when they use their native vowels, and the
Southerners, who have always been justly proud of their beautiful speech,
need no longer take the trouble to defend it. Districts still guard their
local tendencies to dialect, and listeners may resent any effort made by
announcers to force them to standard usage.

The individual claims many birthrights, not the least of which is his
right to speak his language as, subject to the good will of his friends, it
pleases him to do; perhaps next in importance must be ranked his right
to think whatever he pleases of any style of speech that is different from
his own. Radio is bound to have some effect on the national speech. This
does not mean that the effect will be a standardization of speech in the
dialect pattern of one particular group, such as the stage. It means a
colligation of all the finest points of the speech of all regions. This would
seem inevitable. Speech is a matter of imitation; we speak as we hear it
spoken. It is only natural that we should gradually and perhaps uncou-
sciously evolve a speech containing some qualities of all the dialects
heard over the radio.
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CHAPTER 1V
Articulation, Intonation, Rhythm

Articulation.

Closely related to the subject of pronunciation is that of correct
articulation. The prospective radio announcer does well to practice
speech before a mirror, or to watch the lip, jaw, and tongue action of the
experienced announcer or singer, and then obey the rules for a pure and
distinct speech. If an individual has a definite speech defect, my advice
to him is to prepare himself to go into the sales or writing staff of a station
rather than to attempt to prepare for announcing or dramatic work. In
many instances, however, the individual with a slight fault can by
conscientious work not only overcome that fault, but build himself into
a better speaker than one who is not forced to work for perfection.

The eriticism frequently given in auditions is that a voice is thin and
nasal, that it has no depth. Such speakers are not originating their
speech at the diaphragm. A listener can almost “see” the generation of
the speech as he listens to the loud-speaker. The flexible lips, jaw, and
tongue are to be used to form the sound, but it must float up from the
diaphragm.

When the sound arrives at the mouth, the speaker should use his
articulating organs; otherwise the criticism will be that he is lip lazy,
that he has a tight jaw, or that his articulation is blurred. If the throat
fecls tight, open the mouth as wide as possible without stretching and
attempt to yawn. There is no better throat relaxation.

Lack of clarity through a gutteral or mixed quality of speech is some-
times caused through overtenseness of the jaw muscles. Since every
normal individual uses a clear strident tone when he is excited and shout-
ing, evidently the essential element is mental. Create a mental picture of
an exciting automobile wreek or of a football game. Get the vivid picture
well in your mind. Then describe the incident as vividly as possible. Do
not allow your excitement to decrease. Make it a short description at
first and increase its length with repetition. If you feel that your excite-
ment is decreasing, stop and start over.

Certain of the vowels, such as those in “way,” “cat,” “it,” and
‘my,” are formed at the front of the mouth. The same vowels in other
words and additional sounds arc created at the middle of the tongue, for
example, “above,” “but,” and “bird.” The location of the formation of
the letters can best be determined by “feeling”’ the sounds in the mouth.

46
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Pucker the lips for sounds that come from the back of the mouth like
those in “go,” “put,” “rule,” “hole,” ectc. Don’t be afraid to make faces
before the microphone—television is not yet here. Certain sounds require
Jaw action, such as those in ““father.” There is a tendency on the part of
the neophyte before the mike to tighten his jaws, with the result that
there is no richness in his articulation. Before going on the air loosen up
vour face. Waggle the jaw up and down repeatedly; do not try to control
its movements more than is strictly necessary to insure motion.

The microphone gives the speaker greater opportunity to speak
clearly, for it saves him from straining his voice into a twanging nasality
or from effort in the throat. Stage actors and publie speakers are apt to
strain and at the same time reduce the volume of their speech by the use
of the tongue, with the result that resonance is interfered with. On the
other hand, the person who first addresses the microphone and is im-
pressed by the necessity of modulating his volume will often be affected
by constraint and tenseness, which cause jaw tightness. The best articula-
tion results from freedom from all inhibitions and coordination of all
voeal controls: throat, nose, jaw, lips, tongue, and breath. The correct
use of these speech factors is best studied in a course in linguisties.

A low, well-rounded voice is one of the prime requisites of pleasing
speech: hence piteh and quality have an integral relationship. A high-
pitched voice is thought typical of a scolding woman; in a man it is con-
sidered effeminate. High pitch itself is not nearly so undesirable as the
quality that goes with it. The public does not object to high pitch as such.
It does object to the harshness of tone of a high voice and to the amplifi-
cation of this harshness that present broadeasting and receiving facilities
seem to produce. When we speak slowly we usually have a lower pitch
than when speaking fast and we are better understood. The overtones
may be removed and the quality improved by humming during practice.

I am very much in favor of social intercourse for radio announcers and
speakers. Each must develop a personality and the ability to project
this personality through the air. Those who are sueccessful at this will
find that they no longer merely read their copy. Be somebody; make
vourself a personality. Your voice reveals the personality you are. The
best radio announcers seem to be men who have seen something of life
and show it in their speech.

Sincerity is vital to the announcer as well as to the speaker. Compose
a speech of about 2 minutes on the subject in which you are most inter-
ested. If possible, make it a speech advocating a course of action. Try
to persuade someone to do something in which you have a tremendous
interest. It is best, at first. to have someone actually to talk to. Plead
violently. When you have succeeded in this, transfer the same feeling to
less and less interesting subjects. Bodily alertness is equally important.
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Before beginning to speak always breathe deeply, and use your body to
develop a sincere delivery. Mental alertness is the final step in this road
to vitality. A few minutes of stimulating reading, before speaking, is
good practice for gaining vitality, as is also an argument, mental or oral.
If mind and body are thoroughly alert and eager, if the speaker can feel a
burning sincerity (at least for the moment), and if he feels that he is
talking to someone directly, there is every reason to suppose that his
voice will be vital.

It is apparently no accident that so many singers have found perma-
nent employment as radio announcers. Singing by its very nature helps
to vary the pitch of the voice. Sing two or three songs a day, any tune at
all so long as it takes you a little bit higher or a little bit lower than you go
in ordinary speech. They try to speak the words of the song while remem-
bering the tune, much as Ted Lewis or Al Jolson do in their vaudeville
acts.

Your breath intake is very noticeable through the microphone, but it
will be less so if you are calm. Take a few deep breaths before you start
your radio speech. The radio speaker must know how to breathe and how
to control that breath. The breath stream must directly and clearly
contact the resonators of the mouth and at the same time form indirect,
but true, contact with the resonators in the nose and in the face frame.
Any tension or stiffness of the neck and head, any rigidity of the upper
chest and shoulders, has a tendency to produce harshness, thinness, and
rigidity of tone. Therefore breathing must be free and relaxed. At all
times the speaker must strive for freedom of the head, neck, and upper
chest. Any exercises designed for relaxing these parts will serve the
speaker in good stead, for once he is relaxed he can begin the business of
control—the business of learning to talk on the breath, rather than with
the breath. Learn to space your speech and do not attempt tosay too much
on one inhalation. Breathe freely, breathe normally, and breathe fre-
quently; do not exhaust your breath.

In certain words the articulation must be snapped out, while in others
the sound is prolonged. It takes longer to utter “see” than to chop off
“sit.” Practice the long vowels and consonants. Wriggling the nose will
help in the pronunciation of “news,” which is apt to be pronounced
“noose.” The yodler uses the correct method for pronouncing the
diphthongs that require two shapes of the mouth. “Way” is pronounced
wi-i”’; “my” is clearly heard when it is emphasized to “ma-i.”

In speech, as in many other social conventions, it is easier to explain
what disqualifies than what qualifies. It is easier to choose a speaker by
observing his bad spots than by noting his good ones. It is surprising what
an effect a small detail can produce upon the whole. Has he poor voice
quality ? Ts he too nasal? I's he monotonous (not giving a sufficient variety

Y3
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of voice pitches)? Is he drawling (not giving a sufficient variety of
sounds)? Is he slipshod (underarticulating t's and d’s)? Is he pedantic
(overarticulating sounds)? Is he clerical (using certain unusual details
of intonation) ? Does he speak from high up in the head, from back in the
throat, or from the nose? The acceptable speaker launches his volume
from the diaphragm and forms his sounds in a flexible mouth. Each vowel
requires a distinet shape of the mouth. Tongue, lips, and jaws are all used.
He is advised to practice vowels and consonants with spoken words and
in song to improve the articulation. “Nasal,” *‘thin,” “shrill,” “me-
tallic,” “twanging,” ‘‘throaty,” “muffled,” ‘‘growling,”™ *furry,”
“breathy,” “full,” “rich,” “free,” ‘“‘resonant,” “unobstructed,” and
“clear”” are adjectives used to describe various voices.

Rhythm and Intonation.

There is rhythm in all well-constructed speech. The easiest way to be
unintelligible in a language is to speak it in wrong rhythm. Rhythm, and
rhythm alone, is often the determining factor in intelligibility.' What the
English call the “American drawl” and what Americans call the “British
clipping of syllables” are in reality differences of rhythm,

Specch is an affair of rhythm and intonation, and these all have to do
with sound. Our speech has a clear-cut system of long vowel sounds and
short ones, and a very decided feature which we call the ¢
out knowing precisely what accent consists of. English speech is pre-
eminently a speech of strong rhythm, long and short sounds, long and

‘accent,” with-

short pauses between sounds, elear-cut vowels, and obscure vowels. Just
as there is a peculiar English rhythm, so there is, although we are not
generally aware of it, a purely English speech melody. We are so used to
it that we are usually oblivious of its existence and generally ignorant of
its nature. But it is there, and we are wide awake indeed when we are
suddenly presented with a speech melody that is unfamiliar. We sense it
at once; there is probably no aspect of this speech business to which we
are so sensitive as we are to this intonation factor. What we call ““ expres-
ston” in reading is really the finesse of putting intonations, accents, and
rhythms onto the bare words so as to make them resemble speech.

Rhythm requires thought, and, if the speaker thinks about what he
is saying, his thythm will be smooth. If he is reading, that material must
have been written with thought units varying in style and length. Do not
break thought units. Seek the most effective groupings of words by means
of gestures or tapping.

Criticism and Analysis.

The importance of a competent teacher to check on results and quality
cannot be overestimated. No person is comppetent to correct his own
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vocal faults. Even great singers take lessons occasionally. The student
should be encouraged to work by himself but this should never be allowed
to take the place of competent guidance.

The only way in which the radio speaker can get a convincing criticism
of his voice is for him to have an experienced teacher of speech analyze a
recording of his speech. The disc record permits him to make a short
cutting, listen to it, pick out the faults, and attemapt to correct them in
the next short cutting. A student is inclined to be skeptical of criticisms
by teachers of faults which are not obvious to him, but the recorded talk
will accurately deliver to his ear matters of articulation, enunciation,
pronunciation, and rhythm. The tone quality may not be perfect but
variation in tone will also be obvious. Such recordings may be taken home
and used for constant analysis.

Students of speech have found the magnetic tape recorder helpful,
inspiring, and enjoyable. With such a device the student delivers to the
microphone a 1-minute announcement or speech which is preserved as
local variations in the magnetization of a steel tape. By turning a switch
the recorded speech is immediately played back. At any word the voice
may be silenced for analysis and then the speech resumed as many times
as desired. Turning another switch erases the recording and prepares the
tape for a new recording. This method is admirably suited to practice
techniques, but the recording is not kept to evidence improvement.

A combination of recording equipment and motion pictures is used in
many speech classes to show to the student the use of lips, jaw, and facial
expression in perfecting enunciation and intonation. There is always a
problem in timing, but the results, even if imperfect, are worth the experi-
mental efforts of the teacher and student.



CHAPTER V
News Programs

There are many types of news broadcasts, each one presented in a
different manner and prepared in a different style. Probably the most
elementary type of news broadeast is the one presenting news of the
Associated Press, the United Press, or the International News Service.
These various services were originally organized to serve newspapers and
the items that come over the teletype are written in newspaper style
rather than radio style. Consequently. radio reporters find it necessary
to “process” such items, making them hearable rather than readable.
These reports are geuerally presented by the station announcer, who
concerns himself merely with the narrative news lead of the newspaper
article. Everyone experienced in the field of jonrnalism knows that this
news lead is an abstract of a whole news item, answering the ¢uestions
what, why, where, and when, who, and how. In the same category are
the news items transmitted by wire by the Trans-Radio News Service.
These items, however, are prepared for radio presentation and do not
require to be processed. In such programs news facts are given with no
comments of an analvtical character. Local news reporters frequently
endeavor to creale some conneetion or transition between items to make
the broadeast more unified.

Other sources for news inelude items which are lifted from newspapers.
This is a legal procedure, since stories have no property rights after
publication unless they are copyrighted. Items appearing in newspapers
under the various news-service headings and feature material are generally
copyrighted. In many progressive stations there are facilities for gathering
local news. Quite a number of my students at the University of Michigan
have sent to their home towns. in which there were radio stations, news of
the students from those towns who are attending the university. Such
service upon the part of the students gave them a contact with the local
station which was helpful after graduation.

Then there are the news eommentators, who take the news of the day,
relate it to happenings of the past and to those of the probable future,
and analyze its significance. These broadeasts are given in a less formal
manner by the speaker, who puts a great deal of his personality into such
presentation. The news that is presented by a commentator may be
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colored by his own attitude or by the policy of either his station or his
sponsor, if he is sponsored. Because listeners are tuning in on a program,
commentators usually save their most important item for second place
unless their news is preceded hy a lengthy announcement, An item of
national or international aspect is considered most important. The com-
mentator attempts to tie up today’s story with the news of yesterday,
forming a sort of “continued-story” effect which sliows how the events of
yesterday have led to those of today, and how these events may affect
polities or history of the future.

During the course of his program the news commentator includes
some human-interest stories. It is good practice to insert short, bright,
and fast-moving items between long news features. As the editor of the
invisible newspaper, the commentator must have a sense of what will
appeal to the greatest number of his listeners; weather is a subject of
universal interest. while financial statements will interest only a limited
class. As the radio listener has been taught to visualize what he hears from
his receiving set, it is difficult for him to jump from a New York item to
Paris and then back to Washington. The news commentator writes his
material so that the listener can visualize the scene, feel that he is an eye-
witness. The conversational news of the commentator is not so immediate
as that presented in press news reports. Some commentators speak ex-
temporancously from notes, cleverly changing their pace and pitch to
conform to the content of the items and to mark a change of subject.
There are news commentators who endeavor to lie their items together
regardless of their relationship: to do this sometimes results in monotony.

Frequently the news commentator will bring in a few lines of com-
mereial plug for his sponsor in the midst of his remarks. This, however,
1s a dangerous practice because the listener will feel that the important
news has been completed and will tune off the commereial, losing the
balance of the news. The better practice is for an announcer to give the
commercial plug at the beginning and at the end. If a plug must be given
during the news broadceast, it is better that the announcer’s voice be
heard so that the commentator may be freed of commereialism. The com-
mentator must not allow his items to cause alarm or anxiety for the safety
of friends or relatives of the listeners. The larger broadeasting stations
maintain their own ticker service, which is used as the basis for the manu-
script prepared by the local commentator. In many instances the com-
mentator will endeavor to bring in a personal touch by commenting upon
his own experiences in the country concerned in the news or his acquaint-
ance with and observation of individuals.

Also, there are the programs that deal with topics and personalities
of eurrent interest, given by ““columnists® who are not so much concerned
with the news of the moment as with anecdotes, inventions, or gessip.
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Some of them arc merely answering inquiries that have been mailed to
the commentator.

Another type of news commentator is the one who talks about indus-
try and what is going on within it. His material is of the feature-story
variety, and it does away with the requirement of a narrative news lead.
He dramatizes what he sees: thus it is best that he first see what he dis-
cusses. Frequently he is sponsored by the industry he describes.

News is dramatized in some programs, such as “The March of Time,”
“Farm and Home Hour,” and others.

Selection of News.

The great problem of the news broadcaster is that his program is a
daily feature and in many instances may run as many as threc times a
day. To be able to find material and new methods of presenting material
is a real problem. Most news commentators are former newspaper men
who have developed a sense of news values. Many of the news commen-
tators have traveled extensively or acted as war correspondents so that
they have a background that is helpful in presenting news in an interesting
manner.

The elements that enter into the selection of what is called in the news-
paper “front-page news” are the same for the radio commentator as
they are for the newspaper editor. Briefly these may be considered as the
conflict between man and other men, or with animals, things, ideas, or
the elements. There must be some sort of conflict. The second element is
the fact that people are always interested in placing themselves in the
role of the character who is making news. Consequently, an item about
an individual or in which an individual plays a part in the conflict is
better. News should be of interest to a widely separated audience, not
merely local in its character.

Undoubtedly the most important prerequisite for the selection of any
item to broadecast is that it be news, and that it be either significant or
have a human appeal. The radio editor considers whether the item will
have mass appeal or whether it is unusual. If the item is not of national,
international, or state interest, the broadeaster is concerned whether it
deals with the locale within the primary range of the station. If the per-
sons who are involved or the property are of sufficient importance, the
item has news value. Many stations and sponsors require that their
broadeasts combine information with entertainment and consequently
humorous and human-interest stories are interspersed between the more
significant items or are used in the conclusion of the broadcast.

In selecting news for broadeast, the reporter avoids disheartening and
frightening items which have not been authenticated. Items such as
threatened riots or unconfirmed reports of disasters are generally avoided.
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The United Press warns its radio affiliates to avoid “gruesome? stories;
rourt trials with unpleasant angles, particularly of sex; birth control,
unless handled with care; divorces, exeept those of famous personalities,
and with these the sex angle should be avoided; erime, only outstanding
rases, and then minimized; capital punishment, except that which has
resulted from trials that have been in the public eye. This does not mean
that all unpleasant cases or unpleasant items are discarded. It does
mean that as far as possible the radio reporter attempts to avoid being
an alarmist. This undoubtedly is the result of the radio’s whole-family
audience. Furthermore, in the selection of news the radio editor must
take into consideration that he may be held for libel, blasphemy, immoral
publication, contempt of court, or sedition, and select items to avoid any
such charges. The time of day when the news is to be broadeast influences
the selection of items: cancer, reptiles, false teeth are not topics for a
mealtime broadcast.

Of course, aceuracy is essential in the report of the news commentator,
for the newspaper seems to be a sworn enemy of radio news reports and
delights in any opportunity to point out the untruthfulness of such news
items. An inaccurate radio news item cannot be killed as it can be in a
newspaper, and a correction sometimes does more harm than the original
statement. The news selected should have a diversified appeal for both
masculine and feminine listeners. If the news is based upon some previous
report, it must be tied up with what has gone before. The commentator

annotl assume that the listener has heard the previous news report and
consequently must summnarize very briefly.

Writing the News.

Like all other forms of continuity for broadeasting, news must be
written for the listener. This requires that the reporter should always be
concerned with how his material will sound. He will find if he reads from
a newspaper that there are many words which are difficult to enunciate
and sentences that are so complex that they would be lost in the car of
the audience. He must keep in mind that radio news is told by a story-
teller and must be written in the form of an oral story. At the outset the
radio news reporter tries to get friendly with his listener; cousequently
the “yellow” or “shocker” story should not be used as an opening. The
news program is considered by all stations to be educational and in-
formative, but even the educational program must be entertaining to
hold the listener’s attention. In the preparation of news copy consider
the listener’s interest angle and attitude, not vour own.

As in other forms of radio writing, the sclection of just the right word
is all-important; because of the time limitation every word must have
real value from an informative or picture-producing standpoint. Too
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many adjectives are inadvisable, although simple adjectives frequently
make the seene more vivid. For instance, it is better to say. “It is a bit-
terly cold morning,” than merely, “It is a cold morning.” Verbs are
particularly helpful in portraying action and in creating a mental picture
and should be chosen with that in mind. Words with double meanings
should be avoided. The reader of copy can ditferentiate between two
words that sound alike but are spelled differently and have a different
meaning; however, this is not at all possible for the radio listener. If there
is the slightest chance of a misunderstanding, change the word, because
vour audience is decidedly eritical. Some words are hard to pronounce

<

over the air, particularly those containing sibilant sounds like “remi-
niscences.” If possible, a synonym should be found for this type of word.
This means that many expressive and descriptive words are eliminated
from the radio commentator’s vocabulary.

Some of the instructions given by news agencies to their correspond-
ents are equally applicable to the writer of radio news copy. Ifor instance,
the following hints from the United Press Service may well be considered:

€

Send something—don’t always “transmit” or dispateh ™ 1t.

Call a person, or persons, or a meeting—don’t always “summon” them.
Buy something—don’t always “purchase” it.

Leave some place—don’t always “depart.”

Act—don’t always “take action.”

IVill—not always “is going to.”

Arrest or Seize—not “take into custody.”

<

Show—don't always “display” or “exhibit.”

Gei—don’t always “obtain.”

“require.”

Need—don't always
See—don’t always “witness.”
Can—not always “is able to.”
Help—not always “aid” or “assist.”
Hurt—not always “injured.”
Break—uot always "‘fracture.”
Build and Building—not always ““coustruct.” “crect 7 and “eonstruction.”
Meet—uot alwavs  confer,” “‘convene,” or “hold a conference.”
o 3
Doctor—not always “physician.”

All regulations concerning offensive material, immorality, and ses
should be observed, and anything that is offensive to any race, sex, or
creed should be avoided. A word that has recently come into disrepute is
“blood.” In a recent broadeast of a prize fight, when one of the contest-
ants was given a bloody nose, it was announced that his nose was red.
Other words, like “bugs” and names of vermin, should be avoided. The
newspaper reporter is very much inclined to use stock phrases; trite ex-

pressions should be avoided. An interesting story about this practice is
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“Calloway’s Code” by O. Henry. Certain words are overworked; for
instance, “rush” is too frequently used in place of “hurry” or just plain
“g0.” Reporters and radio men consider that all kinds of motor cars are
“high-powered.” We are guilty of failing to differentiate between the
verbs “can” and “may.” There is some redundancy in news reports: for
instance, only a grand jury can indict and it is unnecessary to state that a
certain man was indicted by the grand jury. Transitional words and con-
nectives in writing are placed in the body of a sentence; however, for radio
they are generally placed at the beginning of a sentence. If they are placed
in the middle of the sentence, the thought is broken for the ear.

The broadcaster is particularly interested in making his program
sound like fresh news. The result is that he avoids use of the word “yester-
day” wheuever possible. He attempts to give the impression that the
action of the story is immediate. Various devices are used to accomplish
this purpose; fresh angles should be sought which will make the use of
the present tense possible. The radio listener is accustomed to bulletins
taken from the wire and expects that all news is of the moment. On the
other hand, use the word “today” sparingly. particularly in the opening
sentence, and do not repeat it in various items. Expressions such as *this
morning,” *“this afternoon,” and “during the day,” may be used, or the
same expression may be created by using the present tense. If the verb
n the present tense denotes action, this also gives the item more timeli-
ness. Of course, if the event is decidedly over, the past tense may be
used.

The newspaper report, with a narrative news lead answering the six
questions (what, why, when, where, how, who) is too complicated for the
opening of a radio news report. Do not try to give too much information in
the opening sentence. The best policy is to permit the listener to get the
setting before proceeding to the important part of the story. If you pile too
many details into the first sentence, the listener gets lost. Don’t start off
with an unfamiliar name. It is wise to give the source of the information
quite near the start in the body of the report, rather than as a date line for
the story as it appears in the newspapers. Some stations attempt to make
transitions between the different sources of material. Either an announcer
will come in and state “News from the nation’s capital,” “The state in re-
view,” “*Now to foreign shores,” or the commentator will in some like way
transport the listener from locale to locale.

Many newspapers resort to extreme caution in presenting items by
using some such phrase as, “It was learned.” There is no point in this
because it implies that the reporter is not sure of his facts. He should be
certain of his facts. However, during the European war news is being
censored by the warring nations, and much of it is propaganda, with the
result that the source or the authenticity of the item should be com-
mented upon. Another style that is in bad repute is the use of the words
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“quote” and “unquote” in reporting an interview or speech. The radio
writer should compose the material in such a way that these expressions
can be avoided. It can be done by introducing the quotation with such
words as “what he termed,” “what he ecalled,” or “he said.” The com-
bination of the writing and of the delivery should make the listener under-
stand that the announcer is really quoting. Using pauses just before the
quotation and at the end of the quotation will to some extent take the
place of quotation marks. If the quotation used is a long one, the source
should be inserted again in a different form, sometimes in the middle of the
sentence, sometimes introdueing the sentence.

Make the various news items short. Not even the biggest news story
is worth much more than 500 words. The radio listener likes variety and
is disappointed if only a few items are given to him by the broadcaster.
It is difficult to hold the attention of a listener on any single subject for
a great length of time.

As a general rule short sentences are most desirable in the writing of
copy: however, they can be overdone, resulting in jerky or choppy de-
livery. The writer should strive for smoothness and rhythm. The rhythm
style enables the announcer to get a swing into his delivery. It is possible
even to forget rules of grammar because some of radio’s most expressive
statements are descriptive phrases rather than complcte sentences.

Be careful in using relative pronouns; there must be no doubt about
their antecedents. For the later tuner-in it is better to repeat the person’s
name or the place. Clarity is important. Don’t trust announcers to pro-
nounce difficult words and phrases properly. News copy is not completed
until a few minutes before it is put on the air, with the result that the
speaker does not have the opportunity to study the copy and audition
it. Make use of the apostrophe—use dashes freely: they are effective in
radio writing for setting the pace and emphasis of the announcer. In
handling figures do not write $25,000,000, but write it out in full in the
copy, 25 million dollars, for then the announcer cannot go wrong. It is
best not to use exact figures; put them in round numbers, even if you are
guilty of a slight exaggeration. Do not bother with ages in broadcasts
upless they really play some part in the story; in death stories older
listeners. however, like to know at what age some other person dies. Full
names of well-known people are not necessary; use their common identi-
fication—Father Coughlin, Colonel Lindbergh. In the case of senators or
representatives, name the state they rcpresent. Don’t put out stories
about local accidents in which vietims are unidentified. Of course a major
catastrophe constitutes an exception to this rule. In processing a wire
report for the air, do not deviate from the facts contained in the wire
story. For the best and most complete exposition on the subject of radio
newscasting read Journalism on the Air by Dowling Leatherwood.!

1 Burgess Publishing Company, Minneapolis, 1939,
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Presentation.

Unless the news commentator is introduced by name, it is advisable
for him to open his program with some sort of greeting—*“Good evening”’
or “There is important news today ™ or some other such phrase. A person
does not ordinarily walk into another’s living room and immediately start
to talk. Personally I do not care for the greeting, “Hello, folks,” or the
use of the word “folks” in a greeting. The greeting must not be too
familiar. While subtle humor which results from a clever choice of phrase-
ology enlivens the program and brings lightness into it, the commentator
should never allow himself. to be considered silly. Sarcasm and irony also
are dangerous and are frequently misunderstood. The news commentator
is presenting facts, and he should sound as though he considered these
fucts worthy of the attention of his audience.

The news broadeast is very brief, and, in order to create hetter rela-
tion between the broadeasting station and the newspaper, the broadeaster
usually states that the listener should read his local newspaper for a com
plete report.

The news commentator should present his material in a elear manner
without making any attempt to force his opinion upon the listener. It
is wiser to lead the listener to the same point of view, and compliment
him at the same time, by allowing him to reach his own decision. The
“newscaster” is a real personality and consequently he should project
that personality. News commentators usually develop the personal
style that creates for them friends and listeners and makes their programs
distinetive.

To announce a transition from one news item to another, the speaker
should pause briefly, change his voice slightly, or announce the transition.
Frequently it is good practice to present the news in the style that one
person might use in telling it to someone he does not know very well.
Crime stories are seldom broadcast unless the erime is one against the
public. A ¢rime of passion committed in the slums or underworld has
little value as news to the radio listener. Certain stations have definite
policies forbidding unnecessary injury to any person’s feelings by the
spreading of news. Stations are inclined to he unbiased in political atti-
tudes but news commentators frequently imply their personal bias.
Sponsored programs, however, may be influenced.

The speed with which some announcers speak is greater than most
people would guess, anywhere between 150 and 240 words a minute.
However, delivery is very deceptive inasmuch as some announcers dash
along and then waste scconds upon unimportant transitions. Frequently,
those whose delivery sounds slow will put more words into a minute than
the speaker with the machine-gun type of presentation. Placing emphasis
upon every final syllable, giving it a slight accent whether it truly should
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have a final accent or not, will enable the deliberate speaker to cover
ground. The average is about 2500 words on a 15-minute program. Too
rapid delivery of news copy is unsatisfactory to the listener. While people
hear at the average rate of 160 words a minute, they are accustomed to
reading news a little less than 100 words a minute. If the news delivery
is too speedy, the listener has little left at the end of the report but a
mixed impression that somebody did something somewhere. The listener
does not have an opportunity to absorb rapidly delivered news.

H. V. Kaltenborn recommends that the student read the novels of
Defoe, The Copeland Reader, and the King James version of the Bible
for style. The hest advice to the would-be commentator is to develop a
personal plan or credo that will conform to and establish his personality.
Study the radio public and cater to it. The listener is always right.

Regulations Regarding News Broadcasts.

The provision about news broadcasts included in the Code of Self-
regulation of the National Association of Broadeasters reads:
»

News shall be presented with fairness and accuracy and the broadcasting
station or network shall satisfy itself that the arrangements made for obtaining
uews insure this result. Since the number of broadcasting channels is limited.
news broadeasts shall not be editorial. This means that news shall not be selected
for the purpose of furthering or hindering cither side of any controversial public
issue nor shall it be colored by the opinions or desires of the station or network
management. the editor or others engaged in its preparation or the person
actually delivering it over the air, or, in the case of sponsored news broadeasts,
the advertiser.

The fundamental purpose of news dissemination in a democracy is Lo enable
people to know what is happening and to understand the meaning of events =0
that they mayv form their own conclusions and, therefore, nothing in the fore-
going shall be understood as preventing news broadcasters from analyzing and
elucidating news so long as such analysis and elucidation are free of bias.

News commentators as well as all other newscasters shall be governed by these

provisions.

The policies and standards of the National Broadcasting Company
regarding the broadcasting of news have been set as follows:

All standards of the company apply to news programs. Specifically, the

following standards must be followed:

1. All news shall be reported from an unbiased, non-partisan viewpoint.

2. News shall be treated factually and analytically, never sensationally.

3. News announcements involving crime or sex shall be avoided unless of
national importance.

4. News shall not be broadcast in such a manner as might unduly create
alarm or panic. No flush stories about accidents or disasters shall be broadcast
until adequate details are available.
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5. No suicide shall be reported, except in the case of a nationally known
figure.

6. No lotteries, gambling odds or similar information shall be broadcast
which might tend to cause listeners to gamble on the outcome of an event.

7. No libelous or slanderous news is permitted.

8. The news announcer shall not deliberately distort the news by any in-
flection of the voice.

9. Fictional events shall not be presented in the form of authentic news
announcements.

10. No legal or medical advice is allowed in news broadcasts except when it is

an essential part of legitimate news from official sources.



CHAPTER VI
Sports Programs

There are various kinds of sports programs. There are the on-the-spot
broadcast of an event, the descriptive account based upon telegraphic
reports, the after-the-event résumé, the dramatized sports program, and
the straight recapitulation of wire news; there are also combinations of
these. The type of broadcast which attracts the largest number of listeners
is a running description of a sports event which is taking place at the
very moment that the news comes over the air. Examples are
broadeasts of football, baseball, hockey, and basketball games, tennis
and golf matches, track meets, boxing bouts, boat races, and wrestling
matches.

Of these, hockey is the most difficult to broadeast and rarely is done
well. It is such an exceedingly fast affair that the man at the microphone
is almost always behind the action. The other extreme is baseball. Taking
advantage of the fact that he has all the time in the world between pitches,
the commentator employs a slow delivery and uses a great amount of
fill-in material. The baseball game is comparatively easy to broadecast
because there are few line-up changes after the scason starts. Fans are
extremely critical if you err. Describing a basketball game requires a
thorough knowledge of the game. The broadeaster must have a very fast
speech rate and excellent eyesight. Aside from naming substitutions, the
“spotter” does not help much. Obviously, the spotter is useless also in
describing a boxing match. Knowledge of boxing is necessary for broad-
casting, since motion pictures of big fights are exhibited widely and
listeners can check up on any important radio error. A speedy delivery
is also called for. Football is not difficult to broadcast because of the
exceptional facilities in press boxes and the extensive pregame prepara-
tion. A spotter is necessary. The same man usually does color and play-
by-play, so wide-range vocabulary is needed. A tennis match is diflicult to
broadcast, for the strokes are difficult to call and possess technical names.
A combination of a thorough knowledge of the game and the ability to
fill are essential qualities in the announcer. Golf reportage is also difficult.
There is such a long time between strokes that a tremendous amount of
ad-libbing is necessary. Furthermore, the voice has to be controlled
so that it will not annoy the players.

61
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The Sports Announcer.

There has been an idea that the sports announcer should be an athlete
who has participated in the sport he is describing. One of the outstanding
professional football players of the day has expressed a desire for a college-
trained football man to announce programs; on the other hand a famous
coach says that it is dangerous for the sports announcer to have too much
knowledge about the game because he is inclined to get ahead of the play,
and, instead of talking to the average fan, give a more technical explana-
tion which might be understandable only to the football player. Un-
doubtedly a good background knowledge of sports is essential; but the
knowledge of how to dramatize the voice, to pick vivid, descriptive words
quickly, to keep on giving information in the midst of excitement, and to
inject the thrill of the game without hesitation into the microphone are
more essential than previous participation in the sport.

A would-be sports announcer would do well to learn all that he can of
the different sports that are broadcast. The rules and requirements of the
games must be thoroughly absorbed. He should study the phrascology
that is distinctive of the game or sport, which he may use in his broadcasts
if it is generally understood by sport fans and by the average listener. The
sport pages of newspapers written by experts will form his textbook, for
they will give him a diction that is picturesque and a style that is speedy.
He should study the history of sport and of those who have participated
and gained renown. He must know the signs or gestures used by the
officials to signify penalties, etc. But most of all, he must never forget that
he is not watching a game for his own amusement, but is reporting it to
listeners who are hanging on his word description.

When the announcer has received his assignment, he should go to the
scene of the contest well in advance of the event. There he will pick up
all the gossip about the game that he can. He will absorb local color,
stories about the participants, and the history of the competition. He
should find out what selections the band will play in between halves, so
that the network will not be caught with an uncleared tune, and he
should otherwise anticipate any difficulties that might arise before or
after the program. If he is to broadecast a football game, he will get ac-
quainted with the players, watch their practice, learn their formations,
discover what plays are used under given circumstances. The sports
announcer is generally trusted by the coaches and is provided with the
records that have been brought in by scouts who have watched the
opposing team in action. If possible, the announcer will attempt to get
the coach to tell him of any radical departures from the normal style of
play, so that he will not be unprepared. Ted Husing arrives nearly a week
hefore the game and has even practiced with the teams. All this prepara-
tion gives him confidence.
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The announcer is supplied by the college publicity departments with
material concerning each player. his age, weight, experience, class in
college, where he played in preparatory school, home town, and position
on the team. From this advance information he prepares his opening
account to be used before the game, the filler material to be used between
halves, and short fragments to be used when time out is taken. This is all
the material that is written in advance of the program. When the whistle
blows for the kickoff, the announcer is on his own. His tongue and mind
must be as quick and as true as his eyes. Some colleges supply a tabulation
of the game to the announcer immediately after the final whistle which he
can use for his summary; other announcers have a man with them who
tabulates the game as it progresses. This tabulator usually is capable of
announcing his findings and in this way relieves the announcer.

When the day of the game arrives, the announcer, who alone is
responsible for the broadcast, tests his mikes and his lines. instruets his
technieian, sces to it that he ean observe the play upon all parts of the
gridiron from his booth, selects locations for additional mikes to pick up
the bands and crowd noises. He then mingles with the college crowds and
blends into the college spirit. He generally is provided with two spotters
who ean identify players on both teams by their walk or mannerisms, as
well as one to wateh the officials. These assistants can immediately give
the announcer the names of the player carrying the ball and of the one
who makes the tackle, as well as the names of other players who have
taken important parts in the play. The third spotter will have a series of
cards upon which are printed the penalties and rules. These cards are
handed to the announcer for his use when occasion demands.

As the broadcaster takes his seat to begin work, he makes a mental
calculation as to the dramatic possibilities of the pregame description.
He decides on how much time he will be able to devote to the various
subjects. He roughly allots a certain amount of time to the weather, the
spectators, distinguished guests, and perhaps music, cheering sections,
and the like. He calculates a certain length of time for anmouncement of
the personnel and sets aside the last 2 or 3 minutes for the commereial,
the anticipated high light of the contest, and the opening play. It is
customary to start a sports broadeast several minutes before a contest is
scheduled to begin. This permits the observer to get the scene.

The whistle blows as the announeer has worked his audience up to a
climax of suspense. He adopts the present tense in his account. He must
place himself in the position of vne viewing the game and describe it to
his unseceing audience. He must assume that in his audience there are
those who are interested in the technical details of the play as well as
those to whom the dramatics of the contest hold the greatest interest.
The announcer at a football game coneerns himself with only four things
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-—who is carrying the ball, what sort of play it was, who made the tackle,
and how far the ball was advanced. These four things must be answered.
Other descriptive material may be included, but if these four questions
are answered the listener can always locate the ball upon his imaginary
field. The description should reach the ear of the listener as if the play
were in progress as it is described. The play may be completed but still
the present tense is used to denote action. Instead of saying *‘Harmon
tried to go around right end,” he says, “Harmon has the ball. He is going
around right end.” At times the announcer may use the progressive
present tense; for instance, a quarterback fades back: “Evashevski is
falling back. He is going to pass.” But when the man is tackled the
tense is changed to the past.

While the announcer is familiar with the plays to be used between
teams, he should never get ahead of the play and forecast any type of
play because he cannot be absolutely certain just whal is going to happen
upon the field. His forecast of a pass or a kick, however, will convey to the
listener the impression of the eyewitness, and, even if the play is changed,
the same suspense is created for the listening rooter as for the fan in the
stadium. It is essential that the sports announcer be sure of his facts
before he impresses them upon the listener. He may know that a certain
formation is used for an end run, and as a result he may start off on a
description of the haltback dashing around end, only to find that the ball
carrier has discovered an opening and is plunging through center.

Telling what is going to happen has its dangers. Something is likely
to go wrong, plans may be changed, or the observer may be deceived.
In such cases he must admit that he was wrong in his prediction. An-
nouncers have been severely criticized for frequent inaccuracy in their
statements of what is about to happen. But the dramatic value of letting
the radio audience share the same speculations as are held by those in
actual attendance probably more than makes up for the apparent error.
The commentator has introduced the element of suspense, and, in
addition, the factor of surprise. It is contended that the play which follows
is more thrilling to the radio listener by reason of the very fact that he had
been misled in his expectations.

The announcer at times, however, will have opportunity for using the
future tense. He may go to the point of predicting an action. The truth is
that he is not guessing. He prophesies only when quife certain that such
action will take place. For instance, he might say, “It looks as though
Feller will walk Dahlgren to get at pitcher Gomez.” From the standpoint
of dramatic production the prediction possesses an unusual significance.
It creates an element of suspense, one of the first essentials of showman-
ship. It gives the radio listener a feeling of being on the “inside,” an
intensified interest in what is to follow immediately thereafter. It arouses
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his curiosity as to the outcome of the predicted play. This practice of
preparing the listener for something about to take place, or something
which appears likely to take place, is an accurate reflection of what is
going on in the minds of the rest of the spectators.

It has been said that sports announcers should be entirely neutral,
showing no bias for either team. The danger of this requirement is that it
makes the broadcast neutral, with no life, no interest. It is wiser for the
announcer to be decidedly biased for both teams. Always give credit
where credit is due but never condemn. If a runner is on his way to the
goal line and the safety man is easily side-stepped, emphasize the skill
used by the runner rather than the failure of the tackler. Every boy on
the team has friends or parents whose feelings would be hurt if his poor
playing were broadcast. Furthermore, injuries should not be emphasized
since this would worry parents and relatives who are listening.

The sports announcer should remember that his listeners are those
who wish they might be in the stadium. They want to watch the game.
enjoy the crowd, see the color of the event. No one keeps his eyes on the
players steadily for 60 minutes. The fan is amused by the anties of cheer-
leaders, by the activity of the officials; but these interests, while impor-
tant, are subordinated to the progress of the game. Weather is important
only as it affects the play. Distant landscape must not be described with
the ball on the 1-yvard line.

Announcers believe that their voices must not reflect undue excite-
ment or put in thrills when there are no thrills. The delivery is important
but the announcer must remember not to be unfair to his audience—not
to be calm and dispassionate in an exciting climax, or to shont about a
I-vard gain in the center of the field.

‘In the excitement of a play a listener may lose track of the advance
of the ball; hence it is frequently good practice when time permits to
repeat the essential details of the play. A résumé of the play may be
given between halves.

In sports broadcasting, the observer usually works very close to the
microphone, his mouth within 4 or 5 inches of the instrument and a little
above it. This position enables him to see over the microphone and to
shield the instrument with his head and body from the noise of the crowds.
As his voice increases in volume, he turns his head, or backs away from the
microphone. At a distance, or with his face turned aside, he may be able
to put on all the lung power he possesses without danger of ruining the
effect. What comes out of the loud-speaker in this case is the sound of a
man actually shouting.

A second factor in the creation of an atmosphere of intense action is
changing the pitch of the voice. It is quite a natural thing that the an-
nouncer should raise the pitch of his voice as well as the volume to
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express excitement. The listener associates these changes in tone with the
rause for them. When he hears a high-pitched voice, he immediately
senses excitement. The atmosphere of stress can be supplemented in the
use of staccato sentences. Long sentences indicate unhurried preparation
and mature consideration; short sentences denote motion and speed,
giving the impression that the speaker must hurry to keep pace with the
proceedings.

It is desirable to sum up at frequent intervals just what has happened
up to that time. This may be done by stating the score, or it may be
enlarged to a detailed deseription. In most sports—baseball, football,
boxing, and tennis—there are interludes in which changes are being made
in line-ups or in positions on the playing space, time outs, or rest periods.
There is opportunity for summing up the sitnation at such times.



CHAPTER VII
Impromptu and Extempore Speech Programs

I have a feeling that impromptu and extempore speaking is neglected
by the student of broadcasting, as well as by the teacher. One of the out-
standing news commentators visited my classes and pointed out that there
are many programs being presented which require the ability to speak
spontancously. Such programs as the round table, forum, interview,
man-on-the-street, early-morning variety program with recordings, on-
the-spot broadcasts, and some of the news-commentary programs require
the broadcaster to be a fluent and spontaneous speaker. The art of an-
nouneing has become so standardized that at present one small bit of
impromptu radio specch can be detected and frequently is a welcome
relief if well done.

For these types of program a good voeabulary of descriptive words,
particularly action verbs, adverbs, and nouns is essential. The impromptu
speaker must have a good cultural background, for he is not forgiven for
mistakes in grammar, pronunciation, or diction. The speaker in every
instance is required to have excellent powers of ohservation, to be able
to see ahead while he is talking about something that he has previously
observed. In too many instances the broadeaster is inclined to “hem and
haw?” while he is groping for a word that he feels will convey the correct
impression to the listener. In such unprepared programs there must be no
dead air, although bricf pauses undoubtedly will make the material sound
more conversational. These pauses will be shorter than they would be if
the speaker were conversing with a visible andience. Quickness in thought
and expression are equally vital. Perhaps one of the best practices to use
in the preparation for this type of broadcasting is talking to onesclf,
particularly describing things that are being seen.

Another requirement for such extempore and impromptu programs is
an ability to time the material to be presented. The program will run for
a definite period, and the broadcaster must time himself so that he will
have rounded out his material, summarized if necessary, and come to a
satisfactory conclusion at the second that he goes off the air. L find it
excellent practice when called upon to deliver a talk to inquire of the
chairman or toastmaster how long 1 am supposed to talk and then to
make every effort to stop on the minute. During the German campaign
in Norway just following the Russian invasion of Finland, a historical

67



68 Handbook of Broadcasting

commentator was to give a half-hour program on these two campaigns.
We desired to record his talk but could record only 15 minutes on each
side of the dise. T asked him to make a break in the middle of his talk
long enough for us to turn over the record and start the recording of the
second 15-minute period. He agreed to complete the Finnish situation in
1313 minutes, take 1 minute for transitional comments, then start in on
the Norwegian campaign. Despite the fact that he had no notes or manu-
seript, he came out practically on the second, an excellent example of
timing of an extemporaneous program. I place my students before the
microphone with one of those 8-minute glasses made for the timing of
boiling eggs and tell them they are to talk until the sand has dropped to
the last grain into the lower chamber and no longer.

One of the faults evident in the impromptu speech of the novice is the
repetition of certain phrases and words that pierce the ear of the listener.
Some speakers, masters of ceremonies, man-on-the street interviewers,
are inclined to start their sentences with an ejaculation or connective,
in most instances, “Ah,” because they have not definitely formulated
ideas about what they intend to say. It is much wiser to be silent for an
instant while the sentence, expression, or thought is developed. Possibly
good experience in smooth delivery can be obtained by the practice of
dictating to a stenographer.

It the program is a commercial one, the announcer is constantly
aware of the fact that he must smoothly lead into the commercial an-
nouncement from his impromptu speech. Many masters of ceremonies
have before them a page or two from a serapbook in which they have
pasted short stories or sayings which they hope will fit into their program.

Public Events; Special Features.

Announcers are frequently sent out upon remote-control pickups when
the station manager feels that public interest in the event is adequate.
From the skies the announcer will give a running account of a trip in an
airplane or dirigible; from the depths of the sea his voice will come from a
submarine. He describes vividly a flood from the banks of a raging river
which furnishes sound effects, or from the shore of the sea he may bring
all the thrill of a rescue from a burning ocean liner. Listeners can hear the
crackle of flames and imagine the smell of smoke as the announcer carries
his mike close to a burning building; they hear the bands and tramp of
fect as a parade passes by a microphone in the reviewing stand. These
announcers must have eyes that see what the public will be interested in,
vocabularies that contain the most vivid and concise descriptive words,
and tongues that wag conversationally and constantly. Such announcers
experience all the excitement that comes to the newspaper reporter, they
face danger, they must be alert to act in emergencies. It is their job to
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induce public characters to speak to the mike, to obtain the best place-
ment for their equipment, and to satisfy the endless curiosity of the
listener. These announcers work without manuscript, although they may
have notes which will give them facts that are pertinent to their broad-
cast. They are the war correspondents of the radio and consequently
must not only have all the qualities of a good announcer and of an excel-
lent reporter, but must have a physique that will stand up under the
strain and under the conditions in which they work.

Round Table.

Since it is the aim of the radio program containing information to
come into the home in the form of conversation, it is a good idea to project
more than one person into the living room of the listener to discuss proh-
lems of the day. The radio listener cannot talk back but he finds that the
radio discussion is more natural if there is a give and take of opinion by a
group of radio speakers. This type of broadcast is the round-table dis-
cussion. Probably the outstanding example of the round table is that
conducted by the University of Chicago (sce Fig. 16). In Cleveland the
round table was used very satisfactorily and was an outgrowth of Stewart
Sherman's “Conversations” in the .ltlantic Monthly, which ran many
vears ago.

The purpose in these spontaneous discussions is to permit the exchange
of ideas, to attempt to arrive at some solution of a problem, and to avoid
the formality of a lecture by using conversation. For some topics it 1s
wiser to start the listener thinking, without arriving at a conclusion for
him on such programs, by merely fading out the speakers, leaving the
idea dangling before the listener. In order that this conversation may be
natural, those who are participating in the round table do not prepare
their parts in written form but merely outline the course of the discussion
aud the attitude that each participant will adopt during the period of the
round table. In order to avoid any hesitation or divergence from the
topic being discussed, the program must be discussed and an outline
constructed with various parts assigned. The introduction may be written
by the leader of the round table and the outline showing the various
subtopics, together with the individuals who will take up these subtopics.
is in written form before the participants as they sit down at their round
table. In order to observe the time limitation, it is advisable to show in
this outline the time that is to be allotted to a discussion of each of the
points. The leader also may have his summary written out, which 1s
prepared after the rehearsal.

Usually three people will participate in a round-table discussion. Two
of these will be experts holding different views or attacking the problem
from different viewpoints. The third should be an intelligent layman
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desirous of information and questioning the opinions of the two experts.
It is advisable to identify the various speakers at the very beginning of
the discussion. Their questions and comments should also give their
attitudes toward the topic. In order that their voices may be linpressed
upon the listencr, they should be addressed by name for the first few

Y e -

Frg. 16.—University of Chicago round tahle. Notice that this is triangular and pyramid
in form, thus bringing the speakers closer to the microphone, which is located at the apex
of the table, and permits the placing of memoranduns. (Plans and specifications may be
obtained from the University of Chicago.) Professors Louis Wirth, Hugh M. Cole, and
Quincy Wright, of the University of Chicago, discuss a problem of national defense with
Nathaniel Peffer, Columbia University professor and expert on Far Eastern affairs.

minutes of the discussion. This requires a variety in the form of salutation
in order that the discussion may sound conversational. The round table
is designed to present clashes of opinion and to bring out different points
of view, and yet it must arrive at some conclusion. It must not be merely
talk but must be organized skillfully before the program starts. There
cannot be too-detailed discussion of any subtopic, and, while an individual
may be assigned a subtopic in the outline, there is no reason for him to
monopolize the discussion. It is incumbent upon the person to whom the
subtopic has been assigned to see that there are no pauses while that
topic is being discussed. In order to keep up the spontaneity of the con-
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versation, the leader should know the attitude of the various participants
and point to one or to the other when he desires an opinion concerning
a point raised. In order to make for the greatest realism, the expression
of personal opinion should not be hampered. In order that the listener
may gain the impression that he is to listen to a conversation, the program
may be faded in. This requires the speakers to be discussing some unim-
portant topic as their voices gradually become audible.

Each round-table group may adopt its own signals to be used to
indicate the procedure of its discussion. At the University of Chicago a
raised arm is a sign that the person desires to speak on the topie, and
courtesy demands that he be given an opportunity. The leader may
indicate that he desires an opinion from a member by pointing his finger
at that person. Pointing the palm of a hand at a speaker indicates that he
should cut his discussion short. The announcer of the program should
iuform the group by means of some sign when the time is drawing short
so that they can work to a conclusion. The conversation may, by its
phraseology, indicate that one of the participants should come in and
discuss a point. The great problem of this type of broadeast is the possi-
bility of vague, aimless talk which serves only to confuse and bore
listeners, and the solution of this problem is to have competent people
who are sure of themselves and of their subject and who are willing to
express forceful opinions.

It is well to develop certain personalities if the round table is to be a
continuing program, to retain at least the leader for the entire series,
and to bring back speakers frequently to the radio ears. The topics that
may be discussed include problems of the day in politics, economics,
literature, education, or religion.

Radio Interviews.

The radio public is interested in interviews because of the human
instinet to eavesdrop upon the thoughts of others. In fact, it is not esseu-
tial that the interviewee be a celebrity, for the radio listener finds inter-
esting the comments that are given by the man-in-the-street who is
stopped by an inquiring reporter. The interviewer must have an idea of
what the average listener would himself like to ask the individual. He
must have natural curiosity and visualize himself as the average listener.

Interviews are never rehearsed in advance of the broadeast. The
interviewee is asked to suggest certain questions that he would be willing
to discuss, but it makes for greater interest and spontaneity if the ques-
tioner does not know the inquiries in advance. The interrogator, however,
must use good judgment and diplomacy in the selection. It is good
practice to sit down with the person to be interviewed at a table upon
which there is a microphone and talk with him in advance of the program
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in order to get him into the conversational mood and to ascertain his
attitudes. This puts him at ease and eliminates the probability of ‘“mike
fright.” When the broadcast starts, the interviewer will introduce the
victim and ask questions, which will also tend to introduce him. It is not
a bad plan to ask some rather light, frivolous questions that may start the
program with a spurt of humor, for this puts the interviewee at case and
pleases the listener. It is essential that there be no pauses of any length;
consequently the person who is doing the interviewing must be alert to
discover leads it the answers he reccives. Probably the first few minutes
of the interview will be devoted to less serious discussion in order to
brighten the subject and to encourage the interviewee to articulate com-
fortably. There s a tendency to allow the interview to become argumenta-
tive, but this should be avoided because it makes the interviewer express
his ideas, which are not of importance. The interviewer must remember
that he is not interviewing himself. His job is to ask stimulating
questions, not to supply the answers; to bring out the interviewee's
personality, not his own. Do not try to influence the speaker by leading
questions. The man who is important enough to be interviewed has
something interesting enough to appeal to the listener. Try to dig down
and disclose the person off guard; by that it is meant that there should be
revelation but not exposure. To be good at the radio interview, the an-
nouncer must have a rather general knowledge so that he may ask
intelligent questions in the field of the speaker’s interest. Most of the
questions should be of such nature as to require more than *“‘yes” or
“no” answers. However, the interviewee should not be forced to give too
lengthy a reply because the radio listener will be inclined to think that it is
a prepared speech and not an interview. It is permissible for the announcer
to raise his hand and interrupt the speaker if he gets started on an oration,
It some definite topic is to be discussed, the questioner must strive to
keep the speaker talking about the topie and lead him back to the subject
if necessary. This type of broadeast must be natural and conversational.
Mild laughter may be heard but it is inadvisable for the announcer to
laugh too heartily at his own comments. Repetition in the style of ques-
tions should be avoided, suck as starting questions with the word “ Well ”
or using “I see” after cach answer.

People who are well informed on special topies and who are close to
their subjects are inclined to overlook the interest of the publie. This form
of broadecast gives an opportunity to the interviewer to bring out points
of general interest which might be overlooked by the specialist himself.
Long-winded generalization makes the interview a monologue; the skillful
interviewer avoids this by deftly breaking in to demand particulars,
concrete details, and answers to questions which will require decisive
comments, or he may start the discussion on a new or more pertinent
tack.
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Other types of impromptu or extempore programs which are decidedly
popular at the present time are the “Forum,” the “Town Meeting of
the Air,” the “Peoples’ Platform,” and the *“Bull Session.” Two factors
contribute to the popularity of these programs: (1) the radio audience
enjoys a dramatic verbal combat between personages or individuals; and
(2) the majority of such programs are concerned with highly controversial
topics. In many instances, the audience is permitted to inject questions;
thus a cross section of the American public is introduced as interviewers.

Much of the success depends upon the ability of the chairman, who
steers the discussion and must set the pace. He must be alert, well versed
in the topic that is slated for discussion, witty, and diplomatic. Equally
important are the participants, for if they do not enter into the spirit
of the program their answers can be flat and uninteresting, regardless of
their knowledge. Care should be taken that there is no overlapping of
voices. Radio is a great teacher of manners, for it insists that no person
shall start to talk until the other person has completed his speech. The
only times that a chairman is permitted to interrupt the speaker are
when he sees that the time limit is being reached, when the interviewee
or speaker has ventured upon a topic which is dangerous, or when the
participant shows evidence of giving a monologuc.

The following instructions, sent out by the Columbia Broadcasting
System to various colleges where students were to participate in a broad-
cast called “The Bull Session.” give excellent directions for this im-
promptu type of program.

BULI. SESSION

1. Objective: To reveal to listeners directly and honestly what American college
students think about subjects that scem significant to them.
I1. Form: Informal, spontaneous discussion, withonut seript—to approximate the
traditional and familiar student *get-togethers™ in university life.
I11. Subjects:
a. To be chosen by participants themselves or, if suggested to them, to be
accepted by them as a subject they wish to discuss.
b. Area of discussion to be defined as narrowly as possible.
¢. To be considered in terms of backgrounds and personal experiences of
students.
1V. Preparation:
a. Preliminary discussion by participants to define limits of treatment of
the subject.
b. References to be selected at above first meeting for individual study.
¢. Further meetings to avoid too detailed preparation so that spontaneity
will not be lost.
V. Selection of Participants:
1. Students:
a. Students to he selected for ability to think and talk in group discussion,
rather than for ability to orate or lecture.
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. Different points of view to be represented, but only in so far as such
differences do not make discussion impossible. A common interest in
the subject, and a willingness to consider the other person’s position
are required. One irreconcilable student can be used if others in the
group are sufficiently strong to counterbalance. ’

. Difference in backgrounds, including geographic, social, major inter-
ests, ete., to be considered.

. Additional participants or substitution of participants from original

group to he made if proper balance of point of view not obtainable,

i.e., it may be found that a physical seience major may be needed

on a subject, although one may not have been included in original

group.

Six students found most satisfactory generally, either mixed or un-

mixed as to sex. If mixed. careful selection is necessary to guard against

possibility of men overshadowing women.

2. Referee:

a

b

s

with the
students and whom they accept as one of them in the discussion—may

. An older person who can sit down to “talk things over’

or may not be faculty member.

. Should be motivator of discussion—without entering frequently or
making control of broadeast obvious. Must not make students depend-
ent on him for their continuing discussion.

VI. Broadcast Procedure:
1. Physical Details:

a.
b.

d.

g.

Participants arrive at studio one hour before broadcast.

Students sit around in circle (flonnge chairs desirable); discussion

picked up on eight-hall mike.

Twenty minntes before air time referee gets group into serions dis-

cussion (engineer makes tests, ete.).

Studio is closed. Avoid any outside interruption by nouparticipants

after  prebroadeast  discussion is underway, to avoid dampening

spontaneity, interfering with development of conversation.

All clocks are covered.

Referee alone knows air time.

Program is announced from adjoining studio with procedure as

follows:

(1) Fade in Bull Session discussion approximately 45-60 seconds for
statement of subject.

(2) Aumnouncer makes opening from another studio.

(8) Program runs to close.

(4) Program is faded for close from another studio.

2. Procedure for Participants: Students should feel free to say what they

think in the way they want to say it in line with requirements of good
taste in polite conversation—the Bull Session should be a thoroughly

p

leasurable experience in which straight thinking and interesting exchange

of ideas are primary to the quantity of material covered or the precise

d

irection of the argument.
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The student should listen, think, then talk. All the normal enjoyment of
discussion—including laughter, etc.~—should characterize the student’s
participation.

a.

h.

Raise hands. or a finger, to signal desire to speak, although this tech-
nique should not he emphasized, but rather suggested as a safeguard
against jamming.

Avoid side conversations, or half-whispered rémarks while others are

speaking.

(1) Separate speakers, if necessary, to avoid side conversations during
broadcast. Those most likely to interrupt main discussion can be
spotted in preliminary discussion.

Refer to other students by name frequently for identification.

(1) Use either last names or first names, but try to do the same through
entire broadcast. Last names identify more effectively. First names
give informality and seem more natural for students.

(2) Prepare cards with full names in large letters—major subject,
school, and home town, etc., may be added—to be pinned on
lapels of students if they are not well acquainted.

Refer to particular interests and backgrounds of students oceasionally.

not excessively.

Avoid direct questions, such as: “What do you think about that,

Maloney ?”” Use such device only in extreme necessity, such as bogging

down of conversation.

Avoid reference to “discussion,

LERET

this bull session,” “what we’re here
to decide,” or anvthing which makes students seem conscious of
“being on the air.”

Clarify points which are stated too abstrusely or technically by
restatement in simpler langnage.

Document core ideas by reference to books, authoritics, or direct
experietce.

Avoid references to specific personalities or organizations in critical
negative statements when possible,

At points where discussion lends itself to brief summary, some student
should undertake this responsibility and move on to logical develop-
ment of discussion from that point. Person responsible for this sum-
mary may be selected in advance if particularly skilled, otherwise
preferably left to inherent organization of the discussion, or the referee.



CHAPTER VIIT
Poetry Programs

Although poetry programs on the air are comparatively few, they
scem to have a eonstant, if small, listening clique. Poetry, up to the
present writing, is fortunate in being a radio feature that has not been
worked to death. Music and prose dominate the radio menu, and poetry
is served only in small portions. Radio is a stimulant for verse, which,
heing too ethereal to be bound to a printed page, is in danger of extinction.
Radio allows poetry to get back to its own medium—the air—to be
heard, not to be studied in black and white. Lovers of poetry who read
it feel the rhythm and hear the sounds even though they read it silently;
but for those who cannot get the feeling of poetry from seeing it in type.
radio opens a new field. In fact, poetry itsell may undergo a change
through the influence of broadcasting. New fields within the art may be
opened, new methods of presentation undoubtedly will arise, and a new
attitude toward poetry will gradually evolve.

Perhaps the best way in which to discuss material for poetry programs
is to review the programs that have recently been on the air. For years
Ted Malone has been reading poetry to his radio listeners. He starts out
with something like, “Hello there, everybody, may I come in? I'll take
this chair here by the radio and just sit and chat awhile.” This is an effort
to achieve an atmosphere of informality and friendliness. This friendly
intimacy can be overdone. Then he intersperses poems with just plain
chatter and bits of philosophy over music or with musical interludes. He
reads poetry that is written by his listeners and sent in to him. Little of
it is worthy, but the idea is good. It gives opportunity for expression to
many who aspire to be poets. No doubt there is a need for this sort of
thing: but since there is such a wealth of living poetry that listencrs have
never heard, and since good poctry becomes hetter with repetition, the
need for a better type of program is more nrgent.

More recently Ted Malone has been conducting a “Pilgrimage of
Poetry.” Tt is novel, educational, and arouses a feeling of nearness to
various poets. Malone actually goes into the homes of American poets
and dramatizes the settings in which in many instances the poems he is
reading were written. He brings in bits of biography and vivid descrip-
tions of the places visited. The 32 American poets covered in his pil-
grimage were selected by vote of the members of English departments of
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700 American colleges and universities. Here we have good poetry pre-
sented in an interesting and novel way. It is, however, irritatingly over-
sentimental. Few wish to listen to soft-voiced pleasantness reading all
types of poetry. Poetry is universal; it can be used to express any human
emotion, not only sentimental sweetness. Malone, nevertheless has made
radio listeners poctry-conscious and has broadeast a wealth of good
poetry.

Edgar Guest uses the same approach as Ted Malone—the hest
approach for a program of this sort—the friendly, informal, personal
approach. He reads his own poetry, which, of course, is of a popular
quality. This “homey,” ““folksy” poetry pleases the millions of listeners
who compose the radio audience and possibly is a step in the development
of a poetic taste. Edgar Guest comes on with *a bit of music, a bit of
verse” for 15 minutes. He projects a pleasing personality but is a better
student of human emotions than a broadcaster. Variety is given to this
program by a soloist who sings sentimental songs. Edgar Guest is in on
the commercial with the announcer and talks in a chatty style. The
program sounds disjointed; first there is a commercial, then a song, then
a poem. Fading is not used, and there is no transitional music or con-
tinuity; the result is rather an abrupt pause between each part of the
program. Yet the program is popular and sponsored, proving that the
audience is the judge. Broadcasters and sponsors put on the air what they
find through research the people want to hear. There is enthusiasm for
poetry; perhaps by gradual steps the public will become educated to the
better poetry. Radio has developed the public taste for excellent musie,
the same may be accomplished for poetry.

The most notable poetry-reading programs yet to reach the micro-
phone were those which Margaret Anglin offered a few years ago. Broad-
casters are on an increasing hunt for originality. Louis Reid in an article,
**Drama, Fiction, and Poetry on the Air,”” says that the reading of poetry
on the air—even dramatic poetry—has attained to date only meager
representation. “Only sporadically have the broadcasters taken advan-
tage of the many eloquent and experienced voices at their command to
bring to interested listeners first-class representations of the world’s
great poetry.”

[n the oral interpretation of poetry the need for a thorough under-
standing of a selection before it is to be read aloud cannot be overem-
phasized. Before a poem can be read feelingly to others, it must be fully
understood by the person who is to do the reading. These requirements
are enlarged upon by any good textbook on oral interpretation. Certain
specific suggestions for the broadcaster should also be borne in mind:

By all means, read the poem many times quietly to yourself, and also
aloud, so that you become thoroughly familiar with the manuscript. Mark
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it, as you would a song, for places where you will get your breath. (Nerer
allow yourself to run out of breath.)

Relegate the less important phrases to minor emphasis and determine
the main ideas to be brought out. (It is sometimes helpful to underline the
main thought of the sentence so that proper emphasis may he assured.)

Know your manuseript so well that you may voice it as though it were
your own (as by now it should be).

Forget the rhyming of lines, forget the marks of punctuation. and
concern yourself only with the thought. One can lay down the general
principle that there are more pauses necded in reading aloud (in rare cases,
fewer pauses) than are indicated by the marks. While rthythm or tempo
is an outstanding factor, it is never emphasized at the expense of thought.

The temptation to speed or “race’” must be overcome; the listener has
not had the opportunity to study the article that yvou have had and necds
time to grasp it. Furthermore, a elear. distinet (not precise) enunciation is
necessary.

Naturalness and simplicity should be the constant goal, and these
characteristics will be there if inwardly you have the sincere desire to
share the thought with the listener. Simplicity and naturaluess are
needed in the reader, who must become the poet when he reads on the
air, or his failure is obvious. Any detail of speech that interferes with
understanding may be justly described as bad.

When you can lose consciousness of the printed page, the microphone,
and the studio and enter into and understand another person’s hopes
and fears, joys and sorrows, ideas and ideals, then you may rightly feel
voursell ready to interpret. The reader must not only understand but
must rethink the idea as he speaks.

Listen to other programs; can’t you feel when the reader is smiling?
Then do not forget that the radio has eves as well as cars and will broad-
cast your smiles and frowns so long as they are real, and that it will also
mtensify any unreal attitude.

Have variety of poetie forms and thought in the program. Avoid pro-
grams Lhat are entirely sentimental, or tragic, or humorous. The less
subtle things are best. Whole programs of varied selections should be
organized around a central theme for best results. More dramatie effort
is required to present poetry over the air than is required to present it
from the platform. Just as you like variety in food, and entertainment,
so does the listener like variety in voice. Practice this, if you would
Lhold your listeners. Music interludes are useful here, as would be a
different voice; however, the general mood or theme of the readings should
remain the same. A “one-man show” is seldom successtul in the reading
program; listeners prefer a variety of voices reading ditferent stanzas or

>

hnes suceessively.
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A number of really good verse experiments have been made by
Archibald MacLeish (*“Fall of the City,” ““Air Raid”), Alfred Kreymborg
(“Planets,” *““Fables in Verse”), and Norman Corwin. In recent years
Mr. Corwin inaugurated a new series of programs called “ Words without
Music,”” which has revolutionized the presentation of poetry on the air.
“He has given to poets a new flexibility of format so vigorous and so
sensible that it is bound to attract many new writers to the ficld of broad-
casting.” His original verse drama (in reality not in the same category as
the poetry program), “They Fly through the Air with the Greatest of
Ease,” was chosen as the finest single broadcast of the year by the Tenth
Institute in Radio for Education. Another superior contribution was his
skillful adaptation of Benét’s “John Brown’s Body.” Norman Corwin
has probably gained greatest fame recently from his unique dramatic
skit in verse form called “Seems Radio Is Here to Stay.”” It is powerful,
human, entertaining, educational, humorous, dramatic, and unique
all in one. He employs all sorts of sound effects, many different voices
and combinations of voices. music written especially for the program,
and perfect timing and interrelation of the various units. He uses mon-
tage, unusually long pauses, and many other ear-attracting special effects.
This type of program is definitely not to be undertaken by the inexpe-
rienced director, for it requires absolute precision in every detail.

Choral Reading.

The speech textbook considers choral reading as a teaching aid for
participants. The radio studio, however, is not a classroom for performers
but is a workshop in which to originate programs that will interest the
listener. The broadeaster does not talk in terms of unison, cumulative,
antiphonal, or sequential reading but there are multiple-voice techniques
that create desired effects for him. The montage for fast-moving narrative
transitions is used frequently as a background to evidence a lapse of lime.
In motion pictures, as photomontage, it consists of scattered and over-
lapping flashes. In radio it includes distinetive voices in short, discon-
nected sentences and fragments, with sound effects and musie. It is
particularly useful in historical sketches in which much introductory
and chronological material must be rapidly summarized. As choral read-
ing is 4 musical speech pattern with harmonizing voices, it may be used as
“mood words” in place of mood music to supply oral and tonal back-
ground atmosphere or feeling for a play. Another nse of these multiple-
voice and unison techniques in prose drama is for scene changing or
transitions, for “the chorus is the living curtain which separates one
scene from another.” The verse dramas have demonstrated the use of
multivoiced techniques in poetic drama. But probably the greatest
opportunity for true choral reading lies in the interpretation program.
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A wide variety of forms may be used by the radio verse choir, includ-
ing chants, ballads, nonsense versc, epic poetry, lyric poetry, and any
poetry with a refrain. There are many compilations of material for choral
reading. As popular poems for the beginner I suggest “The Kitchen
Clock,” “The King’s Breakfast,” “Spin, Lassie, Spin,” “Negro Sermons
in Verse,” “The Pied Piper,” “In Come de Animals.” Choral reading,
however, is not limited to story poems, for sound poems are equally
effective. In choosing selections for the radio program choose those thal
have a universal appeal rather than those which appeal to the technique
of the choral reading teacher. Audiences like the familiar, the romantic or
adventuresome. and the obvious rather than selections requiring thought,
and above all else prefer those that have a catchy rhythm. Prose
passages with some suggestion of rhythm can be worked in effectively.

Limited rehearsal time is the greatest deterrent to the development
of a radio verse choir. Practice for a single program is not worth while.
Unless the chorus is to be kept together and trained for a series of pro-
grams its effort will be unfinished. The longer the verse choir and its
director work together the easier it becomes to experiment with new and
difficult selections. The director must have the foresight of a showman,
combined with the knowledge of a dramatic-interpretation instructor
and choral director, who thinks of voices in musical terms and dramatic
effects. He or she, for in many instances a woman makes a better director,
should gather suggestions for the interpretation of the poems from other
members of the group: otherwise the chorus is apt to imitate the leader
or give a singsong type of utterance. It is not easy for a group of readers
to get the same rhythm or to express the subtle meaning and beauty of a
poem. The difficulty arises when the group in struggling for perfeet
synchronization lapses into stercotyped speaking. The leader must watch
for this artificial speaking and try to correct it by stressing the meaning
and the structure of the poem. Each selection to be used should be studied
carefully by the director, considering tones and tempos, solos and choral
backgrounds. Much variety is possible in the interpretation of group-read
poetry. Light and dark voices can speak in sequence at times with effective
results, but such a pattern must not be maintained. In other numbers solo
voices can be used with the choir as background. The light and dark
voices are blended or opposed in harmonious melody as suggested by the
mood of the poem. Experimentation will result in the best combination of
parts and individual voices for interpreting a selection. There should be
no set pattern for verse interpretation. Attention should be given to the
reading of each poem to make it a distinct selection portraying the
spirit intended by its writer. If singing voices can be blended under
the guidance of a director it is only logical that speaking voices can be
blended as well.
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Since volume can be controlled over the air, the soloist can come up on
the mike and the chorus can be kept off mike; a small number of well-
chosen voices is preferred. A large group in unison speech does not result
in clear enunciation: the words are not distinetly heard by the listener.
Just as a quartet is more understandable on the radio than a glee club,
10 to 15 voices in the verse choir will be understood far better than a
class indulging in unison reading. Usually there are more feminine voices
than male hecause the listener. not educated to high fidelity, is inclined to
set his tone control to emphasize low frequencies. In selecting the choir,
seek only voice perfection and variety. In general, avoid voices that are
monotonous. However, in one broadcast a group of Negro children
muttered in monotones a skit on Uncle Tom’s Cabin. Somewhere in the
group was a weird voice carrying the narrative. The soloist could not he
identified, and the monotones of the background gave a rendition that
could not have been obtained through color. Nasal tones should usually
be avoided, although there are, occasionally, sclections that require just
that nasal effect. In fact, the type of the poem, the effect desired, may
result in the discarding of any set rule. Tonal qualities are fitted to the
content of various specches. Participants in speaking choirs must have
the ability to interpret and to control tones. Volume should be adequate
for understanding. but is not used to bring out the subtle shades of
imaginative speech. Every person participating should have a sense of
phrasing and piteh, a feeling for rhythm as distinguished from meter,
Sincerity of thought and dramatic feeling are also essential. In drama
the characters may be addressed by name and frequently identified: in
the verse drama the individual voices must be definite enough to carry
the characterization and identification. For certain poems an entirely
male choir will work out best. The choice of the cast depends upon the
selections. You must have voices that blend, not merely a group of solo-
ists; balance of tone is what the director secks.

The choir should not be spread out before the microphone, because
closeness allows the readers to hear one another. A wedge-shaped forma-
tion is effective to use. The lighter voices should be close to the mike,
while the heavier and warmer voiced people stand back. Women’s voices
are lighter than men’s and as they generally outnumber the men they are
divided into two groups, tenors and contraltos. Soloists step forth to the
mike when reading and back into the group for the choral effect. The
voice that stands out distinetly from the others is reserved for solo lines
or the narrative parts and must not stand out in the chorus parts. Only
experimentation before the mike will determine the desired positions.

To decree that a single voice is ample for reading a poem over the
radio is as tllogical as to contend that a solo voice is as good as a choir.
Varicty is desired; new effects are sought by radio. Choral reading bas
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not beén adequately developed by the broadcaster despite the fact that
some vears ago an N.B.C. bulletin announced *“The latest development

the verse-speaking choir.” Unison reading has been tried to a slight
extent in commereial announcements (remember the Interwoven Pair?)
but it is still new; it has not been worn out by the constant use that radio
demands of its features.

Musical Background or Introduction.

There is one other thing that is essential in dramatic reading on the
radio. That is the use of the musical background. It is unrivaled in its
ability to create the desired mood or atmosphere. The main thing to be
remembered in connection with this part of the program is that there
should always be a logical reason for any music used. The selection should
be adapted so that it can be lengthened or curtailed if necessary. Musical
background unquestionably aids the spoken word when definite color is
wanted as a background to words of sheer heauty, It helps much in
conveying the intended mood and creates the atmosphere that is wanted.
Whenever it is used, however, it should be with the utmost discretion and
after serious consideration as to the right music. If it is too loud, it will
drown out the speaking: if it is too soft, the listener is apt to think he has
two stations instead of one. Background music seldom fully synchronizes
with both mood and tempo: consequently some authorities maintain that,
unless the music is written especially for the program, it should be used
only to introduce or connect material. Be careful not to allow the speech
rhythm to fall in with that of the music.

Music is the listener's favorite radio entertainment. Poetry ap-
proaches music in that it combines its meaning with much melody and
rhythm.

Voice.

The most important thing to the dramatic speaker is his volice and
the training of it. Vocal training has been found to be very beneficial to
the radio speaker. no matter what type of thing he does. It is of prime
importance to the dramatic speaker. Vocalists have much healthier and
more cultured voices. Their voices are richer, better modulated, more
pleasant, and less likely to rise to the sudden peaks that are so injurious
to the sensitive ear of the mike. Of vital importance to anyone doing
dramatic reading on the radio is his use of tone, volume, and pitch. The
tone production must be perfect, the volume properly varied and con-
trolled, and the pitch flexible. He must know how to use correct pause (for
hreathing, of course), accent, rhythm, inflection, and emphasis. The speed
must be watched carefully too. He must read slowly enough to he under-
stood and yet fast enough to hold interest without seeming hurried.
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Enunciation must be clear and distinet and the pronuneciation exact,
with correct accent and sound of letters,

The technique in dramatic reading is merely a matter of keeping the
voice at the proper level and timing the speaking to a background of
music. Reading must utilize special techniques, such as the technique of
the sigh, the genuine whisper, the cateh in the breath, and other sounds
that would not be c¢learly audible if done on the platform. The speaker
must be alert about diction, enunciation, inflection of syllables, and voice
humor. He must never let bad humor show. He must be as careful of his
voice as a prima donna; a cold, too much tobacco, or overindulgence in
aleohol will roughen his voice badly. And he must always remember that
singing is fine for his speaking voice. The tone produced in the same man-
ner as in singing is the best for the radio because a melodious quality is
secured which is very pleasant and particularly desirable ina reading of
dramatic literature or oral interpretation.

Do not fix your voice tane to fit the mood. Allow your mood to deter-
mine the voice tone. In other words, work from the inside out rather than
from the outside in.

Tone is greatly dependent upon the mental attitude and emotional
response. Contempt, love, sorrow, anger, pity—these moods demand
corresponding tonal qualities in the voice. The actor has a right to use any
quality of voice that correctly characterizes the role he is playing. But
the speaker on the radio ean only portray himself, his reaction. The
quality of the voice is self-revealing.



CHAPTER IX
Preparing the Radio Address

Doctor, lawyer, merchant, chief (of police or fire department),
preacher, teacher, politician—everyone, in brief, is likely to be called
upon to speak to the radio audience today. Milton J. Cross, the noted
announcer, describes radio speaking as “‘one-way conversation with
everyone [in the radio audience] as an individual.” The radio. conversa-
tionalist must not be a bore, he must have interesting material to discuss,
he must present it in an attractive way, and his personality must be
pleasantly projected to the distant listener. An examination of the best
radio speakers shows that they have observed the interesting things in
life and have developed what has been described by one writer as the
“daily-theme eye.” The majority have “done things,” have lived lives
teeming with interest or excitement, and consequently have become
engaging conversationalists. They have discovered human interests and
are wise i their judgment of proprietics and public appeal. A drab
personality is wearying to the dial.

As the radio speaker has been introduced into the home hy the an-
nouncer, it is unnecessary for him to open with any salutation: his task
is to prove himself to be immediately an interesting, bright, and courteous
guest. A pertinent aneedote that will lead quiekly into the subject, which
has been wisely chosen 1o interest the majority of average listeners, forms
an excellent introdnetion. The speaker who uses homely expressions and
mmtroduces into his broadeast illustrations drawn from everyday life is
much more apt to reach the intelligence of his listeners.

The “great speaker,” the classroom lecturer, and the spellbinder
politictan have wo place in the living room of the home. The radio talk
must interweave information and human interest. Classroom methods
are taboo on the air. Education must be adapted to radio, not radio to
education. Tt is essential that the writer of a radio address forget texi-
hooks, anditorium andiences, and congregations and think more in terms
of human interest. Relate the subject to the listener, his life, his pocket-
book, his everyday realities. The choice of a subject is of primary im-
portance in order to compete with the entertainment on a neighboring
kilocycle.

Make it easy for the listener to follow your trend of thought by care-
fully organizing the taik. Consider first the limited time on the air allotted

84
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to you and select a topic that can be adequately treated in that period.
You will speak about 140 words a minute. How many minutes have you
in the clear? Do not try to erowd too much into the ears and minds of
vour listeners. Do not depend upon your listener to fill in any gaps. Idea
should follow idea with a naturalness that makes for cléar understanding.

A good formula for the organization of the radio talk has been set forth
by Morse Salisbury, chief of the Radio Service of the United States,
Department of Agriculture:

1. An interest-getting opening paragraph (a quip, wisecrack. or an anecdote;
he may start with a reference to scmething that is certain to be in the foreground
of the thinking of most of his listeners and work from that into the theme of his
talk).

2. A summary of the points the talk is going to cover.

3. A swift, interesting development of the summary outline.

4. A final summary to clinch the points in the minds of the listeners.

5. A direction to the listeners interested in adopting the practice the talk has
urged, telling them where to acquire further information.

The most difficult part of the radio address is the opening sentence.
I have often read over radio lectures and picked out a sentence containing
an important statement, a surprising fact, or a charming rhythm and
transferred this sentenee to the opening.

Although writing for the radio uses the same general forms and is
governed by the same general rules of grammar and construction that
govern writing for print, language—to be thoroughly successful when
broadeast by radio—has certain specific requirements not necessarily
met by the printed word. It is true that good stories, articles, and poetry
written for print may prove to be good broadcasting material. Their
success 1s nol neeessarily due to the fact that they read well from print,
but to the fact that they happen also to fulfill the requirements of radio.

The first major problem of the writer for radio is the same as that of

any writer—communication. Thus the first requirement is to make the
ideas understandable to the audience. Whether the purpose is to instruct,
to persuade, or to entertain, the writer must use language within the
comprehension of his audience; he must explain new things in terms of
old. But there is a fundamental difference between the relation of the
radio writer to his audicnce and the relation between the writer of material
for print and his readers. The words of the author who writes for print
are a permanent record before the reader; the words of the radio writer
fall on the ears of his listener and, unless they make an impression im-
mediately, they are lost. Because he must make his entire impression on
the audience through the sense of hearing, the radio writer must he more
careful than any other to write in terms understandable to the audience
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and to make his sentences as clear as possible. A reader in doubt as to the
meaning of a word usually can find the meaning in a dictionary without
too much inconvenience. If he misses the point of a sentence, he can
reread it as many times as are necessary. If he forgets a statement having
some bearing on a later part of the paper, he can refer back to it as often
as he wishes. The person listening to a speech cannot stop to look up
unfamiliar words without danger of losing part of the speech. And if he
does not understand every sentence as the speaker utters it, he im-
mediately loses the continuity of the talk, and the purpose of the speech
is defeated.

Vocabulary.

Edgar Dale, in an article entitled **Vocabulary Level of Radio
Addresses,” reports the results of an investigation conducted with
speeches that were presented over the Ohio School of the Air and The
American School of the Air, especially for school children. The investiga-
tion involved a study of the words used by the speakers to determine
how many of them the listening students did not know. After the speeches
were finished, Mr. Dale selected the words that might possibly give some
difficulty and asked the children to indicate which ones they could not
define. In one instance he found that 12 per cent of the words were
unknown to 29 per cent of the pupils. Many of the words unknown were
the verbs and keywords of the sentences: among them were words like
aspire, attain, concentrate, and abstain. Others which should have been
casily recognized. by the speakers themselves as outside the scope of
grammar-school pupils were feasibility, ramifications, amenable, and fore-
casting. Needless to say, much of a speech employing words of this type
passed over the heads of the audience. Mr. Dale found, on the other hand,
that the speaker who was voted by teachers as the most successful to
broadcast in the Ohio School of the Air used in a speech of 1950 words
only 10 words not known to 25 per cent of the children. It is interesting
to note also that every one of these 10 words was a geographical term,
the acquisition of which was in part the purpose of the speech. When
asked how he went about writing his speech, the speaker accounted for
his success by explaining that he took particular care in selecting words
that would be within the scope of the listeners. Whenever he was in doubt
as to the wisdom of using a particular word, he referred to Thorndike’s
Teachers’ Word Book, which lists some 20,000 words and classifies them
according to the ability of children of different ages to understand them.

This experiment, it is true, was carricd on in a specialized field of
radio broadeasting in which simplicity was absolutely necessary. How-
ever, the principle behind it is applicable to the general field of radio,
For, although the audience may not be composed of children, the problem
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of the vocabulary level still remains. Indeed, there is the added problem
of adjusting the vocabulary to a heterogeneous audience. There may be
edueated and uneducated people, old and young people. sophisticates
from metropolitan districts and innocents from the backwoods in the
audience: the writer of radio speeches must write for all of them. On
special oceasions, when a speech is directed toward a specific audience,
the writer can have some definite idea of its educational and cultural
background and adjust his vocabulary accordingly. But the majority of
speeches are made under the assumption that anyone within range of a
radio-receiving set can listen and understand; consequently the best
answer to the question of vocabulary level for radio speeches is, aim them
at the average radio listener. Thorndike places the average American
intelligence at fourteen years. The radio writer will do well to use in his
speeches for a general audience only those words familiar to the average
high-school pupil. Thorndike’s book is probably the most reliable source
for determining what words can be inchided in the list.

Fully as disconcerting to the audience as the use of unfamiliar words
is the use of allusions to persons and events about which listeners have no
knowledge. If the speaker is sure his audience is made up of college
graduates, he can reasonably assume a knowledge of history and litera-
ture, but, if his speech is directed toward a general audience, he must
explain most of the allusions he makes to things not immediately in the
experience of the audience.

Sentences.

The problem of making the radio speech understandable to the audi-
ence is not entirely a matter of vocabulary. The structure of sentences
plays an even greater part in the clearness of the material presented. The
meaning of a word may sometimes be guessed from the context in which
it is found, but, if the thought is ohscured by complicated and involved
sentence structure, the audience will make no cffort to solve the maze of
words in order to find out what it is all about.

The first requirement of sentence structure is that there be absolute
clarity. The hest way to be sure of this clarity is to write in simple and
componnd sentences, and, when complex sentences are injected to avoid
monotony, to make them free from all difficult clauses that might be
ambiguous or obscure. It is easy for the writer who knows precisely
what he means by the sentences he writes, and who can easily follow his
own trend of thought, to forget how short the memory span of his listener
is, and to go on attaching prefatory and attributive phrases to sentences
which would precisely have been clear and effective standing alone but
which are made difficult and pointless to the audience by the compilation.
The material that is written into the added phrases can easily be put into
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other sentences, thus gaining much in the way of understandability and
not losing heavily i emphasis.

A dangerous pitfall for the radio writer is the habit, of which he is
sometimes quite unconscious, of adding idea after idea to sentences with
the connecting word “which,” trusting that the listener will trail along
with him and make all the necessary connections. The solution is in
breaking up the sentences into shorter ones, making complete simple
sentences of the phrases.

Another practice equally as offensive to the radio listener, but never-
theless common among speakers, especially those whose subjeet is of a
somewhat scientific nature, is the use of the relative pronouns ““this” or
“that” to refer to a whole complex idea which may have taken several
sentences or even paragraphs to develop. The listener is unable to carry
in his mind all the details of the idea and may have entirely forgotten the
point to which the speaker wishes to refer. The relative pronoun calls up
no answering response in his consciousness, and consequently he misses
the point completely. If the writer would insert in a new sentence a short
summarizing statement of the idea referred to by the pronoun, the famil-
tar words would serve to stimulate the recollection, on the part of the
listener, of the essentials of the idea, and he would make the correct
connections, grasping the full significance of the sentence.

The use of other expressions to designate something that has gone
before, such as, “the above,” “the former,” *“the latter,” are also out of
place in the radio speech. They serve only to confuse the listener, for the
chances are he cannot remember the statement or idea to which the writer
refers, if there has been any considerable amount of material presented
in the interval. '

The trouble with a great many writers is that they are afraid to write
for the intellectual middle class because they think it may give the impres-
sion that they are not capable of writing for the learned. They throw
into their writing big words just to give an impression of knowledge.
Of course, there is the danger that, in attempting to keep the language
on a level to fit the average of the American public, the writer will acquire
the attitude of writing down to his audience, giving them the feeling that
he knows they are intellectually inferior to him and that he 1s doing his
best to explain things in words of one syllable. This result is just as
undesirable as the confusion that is the result of too difficult language,
for it produces an antagonism toward the speaker. To avoid an attitude
of this kind in writing, the radio writer need only remember that there
may be people in the audience who know just as much about his subject
as he does, or a great deal more.

The person who reads the material over the microphone, whether he
1s the same one who wrote it or another, can do much toward the success
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or failure of the speech. A good reading may improve any material, just
as poor reading may ruin the best. Likewise, the quality of the written
material ean influence tremendously the success of Lhe reader. These
possibilities must be considered seriously when the material is written.

The limitations of vocal expression must be recognized. All the sounds
in the English language can he made singly without effort, but there are
some sounds which, appearing in combination, are almost certain to cause
the best of speakers to stumble. Many a man has tripped up on a phrase
like “especially susceptible.” No matter how carefully the speech is re-
hearsed before broadeasting, the tension before the microphone is likely
to bring about an unforescen difficulty in the pronunciation of some
sound. Therefore, it is essential that the speeches be carefully checked
for any possible tongue twisters before going on the air.

The diction should be vivid and colorful, presenting word pictures
to the listeners. Most writers fail to search for verbs and adverbs to carry
the burden of action deseription. There is a tendeney Lo rely too much on
adjectives. Sibilants, while not emphasized as they were by the carbon
microphones, still do not broadeast well; when it is practicable to do so,
other words with similar meanings should be used for words containing
awkward sibilant repetition (“erime” in place of “lawlessness,” “ grati-
tude” in place of ““thanks”). Slang and colloquialisms may be used, but
they have a tendency to be local in character and may not be understood
by the distant listener.

Modifying phrases should be placed so that no misunderstanding can
exist as to what word or group of words they modify. Do not separate
the subject and verb by leng distances. If modifying clanses or phrases
necessarily intervene, repeat the subject. Be very certain that the relation
of relative pronouns is clear and correct. Conjunctions are inclined to drag
sentences to great lengths; consequently they should be used sparingly.

Naturalness in speech will suggest the use of contractions. By all
means use them. However, there are times when emphasis will require
the avoidance of a contraction.

The style of the radio talk is conversational, with ideas so expressed
that the listener not only may but must understand. Written style lacks
the informality needed in radio. KEvery effort should be made in the
written copy to make it sound like an extemporancous talk when heard.
The effective radio speaker writes and speaks in the first and second
person, the active voice, and the indicative or imperative mood. So
important is the use of the second person that one can almost judge the
radio suitability of a manuscript by counting the number of times *“you”
appears on a page. If one does not find it used at least three or four times,
the material may be suitable for print, but not often appropriate for the
loud-speuker. An example that illustrates both the personal and the
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action-picture features needed in radio is the following opening from a
printed article on ““Spring Hiking”:

This is the season when the Ture of forest and field is felt by all. The fragrance
of new-grown things is in the air.

And here is the same, revised as it shonld bhe for radio:

When this season rolls around, you fecl the lure to go out into ficld and
forest. You want to fill your nostrils with the fragrance of new-grown things.

Transitional words will serve to hold the plan of the address together
for the listener. The speaker uses “fillers,” such as “now.” for these
expressions give spontaneity and conversational atmosphere. When the
rules and regulations of grammar interfere with the transfer of an idea by
words, such rules should be amended. Grammatical murder cannot be
defended but an occasional misdemeanor is inoffensively human.

Do not try to be funny, but allow a little humor to creep in, although
never the slapstick, burlesque type. Humor should never be injected into
a speech simply for the sake of being funny, unless, of course, the enter-
tainer is listed as o comedian. Humor may be used in a radio speech to
relieve the seriousness and heaviness of the speech and to create a pleasant
feeling between speaker and audicnce. Avoid irony, which may not be
understood by those who cannot see your expression. Sarcasm and bitter-
ness are not pleasant to the listener. On the other hand, do not be a sweel
Pollyanna.

The length of the address shonld be somewhat flexible with para-
graphs toward the end that can be omitted or added as the time requires.
Some speakers slow up under the emotional tension of the microphone;
others accelerate. The talks should be rehearsed and timed. Speakers fre-
quently place time notations in the margins of their manuscripts with
which they attempt to conform.

The manuscript should be typed double space, on rough paper that
will not rattle. Only one side of the paper should be used. The pages must
be elearly numbered and arranged in order. They should be neither
clipped together nor folded. Never continue a sentence from one page to
another. While the speaker shifts his gaze from the bottom line of one
page to the top line of the following page, there is bound to be a pause
that will sound unnatural. Almost every broadeasting station requires a
copy of the manuseript for its files.

It is wise for the radio speaker to furnish the announcer, well in ad-
vance, brief introductory material to be used in presenting him to the
radio audience and in defining lis subject matter. This procedure assures
the announcer of aceurate and up-to-date information about the qualifi-
cations of the speaker to discuss the chosen topic and increases the attrac-
tiveness of the program,



CHAPTER X
Radio in the Public Service

Local Community Service.

The local or regional station has an opportunity. which is crowded
out of the profitable life of the outlet station, of becoming a vital part of
the community existence. While there is no immediate profit in assisting
every worth-while local project of the community, the good will and inter-
est of the public are assets that will ultimately bring a return. Listeners
are attracted to their local dial numbers by reports of local activities in
churches and schools, in eivie and health problems, in community-chest
and Christmas drives. The wide-awake local station will participate in
every project to build up its listening andicnee so as to attract advertisers.
The local cornmittees will plan and present sustaining programs for the
Red Cross or fire prevention, for the local library or Iittle theater, and all
the friends of the actors or committecs will he enthusiastie listeners.
These programs serve both the listener directly and the organizations
that indirectly serve the listener.

The radio station in applving for its license to operate, states that
it will serve the public interest, convenience, and necessity.  The enter-
tainment features are usually combined with the sponsored programs,
upon which there are humor, music. and drama. In the category of pro-
grams that are of necessity to the listener are the farm-market reports
and the stock- and bond-market quotations. Broadcasts of weather con-
ditions and temperature predictions from the Weather Bureau are a
necessity to certain businesses and individuals, particularly in times of
extremes of temperature or of threatening storm conditions. Many
local stations announce the time frequently during the day, and this
service is of value to the housewife as well as to the laborer. A knowledge
of what is happening in the world or the community is a necessity to some,
a convenience to others. Local stations broadeast the news not less than
three times a day and frequently augment news reports with spot news
broadcasts, such as ball games, parades, and concerts. Shut-ins and those
whose labors prevent their attending a parade or concert enjoy the descrip-
tion and the music. Outstanding choirs and school musical organizations
of the city furnish programs of genuine service to the organization and
entertainment to the listener. An inquiring reporter who visits the city
officials and interviews them about their duties is instructive to the
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listener and stimulates civie interest. A microphone in the council cham-
ber, the police court, or even in the chamber of commerce will give the
citizen an insight into his local government. Distinguished guests and
speakers would only be heard by a small minority of the citizens if it
were not for the radio interview.

Such community programs also serve the organizations of the city,
such as churches, schools, clubs, and lodges. Social and business meetings
may be announced, and the radio may serve as a clearinghouse of infor-
mation. A definite daily program will be helpful to listeners, although
special bulletins muy also be broadeast. The Better Business Bureau may
give warning to the citizens of some house-to-house swindler who is
obtaining money under false pretenses. Frequently the radio-warned
listener can and does aid the police in apprehending such canvassers.
Broadcasts from the police department and the traffic court have been
very successful in reducing the number of accidents and they are inter-
esting; in some instances they have reduced graft and favoritism upon the
part of judges. Committees that have charge of raising funds for the
needy in Christmas drives, for the local Boy Scout troop, for the Red
Cross, or for the Policemen’s Ball, which raises funds for pensions, will
do well to enlist the services of the community-minded broadeasting
station.

From a purely selfish standpoint, the local and regional station must be
interested in serving the local community. It is one of the most valuable things
that it can do to build listener interest. The station that does not do this is
missing one of the easiest ways to becomne a real factor and wnfluence in the com-
munity. Most stations do not appreciate in full the opportunity in this field and
the stations themselves are the greatest losers because they do not do these things
to the complete extent of possibilities. The local groups do not know what to do
with radio time until a program is outlined for them. The same applies to schools,
the amateur musical club, women’s clubs, and so forth. The opportunity for
service is here at the radio station, but certain principles of showmanship must
be used. All of these organizations need not ouly the facilities of the radio station,
but the advice and leadership of the station as well.!

Programs may be arranged to inform the people of the community
and the surrounding territory concerning the industries, business houses,
banks, and outstanding publie citizens of the city. While the station
should assume no political influence it may present, by unbiased an-
nouncements to the local voters, different candidates for public office in
election years. Local history and folklore may be presented in dramatic
form. In the spring, summer, and autumn the beauties of neighboring
drives may be pictured to the local automobilist. The search for missing

L From a speech delivered by Iidgar L. Bill, president of the Peoria Broadcasting Com-
puny, before the initial mecting of the Federal Radio Education Committee (1936).
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persons, stray pets, and lost articles may be conducted by radio. Local
religious congregations, especially the invalids who are unable to attend
church, appreciate the broadcasting of services. The studio may arrange
a series of religious discussions by various religious leaders, avoiding
denominational controversies. Cooperation with the local chamber of
commerce in promoting local celebrations, and “bargain days” will
advertise the city, obtain commereial announcements for the station,
and increase public interest in all the programs of the station.

Medical and Health Programs.

Medicine is as old a subject as radio is new; it is therefore significant
that the two should combine mutual advantages, at times, for the benefit
and relief of modern society.

Many firms, using the radio to advertise their products, carry on a
campaign by stressing the appeal of the audience’s health as a keynote.
Naturally, these are often farfetched, making it difficult for the hearer to
distinguish hetween the crystal gazer and the reliable physician. Hence,
it is entirely justifiable for the medieal profession to maintain a compre-
hensive popular health program on the radio to offset the broadcasting
of unreliable information. Such a program must neccessarily reach the
greatest possible number of people. The programs must vary and should
be presented so as to give the maximum benefit for the health of the
individuals. Similarly, the frequency with which health talks may be
given probably will vary in different communities, but once a week seems
to be the common practice and is probably sufficient. Epidemics may also
be combated by radio.

The purposes of medical and public-health programs are to attract
the attention of those who are not already interested in health and hygiene
and who are in need of information, to disseminate up-to-the-minute
information by authorities, and to inspire listeners to health examinations
and personal care and hygiene. It is important that the individual who
wishes to present a worth-while public-health program acquaint himself
with what is being done in public-health education in other media.

The subject matter of health broadeasts should embrace all phases of
health, written in language which the laity understands and which is not
unpleasant to the hearer. Most talks in this type of radio broadeasting
should be fairly short, so as to hold the attention of the audience. The
speaker must answer in his talk any questions that may arise in the mind
of the listener. While the doctor is delivering such a medical talk, he
must take into consideration the fact that he might be developing a group
of neurasthenics, or people who feel that they have the discase symptoms
that are being discussed. Careful attention is necessary to avoid such a
condition.
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The program director must also consider the hour at which the listener
is to hear the medical talk and should not offer talks on cancer or stomach
disorders during the meal hour or alarming prophecies at bedtime. The
radio-program committee must refuse all talks dealing with controversial
medical or health topics. In all medical broadcasts the ethics of presenta-
tion must be watched carefully. Hence, radio programs must be sponsored
by local or state medical societies and not by individual physicians. In
some quarters the speaker remains unidentified; however, radio stations
object to unnamed speakers because they recognize the fact that listeners,
us a rule, desire to know the identity of the person to whom they are
listening. Big names do not always help the radio program. Chances are
that the lesser ones have more time to work upon the program, are more
willing to take suggestions, and are apt to turn out a better dramatic
radio script. Editing of talks by committees to eliminate uncontrolled
expression of individual opinion is held to be desirable. The radio health
program secures best results when supplemented by press releases and
some amount of newspaper advertising, which can best be obtained by
local medical groups.

The most popular method from the listener’s viewpoint is the dramatic
playlet. If the dramatic sketch is carefully constructed from the stand-
point of both play writing and the scientific facts presented, it will hold
more listeners and will reach them more effectively than either the mono-
logue or the interview. These dramas, based upon facts supplied by the
physician or group, should be written by a playwright and acted by a
professional group. The characters must represent the average radio
listener, and the subjects must be those health problems common in every-
day experience. The general tone may be light, but the serious education
purpose must ever be present. “ Medicine in the News” is an example of
the dramatic type of health program. It combines sparkling entertain-
ment with factual material. It is more or less of a variety show, including
drama and good music, humorous relief, and comment upon medical
news of the day. It is an example of good showmanship which does not
overshadow the scientific material presented.

Probably the easiest kind of radio program from the standpoint of the
doctor and the station director is the straight talk or monologue, in which
facts are presented in a conversational manner. Needless to say, such a
talk must not be a scientific dissertation such as one hears in a medical-
society meeting. It should be popular in form and mauner of presentation,
but not sensational, and it should maintain an air of dignity suitable to
its professional character and educational motive. This does not mean
that it has to be dull. It can be sprightly in tone and need not be devoid
of humor. It should deal with topies of public interest and should be
timely with respect to season and local conditions. In many instances it
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is difficult to find a voice which will fit the listener’s visualization of the
doctor at the bedside. Public-health dramatic programs should not start
out by frightening the listener.

Combining the simple directness of the straight talk with the dramatic
guality of informal conversation is the interview type of program. A
patient may interview the doctor in his office; two doctors may discuss
a local health problem and how to combat an epidemic: or the doctor
may, at the bedside of a patient, answer the questions of his interns. This
type of broadecast has more interest and voice appeal than the monologue
program. The doctor, however, must avoid allowing his answers to be-
come lectures. A rather fast-moving exchange of pertinent uestions and
informative answers, given in an unstilted conversational style, is hest.
Use illustrations with human interest. The radio audience does not want
to hear case histories: as such they mean nothing; it's what the doctors
and scientists have been able to glean from the observation of these
patients which the listeners want to hear.

The fourth method of presenting medical subjects over the radio is
largely used by quacks and medical fakers; consequently it is inadvisable
for the reputable doctor to adopt it. This consists of the question-and-
answer type of broadeast. Questions relating to medieal subjects cannot
be answered by mail or radio except in very general terms, with instruc-
tions to the writer to consult his local pliysician. In every type of medical
broadeast this adviee should be given. A publie-health program is not
1o take the place of the advice of the family doctor. If the question-and-
answer method is used, 1t is advisable for the medical speaker to phirase
both the question and the answer. Such a method allows the speaker to
cover more ground and makes his monologue more human,

The radio station may build up listener interest in medical programs
by enconraging the writing of essays on topies of local health and sanitary
conditions. IFurthermore, the offer of printed copies of the talks will bring
evidence of listener interest. The medical speaker has a topic of interest
for every listener inasmuch as all are concerned with their own physical
ailments. However, this existing interest must be held by a program that
is distinctive, attractive, and authentic. As pointed out hy Dr. W. W,
Bauer, “Ether, when used for the transmission of health education, is nol
intended as an anesthetic. Nevertheless, if not tuned out first, certain
health talks have precisely that effect.”

Serving the Farmer.

Among the moreimportant publicservices of the radio is that rendered
to the farmer. Programs addressed to the agriculturalist are broadcast
over the networks from the Department of Agriculture in Washington
and from local or regional stations using material supplied by the goveru-
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ment. Agricultural colleges present programs over their own stations,
and newspaper-owned stations often have farm editors who arrange
programs taking the form of “farm shows,” upon which old-time songs
and music are mingled with weather and market reports. County farm
agents are frequent radio speakers, broadcasting agricultural bulletins,
feed quotations, and livestock reports.

The radio program addressed to the farmer should not contain too
many facts, and these facts must be presented in an mteresting manner
to catch the attention of a busy listener. Points must be explained in
simple and direct language and must conform to the other fundamental
requirements previously set forth for writing the radio address. The
speaker should avoid percentages and statistics. He should speak in round
numbers and use concrete illustrations. Figures of specch and similes
should be picturesque. The solid facts presented should be enlivened by
humor, anccdotes, or music. As in all broadcasting, the speaker should
converse and chat with his listeners, using the personal pronouns “I.”
“we,” and “‘you.” The personality of the speaker must stand forth in the
home where the receiving set is located; only the engaging personality
holds attention. The speaker, while preparing his copy, should put himself
in the place of his listener, formulating the questions that the listener
might ask. In ontlining the talk he should attempt to find some common
point of farm interest as an introduction. Choosing a limited number of
facts relating to the subject to be discussed, he should develop these
thoroughly, using personal experiences, quotations from authorities, and
some entertaining matcrial. In conclusion it is well to announce any free
publications that are available on the subject.

The farm-program manuscript should be carcfully edited with the
potential audience in mind. The editor must see that the topic and
development are interesting and informative, that points are clearly
made and emphasized, that it is not wordy, that it is human and friendly,
and that the listener is left with some definite project and inereased
knowledge. Probably the old formula of first telling what you are going
to tell, then telling it, and then telling what you have told is the best
outline to follow.

Religious Broadcasts.

A recent survey disclosed that an average of 1 hour daily is devoted to
religious programs by the average American station. The average was
22 quarter-hour periods weekly, with the peak load between ten and
twelve o’clock on Sundays. Nearly all denominations are sending forth
sermons, services, and hymns to bring to the shut-ins as well as to the
unchurched the message of the gospel. Religious programs include
services, sermons, secular talks, music, charity appeals, inspirational
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addresses, prayers, Bible reading, religious news, and announcements.
However, I am concerned in this handbook only with the preparation and
delivery of the religious sermon or talk. The secular speaker who talks
on a religious subject should conform to the various requirements set
forth for radio speaking in general and for preparing the radio address.

In the first place, the announcements of radio sermons have been too
long, indeed in many instances have overshadowed the prayers. Such
announcements should be brief and in good taste. Full information con-
cerning the speaker and service may follow the talk but should not
precede it.

There arce two types of religious programs: those conducted from the
pulpit for a church congregation and picked up by the microphone and
those prepared primarily for the radio congregation. In the former the
radio aundience is sccondary and the minister prepares to talk for his
visual audience, with a possible reference to his unseen congregation.

For a specially prepared radio sermon, the preacher may write his
sermon for the pulpit in the language of the clergy and then rewrite it
for the radio listener. The phrascology of the church will be toned down
to the language of the armehair listener. Figures of speech, colloquialisms,
and metaphors will enliven the sermon of the ecclesiastic showman. The
speaker eannot be too intellectual, but must deal with things vital to the
life of the average listener in a human and direct manner. The oratorieal,
ministerial style used in the pulpit will not have the appeal that is found
in a spiritually conversational style. The airway sermon is not of the
ritualistic type but is nondenominational and nonsectarian, condemning
no faith.

The radio can be of great value to the churches if religious broadcasts
are kept on a high level. Dr. William Stidger, a Boston Methodist and a
well-known radio preacher, has outlined his “Ten Radio Command-
ments” for the effective broadeasting of religious programs:

1. Speak in a conversational tone.

2. Take your sermons not from the Bible, but from life.

. Leave out the word “L”

. Neglect the needless.

. No bunk.

. No sob stuft.

. Make the web of your sermon optimistie, cheerful.

8. Check and recheck your seript before delivering . . . for absolute factual
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accuracy.
9. Keep the word “not” out of your sermon script.
10. Use no introduction. Plunge right into the middle of the sermon.

The radio preacher will use all the appceal of his personality. He will
use the rising and falling inflection and observe the value of the pause.,
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His enunciation must be sharp, clear, and decisive. He will be emphatic,
soothing, or inviting through his flow of words, but at all times he must
remember that he is speaking in a private home to an individual listener.

The responsibility of selecting those who spread the gospel through
the air has been placed under the control of such bodies as the Federal
Council of Churches in America, the National Council of Catholic Men,
and the United Jewish Laymen’s Committee. Programs arranged by such
organizations are usually sustaining programs constituting a part of the
public service of the broadcasting station. In some instances contributions
from the radio audience support the programs.

Parent-teacher Programs.

Parent-teacher councils have organized listening groups in many
states for the reception of radio programs dealing with youth, health,
guidance, and educational programs from recognized experts in these
fields. Such programs may be arranged in the various forms suggested
in previous chapters of this handbook: radio addresses, round-table or
panel discussions, interviews, dramatizations, or dialogues. Whatever
type of program is presented, the facts must be given in such a manner
that they have a human appeal. The speakers should present incidents,
examples, and stories of things that have happened. Through these nar-
rative forms, important truths can be stated without horing the listener
with cold analyses. While it is nnjust to give actual names or identifying
data, the programs must be real. The usual instructions for short, concise
words and sentences, for picturesque and effective phrascology, and for
conceivable and truthful statements are important in educational broad-
casts of this type. The program director and speaker must be careful to
choose a limited phase of a subject capable of being treated adequately
in the stipulated radio period. In these programs, which usually have a
prearranged audience in whom there is an existing interest for the pro-
gram, the choice of voice quality and speaking ability in the speaker
is not of vital importance. If the speaker is fully qualified and has a sin-
cere interest in his topic and a penetrating iusight into public interests, he
an be an uninspiring speaker and still hold his audience. Listening groups
may be organized by the state officials of the parent-teacher associations
among child-study groups, parent-ecduecation leaders, and others who are
enconraged to send in questions and topies to be treated upon future
broadeasts.

Politics and Government.

The first notable use of the radio in the political field was the broad-
casting of the Republican and Democratie national conventions in 1924.
Today both political parties arrange their conventions in such a way



Radio in the Public Service 99

that the speeches that are given from the rostrum may be heard by the
radio audience. The keynote speech and the nominations are given in the
evening, during the best listening hours, in order that the vast radio
audience of all the networks may hear proceedings of the convention.

The use of the radio in national polities has changed campaigns and
campaign orators. No longer is the spellbinder able to sway the voters of
the nation as he sways himself with gestures upon the platform. If he at-
tempts to shout at the microphone, to pound the rostrum, he will lose his
audience and they will turn to the strictly local station not connected
with an outlet presenting the political program. The flowery political
speaker of the past has had his career ended by radio; his audience de-
mands concrete facts rather than verbosity. Another tradition of the
political campaign that will soon be discarded as the results of broad-
casting 1s the lengthy demonstration of cheers and noise. These demon-
strations are a waste of valiable time, which might better be used
in the presentation of statements that will convince the listening voter.
I'he roar of a demonstration is a bore and soon becomes tiresome; the
listener turns off his radio and does not hear following proceedings. The
radio station or network that has canceled valuable commercial programs
in order to broadeast gratuitously a political rally will undoubtedly be a
factor in convineing the political broadcasters that such demonstrations
are neither a necessity nor an entertainment to the listening audience.
Such demonstrations also make impossible the timing of a program.

The radio politician must realize that any statement that he makes
over the radio is made to the nation and cannot be recalled. Therefore he
must be much more careful in the selection of figures of speech, statements
of facts, grammar, and pronuneciation than when he is addressing a small
focal audience. The unfortunate statement of one candidate for the presi-
dency that grass would grow in the streets of every village and town if the
opposition were elected resulted in ridicule, which is the most potent form
of assailing a public speaker. A mispronunciation of the word “radio”
(rd/-di-0) by another candidate did much to convince the electorate that
a man evidencing a limited education should not be placed at the head of
the nation. In carly political campaigns it was possible for a candidate to
voice a policy for one distriet and an entirely different policy for another
group of electors. This is no longer possible, since the radio carries his
platform to the nation as a whole.

The entrance of broadcasting into the field of politics has resulted in
the making of convention speeches of a more general type, presenting the
ideals of the party and its platform. The modern political speaker must
develop a quiel, personal style of delivery. He must convinee the listener
that he is talking to individuals and is interested primarily in each listener
as a part of the democracy. He cannot expect to garner votes by con-
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cealing vague statements under a flow of words but must present a
well-rounded speech that contains facts for the listener to consider. This
recitation of facts must not be unanimated and uninteresting, however,
for he must hold his audience. As it is impossible personally to get into
all the homes in which listeners are hearing his talk, he must project his
personality, his attitude, his sincerity to the radio listener. He cannot
depend upon mob persuasion because it is nonexistent in the radio audi-
ence. He must so time his speech that he can receive full value out of the
period that is alloted to him on the air, neither exceeding his time nor
allowing his record of achicvement to run down hefore he is cut off the
air. The microphone is an accurate detector of any sort of insincerity, and
from the voice and delivery of the speaker the listener is often able to
evaluate the ability and the fidelity of the candidate. Radio places a
greater emphasis upon what a man has to say and less emphasis upon his
manner of saying it. Logic in arguments and the worth of proposals must
be examined closely by the speaker before they are broadeast. While
freedom of speech is assured, the speaker whose voice may be heard
throughout the nation must of necessity be temperate and careful in the
use of this constitutional privilege. Accuracy, justice, and freedom from
malice are requirements of the radio political talk.

The radio listener imposes the common-sense test upon the oratory
of the politician, for, sitting in the comfort of his home, he is not carried
away from facts by the enthusiasm of his neighbors. The speaker cannot
rely upon his fluency to ad-lib but must learn to talk man to man, from a
carefully prepared manuscript, to his enemies and to his friends. In many
instances not having a present audience, the speaker must realize the
value of the pause to allow his points to sink into the understanding of
his listener. Nasal delivery condemned one presidential candidate from
the radio standpoint; a cold and mechanical delivery contributed to the
defeat of another. Nevertheless, the individual quality of the voice of a
speaker must not be lost. While the delivery is worthless if it is dchuman-
ized, it must not be a bombardment lasting for a 15- or 80-minute period.
Considering the national audience, the language of the people in simple,
lucid diction and sentences must be used. The speaker should warmly
greet his listeners and winningly converse with them in a manner of com-
plete frankness. His style should be that of an average American without
any affectation or offensive regional peculiarity. Preciseness, resonance,
clear enunciation, and calmness are excellent qualitics to possess, yet the
overemphasis of any one of them is had. Restrained humor, familiar
images, and picturesque analogies are excellent. The speaker must sound
convinced of his own sincerity and speak in unhesitating and unfaltering
tones. It is wise to adopt the “you and I"” attitude, which was foreign
to the stump speaker.
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In the campaign of 1936 ‘one political party desired to dramatize its
political broadecasts. This was frowned upon by the network officials
upon the theory that appeals to the electorate should be intellectual and
not based upon appeals to the emotions, passions, or prejudices. It was
maintained that such dramatizations would base the political campaign
almost entirely upon an emotional appeal. Furthermore, it was main-
tained that such a dramatic method would tend to overemphasize in-
stances of minor importance simply because of their dramatic value.
Undoubtedly political specches have these flaws: still the voters have been
trained to weigh the words of the speaker, whereas dramatizations would
present an entirely new and confusing problem.

Broadeasting stations and networks offer their time to the political
parties, endeavoring to be equitable in the apportionment of time among
political candidates and parties. Radio is a powerful political factor, and
it is up to the listening public, to the broadeasting officials, to the govern-
mental agency controlling radio, and to the users of radio time to see that
this medium is used justly. The listener should make a conscious effort
to hear all sides of the political campaign and by careful and intelligent
listening weigh the viewpoint of the various candidates and parties.
Listening groups are particularly advantageous during political campaigns
in order that there may be free discussion of platiorms and political
policies.

The radio has been used a great deal in this country to educate the
people in governmental procedure and accomplishment. There are broad-
casts from both the House of Representatives and the Senate. The Presi-
dent of the United States has presented his reports to the people through
the medium of radio. and specialists in the fields of government procedure
have discussed proposed legislation for the listening citizenry. As a result
the people of the nation understand better the problems of government.
Such broadeasts should be nonpolitical and informative to the listener.

Law-enforcement Programs.

An interesting variation of the usual type of crime program is the
interview with the chiel of police of a city of smaller than metropolitan
size. Such a program might be broadeast for a 15-minute period during
the morning hours and for a like period during the evening in order to
reach different audiences. A veteran police reporter or a skilled radio m-
terviewer would discuss with the chief of police the daily events in the
activities of the local police department. Such an interview should take
place in the office of the chicef of police, where the sounds that are associ-
ated with the police department might be heard by the listener. If the
local department has a short-wave station, the log of this short-wave
station might be used as an outline for the interview. The chief should
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give the facts of varions matters that have been brought to his attention
during the period immediately preceding the interview. Evidences of
crime, reports of lost and stolen articles, descriptions of missing persons,
mformation concerning rackets that are being perpetrated upon the citi-
zens, and other happenings of loeal interest are but a few of the topics
that would interest and inform the public. These facts and the evidence
thould be interpreted by the chief of police in statements that are drawn
out hy the interviewer. Such a program would be a strong force in the
maintenance of law and order in a community; because actual faets, true
names, and places would be given in a broadeast with the same impar-
tiality that they are given in the newspapers, the program would create
a wide public interest. Stolen cars might be recovered if the general
public were thus made aware of the theft. Rackets being conducted by
solicitors and others could be stopped and the racketeers apprehended if
advance notice were thus sent into the homes of the eity. Lost bicyeles
and other articles might be recovered as a result of such broadeasts.
Frequently, important witnesses of a crime or of an accident would report
their evidence to the police department if they were appealed to through
the local station. The police and sheriffs of surrounding cities and villages
should be informed of the hours for these programs and should be invited
to send their bulletins to be used upon this local program.

The types of program which I have described are hut a few of those
that are broadcast in the public service. An exeellent series of programs
has been presented to inform the taxpayers of one state about their
schools. Many stations have carried series of programs informing the
public coneerning the industries, natural resources, educational facilitics,
and recreational opportunities of the state in which the station is located.
Town-hall programs and forums have been built upon the idea of the old
town hall and broadeast both nationally aud locally. The community-
minded station must originate new ideas and assume leadership in con-
ceiving methods, writiug continuity, training the hroadcasters, and
presenting the finished programs. Tts reward will be a large and loyal
audience that will attracl commercial accounts.



CHAPTER XI
Writing the Radio Play

The radio play is the life of the radio today. The author of radio plays
should have a knowledge of play writing, but creating the radio play
presents some problems that are not treated in books on dramatic writing.

Unfortunately, few noted writers for the stage have been attracted
to the radio. and announcers and advertising men cannot be expected
to create outstanding drama for the air. Because of the high pressure that
has been placed upon its writers, the radio drama has not yet been con-
sidered a serious literary form. Conditions must be changed before great
writers will undertake the work. In the first place they must be speedy
producers, for they must write a new play each week. There are no long
runs in the theater of the air. Edgar Wallace might have been able to
satisfy the production demand of a play a week. Despite the fact that a
Radio Guild play contaius only 16 minutes of seript material, this produe-
tion demand does not appeal to the artistic temperanent nor is it con-
ducive to literary form. In the second place, the radio play must be
written right the first time for there is no opportunity for a tryout and
revision on the road before the first-night opening. The radio play has
only a first night. The play cannot be changed after its presentation.
Furthermore, there are no months of rehearsal during which the play can
be perfected. Seldom is the name of the radio author announced; he
acquires little fame or recognition by dramatic eritics. There are no
royalties to enrich the author of the radio play. He is paid only for his
manuscript, and up to the present time the remuneration is decidedly
small. While the play is presented in a single night to a greater audience
than attends a long run in the theater, the author does not enjoy the
applause of a single stage presentation. When writers are willing to put
aside their desire for leisurely writing, for wealth, for fame, for apprecia-
tion, then they will study the peculiar seript requirement of the radio
play.

While it is generally said that the radio playwright is writing for an
audience that is blind, in reality he is writing for an audience that has
miental images built upon remembrances of scenes and experiences which
help it to visualize and to create scenery. The writer must appeal to the
“eye of the mind” and create sound pictures that may be even more
vivid than the visual ones of the stage. He must write for an armchair

103



104 Handbook of Broadecasting

audience instead of for a theater filled with people who are keyed up to
the right mood to receive his play. He must create an attitude, an atmos-
phere, which the theater has created for its audience. Allowing the
audience greater freedom in the mental pictures of characters and of
setting possibly will make the play more vivid for the listener, for he can
pick out his ideal heroine and place the scene in a location with which he is
familiar.

Plot.

People go to the theater because it is a land of make-believe. It con-
tains the relief of romance, the familiarity of realism, the thrill of adven-
ture. The radio audience does not, however, want stark reality, does not
care for dull, brutal, and tragic things. The radio drama is truly a form
of relaxation; yet the characters must be intensely human and recogniz-
able in order to appeal to the recollection and visual image ereated by the
listener. The plot of the etherized play should deal with human interests
and mental conflict and yet have adequate action. It should be simple,
not metaphysical. Melodrama is decidedly popular because it appeals to
intense emotion and presents thrills, but these qualitics must not be
impossible for the radio listener to conecive. While melodrama is a popular
radio form, it must be somewhat Vietorian in character, for the unseen
audience will not permit the air to be polluted by profanity or suggestive-
ness. The most modest of Broadway plays would have to be expurgated
before it could be sent into the pure country air.

The theater has certain requirements for its plays. The unity of action
has been discarded by the radio; the sound effect of a train carries the
action from coast to coast; a boat whistle or an airplane motor transports
the scene to foreign ports. The unity of time has no place in radio, where
“Time Marches On” or fades back. Unities of character and plot are
ohserved because the radio audience is interested in people represented by
their voices. Gossip proves that we are interested in people who do things.
Front-page news of the newspapers deals with the conflicts of individuals
with other persons, the elements, or natural obstacles. We are more
interested in a sergeant who captures a squad of enemy than in the
regiment that invades enemy territory because we can put ourselves in
the place of the sergeant. It is hard to feel like an army. Of course, the
character must live an eventful life, have adventures that we listeners
envy or are thrilled by. These conflicts or adventures in radio are better
created by persons than by things. A man with his dog team might fight
the elements to deliver serum to a snowbound village in the northland
and create a conflict with adequate suspense, but in radio this would
result in pure monologue description, not dramatics.
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Radio drama is inclined to be suggestive: that is, it suggests a play
which is in reality acted in the mind of the listener. The author gives
adequate hints and situations; the plot-conscious listener builds his own
play. He is led to the desired climax by the author but is pleased by his
own mind ereation. Of course. the plot must not be too obvious: there
must be conflict. a struggle between characters or between characters and
a situation. The climax may be unexpected—indeed, the listener is pleased
by the surprise ending of the O. Henry type.

While no dogmatic instructions can be laid down for the selection of a
plot for the radio play, certain factors should be kept in mind by the
author. While the audience is not attracted by the drama designed to
teach, it does prefer a plot that develops an idea. The more universal the
theme, the greater the audience. The plot with the greatest appeal is the
one that touches the interests, the experiences, of the greatest number of
listeners. The first thing to do, then, in writing a radio play is to study the
lives of those who will constitute your audience. Find what there is in
their lives that may formn the basis for a conflict. Develop your ability
to write dialogue by listening to the conversation of those about you.
Where you find a human being you find material for drama. The fact that
most lives seem rather commonplace is no deterrent. Simplicity and
catholicity of appeal have never heen known to constitute a condemnation
of a plot. Into the simplicity of the average life your imagination can
insert a logical, a possible, conflict. The radio audience assists you by
preferring stories with American characters, heroes and heroines in the
middle class socially. A good seript has purpose and familiarity - purpose
to justify listening, familiarity to make it ring true. The radio requires
simplicity, which has nothing to do with the inteliectual level of the
andience but rather is the result of the limitations of the single-sense
appeal. The play must be directly communicable and easily assimilated.

On examination of the plot types that are popular for radio plays,
however, one finds that the tendency is toward the thriller play. such as
detective stories, spy dramas, ghost stories, and tales of the Wild West.
Even the historical plays that are popular are filled with excitement and
thrills. Many programs are devoted to adaptation of stage plays and
novels such as those of Dumas. If it were not for the limitation of copy-
rights, the short stories of O. Henry and Bret Harte would make excellent
radio plays. Sex plots are dangerous, and the major networks have refused
to present political sketehes to be used as a part of a political campaign.

The majority of radio plays are sponsored by advertisers, and the
commercial sponsor is inclined to select those that will please the buying
public, with the result that the plots are often spineless and hampered by
commercial considerations—plays that will offend no purchaser.
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»

According to Arthur Pryor, dramatic director of the  March of Time,’
the formula for the play is as follows:

Setting of the problem—explanation of factors involved; conflict. and solu-
tion. The ideal radio drama would be one in which the action is purely psyelo-
logical and where the actors would have to do hittle or no moving about. The
drama itself would run on the pure current of emotion and sentiment and passion.
These feelings would be registered in the tone color of the voices speaking the lines.

Because of its brevity, the radio play should not contain too many
scencs that cause confusing transitions, or have too many acts. There
are, however, no positive rules for the writing of a successful radio play.
It there were, how could one explain the success of two such dissimilar
radio plays as Cartwheel by Vie Knight and Man with a Gun by Charles
Vanda and Russ Johnston, hoth produced by the Columbia Workshop in
recent yvears? In 14 minutes of playing time the former imtroduces 22
seenes using 34 characters. Man with a Gun is cqually unorthodox, heing a
monologue in five or six scenes. Aud yet the dramatic effects of both plays
are identical. Each scene should be concisely set so that the audience
will have a clear understanding of the action that is to transpire. Each
scene should carry the plot forward and be essential to its development;
otherwise the time requirement would demand its elimination. No scene
should run longer than 8 minutes without the entrance of a new character
or a new element in the plot. With a series of scene shifts it is essential
that you do not allow the characters to increase in number and complicate
the play even more. The problem may be brought out in the first scenc.
Each of the developing seenes should create or remove obhstacles, and
the final seene should solve the problem. There should be no change of
scene that is not clearly accounted for in the action of the play or in the
lines.

There are six methods for changing scenes in a dramatic program-—
silence. fade, narration, sound effects, musical interlude, and a single
musical tone that is amplified and perhaps distorted through echo cham-
bers and filter microphones, and then allowed to die away as the next
seene begins. Each method has its drawbacks. The average scene transi-
tion requtires from 10 to 15 seconds, and listeners lose interest if that much
dead air intervencs frequently between scenes. The voice fade sounds
forced: it takes away from the naturalness, from the reality of the play.
Sound effects are apt to become monotonous; in any case, they must be
always easily recognizable. Narration breaks the spell of the drama. Music
is often complicated and may spoil a simple play, and suitable music is
difficult to find.

Naturally there must be obstacles in the radio play, but subplots are
dangerous for they create too complicated a plot for the radio andience
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to follow. The radio audience requires logical development with an ex-
planation of just how things happen. It must not be left in the dark. Minor
details, if of value, must be made clear.

Probably the radio drama has a greater opportunity to create suspense
in its unseeing audience than the legitimate stage play. .\ shot followed
by a scream gains suspense because the andience is not aware of what has
happened until it is told. The element of suspense is as vital to the play
as is characterization or climax. Of course, everything must lead up to this
climax, which must not come until the very end of the program. There is
no opportunity for antichmax in the play itself.

A tragic or unhappy ending may be satisfactory if a moral can be
deduced. The ending of the play must satisfactorily bring the play to a
close, all problems solved, all characters accounted for. The adult audience
1s not critical unless something that is expected is omitted. Make the end-
ing definite. The curtain line at the end of the play is just as important
in radio as it is in the theater.

The Announcer or Narrator.

The narrator’s introduction is decidedly important, for he must set
the stage for the listencr. He ereates in the mind of the listener a setting in
which the play is to be performed. He must not be too positive in his
details, but should allow the listener an opportunity to visualize the seene
as it appears to him. The narrator will tell something of the costumes if
they are essential to the plot development (particularly if it is a period
play). He creates the entire atmosphere by his introduction and by the
music that accompanies his description. He should be chary in his delinea-
tion of character traits that will be brought out by the speech of the
characters themselves.

The narrator will act as a verbal scene shifter as the play progresses.
but must not dominate the play. Whenever possible, the lines spoken by
characters should take the place of the interrupting narrator,

The Beginning.

The beginning of the play, whether it is in the words of the narrator
or of a character or in some other form of introduction, is of vital impor-
tance. During the first moments the listener decides whether he wishes to
remain tuned to the station, and he should be put in the right mood to
cooperate in the reception of the plot that is to follow. There are different
means of attracting and holding the listener and of creating the desired
atmosphere. The radio play, like that of the stage, may depend upon its
overture to put the listener into the right frame of mind, to get tuned in
or settled in his seat, or to attract an attention that is wandering over the
dial. The author should consider his opening of vital importance and
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should write the beginning announcement or dialogue to attract and hold
attention. The style, diction, and content should really introduce the
play and create the neeessary attitude or mood reaction in the listener.
Some plays may be effectively introduced by expressive sounds in con-
junction with speech, and, if the sounds are such as to bring pictures to
the listener’s mind, suspense may be created through them. The use of
local color in the opening dialogue—the language of the circus, of the
campus, or of the sea creates an atmosphere that attracts the listener's
attention. In this case speech may be enforced by sound effects. When the
play is written, go back and work over the opening until vou are certain
that it will attract an audience and will create without fail the mood
required for the appreciation of the play that is to follow. One last word of
caution—the introduction must move swiftly so as not to take time that is
necessary for plot development. While the immediate establishment of
an atmosphere 1s advisable, it must not be offensive to the listener.

The beginning of the play has a definite job to fulfill. It sets forth the
purpose of the play. It creates a picture. Charaeters, setting, and situation
should be established immediately.

The successful play begins with extraordinary swiftness and with
economy of words. Immediate attention can be obtained by a rapid de-
velopment of the situation, promise of further development, powerful
atmosphere, striking characterization, an intriguing unusual setting, or
an extremely familiar setting. In general, listeners prefer introduction
through dialogue.

Characters.

The author should write a play requiring a limited cast, for more than
six voices of major characters are confusing to the listener since he cannot
identify the characters by sight. Seldom should more than four individuals
enter into a conversation, and they should have voice contrast or a vo-
cabulary contrast to make them individualistic. If a character is given a
personal speech style, it must be maintained throughout the entire seript.
While exaggeration is permitted in certain character types, the characteri-
zation must not be burlesqued. If the character is given a “sound”
personality, the listener will create his own picture of the type, for he
can visualize the character by what he says and how he says it, whether
he is a minister or a West Side “tough.” Characters in all radio dramas
should be made real to the listener. People like to listen to and follow the
adventures of their own kind, or of those whom they can recognize on
the radio. Not only does a character’s manner of speech portray him to
the unseeing listener; the writer of the seript must also make each actor
act in the way that the character is supposed to act in real life. Whenever
possible it is advisable to give to a character some characteristic expres-
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sion of words that identifies him. Have one character repeat certain
phrases, but be careful not to overwork these phrases. One of the most
common criticisms of the amatcur radio seript is that the characters’ lines
are interchangeable. The listener should be able to tune in on the middle of
a broadeast and tell from the words of a character whether Clara, Lou, or
Em is speaking,

Of course, it is impossible, as in real life, to keep the principal charac-
ters talking with one another all the time; consequently minor characters
may be introduced when they are necessary to forward development.
Characters should not talk to themselves. Someone must intervene to
make the action lifelike. However, do not allow the minor character to
bhecome important; it is best not to name him; merely identify his position.
Various methods may be used to ecut down the number of characters;
among these is the use of the telephone, letter, or telegram. The last two
should be short and important if read. Messages which help in explaining
but which are not exeiting in themselves may be summarized by the
reader. Telephone conversations frequently save scene shifting, ercate
atmosphere, and make situations clear. They are generally shorter than
face-to-face conversation and thus speed up the play. Sometimes it is
essential that the radio listener hear the speech at hoth ends of the tele-
phone line, but since this is unnatural it should be avoided if possible.

Dialogue.

Since the radio audience cannot sce the actors, making the characters
speak in character is vital. Emotions must be brought out to the listener,
not by the shrugging of shoulders or by the lifting of evebrows, but by
words, sentence structure, and delivery. All emotions have to be conveyed
through the air by speech: people under terrific emotional stress are likely
to say little, to use short sentences or fragments.

The theater audience can sce the actor enter the scene, but when a
radio character comes into the play he must be introdueced by dialogue,
“Well, here comes Harry now: let’s ask him.” This identification must
be carried on throughout the play as characters enter and leave the scene.
[t is a wise policy for characters to be addressed by name in the dialogue.
However, this must not be everdone. Not only does the dialogue introduce
the character but it may describe some essential manner or condition of
the person. For instance, ““Who is that long-bearded old man coming
down the road, the one with the tattered clothes who leans so heavily
upon a cane?” In this way the dialogue appeals to the visual sense of the
listeners and obviates the necessity of a description of the characters by
the narrator. In some instances the dialogue may be used to set the stage
as in “‘Goodness, Ruth, don’t you delight in this modern kitchen with
all its chromium and porcelain? It is so bright and checrful.”
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The author, like the director and like the audience, must forget his
stage and listen to his words as if he were blind. The characters are never
scen but the words they utter are vital. They should speak with a clear-
ness and directness that leave no uncertainty in the mind of the listener
cither as to their purpose in the play or as to which character is speaking.
Speeches must be much shorter in the radio play than they are upon the
stage because of the time limitation. There is no place for the soliloguy.
However, jerkiness must also be avoided. Every speech must carry for-
ward the action. It is not an easy task to write conversation. but it must
be very real, very human, in the radio play. Practice writing the dialogue
of all types of people at every opportunity. The speeches must be in
harmony with the characters who speak them. They should be written so
that they can be understood in the dark. When questions, exclamations,
or whisperings are used, they must be natural and realistic in their phrase-
ology. On the stage the facial expression will help in the understanding
of certain lines, but radio dialogue must be more explieit. The microphone
emphasizes affectations; consequently diction must be so natural that it
sounds extemporancous and casual, and yet it must not be slipshod.

The speech of the characters should portray the scene and the action
as well as the thought. Al action must be talked about. It is better to say,
“Why did you come in the window when you could see that the door was
open?”” than to inquire, “Why did you come in that way?” because the
audience cannot see the entrance. Stage business and sounds are explained
by dialogue. Tt is wise for the writer to allow the control operator to tell
him how to instruct his actors in the matter of entrances and exits in order
that he may get the proper impressions of distance and motion to appeal
to his audience. As the same sound effects frequently may be used to
Mlustrate different sounds, the dialogue must bring out what the sound
means; otherwise the roar of Niagara might sound to the listener like the
escaping steam of a locomotive,

The sentenee strueture used in the radio dialogue should conform to
the rules that have been laid down for all radio speech. Sentences should
be short, simple, clear. The radio seript, must be actor-proof—written in
stich a way that it cannot be misinterpreted. Do not allow the entire plot
to hinge upon a single line, because the listener’s attention may be (-
verted during its delivery, with the result that he will lose the entire plot
of the story. Of course, profanity, immodesty, the belittling of any race,
and the use of poor grammar, except in cases where it 1s necessary to
bring out character, are bad. Humor must not offend anybody who may
be a patron of the sponsor of the program. The use of such deseriptive
nouns as “wop,” “Chink,” or “nigger” is absohitely forbidden. liven
the sports announcer deseribing a prize fight refrains from using the word
“blood.” Here is a final caution under the heading of dialogue: do not
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allow the seript to become too “talky.” Radio characters should not be
loquacious.

The speed of the radio play is constant. There can be no pauses of any
length while actors ponder, none of the lighting of cigarettes so loved hy
the amateur, no quiet and thoughtful moving from one side of the stage
to the other. The tempo of the radio play is fast. No episode can be
padded with description. There must he a planned forward action. Any
lag in a play is very quickly apprehended by a listener and must be
tightened up in those loose spots. On the other hand, it may become
staccato and hurried where leisure is desirable.

Effects, .

The dramatic writer for radio uses various devices to create moods
and effects and to economize in time. While writing it is helpful to keep
in mind the part music can have in creating the mood and increasing the
pace. Some pattern of music may strike the writer as being just the effect
he desires to create; if so, he should jot it down in the seript so that the
director may sense the fecling he intends to bring out. Sound effeets and
music used artistically and effectively make the difference between a
first-class production and a commonplace drama. Music can provide an
emotional cyclorama. Good effects may be obtained by the use of whis-
pers, exclamations, and questions, but they should be used only if they
would come naturally in an ordinary conversation. A trick frequently
used for speed and ¢conomy is the montage. This is a series of flashes or
bits of eonversation which almost overlap each other or are separated
by brief passages of music or sound effects. The montage type of writing
is extremely interesting and effective, if it is overdoue the effectiveness
will be lost.

As the radio drama is intended for the ear, the author should depend
upon various sound effects and insert them in his seript in order to create
a more vivid picture for his listener. Through these sounds he may appeal
to various emotions and may obtain even greater suspense reaction than
can the author of the stage play. The persons who are most familiar with
the use of sound effects are the sound-effects man and the control oper-
ator: consequently the author should confer with them as to what effects
may be obtained and how these effcets can be synchronized with dialogue.
Such sounds may be used to create mood, to maintain tempo, to create
color and atmosphere. However, they should never be introduced for
their own sake. They have value only in carrying forward the plot.

Length.

The radio play must be timed exactly so that the tempo can be main-
tained and the actors will not have to speed up or slow down at the end.
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Radio plays are heard most frequently upon 13- and 30-minute programs;
approximately two-thirds of the program period is the most that can be
devoted to the seript. The balance of the time is taken up by commerecials,
the announcement of the narrator, musieal transitions, ete. Probably the
seript will be cut during the rehearsal to its correct time limit. Much will
depend upon the rate of speech of the actors. A too-long script is pre-
ferred. [t is casier to cut than to pad a seript.

Taboos.
Always in writing for radio it is necessary to keep in mind the standard

taboos.

1. The Deity’s name must never be used irreverently. It is not so much what
vou say on the air as how you say it. There was the Mie West Christmas bur-
lesque of Adam and Eve that caused national investigation. The seript was
tound to be innocuous, but the way Mae West spoke her lines was a startling
sacrilege. .

9. Offensive statements about or rcferences to religious views, political
groups, and racial characteristics should not be used. We presented a radio
version of “Green Pastures,” in which the Negro preacher exhorts his congre-
gation as “You niggahs.” The program was condemned by Negro listeners, and
the students who composed the Ethiopian Club protested to their president.

3. Physical deformities should not be made humorous or emphasized. The
“soap opera” serials have recently had an epidemic of blindness, an emotional
appeal for characters who have to live in darkness. Parents and relatives have
protested to the sponsors, pointing out that radio is the outstanding source of
entertainment for the blind and the shut-in. Emotional scenes concerning blind-
ness are debilitating; they have lost listeners for the sponsors and made cnemies.
No guest coming into the home would laugh at a blind or a crippled host.

4. Murder and suicide are discouraged. Neither the criminal nor erime may
be glorified. Crime-enforcement agencies maintain that plays about criminals
increase crime and have a psychological effect upon youth, vet many sponsors,
recognizing the interest and the intense action of such dramas, specialize in this
field but require that the criminal must be caught, punished, and the play end
with the moral “Crime does not pay.”

5. Overemphasis on insobriety is not permitted. Of course drunks are not
welcome in the average home.

6. The use of the word “Flash” is reserved for special news bulletins. This
is the rule Orson Welles caused to be laid down after his “Invasion from Mars”
scare flashes.

7. Sex dramas are forbidden, and one sponsor refuses scripts in which women
smoke. In many instances a subject which would be banned upon a comedy pro-
gram may be used in a domestie story. For instauce, childbirth and the attitude
of youth in relation to the facts of life are permissible subjects in a family show,
whereas they would be in bad taste if presented by a comedian. Comedians
recently have been taking slight liberties with risqué stories.
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8. Unintentional interpretations and words and phrases with double mean-
ings and those which through mispronunciation or careless listening may result
in embarassment should be avoided. In preparation for a nation-wide broadeast
celebrating the centenmial of the University of Michigan, a seript was prepared
about the first woman desiring to enroll as a coed. In the skit the President of the
University advised her to try attending a class. She was hissed and hooed by the
men. The President asked her if she weren't going to ery. She replied, "1 am going
to study for my education, not cry for it.” The continuity editor of the network
wired instructions to omit the words “cry for it ”” because they were too intimately
associated with the advertisement of a children’s laxative. In the same skit the
young woman said she had tried to get into the boardinghouses in the college
town but they had all refused her admission. In rehearsals the word *““boarding-
houses” sounded too much like “bawdy houses.”

The Manuscript.

The radio script should be double spaced. It is best to place the name
of the character delivering a speceh in the center of the line above the
speech he delivers. If the character’s name is placed in front of the line,
there is a possibility that it may be read by him. Copies of the seript must
be provided for each character, the director, the sound-effects man, the
musical director. and the cantrol operator. In case the script is one of a
series to be presented, the number of the seript in the series and the date
upon which it 1s to be given should be ineluded in the manuseript. If pos-
sible, it is also wise to list the rehearsal dates and hours.

The author should list the cast, giving some descriptive malterial
about cach characterization—types, ages, voices, and personality.

Act I, Scexe 1

Phineas (Union guard, around 10, given to airs; fancies himsell as an actor
and shrewd fellow).

Old Jesse (groom, Yankee, garrulous, given to religious philosophizing).

James Winter (Confederate spy, young, bitter humor, courageous).

Colonel (Yankee, elderly, formal manner).

Chaplain (Yankee, prayer-book murmur).

It is also good practice at the beginning of the seript to list all the sound
effects that will be required according to the scenes and acts. Do not use
adjectives or adverbs to qualify the sound cue unless such adjectives give
instruetion as to volume or pace.

Souxp ErrecTs

Jingle of harness. Slow steps on wooden platform.
Marching effects. ' Squeak of pulley.
Whinny and pawing of horse. Slow drum beat.
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The titles of music to be used in the introduction, close, and scene
transitions should also be given, or a space left in which the musical
director can fill in this information. Such listing will be helpful to the
casting director, the sound-effects man, and the musical director,

Enoie: Well, you've got the idea, then. All right. The first sound we hear is an
automobile. The camera swings around, and catches this car—a big. power-
ful looking roadster—as it swings into the driveway. (Start fading in music
as hackground—something ““mysterioso,” preferably.) We see the headlights
cut across the house. Then the car stops in front of the doorway: a young
man climbs out and knocks on the door. He waits a few moments, and then—

(Music fades up and out rapidly.)

Whenever necessary the writer should give in the body of the seript
the intonation to be used by the character in the presentation of his part,
the inflectiou, voice changes, and attitude.

Evoie: (with an air of finality) Well, that’s that. IUs terrible, then. (There is a
slight pause.)

Marian: What’s the matter? Don’t you feel like talking?

Evvie: (mock indignaiion) Why, Marian! How can you say such a thing? Me?
Not talk?

Also in the body of the seript it is necessary to show where sound cffects
are to be used and which sound cffects are to be used.

Jupae Jay: This court stands adjourned until high noon tomorrow.
(Gavel—crovd noises.)

If, in the opinion of the author, it is neeessary for characters to em-
phasize certain words, these words may be underlined. The use of dashes
as punctuation helps the actor, giving him an opportuunity to characterize
his part and make full use of the pauses. Wheun there is a scene transition,
the musical selection to be used in that transition should be listed by
name.

Adazptations.

It is generally felt that adapting a stage play or bit of literature 1s the
easiest way of obtaining radio material. This belief is hased upon the fael
that so much of the better radio-show material is adapted from plays,
novels, short stories. or pietures. The broadeasts of the Lux Radio Thea-
ter, Campbhell Playhouse, Columbia Workshop, and Great Plays often
feature adaptations. Furthermore, the unimaginative writer feels thal
such a procedure eliminates the difficulties of creating plot and characteri-
zation. Adapting eliminates the difficulties of creation; however, the tech-
nical difficulties are by no means decreased, for making a good adaptation
in reality requires more technical skill than writing an original skit.
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The problems of adapting plays and pictures are probably the least.
difficult, since the original material is already in the form of drama. Two
things are necessary: conformity to the usual time limitations of radio,
and the removal of the dependence on the visual. These visual aids and
stage business, if they are essential, must be translated into dialogue for
the benefit of the radio audience. A good test of this requirement may be
made by closing the eyes during a motion picture and trying to create in
the imagination the scene on the screen, using as a basis only the sound.
Conforming to time is another problem. Onc-act plays lend themselves
more readily to adaptation because playing time already approximates
radio time units. Condensation of the longer plays requires more than the
cutting of speeches and scenes. In many cases it requires a rearrange-
ment in order to strengthen narrative structure, it requires the com-
hination of characters in order to eliminate confusion, and it requires the
simplification of plot and the speeding up of the tempo.

The adapting of stories is a problem somewhat more difficult than
that of adapting plays. Here more creative ability is nceded because
stories often contain very little dialogue and much deseription. The
adaptor deserves almost as much credit as the author because he has so
much work to do in translating the story into radio requirements. He will
probably need to simplify the plot and eliminate or unravel subplots.
This is more likely to be true of the novel than of the short story. New
dialogue may have to be invented to take care of essential description, or
sound effects may need to be employed to give deseriptive effect. Confor-
mation in the matter of time is again more easily accomplished in the
shorter story: in fact, the novel is often best presented as a serial. And.
finally. as is the case with plays, stories will need to be consolidated and
compressed. Almost all forms of writing lend themselves to adaptation
but it must be remembered that only one sense is appealed to by radio:
there is no aid from the visual, and neither is there any opportunity to
check back and clear up any misunderstanding.

Tt shonld also be noted that the adaptation of comparatively recent
material requires a copyright release from the original author or his agent.
Seldom does a magazine or publisher grant such rights. In many cases
the author has retained his radio rights and he must be contacted—and
usually he is difficult to locate.

Submitting Manuscripts.

While it it inadvisable to submit ideas to radio stations about plays
and programs, some stations can be trusted not to steal the idea. These
stations require the originator to submit the idea in the form somewhat

like the following:
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Date: _
To Station :

I am submitting my idea, summarized or characterized below, about a radio
program to you today with the understanding that you are wholly free to deter-
mine questions of priority and originality in connection with any identical or
substantially similar ideas or suggestions. and that for payment. in the event of
use, I will rely upon your own sense of fairness and honesty.

Brief summary or characterization of idea:

Note: Station _ __ is not responsible for manuscripts or other materials sub-
mitted. It is understood that the author is retaining duplicate copies.

As many stations and advertising agencies will not even open an
envelope which obviously contains a manuseript, fearing that any
future similarity between the submitled manuseript and a produced
play may result in a copyright suit. it is advisable to put the release
in a separate stamped envelope atlached to the manuscript package.

Television.

Television will bring a new technique in writing for radio. I fear, how-
ever, that visual broadecasting of plays will rely for its appeal solely upon
the technical achievements of modern seience. In the radio play of today
the listener participates in the drama. His imagination, his memories.
build the scene and ereate the characters. e is in reality a character par-
ticipating in the action. He selects his favorite blonde or brunette for his
heroine. He sets the scene in locations where he has been. Today there is
no limitation upon the radio setting, no small stage with painted drops
or background, no limitation imposed by the focus of the television
camera. While television trucks may be rushed from locale to loeale. no
truck can shift the seene so quickly as can the listener’s imagination,
“The Tnvasion from Mars,” with news flashes from various parts of New
Jersey, was very real because sueh bulletins would be broadeast in case
of an actual invasion just as they were in that vivid drama. With tele-
vision the sceenes would have to be faked, and while the listener can ef-
feetively fool himsell he isn't easily fooled by artificial scenery. The
scenes and action today, created by sound effeets, mood musie, and words,
are not circumscribed. The television drama if produeced in the studio
will have scene shifts, curtaius, the shifting of the camera fromn set to set:
it will revert to the stage play. When solid flesh-and-blood characters are
seen upon the sereen it will be hard suddenly, with the sound of an air-
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plane, automobile, train, or boat whistle, to transport them to a distant
scene. All these problems and others must be considered by the present-day
writer of radio dramas when television comes to our receivers. When the
radio drama was suggested as a successor to the theater its limitations
were pointed out to be many. As radio techniques were developed, the limi-
tations were overcome or disavowed by the superior opportunities. Now
television 1s over the horizon waiting for engineers to send it to our homes
and dramatic writers to develop new prineiples of writing and presenta-
tion. Unfortunately lelevision drama will not have the assistance of
commereial writers, expensive casts, and well-paid producers during the
experimental period. It is up to workshops in colleges and stations to
carry the burden of creating television drama.

The recently developed color television has all the superiority in
radio that color has in motion pictures. Color brings out depth and dis-
tinction that was not evident upon the grey television screen. The
inconceivable technical achievement and the beauty of the pictures
will hold the attention of the radio ears and eyes. The color televised
drama will probably combine interludes of unseen drama with visable
scenes. Color television offers unlimited opportunity in educational
programs in such courses as botany, geography, dressmaking, and
interior decoration. The use of the new fluorescent lighting methods does
away with artificial make-up and permits the broadeast of natural colors,
as well as eliminates the excessive heat of the originally used kleig lights.



CHAPTER XII
Writing the Radio Play

(A Program)

The adaptation which follows is based on Hush Money, a play in one
act by Percival Wilde, found in his collected volume Three-minute Plays.
The adaptation is printed here with Mr. Wilde’s special permission. The
play is copyright, 1927, by Mr. Wilde. and no performance or broadcast
cither of the play or of this or any other adaptation may be given without
the written permission, in advance, of one of Mr. Wilde's agents.!

The version printed here is a very free adaptation; many of Mr.
Wilde's lines being omitted and many for which he is not responsible
being inserted. Among the latter, for instance, are more than a dozen lines
inserted at the beginning to demonstrate the sound effects used to create
atmosphere at the beginning of a radio play and to set the scene or locale
of the play, which would have been accomplished by scenery on the stage;
and the two at the end, none of which are to be found in Mr. Wilde’s play.

The stage play commences at the moment that the manicurist begins
on the man’s second hand and thus avoids presenting an action in less
time than it would take in real life. A radio broadeast often takes greater
liberties with time; hence we commence with the telephone call for the
manicurist, thus introducing desirable movement, and if the girl finishes
the man’s second hand in eight speeches, which she does not do in the
play, it is not contrary to the canons of radio. As the purpose of this
program is to present instruction, the itlustrative play had to be cut to a
minimum in order that adequate instructive material might be given in
an allotted time.

ANNOUNCER: This is the Michigan University of the Air broadecast direct from
the campus studio in Ann Arbor. This afternoon we present another program
in the Radio Guild Series, today’s subject being the writing of the radio play

Sound: Telephone bell.

CrLerk: Room service.

Max: (Through filter) This is Mr. Smith in Room 310.

CLERrK: Yes, Mr. Smith.

Man: (Through filter) Will you please send me up a manicurist?

CrLerk: Yes, sir, right away.

! Walter H. Baker Company, 178 Tremont Street, Boston, or Samuel French, Inc,
25 West 45th Street, New York.
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Sound: Hand bell.

CrLerk: Hey, Mabel. The guy in 310 wants a manicure—name’s Smith.

GIrL: I'm on my way. It's cash in my pocket.

NarraToR: I will interrupt this black-out skit occasionally so that we can
analyze the play as it goes along. And this is the opening of a radio black-out.
A black-out is a very short, fast-moving skit, with an unexpected ending. It
has many of the same characteristics that are found in a short radio play.
In reality a radio play for a fifteen-minute commercial program only runs
about eight minutes in length, the balance of the time being taken up with
music and commercial announcements. Writers of radio plays usually
employ one of three media, or a combination, to introduce their plays—
musie, speech, or sound effects. Music is used when a certain mood is an
essential characteristic of the program. When you want to have your audience
feel sentimental, sad, jovous, or excited. music of the right type will set the
mood for the listener. just as it did in the old days of the silent motion
picture. Speech is used to give necessary information; however. the better
practice is to avoid a long, scene-setting narration by the announcer. It is
much better to let music. sound. or the speech of characters give the setting.
introduce the characters, and place the time or period than to have an
announcer do this. In our skit, the opening of which you have just heard.
we have used a combination of sound and speech. The telephone hell and
the speech of the clerk who said, “Room service.” give us clearly the picture
of a man in a hotel room -calling the office requesting the manicurist. It
would have heen difficult to set our scene by using music and we don’t wish
to establish a mood in this particular skit. We have not used a long speech by
the announcer because it is important to get quickly into the play. That 15 a
characteristic of radio plays that must be observed. Action is an essential
quality and must come quite near the beginning. In the first few lines of the
radio play. it is advisable to introduce the characters. Here we have intro-
duced a man in a hotel and a manicurist who is on her way to his room at the
present time. While T have heen giving these few comments, she has gathered
her tools and taken the elevator to the third floor, is coming down the hall
and—

Sound: Knock on the door.

Man: Come in.

Sound: Door opens.

GikL: You sent for a manicurist, sir?

Man: Yeah; come in.

Sonund: Door shuts.

GirL: Are you alone, sir? It's against the hotel regulations for me to give a
manicure in a room unless there is someone else present.

Man: Oh, bosh! I wouldn’t have anyone sec me getting a manicure in a barber-
shop. They would think I was a sissy.

Giru: Very well, sir. if you insist.

NARrATOR: In these few lines the introduction of the characters and setting is
continued with a suggestion of a possible plot development. The usual
content of such introductory material is the what, where, and who of the
story to follow. For our introductory passage we have used straight dialoguc
telling us that the manicurist has reached the man’s room and is now ready
to begin her work. The actual skit has taken about fifteen seconds, so far,
and it’s time we got into the development of the plot. We have also used
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sound effects—the opening and closing of the door—to show that there has
heen a transition from the office of the room clerk who received the request
to the hotel room where the man is waiting. We have to put in these sound
effects in order to create scenes for the listener, to stimulate his imagination.
As there are only two characters in this dialogue up to the present, it has not
heen necessary for them to call each other by name in order that they may he
distinguished by the listener. The man’s voice will always identify the man.
The feminine voice will be that of the manicurist. If, however, we had a
number of characters in our scene. it would be necessary for them to call
each other by name for a little while, until the sound of their voices had
made an impression upon the listencr so that he could identify the different
characters by their voices. It is advisable in radio skits to use as few actors as
possible, so as not to confuse the listener. Now, let's get along with the
dialogue.

Sound: Filling bowl with water, placing of metal instruments in china bouwl.

Man: Will it annoy you if I smoke?

GIRL: Not at all, sir.

Max: Good. I have an exceptionally fine eigar here 1 have been wanting to
smoke all day. T couldn’t afford cigars like this in the past. This is the height
of luxury—a fine cigar. a young woman to manicure my nails.

GirL: (After short pause) Are you new in the cityy

Man: Yes; is it so very obvious to you?

GiirL: O, no, sir. I didn’t mean to be offensive.

Man: Of course you didn’t. I'm in the city for the first time. Never could aford
to step out, but I've struck oil on my ranch and I've money enough to really
enjoy mysclf. Those nails show yvou that I spent most of my life at hard work.
Now I'm going to have comfort. Easy come, easy go, I suppose.

GirL: Yes. sir. May I have the other hand, please?

Max: Certainly. Here, let me change this cigar to the other hand. I don’t want
to spill the ash. They show it’s a fine cigar.

GirL: T'll get you an ash tray.

Man: No, don’t bother—it will he all right. They won’t fall. Tell me, Miss—?

GirL: Madden—Mabel Madden.

Man: Miss Madden, do you make a pretty good living at this manicuring jobh?

Giru: (Dejectedly) Oh, I get along. But it’s not easy come for me.

Man: Hard work, eh? This sure is a fine cigar.

GirL: (After short pause) There you are, Mr. Smith, they’re finished.

Man: Well, that was a quick job. Take that five-dollar bill on the dresser and
keep the change.

Narrator: The dialogue that we have just heard continues to develop the plot.
Nothing should be put in which doesn’t carry the plot on toward its denoue-
ment. There is no opportunity for wordiness in a radio skit; practically
every speech should have some purpose in plot development. Tt is quite
essential in the development of this very slight plot that the man has sud-
denly acquired wealth, that le is not familiar with the ways of the city, that
the manicurist is rather down on her luck, that the man is watching the ash
upon his cigar, and that he is inclined to be rather casy with his money in
offering to pay five dollars for the manicure.

GIrL: (Getting tough) Five dollars! Mr. Oil Man, that manicure will cost you five
thousand dollars!

Man: (Laughing) What’s that? You’ve certainly got a sense of humor.
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GirL: (Tough) You said your money came easy and it’s going to come to me easy,
too. I told vou I had no business in this room alone with you and you insisted
that I stay. That’s just geing to cost you five thousand dollars or I'll scream
for help.

Max:! (Laughing) Oh, vou're crazy! I've treated you in a perfectly gentlemanly
manner while vou were in here and I've treated you generously by offering
vou five dollars for fifteen minutes of work. You can’t blackmail me that way.

Girn: Oh, can't 1?7 Do I get that five thousand dollars?

Man: No! Here’s fifty cents; that's yvour regular fee. Now get out!

GirL: Okay, vou asked for it—you’ll pay.

Sound: Key turning in lock on door.

Max: What are vou doin’ with that key?

GirL: The door’s locked. I’ll tear my dress and muss up my hair.

Sound: Girl screams. Sound of ripping dress. (irl calls for help.

Max: Too bad you had to tear your dress that way. You’re certainly putting on
a good act.

Nakrratoi: Now we've reached the climux. Not the denouement, but the climax
hetween the two conflicting forces. The action in a radio play must be very
fast, indeed, and there must be plenty of action. We lLave built up the
man in this case so that the listener rather likes him—generons, and yet a
strong character, not easily fooled despite his inexperience. If we had a
longer time for the body of this skit, we would have developed the charucters
more completely. In the elimax the speeches must be short and real. Again
sound effects are brought in—the ripping of the dress and the key i the
door to denote action upon the stage that cannot be seen. Now, before our
final analysis, let us consider the skit as a unit from the beginning to the
suggested but not vet presented solution of Mr. Smith’s dilemma.

Sound: Telephone bell.

CLEeK: Room service.

Max: (Through filter) This is Mr. Smith in Room 310.

CrLErK: Yes, Mr. Smith.

Man: (Through filter) Will you please send me up a manicurist?

CrLerk : Yes, sir. right away.

Sound: Hand bell.

Crerk : Hey, Mabel. The guy in 310 wants a manicure—name's Smith.

GirL: I’'m on my way. It’s cash in my pocket.

Sound: Footsteps in hall. Knock on door.

Max~: Come in.

Sound: Door opens.

GirL: You sent for a manicurist, sir?

Man: Yeah; come in.

Sound: Door shuts.

1 Percival Wilde points out in a letter how the suspense in the play ITush Money, which
is used for the basis of this radio program, should be improved. “There arc a few lines in the
adaptation which I should wish to change. For example, one thought on technique which 1
have tried to pass on is that a new situation, in real life, is never accepted without question
and incredulity. For example, if .1 says to B, ‘You don’t know it, but I'm the father of your
child,” B will not answer, * You cur!’ but will absolutely refuse to believe it. It is only after
he has come to believe, that full reaction comes. In the present adaptation, when the girl
springs blackmail, the man believes too quickly, thus injuring suspense.”
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GIrL: Are you alone, sir? It's against the hotel regulations for me to give a
manicure in a room unless there is someone else present.

Man: Oh, bosh! I wouldn’t have anyone see me getting a manicure in a barber-
shop. They would think I was a sissy.

Girr: Very well, sir, if you tnsist.

Sound: Filling bowl with water, placing of metal instruments in china bowl.

Max: Will it annoy you if I smoke?

GirL: Not at all, sir.

Max: Good. T have an exceptionally fine c¢igar here I have been wanting to
smoke all day. I couldn't afford cigars like this in the past. This is the height
of luxury—a fine cigar, a young woman to manicure my nails.

Giry: (After short pause) Are you new in the city?

Man: Yes; is it so very obvious to you?

GirL: Oh, no, sir. I didn’t mean to be offensive.

Man: Of course you didn’t. I'm in the ity for the first time. Never could afford
to step out, but I've struck oil on my ranch and I've money enough at last
to really enjoy myself. Those nails show you that I spent most of my life at
hard work. Now I’m going to have comfort. Easy come, easy go, I suppose.

GirL: Yes, sir. May I have the other hand. please?

Man: Certainty. Here, let me change this cigar to the other hand. 1 don’t want
to spill the ash. They show it's a fine cigar.

GirL: F'll get vou an ash tray.

Max: No, don’t bother—it will be all right. They won’t fall. Tell me, Miss—

Girn: Madden—Mabel Madden.

Max: Miss Madden, do you make a pretty good living at this manicuring job?

GirL: (Dejectedly) Oh, T get along. But it's not easy come for me.

Max: Hard work, eh? This sure is a fine cigar.

Girwu: (After short pause) There you are, Mr. Smith, they’re finished.

Mavn: Well, that was a quick job. Take that five-dollar bill on the dresser and
keep the change.

GirL: (Getting tough) Five dollars! Mr. Oil Man, that manicure will cost you
five thousand dollars.

Man: (Laughing) What's that? You’ve certainly got a sense of humor.

GirL: (Tough) You said your money came easy and it’s going to come to me easy,
too. I'told you T had no business in this room alone with you and you insisted
that I stay. That’s just going to cost you five thousand or I'll seream for help.

Max: (Laughing) Oh, vou’re crazy! I've treated you in a perfectly gentlemanly
manner while vou were in here, and I've treated you generously by offering
vou five dollars for fifteen minutes of work. You can’t blackmail me that way.

GirL: Oh, can’t I? Do 1 get that five thousand?

Man: No! Here’s fifty cents, that’s your regular fee. Now get out!

GirL: Okay, you asked for it—you’ll pay.

Sound: Key turning in lock on door.

Man: What are you doin’ with that key?

GirL: The door’s locked. T'll tear my dress and muss up my hair.

Sound: Girl screams. Sound of ripping dress. Girl calls for help.

Man: Too bad you had to tear your dress that way. You're certainly putting on a
good aet.

Sound: Mufled footsteps running down the hall. Men’s voices outside the door
pounding on the door.

Housk Dick: What’s wrong in there? Open that door!

GirL: Help! Help!
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House Dick: Open this door!

Man: (Calmly) Afraid you’ll have to break it down, ofticer. The voung lady
has removed the key.

Girr: Help! Help!

Sound: Door breaks.

House Dick: Hub, what's up in here? One of ‘em guys. huh?

GirL: Oh, officer—he tried to—

Man: Officer, 1 haven't moved from this chair in ten minutes. This is a nice little
blackmailer here.

House Dick: Oh, veah? I suppose she tore her own dress?

Man: (Calmly) That’s exactly what she did.

Girn: I'm telling you he tried to—

Houske Dick: Don’t worry, girlie, we'll take care of this guy. Come on. you, get
going.

Max: One moment, officer, I can prove to you that I haven't moved from this
chair; that it would have been impossible for me to have torn this young
lady’s dress or made a pass at her.

House Dick: Oh, yeah?

Man: Officer, look at my cigar here. You’ll notice that there’s at least an ineh and
a half of ash at the end. Now how could I have been struggling with this
young woman without having knocked that ash from this cigar or having it
fall oft ? T sat here quietly at this desk watching her put on the act.

Housk Dick: Say-—that’s so—

Max: What’s that saying, “A woman’s only a woman—but a good cigar’s an
alibi.”

Narrator: And thus ends our little play. A few words may be said about the
closing, however. We used an all-dialogue closing, that is, the characters in
the play spoke up to the very end. We must be very careful that there is
no anticlimax. It is possible that in this black-out skit we have presented for
analysis it would have been better to omit that last line about a good cigar’s
being more appreciated than a woman.

This plot was sclected for analysis because it is fast-moving. But it presents
sonie dangers for radio presentation. The implied plot might possibly be
otfensive to some listeners. A radio play goes into the home, where it is
heard by all ages and by all types of people as well, and it must be clean. A
second objection to this plot would be that concluding line which is put in in
order to make a point, and that point is this: At this time of the day, after-
noon, a large proportion of the radio audience consists of women. and to
make a statement that a good cigar is better than a woman is going to
offend those listening. An advertiser would not allow a line of that sort in
his skit, because it would lose him cnstomers.

Now a word about the material for the radio play. Any material—if it is
real and has dramatic value—can be adapted to radio presentation. But the
writer must ever be conscious that he is creating a picture in the mind of his
audience—a picture that must be made vivid through sound alone. There-
fore, the radio writer must think of his play in terms of sound and give his
seript all the details necessary to create an identical impression in the mind
of his hearer.

Mr. Wilde in commenting upon this radio adaptation or abbreviation
of his play Hush Money gives some excellent advice to the dramatic
writer:
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I have alrcady referred to my treatment of the time interval, which in the
play corresponds to life and does not in the radio version. But our methods of
character depiction are also at variance. You allow the man to volunteer infor-
mation about himself. In effect, “1 am such and such kind of man. I'm a rough
diamond. I prospected for years and then struck it rich. I’ve got lots of money.
| smoke expensive cigars. Even if the hotel rules forbid you to enter my room
and so on. My method (¢f. the chapters on
“Exposition”’ in The Craftsmanship of the One-act Play) is to let the girl pump the
man—the facts about his original poverty, his struggles, and his final success
being well known—and the man, instead of glorifying himself, answers without
conceit and speaks in terms of unlimited praise of the wife who stuck to him

>

when I’m alone, what the deuce,’

through thick and thin. I bring up the curtain with the girl in the man’s room,
which she entered knowing it was against the rules, and whiel knowledge she
imparts to him as a step toward the erisis. I rather feel that had she entered with
the remark you give her, he, despite the technically very clever line you give him,
would have replied, “Then let it go. I guess I can get along without a manicure.”
In short, I take pains throughout to enlist audience sympathy for the man by
letting him be pumiped, while you have run the risk of making him less likable.
(In the abbreviated radio version we tried to make him likable through his
speech, his voice.)

T try to establish character so firmly that the subsequent action Hows naturally
from the premises without the hand of the dramatist being in evidence. I believe
in delineating character in such a manner that whatever is to come arises natu-
rally and almost inevitably; if 1 sueceed, technigue has covered up technique, and
the play acquires desirable objectivity.



CHAPTER XTIT
Writing the Radio Serial

Between nine in the morning and six in the evening, Monday through
Friday, 60 radio serials are presented each day by the various networks.
Some of the serals are good, but there are too many, they are built upon
a false psychology, and they are too much alike. If a serial would end
now and then and a new one start the broadeasting day would be some-
what improved. The “do-listen-tomorrow” suspense ending to every
program grows tiresome, but it gives the sponsor an opportunity to call
attention to his product tomorrow and tomorrow until sales resistance
has been broken down. These dramatic picees are not planned as litera-
ture or drama or entertainment or education. They are strietly advertis-
ing—nothing else. The 15-minute period allotted to the daily presentation
not execessive in

contains an average of 234 minutes of commereial copy
itself but when repeated hour after hour, day after day. it gives a bad
taste to radio entertainment. Approximately 31 minutes of cach program
are devoled to theme, tie-up with the preceding episode, and a ““come-on ™
for tomorrow. The average dramatic time is 814 minutes to a 15-minute
program. The plots are not objectionable, only monotonous in their
sameness. One motif does stand out throughout the day, one against
which listeners ery out most insistently, domestic unfaithfulness. Heard
as the theme of one serial it would go unchallenged. Splattered through
two dozen it hecomes an unhealthy overdose. The beginning student in
radio writing, however, must not ignore this specific and specialized kind
of writing so popular as an advertising medium.

It is the object of any advertising scheme to arousc in the public an
awareness of a product which the sponsor wishes to sell. The radio serial,
more than any other advertising means, makes this possible, because the
story’s running over a period of months or years has the cumulative effect
of renewing or refreshing the appeal of the sponsored eommodity. A
successful serial will increase its cirele of listeners, thus widening the po-
tential consumer market. Because the increase of the market is in direct
proportion to the increase of the popularity of the radio program, sponsors
and agents are on the lookout for seripts which indicate that they will
dappeal to the radio audience.

Radio serials are designed for three separate audiences. 'The morning
and ecarly-afternoon programs are written for women who arce busy about

125
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their solitary household tasks or who are lonesome shut-ins. The sponsors
are manufacturers of products which housewives buy in large quantities
—food, clothing, and domestic supplies, particularly soap, which has
given the name “soap opera” to this type of entertainment. Each pro-
gram is built around some one lovable character (usually an older woman
with whom the listener can identify herself), who is in a position close to
Trouble. The troubles may be her own or those afllicting her loved ones
and neighbors, but she must be kept in continuous difficulties.

From the time the children are out of school until their bedtime, the
airways pulse with serials designed to snare the juvenile listener and make
him coax his mother to buy so that a box top and 10 cents may be sent
in for the current premium offer. These tales center about some hero or
heroine with whom the young listener can identify himself, or else they
are written around a superior, adventurous adult who fills the role of an
idol to be worshiped and emulated.

As twilight falls and the family gathers at home, the serials for children
slide over into dramas written with an eye on the whole family “Amos
'n’ Andy” must have an enormous audience of tired businessmen, he-
cause so many of their adventures poke affectionate fun at their ineptitude
in financial matters. “One Man’s Family” has a range of character
which takes in the whole housechold, from grandma down to the youngest
child who is likely to be awake at that time of night. And as the hands of
the clock swing around, these homey adventures are replaced with the
more harrowing scripts aimed entirely at adult audiences—the ““episodic
serials” built around several familiar characters who have a different,
complete adventure in each installment.

Listen to the programs on the air and select the type of program you
think you are best fitted to write. If you are a woman, the chances are
that you are more familiar with the experiences and daydreams which
appeal chiefly to the feminine audience. As a rule men write more con-
vineingly the seripts of exciting adventure. When you have decided on
Lthe audience you wish to entertain, choose your chief character and put
him or her in a setting which is familiar to you, one which allows for the
introduction of a variety of minor characters and an infinite succession of
troubles.

Let us assume that you have already learned that a radio drama is a
story told in dialogue with appropriate music and sound effeets to aid the
listener in imagining the action. It should have a beginning designed to
catch immediate attention, a build-up of suspense leading to a climax, a
denouement, and a close. The principle ingredients are characters, set-
ting, and plot, carefully sifted and creamed together, with a hiberal pro-
portion of emotion worked in to keep it from being flat and a nice avoring
of humor if you are good at that sort of thing.
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In a single drama written for radio, the emphasis is on plot. There is
not time in half an hour to work out more than a sketchy characterization
of the actors, and the play must be kept moving every minute with action
or laughter if it is to hold the attention of the listener. In a serial, how-
ever, the important thing is characterization. No radio-wise sponsor ex-
pects to get a heavy response from the first 13 weeks of a new serial, and
calculations have been made that it takes two years to work up to maxi-
mum pulling power, One. of the most successful radio programs is an
episodic serial in whieh the plots are so slight that they can hardly be
outlined: the setting is invariably the cottage across the street but the
characters are sufficiently appealing to be held in affection by most of
the radio families in the country.

Take time in choosing leading characters and hecome thoroughly
familiar with them before writing a word of dialogue. Some writers find
it useful to make a dossier of cach one—name, age, physical description,
likes, dislikes, traits of character, favorite expressions, and attitude to-
ward other actors in the story. Ouce you begin working with your person-
nel you can add to this outline as the characterizations grow.

Naturally a personality from the middle classes has the heaviest
appeal because the bulk of the radio audience is most readily identified
with such people. Experience has proved that if the hero is to be a benevo-
lent Mr. Fix-it, he had better be elderly or at least middie-aged. A home-
maker will take advice from Ma Perkins that she would not take from her
own mother. If you prefer a younger leading actor, then plan to make
him strive against odds, fail, pick himself up with courage and determina-
tion until he has achieved suecess in a venture which only draws him ou
to another striving against odds and failures.

The listener cannot keep track of many invisible actors; consequently
the number in any given scene is limited to five or six important people
—two or three is even better. In the course of time, however, radio serials
can introduce a great variety of people who have some conneetion with
the central characters, and these can be picked up or dropped at will.

The balance of character in the standard legitimate drama is perfectly
good for radio—a juvenile lead and an ingénue, a “heavy,” and a couplc
of character parts. This provides a scattering of appeal to different ages
in the audience and also takes care of voice contrast, which is very 1m-
portant over the air, A fan who follows any given program expects to
know who is talking almost the instant the sound begius to register, and
a newcomer can tell a motherly, middle-aged voice from a young girl's,
even without the name tags which must be thickly sprinkled through all
radio dialogue. One popular serial which features the adventures of three
young men differentiates the characters by making one a drawling
Texan, the second a crisp-speaking Englishman, and the third an average
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American voice without localized accent. Dialect, however, should be
handled with discretion lest it become burlesque or be quite unintelligible
when produced over the air.

The setting is best when it is familiar to the author; however, a dif-
ferent, unique, or unshopworn one would attract attention. Cottages
and palaces, hospitals and orphanages, boardinghouses and theaters,
newspaper offices and airplane cockpits—these are ordinary. It costs no
money to build a new set for a radio drama. However, if you cannot pro-
duce a novelty along that line, pick the one you know best. Familiar
material ecan be handled more efficiently and plenty of material will be
required.

If you can write clever, realistic dialogue, preferably of a whimsical
nature, or if you have a neat hand with good clean humor, start on an
episodic serial in which each installment is complete by itself. These have
the advantage of entertaining the oceasional listener as well as the regular
dialer-in, but they are tricky to handle. Radio men have made a long and
exhaustive scarch for seript writers who can do another “Vie and Sade”
(only different). The episodie serial is not very different from the single
radio drama, except that it concerns itself with one or more main charac-
ters who appear in a series of shows, and a large part of its appeal lies in
the creation of people so distinctively human that the fans want to hear
more about them. If the fan misses one show, the next episode will be a
complete story in itself.

It is casier, however, to write a serial which carries its suspense over
from day to day. FFor the first installment it is better not to get deeply
involved in plot, becausc it 1s going to take a while to pick up an audience
and you will only have to repeat later. Arouse curiosity about your
characters and the situation in which they find themselves, so that at the
sign-off listeners will be eager to know more about them and what is
going to happen to them. It is best to start each program, after the series
1s well started, on a relatively high note, relax the tension somewhat, and
then elimb up to a high point before the program goes off the air for the
day. It is not at all necessary that episodes follow a day-by-day relation-
ship. Thus two or three seripts appearing on three successive days may
deal with action that takes place in the space of a few hours. Do not allow
the story to become so complex that a great deal of exposition is essential.

The second and subsequent installments will start with what is known
as a “‘leadin”—a brief reference to the previous broadeasts. Authorities
agree that no attempt should be made to summarize the story to date,
since this would grow increasingly difficult in the allotted time. Most
scripts have a few sentences to reveal what is going on during the current
sequence or to Lell where the protagonists were left yesterday. If you have
any doubt as to how this 1s done, turn on your radio and listen.
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One of radio’s most scrious limitations is the time element. Most of
the daily serials are 15-minute spots, with nearly a third of the time allot-
ment taken by station breaks and commereial announcements. Nearly all
serials are sponsored programs and those that are sustaining are only
being nursed along until they have sufficient pull to interest a sponsor.
The average 15-minute serial should have from two to twelve lines of
leadin, be about 2,000 words long, and end with a *““closing tag”™ which
poses the what-will-happen-next formula in from one to six lines. It is
wise to write 1 minute more of continuity than the time allotment per-
mits. It is always easier to cut than to fill.

Most authorities suggest that in submitting a proposed serial to an
advertising agency or seript department, two or three installments should
bhe written, with a synopsis of additional material sufficient to make up a
13-week series. It might be wise to write the whole first sequence hefore
you venture to submit anything, even though the extra installments are
laid away until they are needed. Tt takes more time, ingenuity, and energy
to write five scripts a week than you realize until you have tried it. Fur-
thermore, do not submit a synopsis, for not even a common-law copy-
right protects an idea.

In the serials written for children it is customary to leave the actors
in some perilous situation at the close of cach instaliment so as to be sure
of holding interest over till tomorrow, but the usual five-a-week or
three-a-week serial for adults ean take more time to work up to a climax,
although the tempo should be quickened for the Friday installment,
keeping the listener in sufficient suspense to come back for more on
Monday.

The experienced serial writer i1s usually working with two threads of
suspense in his story—a major suspense, which will build up to the near-
est climax, and a minor suspense, which will become the major as soon
as the current pressing problem is solved. This is valuable because radio
serials differ from every other form of writing in one important respect.
If they are good they may go on for years and years without an ending.
Since this is true, a radio serial is built on sequences, rather than on indi-
vidual, distinet plots, and it is a good idea to let the sequences overlap.

It may be true that there is no substitute for good writing, but in the
concoction of radio serials good writing does not mean fine writing. Re-
luctant though you may be to face it, a beautiful, poetie ow of langnage
is not appreciated by the average soap-opera fan. Commercial radio does
not seem to concern itself with minorities: mass appeal is its creed. The
masses are drawn to the program by the commonplace in style, diction,
story, and characterization.

Radio serials are the etheric counterpart of the pulp literature which
burdens the newsstands, and the devotees want to know in advance that
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everything is going to come out all right for their favorite characters.
They like to identify promptly the hero, the heroine, and the villain;
they want the proper people to triumph and the wrong ones to get
their comeuppance. Further, it gives them pleasure to be so familiar
with the language of these people that they can almost say the words
themselves,

Interest is aroused in the serial through the suspense that develops in
how the problem is solved, and the interest is held by a flow of perpetual
emotion, If you have listened earefully to many programs, yvou have come
to the conclusion that the chief qualification of an actress for soap opera
is to be able to sob frequently and effectively into the microphone. Prob-
ably the reason Mrs. Honsewife would rather weep into her dishpan over
the imaginary troubles of “‘Pretty Kitty Kelley” than over the real
troubles of Polish refugcees is that she knows, from long and eomfortable
experience, that Kitty's difhiculties will come out all right at the end of the
sequence.

Remember, too, that the radio audience is more interested in people
than in ideas. If you have any pet propaganda about social uplift or in-
tellectual development, couch these ideas in homely language and let
some sweet character already admired by your listeners receive the credit
for having said something.

The theme, then, should have a tremendous appeal to the emotions
of the multitude, but should be written in a way to hold the solijary
listener. While millions of people may be tuned in, they are listening in
small units of not more than five individuals, usually less. You may be
us cozy as you please with them.

There is no use trying to he subtle, because the average fan will not
get it. You should be careful that the whole point of your installment
does not hang on one sentence, because perhaps the telephone rang at
the moment that sentence was uttered and when the listener returned
from answering the phone she was baffled about the story, which she
doesn’t like being. Be as sentimental as you can without gagging, and
vou may ladle out tragedy with a trowel, provided it is elean dirt and will
all come out in the wash,

Juvenile Serials.

In serials for children there has been a campaign directed toward
more wholesome broadcasts. Cheap melodrama playing upon fear is
frowned upon, but continuous action is necessary to hold the attention
of children and it must be used in larger proportions than are cncountered
in real life. The story of the experiences of a pioneering family has re-
ceived the approbation of parents and educators hecause it teaches many
facts of history, nature study, and character development. while main-
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taining a thread of steady adventure. Care must be used not to talk down
to the child, and the use of bad grammar to characterize juveniles is
rarely successful. If you know what children like, there is a great demand
today for good scripts aimed at the juvenile audience. The broadcasting
companies are eager to keep the parents pacified, provided the script
actually interests the young people enough to give the sponsor the reac-
tion he demands.

Children are able to transport themselves without any embarrassment
to any setting to which the radio may direct them. Imagination knows
no limits. This very fact has given rise to problems in writing the chil-
dren’s radio story. It has become necessary to exercise the greatest
amount of control and caution. In the early days of radio for children,
writers literally ran away with themselves and failed to realize the power
of the medium with which they were working. Children's programs took
on the color of the macabre, and nightmares instead of peaceful sleep re-
sulted for many too impressionable but normal children. Finally protests
began to flood the studios. Mothers all over the country demanded less
violent and disturbing stories. The networks established a list of policies
that were to govern any future writing. *“The exalting, as modern heroes,
of gangsters, criminals, and racketeers will not be allowed . . . cruelty,
greed and selfishness must not be presented as worthy motivations.”

Actually, the establishment of the list of policies had little effect on
the writing, because script writers had seldom been guilty of the viola-
tions that the policies warned against. Gradually writers did become
aware of at least one thing; scenes of cruelty which might be acceptable
in print became too vivid over the radio. Efforts were made to subdue
scenes that might offend or disturb. The youngster’s love of adventure
had to be catered to, but it was not necessary to inject horror to meet
the demands of action.

As far as the structure of the children’s serial is concerned, there is
little difference between it and the regular daytime secrial for women.
Daily, end-of-the-week, and sequence climaxes are all part and parcel of
children’s radio writing, but there is this exception. Long sequences are
best avoided. Especially is this true where young children constitute the
major portion of the audience. As the audience age increases, the sequence
length may grow.

Dilemmas in children’s serials are without exception less mental than
those designed for women. A children’s serial must provide the young
listener with hazard-studded adventures. A writer very easily can work
problems into his story that in being solved teach a lesson in any one of
several educational fields. Natural history, geography, first aid, and many
others may at some time in the story become the pivot around which an
entire sequence revolves. It has been found that information is best re-
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tained when learned against an emotional background. In this way radio
serials can be educational as well as entertaining.

The protagonist in a child’s serial is usually one of two types. He is
cither a youngster of the same age as the oldest of the child listeners, or
else he 1s an older man with the reputation for infallibility. Because the
age of the listeners seems to be related to the age of the child hero. it is
wise not to make the hero too young. Fourteen would seem to be a reason-
ably safe age. The sponsors of a children’s program discovered that they
were losing the patronage of thousands of potential listeners and pur-
chasers beeause the hero was too childish.

Care should also be taken to avoid exeessive realism. For example, in
a western serial the ranch went broke and the place was converted into
a dude ranch in order to recoup some of the losses. Letters started eoming
in asking how much it would cost to go to the raveh. This was proof of
the effectiveness of the story. It was real to thousands of children and ap-
parently to many parents. But when the answers to these inquiries were
sent out and it was learned that the ranch was a fake, many loyal fans
were alicnated,

The writer of the radio serial for children should cater to bhoys'
interests, for girls will listen to stories for boys but boys refuse to listen
to stories about girls. If there are any girl characters they should be tom-
boys, and adults should retain their youthful interests and attitudes as
much as possible. The real solving of any problems or difficulties should
always be done by a vouthtul character. The characters should never be
given a definite age as children prefer to believe that their heroes are but
slightly older than they are themselves. The characters’ action should be
consistent throughout the series. Plenty of action and a good plot are
demanded by children, as they revel in experiences and adventures of all
kinds, but the young mind insists that truth be accurate and that fiction
be consistent.

One of the faults of radio serials for children is oversimplification.
Surveys show that children listen to and prefer serials prepared for adults
to those expressly written for the child listener. The elements of the adult
serial should be modified only slightly for youth. Children have to look
to the adult program for humor, for amusing family experiences, for the
realism of childhood problems, for character interest rather that a con-
tinued series of thrills. Allow the child listener to visualize himself in
place of the radio character; make him a part of “The Aldrich Family”
or of “One Man's Family.” The secret of writing for the radio child is to
put the child listener into the play rather than in the audience.

Boys from cight to fourteen years prefer plots that are exciting, filled
with adventure, action, and travel. Comedy also has its appeal but wild-
west and cowboy tales fit into their games. Girls like excitement but they
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will listen to sentimental plays: the slightest mention of love scares off the
boys. Mystery, crime, and detective stories maintain their appeal but
gangster and horror dramas no longer hold high favor with children or
their parents. Highly rated juvenile serials by both the children and their
parents include “Robinson Crusoe, Jr.,” in which there were no battles,
no criminals, no bloodshed, and humor predominated over melodrama.
In “Wilderness Road” there was plenty of action but the conflict was
with nature. storms, floods, ete. Actual historical characters were intro-
duced and geography, natural history, and zoology were skillfully worked
into an exciting series of events. “The Lone Ranger” has a mysterious
masked rider whose life is one of adventures in which virtue triumphs.
Older children have expressed interest in travelogues; a serial could be
written about a boy who accompanies Commander Byrd or Roy Chap-
man Andrews. However, it is not vital that adventures be about pearl
diving, jungle exploration, or sea voyages, for there is plenty of adventure
upon our rivers, lakes, railroads, and mountains. The N.A.B. code states
that writers need not remove the “vigor and vitality common to a child’s
imagination but rather base programs on sound social concepts, presented
with a superior degree of craftsmanship.” Possibly there is the real prob-
lem in improving programs for children—stop considering from the view-
point of childless psychologists and enjoy yourself as you live and play
with the kids.

When you have finished your first draft of the script, it is a good rule,
as in all writing, to lay it away for a time to “jell.”” You will see it in a
clearer perspective after a brief absence from it. In the meantime, read
more scripts or listen to another round of serial broadcasts and you will
probably get fresh ideas which will improve your own copy.

Do not try to write a sample commereial to go with your script. The
advertising agency can do that better than you can. Besides, you do not
know who the sponsor may be. Of course some serials are written with a
tie-up to the sponsor’s product, but they are written on order, under
contract. Next to writing gag continuity for radio’s big comedians, the
pay in radio writing goes to those who turn out serial scripts; serial
dramas are remuncrative because they go on the air from three to five
times weekly and because they go on forever.

From the writer's viewpoint, this perpetuity demands the constitution
of an ox and the fertility of a guinea pig. The chief qualification is endur-
ance, rather than artistry. It is true that Archibald MacLiesh and Max-
well Anderson have written some fine dramas for radio, but they do not
write them every day, nor even every week. A creative worker, be he
painter, composer, or writer, has a limited amount of original material
stored up within himself which he pours out into his creations, and when
he has emptied himself he must rest until his reservoirs fill up again. If he
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doesn’t rest he has a nervous breakdown, which ends his output tempo-
rarily at least, or clse he drifts into producing machine-made drivel.

Furthermore, as has been alrecady pointed out, the radio audience
prefers factory-made fiction, and that is something else you have to take
into consideration if you have cast your eye on the commereial profits
to be made in this sort of writing, rather than on the artistic side of it.
Excepting a few top-flight writers, most of the acclaimed seripts don’t
earn much money for the man who grinds them out.

Very few listeners give undivided attention to these serial programs,
so pace your seript slowly enongh and make it simple enongh to be readily
understood by such divided minds. However, you must also take into
consideration that someone somewhere is probably paying attention at
any given moment, and, if his pet prejudices are offended, he is more apt
to voice his condemnation than he ever would be to write his appreciation.
For this reason there are many strict taboos in radio. Profanity is care-
fully censored, even when it might realistically belong in a story. Guard
against political, racial, moral, or religious controversics, since the vast
awdience is tonchy about these things and unfavorable reactions are
promptly registered with the sponsor.

In spite of the many restrictions which have been stressed, there are
compensations in the writing of serial scripts. A writer who has only
average ability and who is equipped chiefly with determination and good
bealth can make a very decent living by writing for radio. While his
name will rarely be published abroad, there are other rewards. It is sweet
to know that 10 million people may become interested in the welfare of
the characters he created, and if they do become so interested, his ma-
terial rewards are not inconsiderable. When Dr. and Mrs. John Wayne,
leads of “Big Sister,” were married, the Columbia Broadecasting Studios
received three truckloads of wedding gifts for the fictitious bride and
groom. Irna Phillips (who turns out four serial seripts daily and has
learned to dictate at a speed of 1000 words an hour) earns about $4000
a weck.

The broadeasting companies and the sponsors invest an enormous
amount in these programs, and they will be happy to grab what you write
if you can do a better show with an appeal to the masses. Styles change
constantly, giving opportunities to newcomers.



CHAPTER X1V
The Preparation of Children’s Programs

It is not my purpose to enter into the controversy between child psy-
chologists and commercial advertisers as to the validity of the contention
that the majority of the children’s programs now on the air are emotion-
ally overstimulating and have undesirable effects upon the characters of
the young listeners. The kind of program to be broadeast will be deter-
mined by the children themselves. If they want blood and thunder, they
will probably get it, for the advertisers do know their business even
though they are a little weak on the child psychology. What I wish to do
1s to point out certain principles and techniques for the preparation and
presentation of all kinds of programs directed toward an audience of
children.

A good program for children must serve the best interests of the child.
The choice of subject matter, the emphasis, and the play of good and evil
should be such that the boy or girl who listens will like the qualities which
we think make for happy living. We want children to develop dislike for
that which is unfair and untrue, disgust for that which is cheap and
tawdry, indifference for that which is trivial, and enthusiasm for that
which is fine, true, and immportant. We want the boys and girls to be at-
tracted by all those things which build up mind, body, and spirit. We also
want them to recognize the danger of opposite tendencies so that they
will not fall into bad habits. In short, we want them to adopt and develop
habits of self-control, sclf-respect, self-relignce, and self-culture.

Parents have every reason for resenting the inclusion of too much ah-
normality, espeetally if the characters that represent it are made very
likable, glamorous, or attractive. Programs are criticized which depict
children of tender years doing all sorts of impossible things and indulging
in pert remarks and coarse slang. Horror stories for older children over-
c¢mphasize evil.

While it may be true that a play is not interesting unless it has evil
characters as well as good ones, these evil characters must not have
greater appeal than those that are good. However, plays can be written
without evil human forces. Struggles can be against time, the clements,
and space, as well as against men and women.

Children's seripts should make character building attractive. The pro-
gram should make a better citizen out of the youthful listener, In this
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way, the program becomes educational as well as interesting. The boy
scout laws of “trustworthiness, loyalty, helpfulness, bravery, cleanliness,
friendliness, thrift, courtesy, and reverence” are a good standard for any
writer to follow.

Desirable activities should be stimulated, such as helping with the
home duties, helping Dad, reading better books and magazines, and de-
veloping good hobbies. All these things may be inserted subtly into
the radio seript.

Entertainment is of course essential, but the programs must not be a
trashy or cheap story. Most stories should have a point, should teach a
lesson, and should make attractive those qualities that will build mind,
body, and spirit for the child, but this point must not be crammed into
small ears.

In radio, unlike the stage or movics, one cannot see the characters.
Therefore it is desirable to build up the characters so they can be identi-
fied by their lines. The roles of the actors must be natural and true to life.
They should not be too perfect. In fact, they should be endowed with
both human weaknesses and human virtues. If they are too perfect, they
might disillusion the child. He will think that anybody who isn’t perfect
is evil and this would be a bad impression for him to get. The play of
good and evil must be portrayed in such a way that the child will recog-
nize cach. A dislike for everything evil, unfair, or untrue, must be
instilled in the listener. That is the way he can be helped to become a
good citizen.

The first requisite for material to be used in a program for juvenile
listeners is clarity—absolute clarity. No child will be interested in what
he does not comprehend. Clarity can be achicved only through simplicity
of language and construction and through simplicity of ideas. The first
step is to decide the age group to which the program should appeal and
then caleulate as nearly as possible the ability of children of that age.
Observation of a graded course of study for almost any grammar school
will be helpful in determining what kind of material can be used for the
different age groups. By knowing what they are studying in school, one
can judge their ability to understand additional material.

Simplicity of language does not, under any consideration, imply baby
talk. There is nothing quite so insulting to a child’s intelligence as to be
talked down to from the lofty heights of adulthood. Of course, a distinc-
tion should be made between talking to children and impersonating chil-
dren. In selections like **The Raggedy Man,” ** At Auntie's House,” and
“Little Orphant Annie” by James Whitcomb Riley, the method is im-
personation and the childish language is justified. Simplicity of language
means the use of words understood by children of the age to which the
material is directed, or, if any new words are used, the explanation of
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them in terms of words already known. It means, likewise, the use of
simple sentenee construction. Short sentences that leave out any words
not necessary to the meaning are always best.

Quite obviously, clarity alone cannot insure a successful children’s
program. Equally important and much more difficult to achieve is inter-
est. Children are even more impatient with the uninteresting than are
adults. They cannot be induced to wait and see if something better will
come later. They demand a story that holds them intent from the very
first word to the last. They want fast action and plenty of it. Long ex-
planations bore them regardless of how beautiful the language may be.
Therefore, anything that is not simple enough to be understood without
explanation should be left out of children’s stories. This does not mean
that new and strange material cannot be used, but it should be introduced
with simplicity, omitting all complicated details. In addition to action,
children demand something to sce. The facts should be accurate in his-
torical dramatizations. So vivid and uninhibited are the imaginations of
most of the young listeners that by concrete picture words they can be
lifted out of the realm of the present and from their homes to any place
or cra to which one may wish to take them. Once an audience of children
has been won, it is more satisfying than an adult audience because it is
so willing to believe; when children give their attention, they give it com-
pletely. Sound effects are more vital to a children’s program than in a
drama for adults. In addition to fast-moving action and image-arousing
words, a further device for gaining interest is the use of direct address.
By making the relationship one between the storyteller and each indi-
vidual child rather than the group of children, the story becomes more
important to each of them.

Children’s interests are aroused casiest by either the very familiar or
the very strange. They like to hear the same stories over and over again,
and they like to hear about boys and girls exactly like themselves. Or
they like to hear about beautiful fairy princesses and giant killers, which
are entirely out of the realm of actual experience, yet which are part of
their world of imagination. The instinet for hero worship can also be uti-
lized to good advantage in the preparation of material to interest them.
If they can identify themselves with an Abraham Lincoln or a Babe Ruth
and hear the praises of those heroes, their interest is assured.

Of course, the whole problem of clarity and interest is not solved when
the material has been written. The same ideals must be carried over into
the presentation of it. The requisite of clarity is satistied by correct enun-
ciation, careful grouping. and significant emphasis. But the question of
interest involves the matter of personality.

The writer must be well informed. He must know. If the seript deals
with eurrent or historical events it has to be true to underlying facts.
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If it is frankly fantastic and imaginary it has to be conceivably genuine,
and not just fantasy used as an excuse for blood and thunder. Authentic-
ity does not mean that the script contains all plodding details of everyday
life. The writer must have a story, and it must move. He has a right to
telescope events and to select high points that keep interest in the pro-
gram. Even though the material is fantastic in detail and timing, it can
still remain true in substance and deal with sound dramatic forces and
characters.

During the past few years, there has been a decided tendency to
neglect the fun-and-foolishness programs and turn more to dramatic
programs for children. This does not mean, however, that there should
be no comedy in children’s programs. Children love to laugh and be en-
tertained the same as adults. They are ardent followers of comedians
upon adult programs. For their own afternoon programs, however, they
like drama. These dramas should have some characters in them that are
comical or at least suggest comedy. Funny incidents should appear now
and then in the drama; all the continuity should not be serious action.
Comedy relief is needed in children’s programs as well as in any other
kind of program. Even comedy on the verge of burlesque would not he
amiss. The ficld of comedy has been sadly neglected by dramatic writers
for children, and young writers should realize this and govern thelr ac-
tions accordingly.

The surveys which are constantly being made indicate the preferences
children have in dramatie programs going on at the present time. For the
girls, a variety program ranks first, with “Gangbusters” and an adull
dramatic program ranking scecond and third, respectively. T'wo dramatie
programs, “Gangbusters” and ““The Lone Ranger.”” rank first and sccond,
respectively, for the boys. There is a decided sex difference indicated in
the preference and dislike of programs. Biographical drama ranks second
with boys, while with girls musical programs are the second choice. The
desire for adventure programs is highest in grades two to seven, The music
and drama type of program ranks highest in grades eight to ten. Humor
ranks high in all grades.

Some of the types of programs listed as making children afraid are
also worthy of notice. They include programs which have for their theme
shooting, killing, screaming, murders of all sorts, and other such types of
blood and thunder which might harm the child.

The survey indicated that children are listening lo a very great va-
riety of programs, many not of age level, yet all having a definite effect
upon their thinking, their emotions, and their outlook upon life.

Much has been written and said about the value of more educational
programs for children; programs which emphasize geography, history,
mathematics, or other school subjects, programs which place the story
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as secondary with the education foremost. Education is very fine, but
after a long day at school is the child not entitled to a little relaxation
—listening to the programs he enjoys instead of having adults trying to
force some more book learning into his already overburdened head? As
Niles Mack, who is children’s director for the Columbia Broadcasting
Rystem says, “Don’t forget that there is such a theory as a tired busi-
nessman of nine, and if history, geography, and botany have to crecp
into his listening hours, don’t forget to let them ereep.”

Before attempting to write for children study them, their ganes, their
reading habits, their comic-strip and movie preferences. Francis Pearson
of Pennsylvania State College has prepared a very helpful outline of the
interests of children, based on age groups:

Children up to six years old like realism. They like to hear about the cat, the
chicken, and the dog. Give such an audience stories of repetition, rhymes. and
jingles. The stories must have quick action, rhythm, and familiar objects tinged
with a bit of mystery. From six to nine, the child is always someone other than
himself. It is the Fairy-tale Period, and the child has passed from the realistic to
the symbolical stage. This is a danger zone, for naturally if the symbols become
real to him, slecp will be haunted with ogres and monsters. Yet such stories must
he told, for to scorn the fairy tale is to scorn the source of our literature. It is well
to be considerate of children in this age group by not offering them stories in which
cruelty, revenge and bloodshed have a large part. If. however, in your approach to
these topics you should encourage this group to listen, remember your moral-
painting device and emphasize it.

Children from nine to twelve bring the barbaric, fighting instinet to the fore.
Boys of this age, especially. are destructive out of curiosity. They demand
action, danger and daring and are thrilled by physical bravery. Even with these
children, you must be wary and use only stories that arouse ideals and fine
aspirations. Robin Hood, so fearless aud so kindly, is an excellent choice. Go to
King Arthur, too, and you’ll find a wealth of material. Keep to the realm of
heroism whenever possible. And, until the boy begins to slick his hair and the
girl to he interested in shades of lipstick, it will not be necessary to turn to the
Romantie.

Don't attempt to emulate or imitate a program that is on the air.
Test your stories on the neighborhood children; they will be sincere and
severe critics. Put some fun in your seripts, characters that your listeners
can worship, and things that they can do. Don’t leave the listener worked
up to an emotional pitch; solve things, end the worry. Children frequently
enjoy adult shows more than they do those prepared for them so adapt
the adult to childhood. Avoid tragedy. psychological studies, wordy
character plays, social (II‘dIIld,, and sex. Above all, do not undertake to
write for children if you don’t like children and if you don’t love to tell
them stories.
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Stage Plays Adaptable for Radio Use (for Children, Grades I-VI).

It is the tendency of the writer of children’s plays to indulge in
whimsy, to introduce the supernatural and unreal. There is also a very
strong tendeney to introduce into such plays a number of short acts with
multiple settings and large casts. The director who broadcasts these plays
encounters these difficulties and others. For example, the type of charac-
ters that populate the majority of plays for children are March hares and
gasoline pumps, buttercups and maple trees, the North Wind, and spiders.
There is no form of speech to enable the listener to distinguish between
the speech of butterflies and of fish. T'o be sure, the speech of a dog may
occasionally be punctuated with a bark and that of a cat with a “miaow,”
but this repetition would prove tiresome and not particularly interesting
to the listener. For these reasons, then, be chary of those plays whose
only characters are naturally speechless.

In regard to the setting of these plays, we arc confronted by still
another problem. While transition of scenes is easily accomplished over
the air, it is necessary to remember that children’s minds do not follow
too many shifts with a great deal of case. Therefore, it is wise to limit the
number of scenes. A single plot, simply developed, is most easily under-
stood and enjoyed. Then there are the time element; the lack of visual
aid to arouse interest and understanding on the part of the audience;
the nceessarily limited cast required for radio production—these and
many other problems directors meet only too often.

Despite these numerous disadvantages, however, there still remain
many plays that are admirably suited for radio production. It would be
necessary, in the majority of instances, for the director to do some adapt-
ing to meet the principles of broadeasting as well as his or her own indi-
vidual problems. For those directors who may experience difficulty in
finding material suitable for adaptation, the following list of plays has
been compiled. All plays listed herewith may be satisfactorily adapted for
radio use. It will be noted that the number of characters in these plays has
been omitted because with the necessary shifting and rearranging of parts
the size and type of cast used for radio production would ditfter materially
in individual cases. Asterisks designate plays especially recommended for
radio use.

Auditorium Series, by Harriet, Alice Louise, and Florence March, 'The Auditorium Press,
2524 LaSalle Gardens North, Detroit, Mich. All rights reserved. (1) The Bishop’s
Candlesticks; (2) Capt. Smith and Pocahontas; (3) Rumplestiliskin; (4) Rip Van Winkle;
(5) The Boston Tea Party; (6) Robin Hood.*

Cross Your Heart, by Ann Clark, Dramatic Publishing Company. Broadcasting rights on
application.

I1 Plays for Children, by Edith Lombard Squires, Fitzgerald Publishing Corporation, New
York. All rights reserved. (1) Donner and Blitzen;* (2) Picnic Luck.
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Easy Plays for Children, Fitzgerald Publishing Company. All rights reserved. (1) Please! Mr.
Weatherman; (2) The Chocolate Bunny and the Sweetmeat Chick;* (3) The Conceited
Weathercock;* (3) The Magic Word; (5) The Way the Noise Began.

The Emperor’s New Clothes,* by Charlotte Charpenning, Samuel French, Inc., New York.
Broadcasting rights by special arrangement.

Footlights Up!, by Louise Housman and Edward T. Koehler, Harper & Brothers, New York.
Broadcasting rights by permission. (1) Cap (0 Rushes;* (2) Dick Whittington;* (3) The
Three Citrons:* (4) Man without a Country;* (5) The Birdcage Maker.*

Jack and the Beanstalk,* a puppet play, by Beatrice T. Lee, Samuel French, Inc., New York.
May be broadeast with permission.

Little Black Sambo,* by Haze! Sharrard Kaufman, Samuel French, Inc., New York. Special
arrangements may be made for broadcasting.

Little Plays Told to the (‘hildren, by Lena Dalkeith, E. P. Dutton & Company, Inc., New
York. (1) Sir Gareth of Orkney:* (2) The Princess and the Swineherd; (8) King Alfred
and the Cakes; (4) Scene from Robin Hood.

Nine Short Plays, collected by M. Jagendorf, The Macmillun Company. New York. Radio
rights with permission. (1) The Bean Boy by Towle Adair; (2) Three of a Different Kind
by Eric Wolf:* (8) The Dowry of Columbine by Bertha Goes: (4) A Tale from India by
Florence Bradley Moore.

The Pirate of Pook and Other Plays, by Marjorie Barrows, Rand MeNully & Company,
Chicago. Broadeasting rights on application. (1) The Pirate of Pooh; (2) The Clown of
Doodle Poo:* (8) The Enchawted Door; (4) Santa and Son;* (5) The Brownie Bush;
(6) Jack O°Lantern Inn; (7) The Prickly Prince;* (8) The Surprise Christmas; (9) The
Wistful Witch;* (10) The Valentine Tree;* (11) The Pink Parrot.

Poetry Programs for Children.

Radio is perhaps the ideal way to present the wealth of good poetry
to children, not only because they can actually hear it read rather than
reading it themselves, but because other wuys of bringing poetry to them
are either ill-suited or “too much trouble.”” The school is not the ideal
place in which to acquaint the child with poctry. The child should think
of poetry as something connected with leisure, fun, and entertainment,
not as a subject in school. The home is also at fault because the child
seldoms hears poetry read aloud after he outgrows the Mother Goose
jingles. Few parents know the world’s great treasury of poetry and so
cannot lead and direct the child in his enjoyment. Children truly love
poetry, and any attempt to make them appreciate it will be well repaid.

Tom. Tom, the Piper’s son,

Stole a pig and away he run;

The pig was eat, and Tom was beat,
And Tom went roaring down the street.

This is the first type of poetry the child hears. Children are fond of
Mother Goose rhymes, but few retain an interest in poctry as they grow
older. Perhaps this is the fault of our educational system, which too often
places the emphasis upon scansion and subtle interpretation, instead of
teaching poetry as an art which finds its expression in the beauty of word
and sound.
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Poetry for children up to six or eight years should stress rhythm and
musical swing rather than meaning. The Mother Goose rhymes are ideal;
their irresistible rhythm, their quaint verse form, and their whimsical
nonsense delight children everywhere. They are a perfect basis on which to
build an appreciation of poetry. They are too familiar to need repetition.
(The musical arrangement of Nursery Rhymes by Pearl Curran is particu-
larly interesting.)

The contact of many children with poetry stops when they have out-
grown Mother Goose; however, there is a vast library of poetry for
children of every age. The jingles and short verses pave the way for the
poems of childhood, and these in turn should lead to the enjoyment of
lyrics, epies, sonnets, and ballads. Radio appeals Lo the childish imagina-
tion, inspires him to create mental pictures, and teaches him to obscrve
the things about him.

A birdie with a yellow bill
Hopped upon my window sill.

Such short verses are remembered and are repeated by the small listener
when a live bird is in sight. Vachel Lindsay’s “The Little Turtle” is
excellent for a children’s program. Lessons on manners and health can
very easily be taught in radio plays through a poem. The child who fails
to shut the door may have the poem:

Godfrey Gordon Gustavus Gore,
Can’t you remember to shut the door?

read with unusual results. Good habits of diet may be represented in an
interesting manner by members of a primary class broadeasting “ Mary
Anne’s Luncheon™ by Dorothy Aldis. Some of the more recent poets for
children are Vachel Lindsay, A. A. Milne, Rose Fyleman, Walter de la
Mare. and Sara Teasdale, and there are many older ones like Robert
lLouis Stevenson. Kugene Field. and, of course, Lewis Carroll. Children
like different types of poetry at different ages. The young child likes
nonsense verse, short narrative poems, and jingles. Only poems easily
grasped, situations easily visualized, and words easily understood should
be used upon the radio. The *“Jap Tragedy,” with the small boy who gol
into trouble because his name was

Teki-teki-noo

Teki-suriombo

So-teki-nudo

Hair-e-ma-no-bet-to

Cha-wans-chans-noo

Fu-shi-mi-no-suke.

is not good for broadcasting. Situations met in childhood such as por-
trayed in “The Mortifying Mistake” by Anna Pratt are very acceptable.
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As the child develops into the adolescent stage he begins to enjoy
serious as well as the lighter poetry. Inspirational poetry fulfills a growing
need in the life of the adolescent. It is not necessary that he understand
everything in the poem, for the charm of the poetry will grow as his own
experiences widen. Poemms of this inspirational sort also abound—*Abou
Ben Adhem,” ““For Those Who Fail,”” “Lifting and Leaning.” Another
Lype of poetry popular with children, especially boys, is the adventurous
type, ““The Aucient Mariner,” “Gunga Din,”” “Lochinvar,” **The Ex-
plorer,”” ete. Lt is up to radio to bring to youth the vast and fascinating
world of poetry in its own medium—the air. Strictly speaking there is no
such thing as children’s poetry, for adults also enjoy it thoroughly.

Performers for Children’s Programs.

In a consideration of the type of personality best adapted to the pres-
entation of echildren’s programs, the most important characteristie is
imagination. Not only must the performer have imagination, but he must
be willing to forget his adult dignity and thoroughly enjoy the thrilling
tales he unfolds for his youthful listeners. He must have infinite patience;
otherwise he will become bored with his material and with his audience.
In short, he must be able to speak their language and to enjoy speaking
it. In addition to possessing this desirable personality, he must have the
ability to project that personality through the single medium of voice.
His interest in his audience will not be apparent unless his voice possesses
vitality; while he may have sufficient patience, he may fail to make it
felt by his audience unless his voice is smooth and his speech even and
unhurried. A single harsh note creeping into the voice, because it suggests
a lack of patience, may destroy confidence.

The matter of personality is of less importance in a program that is
strictly a dramatic presentation. Acting ability is the important thing
here, although if is a type of acting that requires an unusual amount of
nmagination.

There are certain specific techniques that may be used to advantage
iu material presented for a juvenile audience. The first of these is a wider
use of variety both in rate and in pitch. Changes in seene can he more
obvious when the audience is made up of children, and indeed they may
be missed unless they are quite plainly evident. Inflections can be more
pronounced without danger of artificiality.

A second and very important technique is the free use of impersona-
tion. Children love to have the giants in their stories talk like giants and
the fairy princesses speak with the perfection all fairy princesses must
have. The person who tells children’s stories must be ready to change his
voice to meet the requirements of half a dozen or more characters and
keep the differentiation clear throughout the entire story. He must have
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a tiny sweet falsetto for fairies and a BIG GRUFF BASS for giants and
bad wolves. Unlike ordinary interpretative reading, children’s stories also
permit the use of impersonation or near-impersonation in straight narra-
tive. Such impersonation is accomplished in the main by variety in pitch
and rate, and occasionally by a change in guality of the voice. Only a
voice that has great flexibility can manage the sudden changes and wide
ranges that make a story or poem interesting to children.

Much that is considered to be poor taste m oral interpretation for
adults can be used and should be used in reading for children. The slight
subtle changes in voice arce missed by children. Things can be exaggerated
and made obvious for them. Because they do not see the reader in a radio
presentation, stories can be made more vivid and real than through any
other medium, provided the reader can adapt his voice to fit every situa-
tion that arises.



CHAPTER XV
Directing the Radio Play and the Actor

First among the essential qualities of the radio dramatic director is
knowledge of the legitimate theater, a knowledge based upon experience.
Experience on the stage gives the director an ability to sense character
and a power to carry that perception to the andience. His own experiences
teach him to visualize the scene and, sinee he often must teach the actors
to visualize, an ability to do so himself is imperative. A dramatic seript,
as it comes to the dircctor, is nothing more than a cold black-and-white
story, a drama set down in symbols, symbols which mean nothing until
translated in terms of sound. The director infuses into the seript a certain
liveliness and lifelike quality through the means of voice. He is the final
judge in matters of conflict, characterization, motivation, and technique.
He is both the eritic and the listener. Although radio is essentially differ-
ent from the stage. the theater director brings with him a quality which
permits him to eradicate all impressions except those that can be produced
and suggested by the voice of the actor to the imagination of the listewing
audience, aided and abetted. of course, by proper sound effects and musie.
The director of the stage soon learns to “feel ™ the play, to live and think
in terms of the play, and he brings to the microphone this ability to cut
a seript and still retain the dramatie effect.

One of the greatest dircetors of stage drama in the country today has
stated that it is always his purpose in the final production to ercate for
his audience the same emotional feeling he had when reading the seript,
All good directors should strive to do this. Every play has a mood and an
emotional experience to present. A elever and wise director will strive to
give his entire production the benefit of these qualities. Actors should
feel this idea of the play-as-a-whole. It is the duty of the director to
inspire them. An uninspiring director is forced to rely upon mechanical
devices for every effect. The radio actor cannot count on the glamour of
the stage to fill him with emeotion just before he walks upon the scene.
Consequently, an inspiring director in radio is perhaps more important
that one for the stage.

A quality second only to theatrical experience is the ability to teach.
If a man knows all the tricks of voice, all the attributes and artistry of
characterization. all the subtleties of cmotion. but cannot succeed in
training his actors to produce these effects, he can never succeed in ar-
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tistically producing a show. The dramatic director in radio must be able
to teach his casts radio technique. He will often have to teach the stage
actor to be an acceptable radio character. The excessive preciseness of
stage diction, the voice throwing of the theater, the magnified or elaborate
naturalness of the actor are not suited to the comfortable listener in his
home. His work is with voices, and voice work requires voice training and
a knowledge of voice science. He must realize that the spoken word is an
inflammatory thing, that the human voice is the most potent conveyor
of emotion, an instrument that appeals to the imagination of man. He
must coach his cast and train himself to listen for flexibility of voice,
variety of inflection, lack of affectation, and good, clearly understandable
diction. He must be ever cognizant of the fact that diction includes more
than mere pronunciation and articulation. He must remember that it also
involves phrasing, stress, the placing of groups of words into spoken
itahies, and, above all, a command of pitch,

The mere fact that the director has produced plays and knows dra-
matic technique does nol mean that he can effectively direct a radio
program. The fact that he has heen a teacher of speech does not mean that
he will be able to produce his radio show in an interesting fashion. He
must have something else. He must be one who has come to the realiza-
tion that there is a very definite technique peculiar to radio directing, and
he must have availed himself of every opportunity to study that technique
in the various ways that are at his disposal. Actual experience in a com-
mercial radio station would probably be the best training. There he would
have the chance to learn all the phases and to saturate himself with the
atmosphere of the broadeasting business. The most effective radio diree-
tors are probably those who have gained their experience in this way.

Cooperation between the director and his many assistants is of utmost
importance. The actors can give better performances if they feel respect
for the director’s ability. His treatment of them determines to a great
extent the value of the actors” performance. Those directors who are most:
outstanding are accessible, open to suggestion, and tolerant. They know
that they know their job; yet they are seeking constantly to increase the
effectiveness of their work, for they know that there is much to be learned
in the radio profession.

A knowledge of music is another valuable asset for the director.
Music has become an almost essential part of the radio dramatic per-
formance. 1t has various and sundry uses. [t may be employed as a frame-
work or theme to mark the general outline of the show; it may supply an
identification factor for the play or for a particular character; it may
serve as a device to carry action from one sequence to another, or as a
bridge from locale to locale, time to time, or mood to mood; it may be
used to back a scene, that is, to play softly behind that scene and thereby
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enhance it by creating and intensifying a particular mood: it may subtly
appear, or be realistically used, as a part of the dramatic scene or story;
it may become an arbitrary studio device to lengthen or shorten the
broadcast in the event that the running time of the drama does not fill
the period or that overcutting of the seript has created a need for filler.
Finally, the music may be used as a sound effect which serves to interpret
the particular action of the moment. In any case, the dramatic director
must know his music sufficiently to be able to blend his atmospheric
bridges into the thought of the play. But in his blending he must bear in
mind that the ear of the radio audience is keen—much keener and more
critical than the eye and ear of the theater audience, which has the added
factor of scenery to help create the effect of illusion.

A proper and adequate knowledge of the use of sound effeets is a fur-
ther aid to the dramatic director. Most seripts are written with many
superfluous sounds, and the eareful director will eliminate these as his
first step in production. Again, he must be certain that the sounds to be
produced really achieve the effeet that they are intended to achieve.
Many studios have a sound-effect library

mostly in recorded form—but
these often are not so suceessful as sound effects that the Hirector and his
statf may concoct.

Studying the Script.

Too frequently young directors go into rehearsals without sufficient
knowledge of the seript with which they are supposed to work. It is not
sufficient merely to read the seript: it must be studied and then thoroughly
digested. The man who is the power behind the microphone must know
cach and every character and that character’s value to the plot. He must
first get the mood, the feeling, of the show. He must understand the
locale. sense the rhythm of the drama. This he should get in the first
reading.

Before any rehearsals, he must see to it that the seript is approxi-
mately the right length—at any rate, not too short. If some part of the
seript is not clear to the director he should discuss it with the author, if
he is available. The director might even suggest small changes in the
seript if he is certain that such changes will benefit the performance. Tf
the writer is not available, these changes are made by the director him-
self. although it is much better to have it done by the original writer.

One reading is never sufficient, however. A good director is never quite
satisfied until he is able to hear the script while he reads it silently. In his
second reading he makes his notes, writing ideas into the margins, check-
ing positions of actors in relation to microphones and arrangement of
studio equipment to fit the play. The director decides on the best arrange-
ment of the microphone to pick up the words of the actors and the sound
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effects. If he has six characters in conversation, he may place them on
both sides of a bidirectional mierophone, although the eight-ball or salt-
shaker. which are nondirectional. will permit the entire cast to surround
the mike. It is best to use a single microphone for the cast, although there
may be additional pickups for the orchestra and for the sound effects.
Using more thau one microphone for the cast is liable to produce distor-
tion, and the microphones may interfere with cach other rather than
assist. He checks on speeches to be filtered: he jots down ideas for the
sound effects man and the control operator; he decides on the incidental
music which will be needed. Tt is wise to have at this time a separate
sound rehearsal, since unsatistactory or badly timed sound will ruin an
otherwise good sceene. The direetor decides whether recorded or manual
sound effects give the hetter impression.

With these details, the director is now ready for the third reading.
He now has an idea of his characters, of the sounds, and of the musie. In
his third reading he reads with his mind focused on actors who are to
portray the parts, deciding on types of voices and vocal traits which will
most properly ercate the aural picture he requires. He is now ready for
his next step, the casting of the play.

Selecting the Cast.

The dramatie director must ever be aware of the fact that the micro-
phone permits no letting down in interpretation. There is no bodily move-
ment to help emphasize and interpret the spoken word., The voice alone
conveys ideas, and the voice must be such as to remove from the mind
of the audience any sense of remoteness and must cause that audience to
perceive living personalities enacting a portion of life. Since the actor’s
voice must give the character meaning, that voice must be accurately
chosen. A poor cast can ruin a good seript, and a poor seript may some-
times be made into a fairly decent show with ecarefully chosen voices
artistically blended.

If the dramatic director is fortunate, he will know his potential cast
Low-pitched voices should predominate. High-pitched or harsh, rasping
voices are seldom welcomed on the air. The casting committee is con-
cerned with two things—what comes out of the loud-speaker and what
happens in the mind of the listener. In the commercial studio, there is
generally a smali staff of actors and a larger group of voices “on call.”
The director knows the limitations and capabilities of cach of his co-
workers. Ile knows each person’s voice gualities and cach person’s depth
of emotion, and he knows which characler portrayal cach person is best
capable of producing.

If the dramatic director does not know his potential cast. it is wise
for him to hold auditions or tryvouts for the various parts. Here he may
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carefully select each voice, in order to avoid any confusion of voices over
the air. He will be certain to see that volces with similar characteristics
over the microphone will not he brought together. Though auditions may
play their part in casting a play, they are never wholly satisfactory, be-
cause the actor never feels that he has done his best and the director
never knows what an actor can do until he has heard him work in a play.
In any event, it is best to cast by hearing the voices over the loud-speaker.
The director listens for the flexibility of the voice in displaying an under-
standingof the lines, in varyving speed according to the material, in express-
ing emotion without shouting, in giving emphasis, and in throwing cue
lines. He tries to find the voice to fit cach character, whether youthfully
exuberant, mentally sluggish, hard, worn, plaintive, or happy. There is
a great danger of casting two voices which have the same qualities over
the microphone; sclect voices which will be different in quality to the ex-
tent that the listener may be able to diseriminate between his characters
simply by the tones of their voices.

It is a good idea to hear the possible cast of each scene read the same
material in teams of two, in order to find the voices which are most easily
distinguishable. When casting, it is best not to watch the actors through
the control-room window. Casting hastily can give the director a tre-
mendous amount of trouble; unless lie knows his actors very well, he
should try many voices before deciding on the final cast. Sometimes
the dramalic director wonders about the effect of a voice on other
people; in this case he can ask other members of the station staff to
comment.

Casting for radio must be done by voice alone, taking into considera-
tion, of course, that the ability to read with smoothness and meaning is
one of the attributes of a good voice so far as radio is concerned. There is
no excuse for read-yness on a radio program. By the term “read-yness™
we mean that quality of unnaturalness in the actor or speaker which gives
the listener the feeling that he is reading rather than talking.

Having decided upon his selection of players for the show, the dra-
matie direetor next must set the time for the first rehearsal. It is rather
politic to allow the members of the cast to retain the copies of the seript,
for thus they can thoroughly familiarize themselves with the characters
they are to portray and also gain an idea of the whole drama. Knowing
the show well, the actor will be able to give a more intelligent reading of
his lines and thus time will be saved in rehearsal. Since the ordinary dra-
matic director must work against time, each bit of time saved is valuable
to him and to the station for which he works. Each actor underlines the
name of the character whose part he takes each time it appears, and, if a
speech is carried over to the next page, “More” is written at the bottom
of the first page. Every effort, however, should be made by the typist to
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avoid carrying a speech from one page to another. The director goes over
unusual words and gives character descriptions to the actors. Having
completed the cast, the director is ready for the next step—rchearsal.

Rehearsing the Play.

Before going into the actual rehearsal for the play, the director’s task
first is to consult with the sound-effects man and to make all arrangement
for proper musical transitions. He will have decided on the various means
of achieving the effeets he desires and will also have arranged for the
proper routining of sound effects as planned. As yet he will have only ¢
superficial knowledge of how much musie will be needed. The exact
amount cannot be decided until he has had an opportunity to time rather
accurately the spoken portions of the production.

The first rehearsal is generally quite informal. merely a reading of the
seript without the use of microphones. 'The director explains his idea of
the seript and tells his cast the effect he wishes to create. The director
will encourage the actor to intepret the part that has been assigned to
him. Naturally the director will endeavor to guide the actor’s interpre-
tation but he should aveid dictating the characterization. He must make
the character {eel his part rather than tell him how to speak his lines. e
gives the cast the picture as he desires it and places upon themn the re-
sponsibility of the achievement.

During the second rehearsal the director usually listens in the control
room, from where he interrupts the rehearsal to give suggestions either
by means of signals or through the talk-back microphone. He makes
further suggestions concerning characterizations, interpretations, pro-
nunciation, enunciation, and so forth. The actors are encouraged to use
natural body movements, as they promote case of interpretation.

The third rehearsal is held with the microphone and the entire per-
sonnel of the show is present. All the instruments and apparatus are in
place and the members of the staff know their parts and their duties.
There may be a certain amount of rearrangement, but never a great deal
if the preparations are made carefully. Each time the director interrupts
the rehearsal, he stops his stop watch or stop clock and starts it again
when the rehcarsal is resumed. The director and the engineer must
cooperale; besides interpreting his seript in terms of drama, the director
must also interpret it in terms of sound level and volume. The engineer
is the equivalent of the chicf electrician in a stage production (a man who
is capable of making or breaking the show): the dramnatic director there-
fore listens to the suggestions he may make in regard to placement of
actors, sound effects, and musie.

Before the last rchearsal, the director has a fairly accurate timing of
the program and he will know which parts can be climinated without loss
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to the performance. Most directors time every page of the script, writing
down the exact time at the bottom of cach page. Additional notations
are made at the conclusion of every scene and of the time used by fades,
bridges, or pauses between scenes. This detailed timing 1s necessary for
the perfect control of the time element while the program is on the air.
Most dramatic presentations streteh slightly when they go on the air;
therefore, it is a good idea to cut a seript before the broadeast to allow
for stretching. If cuts are made, the director will have to correet the
timing notations on his secript, following the place where cach cut was
made. By looking at these notations, the director can tell whether the
program is running short or long. In larger studios, timing is done by the
production man, or assistant dircetor, but in smaller studios there is
seldom both a dramatic director and an assistant direetor.

No exact rule can be laid down for a required number of rehearsals,
for many factors enter into the determination of the answer: the seript
itself, the ability of the actors, the amount and degree of difficulty in
musical transitions, and, above all, the efficiency of the director himself.
Comedies require less rehearsal time than drama for rehashing of lines,
dwelling on them, is apt to kill spontaneity. No good director will stop
rehearsing until he is certain that his show has reached the highest degree
of perfection which he and his crew are capable of attaining. The dress
rchearsal constitutes a complete performance of the seript, precisely as
though the program were being presented for an audience; in fact, it
frequently has its most important audience—the sponsor. Before dress
rehearsal is started, the director should time the musical portions of the
program—the curtains and bridges for scenes. Every music cue should be
numbered in rotation straight through the seript, and these numbers
should be entered on the director’s script and the engineer’s seript. Thus,
if & musical number 1s to be cut out, it is neecessary only to indicate a
numnber to the orchestra rather than a complete title. It is vital to time
the commercials hecause these must be given regardless of time limita-
tions. Dress rehearsal must be exaetly as the actual broadeast: there can
be no lackadaisical, perfunctory reading of lines. no lax routine delivery.
The director musl be a good disciplinarian as well as direetor. He must
demand, and obtain, strict attention for the business at hand. During
dress rehearsal, the dramalic director should accurately time the whole
performance, making notations on bis script. This rehearsal should show
the director exactly what is wrong with the show. He should take notes,
and wherever corrections are nccessary they should be given to the per-
sous concerned. But no actor should be disturbed just before he goes on
the air. It is best to liold the dress rehearsal sometime before the broad-
cast and to record it so that dramatic deficiencies may be pointed out to
the cast.
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Timing and cutting the show is an integral part of every dress re-
hearsal and results in having every part of the show get off “on the nose.”
In order to accomplish a split-second finish, the director must cultivate
a sense of time, a power to know how long it takes to say or do a given
thing. He knows from experience and the studio logs the actual time
allotted for the various periods on the air: the quarter-hour show allows
14 minutes and 30 to 40 scconds, the half-hour show, 29 minutes and 30
to 40 seconds. A like allotment is made for the shorter periods. The
remaining 20 or 30 seconds of cach period is allowed for telephonie and
engineering operations. It then becomes the effort of the director so to
time and arrange his show (by cutting the script, by shortening or
lengthening musical cues, by stretching or diminishing time for sound
effects, by coaching casts to gauge their reading rate more accurately)
that his show finishes on the second of the period. There should be some
part of the show—musie, sound, narration, transition, or speech—which
can be stretched and used as a cushion. Music may be faded or repeated,
as the case demands, without damage to the action, thought, or idea of
the program. An audience is less likely to be offended (and, incidentally,
less aware) when a show is being stretehed than when one is rushing the
show to get in under a dead line. It the director is to have any definite
idea of how long his show is to run, proper addition and subtraction of
timings is essential. Slovenly timing will result in a haphazard show. The
use of a stop wateh is recommended, and a fairly high-priced, progressive
type of stop watch has proved to be the best. Further, it has been proved
that jotting the time on the script at 30-second intervals is the most
cffective practice. Timings should be placed over words on which they
fall or in the right-hand margin of the seript at the end of the line in
which they occur. They should be written clearly and legibly.

The dramatic director may, on the other hand, time each page of the
script and note the exact elapsed time at the bottom of each page, or he
may mark the clapsing of each succeeding unit or scene on the seript.
However, it is essential that the director know the time consumed by
musical curtains, bridges, fades, and pauses.

The question of pauses is another matter to which the director must
give some attention. He must bear in mind that pauses make ideas stand
out prominently. A pause may take place before or after any utterance in
order to gain a desired cffect. An idea can be made to stand out with
special significance if it is both preceded and followed by a pause. Yet
even these pauses must be carefully timed, for only in this way can the
director be certain of the over-all time consumed by the broadcast.

Seene and act transitions are made in different ways by different
directors. The gong has been used to denote a change of seene or lapse
of time. Frequently a strain of music or a few measures will create the
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desired mood between scenes or acts. Sound effects, such as the automo-
bile, a train, or an airplane, may convey the listener from one setting to
another. More frequently the dialogue following a brief pause will show
that the scene has been transferred in the play. The radio director takes
a great many hiberties with the time element, not delaying the play to
allow exact time to clapse for various actions.

The final presentation of a program is the director’s busiest and most
nerve-racking moment, for this is the test of his ability. During the
performance, the director must be constantly on the alert, cuing actors,
music, and sound effects, making sure that cach line registers at the
proper sound level. He must listen for extrancous sound, as of rustling
scripts and squeaking shoes, and, at the same time, he must watch his
stop wateh or clock and be prepared to signal the performers to speed up
or slow down to conform to the perfeel timing of the program. In reality,
everything that he can do for the performance should have been done
before the time of its final presentation—everything excepl one thing:
his ability to remain the calm master of the situation. Radio has devised a
set of signals which enables the actor, sound man, announcer, and
musician to know exactly what the director in the control booth desires.
Wild gesticulations, glaring, hair pulling—and sometimes pantomimic
mouthings of directions—will only serve to upset further an actor who
has made a mistake.

Studio Audiences.

A studio audience has been found useful in improving the quality of
the performance of a comedian who desires the necessary timing for his
jokes. The preview idea is one that is somewhat new to broadeasting, but
it affords the producer and the actors a magnificent chance to see what
will be appreciated by the audience and what will not. It is usually held
two or three days before the show is actually seheduled to go on the air
and is a kind of testing ground for the material which has been written.

However, a closed broadeast is preferred when the program is in
dramatic form, for the distraction offered by a visual audience often pre-
vents a smooth performanee. Another advantage of the closed program
lies in the mystery surrounding presentations that never admit guests.
[t is a well-known fact that some people, after witnessing one of their
favorite broadcasts, listen with less interest to future programs. Their
illusions are smashed by the nondramatic manner in which some plays
are broadeast from the studio. From the advertiser’s standpoint, both
methods have their advantages. A large studio audience is usually
gathered by inviting distributors and dealers of a client to the program.
This builds good will for the advertiser, and, if the program is very
interesting to witness, it is an excellent low-cost form of advertising.
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The Radio Actor.

The success or failure of a stage play is primarily in the hands of the
playwright. The ¢yes of the director are responsible for the outstanding
motion picture. The vocal interpretation of the actor makes the radio
drama. Barly in radio history advertising experts, educators, journalists,
politicians, and preachers seized the opportunity to use their natural
element—the air; but until recently the dramatic stars have been con-
temptuous of the opportunity to shine in the night air.

In the carly days announcers and station help doubled as dramatie
artists; the station help still sounded like the station help, the announcer
like the announcer. Only the radio-trained actor can lift the etherized
play from its mechanical setting. The stuge actor, however. is overcoming
his mike fright and braving the indifference and eynicism of the com-
merically minded broadeasters. Perfection has not been a requirement of
radio performance, but the sineerity, intelligence, and imagination of the
artist will create the impression of reality. The stage actor must accept the
challenge of justifying his art by his voice alone and must master this
simple vehiele of “his emotions and thoughts. He must put aside his
temperament and submit to the sponsor’s demands in the interpretation
of hurriedly produced dramatic skits.

Yearly, a great proportion of radio actors are enlisted from the stage
and motion pictures. In spite of the lack of applause and color, there is 2
fascination in playing to millions on a single evening. Great actors are
selling their names to advertisers. There is no better training for the
broadeasting actor than a few years in a dramatie stock company. From
the leeture eireuits come recitationists, humorists, and monologuists. In
the smaller broadeasting stations amateurs are trained for the big league;
however, their dramatic directors must be eflicient trainers, for poor
training makes a poor actor. The “broadeast actor™ who is not a stage
actor, when he is successtul, is often the most suceesstul of all. Depart-
ments of radio dramaties in colleges and universities are providing
graduates with excellent foundations for suceess. Commereial radio, like
the theater, had an antipathy for schools, but today a high percentage of
radio actors are college trained because such teaching usually results in
good speech.

Ability to Read Lines.

Kxperienced stage actors have to be trained for radio appearances,
where the first essential is the ability to read lines so that no listener will
suspect that they are being read. Few radio dramatic directors require their
casts to memorize their parts, because of the time limitation placed upon
production. One wonders what effect television will have upon reading from
a seript. If the actors have been drafted from stock or stage, they might
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memorize their parts and gain an effectiveness not resulting ordinarily
from reading. Reading also tends to destroy the actor’s own illusion.
Then there is the difficulty of concentrating upon one’s own part in the
seript so that cues are not missed while the cyes are following the speech
of another character. Frequently the dialogue lacks spontaneity because of
an artificialily that is particularly noticeable

this failure to pick up cues
to the radio hstener.

In radio acting, cues must be picked up with greater speed than in
stage acting, as there is no visual stimulus for the audience to fall back
on. The speed of picking up cues, however, will vary, even in radio. Varia-
tion in speed of picking up cues, along with variation in the speed of talk-
ing. is a matter of pace. Pace is one of the most important elements of
radio dramatics.

Radio has suffered from a mechanical reading of lines. The greatest
asset of the broadcasting actor is the ability to read understandingly and,
while reading, to cexpress emotion. When one appears for a dramatice
audition, one is usually given a rcading test; there must be no stumbling
over lines, no mind wandering. The reader must feel the part he is reading,
must articulate clearly, must, through his voice, project himself as the
character he represents through the microphone to the receiving set.
While the time is too short for the lighting and smoking of o cigarctte, as
is frequently done on the stage, the radio actor should nevertheless recog-
nize the value of short pauses in his media.

The Voice.

The sole medium of conveving the actor’'s mood, his characterization,
and his surroundings is his voiee. It alone can ercate the desired effect
upon his listener: henee he must project and color it to capture the his-
ener’s interest or otherwise his artistry will fall flat. The radio actor
cannotl depend upon gestures, stage business, or facial expression to aid
in expressing thoughts and attitudes. Emotional crises and dramatic ten-
sions are orally portrayed by one who cannot be seen. There is no give-
and-take contact with the audience, no supporting scenery—just a finely
tuned vocal instrument.

The radio actor must be a living personality who has experimented
with emotional changes of the voice. Most radio voices sound insineere,
and histrionism is greatly exaggerated by the microphone. The actor must
control the volume of his voice before the mike, yet he must not fail to
retain the emotion necessary for motivation. Another requirement is that
the radio actor must not pérmit himself to adopt another player’s emo-
tional mood instead of observing his own.

If he puts sincerity into his part and individualizes his delivery, he
becomes a living personality entering the living room through the loud-
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speaker. All impression of remoteness must be removed. Above all, words
must be spoken clearly, without leaving uncertainty in the mind of a
listener as to what the character really means.

Stage Diction; Radio Speech.

The mereiless microphone, by focusing attention on the audible to
the exclusion of all else, records affectations so faithfully that the stage
diction of an actor of the old school sounds artificial when heard in home
surroundings. Underplaying a part, however, does not get across to the
radio audience. The radio actor must punch certain words in his part.
This seems somewhat inconsistent with the faet that radio is an intimate
presentation, but unless there 1s some overemphasis the scene does not
become alive. On the loud-speaker stage, an actor who strives to be pre-
cise or dramatic often appears to be miucing or ranting. The “sweet
young thing” sours the listener. Unleashed joviality makes the character
into a boisterous clown. Radio enunciation must sound natural to com-
mon folk in the home; yet it must be precise, with a colorful guality that
marks the artist. The radio actor must not be slipshod in his delivery,
his pronunciation, or his diction. The quality of naturalness is not casy
to altain; in fact, it is difficult to convinee an “artist” that he is not being
natural. The best teacher is a phonograph recording of the voice of the
speaker or actor before the mike, provided the recording is accurate.

One of the outstanding dramatic directors in radio has summed up
the matter thus. “What we most strive for in radio diction is the fine line
between diction so precise that it will sound affected and diction so natural
that it will sound too casual. Naturalness is at a premium on the air as
nowhere else. . . . .\ child who is being just naturally ‘natural” . . . is
better on the air than is many an old school actor who is studiously trying
to be natural.”

In a theater play, the actor is trained to throw his voice to the back
rows of the balcony, but when he appears in a radio play lie must learn
to control the volume of his delivery. Otherwise the control operator will
be forced to modulate artificially the actor’s voice, which may spoil his
tone quality. The radio actor or speaker is trained with a volume-level
meter in front of him, on the dial of which the strength of his voice is
indicated by a fluctuating needle. The trained radio speaker will keep his
level of volume upon the dial below the peak of 20; the best actor is the
one who has trained his delivery so that modulating is not necessary by
the control operator. An excessive throwing of the voice frequently re-
sults from the actor’s being too conscious of the vastness of his audience.
He fecls that he must put on a particularly high pressure, which makes
his speech sound, in the home where the receiving sect is located, like a
person shouting. It is not necessary for the radio actor to raise his voice
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where there are background noises, sound cffects, or music, because he is
always located closer to the mike and his voice will come through clearly
over the sound effeets. He may train himself to modulate the voice by
turning on his radio to some musical program and speaking his part at
the regular level, frequently increasing the volume of the musie but keep-
ing his voice at the same level.

Acting.

The physical exertion of acting for the radio is just as great as that
expended by the stage actor. Added to the tension incited by the time
element, by the awful zero-hour silence, and by the vastness of the radio
audience is the physical participation in the dramatization of the part.
While the arca of the stage is limited by the sensitiveness of the micro-
phone, the actor should actually throw himself into his part. I have seen
radio actors portraying a man and his wife flecing from wolves. During
their entire skit they faced opposite sides of a ribbon mike and went
through the motions of running as they read their parts from the manu-
scripts they held. Meanwhile in the background a dignified imitator
howled and baved. The two actors really became breathless and every
fine emotional shading was clearly picked up by the microphone. The use
of nondirectional microphones, or of the eight-ball or the salt shaker,
permits action by the chuaracters.

The dramatic reader who is presenting a reading from “The Deacon’s
Masterpiece or the Wonderful One-hoss Shay ™ will sit in a squeaky chair
which he will work back and forth as hard as possible. He will chew on an
imaginary “chaw’ of tobacco. He will crack an imaginary whip, acling
the part that he is endeavoring to portray as he reeites the lines, while in
the background sound operators will turn wheels in a gravel track and
produce the sounds of the horses™ hoofs. Greater realism is produced when
actors really act their parts.

Microphone Position.

In general, the radio speaker stands about 1 foot from the mike. If
he is farther away, he is not, in theatrical parlance. *“center stage.” When
dislanece is necessary to create the desired effect for the listener, the actor
will back away from the microphone. If the performer needs to exceed
conversational loudness, he must step back from the microphone for such
passages. In exceptional instances he may need to turn completely away
from il in order to avoid blasting. All entrances are made from about 8
feet away. The actor speaks low at first and raises his volce as he ap-
proaches the mike until the volume is natural and casual. If the listener
is 1o “see” this movement through his ears, the actor must speak all the
time that he is moving. If he pauses in his speech, but keeps on moving,
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when his voice is next heard from a greater distance it may sound like
that of another person. Another difference between the regular theater
and the radio theater of the air is that in the former an actor must use
strength to be head above the mob. Over the air the mob is put into the
background and the speaker who is close to the microphone should not
raise his voice. While the radio speaker acts his part, he cannot be weaving
to and fro from Uthe microplone, for this will cause distortion. His move-
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Fia. 17.—Correct position for two actors using a ribhon mike.

ments must be determined by the control engineer rather than by his
emotions. By changing the position or varying the delivery, different
attitudes may be projected. When the actor is excited, he will stand at
some distance from the mike, raise the pitch of his voice, and speak more
rapidly. Sympathy brings the actor in closer contact with the sensitive
diaphragm, where he will raise his voice only slightly above a murmur.
Ghostly laughter, so frequently heard over the radio, starts some feet
below the microphone and comes up to it. It has been said that the im-
pression of loyalty is best created by speaking in a quict kindly voice close
to the microphone.

The distance at which radio actors work from the microphone varies
with the type of scene being played. If it is a scene with many characters
the mike is wide open in order to get in the entire group; under these cir-
cumstances actors may read their lines 8 feet from the pickup. On inti-
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mate scenes the speakers may come as close as 3 inches; thus the scene
not only sounds but is intimate. When a filter mike is used for a telephone
conversation the off-stage speaker talks within 1 inch of the microphone.
The engineer will raise the volume according to the wishes of the director.

When acting before the microphone the actor must be paying atten-
tion to a number of things at once. Aside from a strong concentration on
the characterization he must read the seript, take care to be the right
distance from the mike, watch the director for signals concerning sound
cues, speed of delivery, and distance, and pay attention to sound effects
incidental to the action of the play.



CHAPTER XVI
Sound Effects

Sound effects are to the radio play what scenery is to stage production.
Of course, there may be radio plays that are produced without the aid of
sound cffects, just as there are plays in which scenery is not essential.
Souund effects are largely dependent upon the listener’s imagination and
are presented in order to make him create a visual picture of the scene
in which the play is being produced. Much of their value depends upon
the psychological suggestion of mentioning what the sound represents to
stimulate the listener’s imagination. In the majority of instances it is
quite essential that the actors in their lines allude to the sound so that the
listencer will form the correct visual image. In this way the rustling of a
picce of paper may carry the listener’s imagination to the crest of Niagara
Falls, where he will hear the roar of the falling water, or into the woods at
autumn, with the rustle of falling leaves.

By far the largest proportion of sounds used in radio dramas are
produced by recordings, which are made from the actual sounds. These
records, which ordinarily cost from $1.50 to $2 each, are manufactured
by the Masque, Starr (Genett records), Victor, Standard Radio, Colum-
bia, and other companies. Over 12,000 sounds are available and the list
includes such unusual items as closing a barn door, sounds in a bowling
alley, cats fighting, chopping through river ice, corn popping, drilling an
oil well, horse and wagou in the snow, snores, man walking and running,
and milking a cow. The company that manufactures these transeription
effects takes its sound-recording equipment to the football game to record
the crowd noises and to the lighthouse to record the fog horn. As an
illustration of this, a manufacturer recently came to me and stated that
the recorded sonnds of screams and groaus had been made by dramatic
stars and were not realistic. He wanted to know whether it would not be
possible to place the sound-recording equipment in a local hospital in
order to record the shrieks of a person injured in an automobile accident.
It is interesting to note that the recording of applause most frequently
used was made at an address given by former President Herbert Hoover.
In addition to the recording of noises and sounds, special background
music is supplied by these companies to be used in creating the right
atmosphere for scenes of sorrow, approaching danger, underhanded
procedure, quarrels, and love-making. A number of variations of a sound
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may be recorded upon one side of the record; for instance, on one side
may be the sounds of an automobile starting, door slam, speeding up, and
stopping, while on the other the automobile will run continuously. As*an
cconomic measure, when we buy a sound-effect record we make a copy of
it, using our recording equipment. The original record costs us $1.50; the
copy costs only the price of the disc, about 30 cents. We use the copy for
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Fa. 18.—Sound-effects table. Notice that two pickup arms serve each turntable, thus
permitting the constant playing of any sound regardless of its recorded length. The loud-
speaker is located in the end of the table. The rack at the back is illuminated for seripts.

our broadcasts and retain the original for a master record for future
copices.

In some studios the sound recordings are played in the control studio |
and are wired into the mixing panel without the actor’s hearing them.
The better practice seems to be 1o use the recorded sound effects in such
a way that they will be heard by the actors and be picked up by the same
microphone that picks up their voices. The larger studios have a multiple-
turntable cquipnient which may be rolled into the studio in which the
drama is to be presented. The multiple turntable is used in order to blend
sounds. For instance, a play may be taking place in the interior of a
freight car. One of the records being played will be the noises heard in the
freight car while the other will be the noises of the engine and the train
itself. In a ghost-story recording, one record may bring in the shrieking
of wind while another record conveys to the listener the sound of howling
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wolves. One manufacturer of sound recordings has suggested, as an
experiment, the combining of records in order to create new sounds and
the playing of existing recordings at different speeds in order to create
desired effects. The sound of frying bacon and popping corn has heen
combined to create the effect of the breaking up of a glacier. The playving
of a recording of artillery fire at a slow speed has been used for thunder.

F1a. 19.—Sound recordings upon the turntubles. Notice how the recordings are held
with the needle set upon the record, the turntable revolving, until the cue is picked up by
the operator. The circular mat in the foreground is a stroboscope dise used to test the
revolving speed of the turntable. When seen by the light of a neou lamp from a 60-cycle
current, the outer cirele of teeth will seem to remain stationary when the dise is revolving
at 8315 rp.m. The inger circle will appear stationary when the disc is revolving at 78.26
r.p.m.

The noises on reeords must be rehearsed. sinee it is often their volume
which is most importaut. For instance, the sound of a car skidding into a
crash is recorded as one unit. The sound engineer must take into con-
sideration whether that car is right in front of the actor, whether it 1s
20 fect away, or whether it is down a block or two. Also, he has to notice
if the car skids as it is going by the actor and crashes away from him, or
whether the whole thing takes place away from hin.

Not all sounds are created by such recordings. The expense of building
up a library of sound records is too great for the smaller station; conse-
quently experimentation must be conducted by the dramatic director or
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Fig. 20.—3mall door. wind machine, baskethall bladder, marching men, electric horn and
hell board, mufile box, and telephone equipment.
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Tyc. 21 —Dramatic cast and sound men. Notice the use of the eight-ball mike to pick up
the spund of the chains, while the revolver is held to one side of a ribbon mike. Also notice
the physical acting of those who are participating in the play. The girl screaming is at the
dead side of the microphone.
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sound-effects man in the local studio. As he experiments in order to create
desired sounds for his radio dramas, he adds to the equipment to be used
for sounds in the studio. All manner of junk such as tin cans, bottles, and
broken china, as well as good cups, saucers, and plates, silverware, rocks,
a bag of gravel, whisk-broom. soda-fountain straws, and other things are
gathered by the experimenting sound-effects man (see Fig. 20). In the
studio there will be planks which may be laid upon the floor in order that
the actors may walk upon them to create the sound of walking upon a
stage. There will be ereaky rocking chairs and squeaky hinges which are
treasured by the sound-effects operator. A good reliable squeaky door is
a treasure. Very simple things may be used to ercate sounds. The radio
warrior selects his swords by ear: and every G-foot length of chain carries
a different sound pieture to the listener (sce Fig. 21).

Manual Sound Effects.

There are some manual sounds which are as important today as they
ever were. These have been retained beeause they synehronize with speech
or suggested action.

The opening and closing of doors and windows, movement of furniture,
and so on may partake of the character and mood of the persons in the
drama at the moment they oceur. For example, when a person is angry
he opens and shuts a door in quite a different manner from that which he
uses when he is being stealthy or feeling calm.

As a basis for the card eatalogue of manual sound effects the following
may be used. For the card catalogue, items should be eross-indexed and
listed under all conceivable headings,

Awrplane. A recording is preferred: however, if one is not available, hold a
folded piece of blotting paper against the blades of an clectric fan. Try out
different weights of paper. Run the fan at low speed.

Another method of creating the same effect is to take an old motor and attach
to it a dise from which are suspended a number of light straps of leather.
As the dise revolves, these light straps hit against the blotting paper and
ereate the correct sound.

Awrplane Crash. Smash a wooden matchbox and tear heavy paper near the
microphone.

Arrow.  Whip a reed or long. thin stick through the air.

Automolile. Again the hest effects are produced from recordings; however, the
same experiment may be tried for the automobile as was suggested for the
airplane.

Automobile Being Cranked. The effect of eranking an old Ford of the jalopy
category may be created by using one of the flour sifters in which, when
the handle is turned, sifters rub against the wire sieve at the bottom.
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Automobile Brakes. Drive two or three nails slightly through a piece of wood
and scrape the points on a sheet of glass.

Sliding a drinking glass with the top placed against a pane of glass may pro-
duce the required sound.

Automobile Crash. Knock over a pile of pots, pans, and tin cans. Drop some
piece of metal into an old pan which is tilted slightly so that the metal
bounces to the low side. Also use broken glass in connection with this sound.

Old Automobile Running. Take on old-fashioned oval wash boiler and partially
fll it with junk. On top place two boards wpon whicli is mounted a smail
electric motor (an old one out of an electric appliance). When the motor
runs, it is not heard, but it will canse the wash boiler to vibrate, shake, and
rattle.

Automobile Tires. Push erasers across a piece of glass,

Automobile Door.  The only way to get the sound of an automobile door closing
is to buy a section of an old<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>