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FOREWORD

“Gateway to Radio,” while showing to the earnest
student how best to become associated with the radio in-
dustry in all its many phases, bravely champions the cause
of the public.

Particularly do I endorse the references made to programs
for children. If radio can help to make life at home both
entertaining and cultural for the growing citizens, then some-
thing worthwhile will have been achieved.

Unfortunately, commercial control over this most powerful
means of communication has not always succeeded in this
responsibility towards the public.

The constructive criticism contained in this fearless and
authentic book should benefit public, sponsor, and performer
alike.

May success attend these pioneer scribes of an instrument
of the gods that is sometimes a work of the devil.

Danier FroHMAN.
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PUBLISHER’S NOTE

Grapys SHAw ERskINE, novelist, poet, and playwright,
was among the first writers of note to enter the radio field,
not only starring in major productions over N.B.C. and
C.B.S. networks, but also writing and supervising many
radio programs. She was Vice-President of The Theatre
Magazine Radio Bureau Incorporated. She pioneered radio
personality columns in class magazines, and was Radio Editor
of The Home Magazine (Tower Group), Life, and The Elks
Magazine. Miss Erskine spoke on radio with the Copy-
right Committee of The Authors’ League of America before
the House Patents Committee in Washington, D. C. She is
a member of The Authors’ League of America, The Authors’
Guild, The Dramatists’ Guild, The Poetry Society of America
and The League of American Pen Women.

Ivan FirTH was prominent with the British Broadcasting
Corporation before coming to New York in 1929. In 1928
he held a record of no less than eighty-six radio contracts as
producer, actor, and singer. He has been in theatrical
management, written successful plays, starred in light opera
and drama, and stage managed for Sir Barry Jackson at the
Birmingham Repertory Theatre. As a member of the In-

corporated Sales Managers Association of the United King-
ix
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dom, he has had practical experience of showmanship in
advertising. For nearly two years he was production director
at National Broadcasting Company in New York, has been
Master of Ceremonies over the Columbia Broadcasting Sys-
tem, and has been featured on many coast-to-coast programs
over both major networks.



CONTENTS

Chapter 1. WRITING ON THE AIR . . . . . .

The magnitude of the field — the value of the spoken word — how
the writer can help the announcer — the function of announcements
— commercial credits — co-operation between advertiser and writer
— the creation of goodwill — qualities that count — the time factor
— the value of the expert.

Chapter 2. ExampLes oF CoMMERcIAL CREDITS

How to tie entertainment to advertising in the announcement —
qualities of universal appeal — Sincerity — Humor — Charm — the
fallacy of permitting a fictional character to turn salesman — the
announcer versus the narrator in radio drama — how long an an-
nouncement should be.

Chapter 3. How Music Amps THE WRITER .

The musical signature — the time factor — the use of the musical
background — the theme song — music and drama — incidental
music — musical breaks — difference between hearing and listening.

Chapter 4. Rapio Drama . . . . . . . .

Theatre audiences versus radio audiences — receptive mentality
of listeners — a word for the engineer — dramatic ‘acts’ — Phil
Cook, the one-man show — Amos n’ Andy — the value of a synopsis
— building 2 cumulative audience — melodrama — plays with liter-
ary value — the ‘blind’ audience — a sentence should have only one
meaning — many voices hefog the action of the play — simplicity the
keynote.

Chapter 5. ExampLes or Rapio Drama . .

Manuscript ‘set-up’ — a two-in-hand with music, The Duet of
Romance — a series around a central character, The Doctor Re-
members — a radio serial, The Adventures of Jacques.

xi

PAGE

19

37

54

63

83



X1 CONTENTS

Chapter 6. Drama PecuLiar To Rapio . .

How to build suspense — mental conflict versus action — Georgia
Backus and her daring experiment — the sponsor’s assumed prerog-
ative — what the writer must expect — speculative writing — radio
adaptations of the classics — a radio version of Ramona.

Chapter 7. THE Rapto Marker . . . . . .

The Federal Radio Commission — station obligations — how and
where to sell — what the ultimate goal is worth — commercial and
sustaining programs — methods of approach — difficulties the writer
will meet — how a writer can protect his work — difficulties of copy-
right — recorded programs — the advantages of radio publicity.

Chapter 8. Program Buitoing . . . . . .

Laxity of control of program content — necessity for critical
analysis — stages of program development — sequence of thought
— children’s programs — programs of musical appreciation — pro-
grams of special appeal — Poetry and A. M. Sullivan — showmanship
in program building.

Chapter 9. REcorDED Procrams anD Spor Broap-
CASTING . . . . « . . . .

Limited facilities of local stations — the octopus hold of the major
networks — the damning label of electrical transcription — a logical
analysis of both methods — spot broadcasting the more elastic — the
sponsor may be better served with a recorded program.

Chapter 10. Rapio Stuplo Propuction . . . .

The production director — a comparison with the theatre — the
time factor—lack of rehearsal — the great variety of radio enter-
tainment — Marie Cahill —irregular hours of production director —
a few sound effects — co-operation with engineers — the producer in
radio should be publicized — the producer’s dream.

Chapter 11. BriTisH Propucrion MEeTHODS. . .

Multiple studio control — independent sound effects studio —
its advantages and disadvantages — method of communication be-
tween studios — the ‘blind’ director — working details of a famous
broadcast — the comparative effect on actors of the two different
production methods.

PAGE

U3

160

168

180



CONTENTS

Chapter 12. THE ANNOUNCER . . . . . . .

The failings of announcers — the creation of mood — the psychic
power of speech — qualities that make and mar — nationally known
examples — an appreciation and criticism — the commentator and
his personal appeal — announcing as a profession.

Chapter 13. THE Actor IN Rabpro . ., . . .

How to get experience — the value of the small station — avoid the
‘gyp’ schools — the opportunity for the amateur — essential qualities
for facing the ‘mike’ — voice control — tonal quality — character-
ization — the use of the pause — the capitalization of particular
qualities — the Artists’ Bureau.

Chapter 14. CHILDREN aND Rabro . . . . .

A question for parents — mental versus physical diet — the in-
eradicable effect of over-stimulation — hero worship — the children’s
demand for an advertised product against medical advice — allo-
pathic and homeopathic doses of morals — the precocious child actor
an abomination — the grave responsibility of those providing pro-
grams for children.

Chapter 15. T EnciNeer . . . . . . .

The brains behind the industry — research — the application of
new inventions and improvements — the Plan Engineering Group —
transmitting engineers and the grave dangers they face daily — the
field engineering group and their essential qualifications — studio
operators — where homage is due.

Chapter 16. Press ReraTions. . . . . . .
Foolish competition between Press and radio — the unwelcome radio
news — accuracy and truth essential — the artists’ best friend —
class and house magazines versus newspapers — how the artist should
utilize his publicity background — Press Relations a training school
for other branches in radio.

Chapter 17. THe SaLes DeparTMENT . . . .

Most vital to success of operating radio station — the buffer be-
tween sponsor and all radio departments — the encyclopedic knowl-
edge demanded of the salesman — how he can help both his employer
and the sponsor.

xiil
PAGE
209

228

243

2

265

273



Xiv CONTENTS

PAGE
Chapter 18. THE SpoNsor . . . . . . . . 276

The drawbacks to commercial broadcasting — the folly of cheap
programs — radio advertising the cheapest in the world — where
competition is advantageous — foolish interference by the sponsor —
the sponsor the laughing stock of ‘ the profession” — his love of artistic
glamor — how the sponsor can be cheated — an appeal for fair play.

Chapter 19. To THE Rapio Aupience . . . . 289

The public are cannon fodder — the error of underestimating public
intelligence — the armchair mood — the rapidly developing auditory
sense of listeners — the keenness of the child mind — the pernicious
example of the film industry with regard to entertainment for children
— the national importance of the guardianship of youth — the guilty
sponsor and the careless broadcasting companies — the opportunity
for listeners.

Chapter 20. TuE Future oF Rabio . . . . . 299

Will television replace radio? — famous personalities who worked
for the authors in pioneer programs — Tony Sarg — Edward Lasker
— E. K. Baldwin — Max Fleischer — N.R.A. and radio — George
B. Storer and his policy — Ed Wynn — the dangers of dishonest prac-
tices — will the government act? — the decision in the hands of the
public.

InpeEx . . . . . . . . . . . . . . 313



LIST OF ILLUSTRATIONS

Gladys Shaw Erskine and Major Ivan Firth in front
of televisor

Robert Trout, official announcer to the President for
the Columbia Broadcasting System

President Franklin D. Roosevelt speaks to the nation
The March of Time

Looking from control room into studio .

Looking from studio into control room .

The initial all-star costumed program, television fere-
runner.

Burns and Allen, radio madcaps .
“Old Timer” Harvey Hayes .

Versatile radio performers: Georgia Backus; Elsie
Hitz; Eunice Howard; Phil Cook .

Four important men: William S. Rainey; Walter Dam-
rosch; Irvin S. Cobb; Rudy Vallee

Electrical transcriptions — turntables, electrical pick-
ups, and reproduction apparatus .

Grinding and buffing stampers
Galvano baths where master records are made .
A close-up of sound effects

The largest radio studio in the world
Xv

FACING
PAGE

36

37
37
62
63
63

134
134
134

135

179
179
179

197



xvi LIST OF ILLUSTRATIONS

FACING
. PAGE

Famous announcers: Ted Husing; Kenneth Roberts;
David Ross; Norman Brokenshire; Louis Dean . . 212

Famous announcers: Milton Cross; Alwyn Bach;
Graham MacNamee; Alois Havrilla; James Wall-
ington. . . . . . . . . . . . . . 213

Commentators: Edwin C. Hill; Lowell Thomas;
Walter Winchell; Boake Carter; Alexander Wooll-

cott; Floyd Gibbons . . . .. 242
By and for the children: Winifred Toomey, Jolly Bill

and Jane; schoolchildren listeners . . . . . . 243
Nerve center of a national network . . . . . . 272
Behind the scenes — trunk lines . . . . . . . 272

They found new fame: Nino Martini; Andy Sanella;
Madame Schumann-Heink; George M. Cohan;
KateSmith . . . . . . . . . . . . 273



GATEWAY TO RADIO



Cuarrer 1
WRITING ON THE AIR

HERE is a story of a man condemned to life im-
prisonment, who spent the latter part of his days in
counting the number of words in the Bible.

It might be interesting if someone, who has both the
time and the inclination for the work, would endeavor to
count the number of words that are spoken through the
microphone, even within the confines of greater New
York.

Conservatively, we would suggest that two and a half
million words are written daily for delivery on the air be-
tween the hours of 8 a.m. and midnight.

Who writes those words?—what training have the
writers’—who delivers them?—and how are they written
and delivered?—these are the questions that we propose
to take up in this volume.

Radio entertainment has become a national institution as
popular as breakfast.

There are plenty of people who don’t like breakfast.

Writers, both old-timers and beginners, should profit by
the mistakes of the past. When Moving Pictures first

began to move before the Talkies talked, high-brow
19




20 GATEWAY TO RADIO

writers ignored the new field, and refused to consider it
seriously as a market—and, as the Irishman would say,
“Now look at the damn thing!” Look back at the Movie
and Talkie miracles, and look forward to radio and tele-
vision.

It is an interesting thought that those ancients who
traced their legends and histories in strange hieroglyphics
had no idea that thousands of years later those same
records would become fabulously valuable, and add to the
knowledge and wisdom of the world.

Today, the spoken word, by means of radio, flashes news
and entertainment around the world to curious millions. If
you are carving your message upon the minds of your
listeners, or engraving it upon the red sand-stone of long
dead Meydum, the same meticulous care should be taken
In its preparation.

The radio industry started as a novelty, which could
hardly be termed a natural outlet for feelings or emotions
of any sort. It was heralded as a practical means of com-
munication, rather than as a medium for a new method of
artistic expression.

The use of radio for message-sending, for warnings of
disaster or calls for help, such as an S.0.S. at sea, or an
order sent to a moving police car giving the location of a
reported crime in progress, or the more amazing directing
of an aeroplane lost in a fog—all these practical benefits
are continually in use. But in these days the radio has be-
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come largely 2 medium for entertainment and for adver-
tising, and it would be a godsend to the people of the
country if the two terms could be made synonymous!

There was a time when the sole purpose of the radio in
the family circle seemed to be to see how distant a station
one could contact. What came over the wave lengths mat-
tered not at all. If a voice out of the void suddenly said,
“This is Denver,” or, “This is Kalamazoo,” that was thrill
enough for the dial twister.

The next phase was the introduction of definite enter-
tainment for the benefit of listeners, but, as sure as his-
tory repeats itself, the best literary brains of the country
had not vision enough to see where they might fit into the
picture, and certainly never forsesaw the commercializa-
tion of time on the air offered to advertisers, who with
their money have helped to build this amazing industry.

Some years ago in London, England, a progressive
department store in that foggy city turned ‘American’ and
decided to try to obtain the services of the best known
authors in the land to write advertising copy for them.
Accordingly they wrote in a most dignified fashion to
Arnold Bennett, H. G. Wells, and George Bernard Shaw.

Their several answers to the tainted commercial assign-
ment are interesting and amusing.

Arnold Bennett replied in characteristic fashion that as
“the highest paid journalist in the country,”
right that such an offer should be made to him, but that

it was only
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while he would very much like to accept, he felt that public
opinion would be so strong against him that he would have
to decline, until other famous writers had taken the lead.

H. G. Wells outlined the situation exhaustively, and
heavily declined.

George Bernard Shaw bristled his famous whiskers,
twinkled his keen blue eyes, and stated in writing that he
considered it “an offense to the Holy Ghost,” to use his
genius for advertising anything other than genius—George
Bernard Shaw to you!

On the other hand, in America, one of the pioneers in
the field of the commercialization of literature was Elbert
Hubbard, who not only turned his talents to the writing
of his famous aphorisms, but founded the Roycrofters, a
publishing group that is still in existence. What is still
more interesting to us at the moment is the fact that, un-
like his English fellow-craftsmen, he saw and grasped the
golden opportunity that advertising writing offered the
scribe. He was one of the first writers to capitalize his art
through commercial channels, and the brilliance of the
advertising copy which he wrote proved the value of the
fine mind and analytical ability which he brought to it.

With the development of radio entertainment as a
means of advertising, the sponsors of big-time programs
have been forced to admit that better material is essential,
if better results are to be achieved.

Radio covers all fields of literary endeavor. The news-
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paper reporter, the novelist, the playwright, the short story
writer, the poet—all have their niche in radio.

If they are to succeed, it would be well for them to take
advantage of every opportunity to gain insight into the
peculiarities of the studios themselves, and the conditions
prevailing there, with particular reference to the require-
ments and limitations of the microphone.

The spoken word, through radio, has a far wider influ-
ence than any other medium of communication. It reaches
infinitely farther than the printed word can ever penetrate,
and those responsible should, therefore, bear this in mind,
when writing words for delivery on the air.

As a concrete example, more people will listen atten-
tively to every word of a vibrant straight-from-the-shoulder
talk by President Roosevelt, over a Coast-to-Coast hook-up
(in fact, throughout the Anglo-Saxon speaking world)
than would read or understand the same speech were it
printed in every newspaper in the country.

One reason for this is the power of personality, which
President Roosevelt has to a marked degree; and another
is that the masses, comprising many illiterates, are able to
grasp a fact more quickly and clearly through the sense
of hearing than the sense of sight.

As every program is preceded by an announcement, it

is logical that our first consideration will be the relationship
between the writer and the announcer.
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It is amusing that announcers are considered of such im-
portance that their names are almost invariably given out
on every program, whereas the writer, all too often, re-
mains anonymous. We will content ourselves with a bow
to the all-pervading importance of the announcer, but pro-
pose to deal, first and foremost, with the announcements.
We will take up the function of the man behind the gun,
so to speak—in other words, the writer behind the an-
nouncer. It is a lamentable fact that very often the con-
tinuity writer has little or no idea as to wko is going to
speak the words he has written, so that there can be no
artistic touch fitting the particular personality upon whose
voice and delivery the success of his written word depends.
The staff writer is considered a very small cog on a very
large wheel, his name being carefully withheld from lis-
teners, while the announcer, quite wrongly, gets all the
credit or blame. Yet there has been an apparent conspiracy
to insist upon announcers (in spite of the fact that their
names are given out) smothering their own individuality -
in a certain sameness that becomes monotonous to the point
of irritation.

It is interesting to note that some of the best announcers
—for example, Andrew White (the popular Andy of the
early days), Graham MacNamee, and Ted Husing—have
made their names upon the spontaneity of their own impro-
vised work.

Surely they knew just what type of wording best suited
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their particular personalities! They did not lose the charm
or dynamic quality, which might be their special gift, by
striving to read stereotyped script that no one could breathe
life into.

This same spirit of improvisation can be obtained by
close co-operation between the announcer and the writer
who prepares what the former has to say. We have had
sad experience with good programs and fine announcers
that have been spoiled by badly written or over-long and
therefore boresome announcements; yet there are times
when a splendidly written announcement is read by some-
one who totally lacks the ability to get the warmth, color
and full value out of the writer’s words.

The loud speaker whence your pleasure or your misery
is derived is a permanent guest, who automatically becomes
a member of your family.

He (or is it a she?) stands in a warm corner, and is a
welcome guest or an irritating bore, depending upon what
is happening in some distant broadcasting studio. Because
of this family intimacy, it is allimportant that the spirit
of improvisation should, in most cases, run through the
announcements. Many a fine musical program labors under
the handicap of the low level of its announcements, and it
takes close co-operation between the writer and the an-
nouncer if its spirit and pace are to be maintained.

Announcements have two functions: to advertise the
product that is sponsoring the program (these are the com-
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mercial credits or sales talks), and to explain and set the
entertainment both in mood and story.

The old way of introducing musical numbers in a stere-
otyped fashion became so monotonous and received so
much adverse criticism from the public that programs were
improved by the introduction of a Master of Ceremonies,
who was to season the entertainment with the flavor of his
own personality.

To the manufacturer of the commodity being advertised
on the air, the commercial credit is everything, and we
have the utmost sympathy for, and understanding of, the
client, who may be paying hundreds of thousands of dol-
lars for his radio publicity. He feels that if he cannot, for
so large a sum, give his sales message to the public, he is
not getting his money’s worth.

It is very difficult to convince him that his enthusiasm
for his product often blinds him to the fact that what is
the breath of life to him may be entirely dull, and even
offensive, to most of his listeners. An intelligent lover of
music, listening with keen enjoyment to a symphony con-
cert, is not too pleased if the thread of beauty is cut by
a catalog of products, the prices of ready-made clothes, or
the dangers of pyorrhea. Such a procedure creates ill-will,
and tends to discount the advertising value of the pro-
gram, so that, from the advertiser’s point of view, the most
important part of his program becomes a liability instead
of an asset.
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An example of the extreme length to which advertisers
will go was heard in New York recently.

The sponsor, not satisfied with his regular promises over
the air to give presents to everyone who would patronize
him, chartered an aeroplane fitted with a stentorphone,
which thundered its message above the roar of traffic. In
desperation, Police Headquarters was called in an effort
to banish this nuisance. Our delight was unbounded when
the Sergeant on the desk forestalled our complaint before
we uttered it, naming the product and informing us that
ours was the fortieth call of complaint within the last
half-hour! Goodness knows how many more came in later,
or how far-reaching was the ill-will engendered by that
ill-advised and blatant publicity.

We do not know whether this sponsor’s further plan of
campaign was prearranged or not, but it is a fact that,
immediately following this evidence of outraged public
opinion, an additional gift was promised the radio fans
who would condescend to buy the product!

Some commodities are of such general interest that the
commercial credits in themselves may be both entertaining
and instructive. A keen motorist will always be interested
in a new fuel or lubricating oil that will increase the efh-
ciency of his engine, particularly if the information is given
in an informal chatty way, which a friend might use in
his home. Where is the owner-driver who ever tires of
talking motors? Where is the golfer who will not discuss
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the latest putter? Where is the fisherman who will refuse
to discuss the merits of helgomites and worms?

It is very obvious that when the product to be adver-
tised, or the service to be offered, is one which deals, di-
rectly or indirectly, with recreation, the real difficulties of
finding suitable commercial credits hardly exist. In any
case, should ill-will arise, it would only be in the minds of
non-buyers, who, after all, need not listen unless they
want to, and are no serious loss to the sponsor.

On the other hand, the manufacturer of products that
are by their very nature unpleasant necessities, such as
tooth pastes, little aids to regulate nature, or corn plasters,
are faced with a truly difficult problem, and they would
be well advised to eliminate as much selling talk as pos-
sible, and rely upon the publicity of their trade name,
which can be set in a few words.

If the Pumpkin-Pie Band is a very fine band, listeners
will talk to their friends about the wonderful Pumpkin-
Pie Band. Though they may not talk about the merits of
the Pie, there will be an association of ideas which will not
allow them to forget that 3 p.m. on Sunday afternoon, let
us say, is Pumpkin-Pie Hour.

Sponsors should concentrate on obtaining their commer-
cial credit with a maximum of interest and a minimum of
ill-will. In many cases this has been attempted in a child-
ish way, which may have merits in the eyes of a few
morons, but which is basically unsound from the adver-
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in every field of artistic or social endeavor. Your politi-
cians, your actors, your clergymen, your famous writers,
even your confidence men, make use of one or more of
these qualities as stock-in-trade.

Why shouldn’t these same qualities, or individual whim-
sical quirks and characteristic mannerisms, be exploited by
the radio announcer? This does not mean that showman-
ship must be neglected, but it does mean that everyone
connected with a radio program must look upon his work
with the same seriousness as he would were he on the
stage or a political platform.

Radio work is something like shadow-boxing in the
dark—and is valuable or useless according to the amount
of serious effort that is used. You can’t see the other fel-
low out there in the dark, but unless you can imagine him
with all the concentration at your command you will not
obtain the results for which you are striving.

It is so easy for all concerned—announcers, actors, and
authors—to shirk, when on the air, but it is almost im-
possible to do so in the theatre without being found out—
and being found out mighty quick!

Certain persons seem to have a telepathic power of
thought transference that ensures their immediate and
lasting success as radio artists. Such success, however, is
very dependent upon the material given to them to de-
liver, and that is where the writer comes in. The unfavor-
able criticism that is heaped on radio’s head is due more
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the setting of the immediate item that follows in the pro-
gram. .

If the latter is done as a bald statement of fact, then
there is little or no interest taken in what follows, except
among the favored few who have been waiting for it, or
who knew all about it already. But if the announcement
has a personal touch, interesting the listener through an
apparent first-hand knowledge, then people will sit up and
take notice.

Take, for example, a program of musical appreciation,
in which a Bach fugue is to be played. In a Coast-to-Coast
hook-up, only those who have had a musical training would
be familiar with a particular fugue—but a well written an-
nouncement could so intrigue listeners that they would
want to hear the work, which the announcer has ‘sold’
to them by his own great interest in it, and by the sincerity
and charm with which the little descriptive talk is written.

This means that announcements should be written by an
expert, who not only knows his subject but can present
that knowledge in such a way that the announcer can carry
on the good work.

There are three qualities, any one of which will endear
a human being to his fellow creatures; they are, Sincerity,
Humor, and Charm—and these are just as important in
the actual writing of an announcement as in the delivery
of it. As personal qualities they are deliberately exploited
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are the largest buyers—but he does not know public reac-
tion to entertainment as well as the writer or showman,
whose sole business it is to interest or amuse the public,
and thereby to obtain their good-will.

If the advertising statistics were to be given freely, and
without restraint, to the program builder, to assist in mak-
ing the advertising as interesting as the program itself,
then there would be an immediate improvement.

After all, the advertising man is nothing if not ruthless.

The poster display that hits you hard enough to leave
a lasting impression is successful. Even if it offends you,
the offense is only skin deep—but if the same poster were
to be planted on your sitting-room wall, then you would
have a deep-rooted ill-will that would antagonize you to
the product, no matter how good that product might be.

For example, in many of our current magazines we are
shocked and horrified to see the reproduction of the face
of a very pretty girl, apparently removing her upper teeth
with her hand. Most of us turn the page as quickly as pos-
sible. If it were a radio program, the dial would be turned
as quickly as the page, to banish the ugliness brought to
us under the guise of advertising.

Ugliness is a negative quality in advertising, and any
sponsor of a radio program should realize that the affirma-
tive is more valuable than the negative.

The function of any announcement is advertising—
whether it be the exploiting of a commercial product, or
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tiser’s standpoint. We are referring, of course, to the sugar
coating of sample surprise packets placed on the pill of
commercial credit—the argument being that the people
will listen, if they can get something for nothing.

This i1s nothing more nor less than an admission of
failure to be able to provide a sales talk that, in itself,
could be heard with interest. It is as if a theatrical man-
ager were to acknowledge the dullness of his entertain-
ment by offering to pay the public to attend it.

Daniel Frohman, that Grand Old Man of the theatre,
says that audiences of today are more sophisticated than
they have ever been; surely it is reasonable to assume that
their minds have advanced with the times. Why not write
and talk #p to the public, and not down to the moron?

We believe that if the builders of the program were
also allowed to write the commercial credits, both the
sponsor and the listening public would benefit. This can-
not be achieved without the closest possible co-operation
between the advertising account executive and the pro-
gram builder—a practice which rarely, if ever, exists. Of
course, there are a few agencies that build their own pro-
grams, and do not go outside their own offices for any
material that is used—but the advantages and disadvan-
tages to this way of working will be discussed in detail
in a later chapter. .

The advertising man knows his product, knows its
method of distribution, and knows the class of people who
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often to badly written material than to the poor work of
the actor or announcer, who gets the blame.

The spelling and re-spelling of a trade name, the child-
ish reiteration as to the exact location of the shop being
advertised, can hardly be made interesting, no matter
which way it is handled.

Many of the better class writers are entering the radio
field. But as the medium of the microphone is entirely
new to them, and as a totally different technique must be
employed than that used for the novel, short story, or
play, they will find themselves, at first, at as great a dis-
advantage as the youngest tyro might be. The most
poignant need of radio is for better writers.

Just as a sponsor strives to establish the individual super-
iority, quality, or value of his product, so should he obtain
a writer who would have the knowledge and the ability
to bring those same characteristics to the show, and, to
round out the whole, the announcement should be written
by the same person, in the same key.

The advertising agencies go to great pains to write the
commercial credits for their programs, but sometimes they
lose sight of the end in view. Last minute changes are
very common, and most disconcerting to those running
the program. The time factor may be entirely upset. A
program, carefully written and rehearsed to run exactly
the fifteen minutes scheduled, is suddenly disorganized by
an extra minute of sales talk, rushed into the studio a few
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moments before the program is due to start. The result is
one of two things: either a portion of the entertain-
ment is cut, with insufficient time for consideration as to
where the necessary cut will do the least harm, or the
commercial credit is, perforce, gabbled at such a rate, in
order to get in every word, that it is virtually valueless.

The answer to all these difficulties is perfect co-opera-
tion between all parties concerned, prior to rehearsals.
We believe that advertising agencies would benefit by lis-
tening to responsible writers with considered ideas, as to
how a certain product may be sold through the medium of
radio entertainment.

The sponsor so often listens to the program in general,
and the commercial credit in particular, in order to verify
that the sales message is delivered in exactly the same
form as it was sent out by him. If he hears this message
in its entirety, he is well pleased, not stopping to think
that the measure of his pleasure may be in inverse ratio
to that of the listening public. Too often, what pleases the
client irritates the radio fan. It is somewhat the same idea
as if one were to buttonhole a man, and force him to
listen to some pet idea of one’s own, in which he had no
interest whatsoever. If one were to tell this same man an
amusing yarn, and then, in an interesting fashion, work in
that pet hobby, he would listen and like it!

The entertaining talker is always a welcome guest, which
is what the sponsor must strive to be—a welcome guest in
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the homes of his radio friends. No one can assist him in
obtaining this end so well as the writer, who has had many
years as a welcome guest between the paper covers of books
and magazines, in those same homes. The writer’s prob-
lem is to establish the sponsor’s confidence in his ability to
write entertainment coupled with the advertising that will
sell the product. It is not easy, but it is the only way in
which the standard of radio programs will be raised.

The question as to whether there should be any definite
relation between the product and the entertainment varies
with circumstances. The announcements should avoid dry-
as-dust and offensive facts, and present the necessary in-
formation in a fabric of sincerity, humor, or charm—by
expert writing.

This is the truth which must be recognized—that the
writing of the commercial data, as well as the program
itself, must be written by an expers.

The writer of advertising copy does not fill the bill. The
advertising writer writes for the eye to read, sos for the
ear to hear.

A flagrant example of this was heard in a recent broad-
cast, advertising a well known brand of beer. The written
words given to the announcer to read in the commercial
credit described the qualities claimed for this particular
product, and stated that “in Purity and in Maturity” this
beer was paramount. This phrase was repeated four or
more times during the program, and in each case sounded
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as “Impurity and Immaturity.” When set up in print, the
words puriTy and MATURITY can be made to stand out,
but, when spoken, the juxtaposition of a final # to an ini-
tial p or m prevents the finest elocutionist from being
clearly understood, and in this case conveyed a meaning
exactly opposite to the one intended.

So, in radio, the writer must combine the experience of
the playwright with knowledge of the microphone. Com-
mercial announcements, if they are to please the public
and satisfy the sponsor, should be written by experienced
authors, who are accustomed to create their characters,
and then give them words to speak.
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EXAMPLES OF COMMERCIAL CREDITS

T 1s not possible in this volume to deal exhaustively

with every form of commercial announcement used on
the radio. We will, however, give examples of announce-
ments based on each of the three qualities mentioned in
the preceding chapter; namely, Sincerity, Humor, and
Charm.

There is no set rule that a particular type of program
1s essential for a particular type of product, so long as the
entertainment is of interest to the public, and the announce-
ments convey the idea, however subtly, of the truth of all
statements made abont the product.

Let us take, for example, an oil company. It is conceiv-
able that Amos ’n’ Andy would have built up just as large
a following for their sponsor had they been identified,
in the minds of listeners, with Qil—Oil, shall we say, with
which the Fresh Air Taxis were motivated—as they have
for the tooth paste with which they have been associated
for so long.

All commercial programs should be written and built
with one of two ideas in mind. Either the product itself

should be exploited through the medium of the program
37
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content, which can be done very rarely, or the entertain-
ment should be built to appeal to that section of the com-
munity amongst which the client is most desirous of cre-
ating sales—good-will in both cases being of superlative
importance.

In this machine age there is, perhaps, no product in
more universal use, or of greater importance to civiliza-
tion than oil. Oil represents transport, travel, and commu-
nication, and lives depend upon the reliability of aeroplane
engines. Therefore, it is only fitting that a major oil com-
pany should present a serious program, in which the quali-
ties of integrity and efficiency should be stressed.

The program opens with a roll of drums, that fades
away into the distance, and then the voice of the announcer
is heard, low-pitched and sincere.

ANNOUNCER.  Here are spy stories, tales of mystery and
intrigue, plot and counterplot, stratagems
and spoils. Here are spy stories—new and
true, stranger than fake or fiction.

They tell the startled listeners how, be-
hind the arras of black velvet, sinister actors
play in a drama made more fascinating by
its very concealment and stealth,—the Great
Drama of Secret Service.

Just as the fuel and oil of Secret Service
information ensured the smoothness and
power of the engine of War in France, so
does ... .. gasoline and ... .. lubricating
oil ensure the reliability and power of your
engine. In tonight’s dramatization of a story
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GENERAL.

AGENT A.I.

from “Our Secret War,” by Thomas John-
son, Bobbs Merrill & Co., you will hear the
actual Secret Service agent to whom the in-
cident described occurred.

General ... .. has come to this studio to
vouch personally that Agent A.1. is present
in person, and will re-enact a story of which
the General himself knows the full truth.
General .....

In my capacityas . .. .. in France, during
the World War, I was in close and constant
touch with the Secret Service men, and 1
know that without the fuel of information,
the engine of War might have broken
down.

These agents, known only by numbers,
ran more risks than any soldier in the
trenches. For the most part, they worked
alone. If they were discovered, it was the
end. They neither expected, nor ever re-
ceived, any help from their employers. They
were patriots, all of them, and I feel that
it is doing a national service to present these
stories of American heroism, every one of
which is authentic, and will be re-enacted
by the actual agent to whom each incident
occurred. Tonight, Agent A.1.—and I can
personally vouch that it is he himself who
is standing beside me now—will re-live one
of his greatest thrills. Agent A.1.

(Will speak wery briefly on the story about

to be told, and will conclude by saying:)
It was during that time, when we worked

day and night, with every nerve a-strain,
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to detect the secret underground routes by
which the enemy smuggled from France
the information they depended upon in
planning their attacks, that I was summoned
one day to the counter-espionage headquar-
ters in Central France.

(Here follows a moment’s silence, then the
ring of a bell, and an orderly’s called reply
from the distance, “Y es, sir,)’ and the action
of the play has started.)

The closing announcement would run as
follows:

Next week, at this hour, the ..... Oil
Company will present a further episode in
the career of Agent A.1.

But I know that many listeners want to
know something about the story tonight,
just as I do,—and while Agent A.1. is still
here, I am going to ask him. Tell me, A.1.,
what was that letter?

While I was pretending to hunt for the
cognac behind the bar, I managed to study
the letter. It was a cleverly coded message
—one of many that the Greek had brought
to the little barmaid—and one of the many
tendrils of the grape-vine of secret infor-
mation to the enemy.

But what happened to the girl and the
Greek?

That is one of the most terrible situations
that we of the Secret Service have to meet—
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when girls are the pawns in the game.—
The girl? 1 don’t know.

ANNOUNCER. Gosh! But what about the Greek? What
was his name, by the way?

A.L Does that matter? Like the rest of us,
he, too, had a number. It must have been
thirteen—you see, he was unlucky.

ANNOUNCER.  Well, a great deal must have depended
upon the right information in war time. And
you must have been proud to be able to
supply the right kind of fuel to the engine
of war—just as the ..... Oil Company
is proud to be able to offer the motoring
public the best gasoline and lubricating oil.

Don’t forget—the same time next week
there will be some more thrills for you!

In such a program, based on fact and not fiction, it is
possible to use this interesting method of dialogue an-
nouncement, which would only be in bad taste in another
class of program.

We have heard a great deal of adverse criticism of a
fine dramatic program, based on the Adventures of Sher-
lock Holmes, in which the character of Dr. Watson was
used in the commercial credits in dialogue with the an-
nouncer. This had the effect of destroying all illusion. Dr.
Watson was neither one thing nor the other—neither a real
person in the studio, nor a real character in the play—al-
though the performance by Leigh Lovell as Dr. Watson
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was the outstanding high-light of the whole series. Had
these programs been built on ¢rue stories, enacted by a real
detective, then he could, most certainly, have discussed
the product advertised without any destruction of illusion.

In the example we have quoted, where the resl Secret
Service agent is present, the listener feels close to the
principal character—just as if he were in the room with
them, telling his story and being questioned by some other
guest.

The commercial tie-in, connecting the function of oil
and fuel in an engine with Secret Service information as
a parallel is legitimate and sincere.

But now, for the sake of contrast, we will give an ex-
ample of the humorous announcement for a dance music
program. We are indebted to Mr. James Stanton for
permission to use this example. Mr. Stanton is not only a
fine writer for radio, but is an experienced advertising
man. This program is to advertise a firm marketing HATS,
and the entertainment consists of a hot dance band only.
All the announcements are written in a brisk and amusing
way that, if properly delivered, will never for a moment
let the tempo of the music down, and will leave the idea
of Aats as much in the heads of listeners, as oz them!
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THE MAD HATTERS’ PROGRAM.

NOTE TO ANNOUNCER, With the suggestion that he ignore

it
Make announcements whenever
you see fit, in any kind of voice,

so long as it is absolutely unintel-
ligible.

(THEME MUSIC PLAYED DISCORDANTLY

ANNOUNCER.

WHILE READING.)

And now, that tolerated orchestra, spon-
sored by the Mad Hatters, are taking off
their collars, and soon will be making the
night hideous with their racket.

Strolling about the streets the other day,
I was amazed to see several hatless men
and boys, apparently sane, rushing here and
there!

Strange things always interest me, and
always I seek to find the reasons for extraor-
dinary happenings.

I resolved to imitate the inquiring re-
porter.

I stopped one man, begged his pardon,
and asked him why he wore no hat.

His name was Herman Glutz. He said
that he was a great lover of horses. He
could not bear to think of using straw for a
hat, because he feared that some horse might
have no bed to sleep on.

He also said that he owned a derby hat,
but that his cat and her kittens had rented
it from him for the season.

However, in the absence of any Mad



44

ANNOUNCER.

ANNOUNCER.

GATEWAY TO RADIO

Hatter’s cat, that perfectly incomprehen-
sible piece, “Kitten on the Keys,” will be
stamped out by Rin Tin Tin, assisted by
Tom Mix’s horse Tony.

(KITTEN ON THE KEYS—ORCHES.-
TRA.)

Mr. William Washurth, of Open Creek,
Staten Island, said that he was a great ad-
mirer of Caesar, and he went on to say,
after he had blown his nose, that he had
never seen Caesar, or even a picture of
Caesar, wearing a hat.

“What was good enough for Caesar is
good enough for me!” said Mr. Washurth.

So why prevent the Mad Hatters’ Or-
chestra from kicking around the studio that
very pleasing melody, “The Hat My Father
Wore on Last St. Patrick’s Day”?

(ORCHESTRAL SELECTION.)

Herbert Hipepper, of the Bronx, brushed
the hair out of his eyes, and looked at me
sadly.

He said that he had quarreled with his
wife, and had gone without a hat in the
hope that it would rain or turn cold.

“I hope I catch pneumonia and die,” said
Mr. Hipepper. “That’ll show her!”

And so, the next number, “Yes, We Have
No Panamas,” a favorite of the Mad Hat-
ters’ Orchestra, will be played as soon as
the oboe player has had a drink of water.
Ready, Oscar? Let’s go.

(ORCHESTRAL SELECTION.)
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ANNOUNCER.

ANNOUNCER.

Claudius Dippelheimer merely hesitated
a moment to say that if nature had intended
that we should wear hats, we would have
been born with hats on.

Good, sound reasons why men wear no
hats. I am content. I shall never have to
wonder again, when I see a hatless man,

This selection of the Mad Hatters’ Or-
chestra i1s from the musical pens of the
Seven Sutherland Sisters. It is entitled,
“Throw My Hat Away, Ma, ’m Going
To Buy a Toupée.”

(ORCHESTRAL SELECTION.)
CLOSING ANNOUNCEMENT.

If you have not yet tuned off, you have
just heard the weekly program inflicted by
the orchestra of the Mad Hatters.

The popular musical selections, rather
badly played, and the short instructive ser-
mons, were for the benefit of those hardy
pioneers who have discarded the hat, so that
man’s crowning glory, his hair, may blow in
his eyes, and be rumpled in the breeze, or
be securely held in place with a neat black
ribbon.

Remember, next week at this time, to lis-
ten to our program, LESSONS TO BE LEARNED
FROM THE HORSE.

And remember, too, to send for that in-
structive little book, waY WEAR A HAT? It’s
yours for the asking.

The Mad Hatters’ program has come to
you from the Weehawken Studios of the
Natural Flycasting Company.
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Comment on the above example is hardly needed, but
it is a certain thing that a program of this sort would be
far less entertaining were the announcements to be dry-as-
dust statements about each number, or descriptions of dif-
ferent styles of hats.

What Mr. Stanton has succeeded in doing is to keep
the spirit and pep of the band through the rest of the pro-
gram, and the most exacting critic could hardly cavil at
being given too much commerdial credit.

And now, from Sincerity, through Humor, into Charm.

Charm is an evanescent quality, a will-o>-the-wisp that
every writer and every actor as well as every individual in
private life strives to capture, and longs to possess. Bril-
liance may strike sparks from the facets of the brain, but
charm will insinuate itself into the very fibres of the heart.

What better place for charm than a program dedicated
to pERFUMEs—and to the fascination that perfumes have
always held for the lovely ladies of any land? Perfumes—
captured dreams and drama—the madness of moon-
drenched nights!

The following example is not intended as an announce-
ment for one program. It is given to show the full treat-
ment of a subject over a series of broadcasts, and is one
method of presenting an idea to a prospective client in a
way that is far more understandable than the submission
of one completed script, which could not convey the kaleid-
oscope of change through which the characters will pass.
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But let the announcer tell the tale!

ANNOUNCER.

The Little Princess is with you again!
As you all know, the Little Princess is that
charming and capricious beauty whose fas-
tidious taste brought into being the perfect
perfumes that now please the most exacting
Iastée of all you lovely ladies throughout the
and.

Perfumes that you have dreamed of, and
that #ow you can possess! Perfumes that
bring into being, the very moment the stop-
per 1s removed from the bottle, all the
fabulous romance and adventures of Sche-
herezade—all the color of the Arabian
Nights! Perfumes that make you realize
that you are indeed, all of you, possessed of
the same charm—as wilful and capricious
as the Little Princess after whom the per-
fume is named.

But let me tell you how it all happened!

The Little Princess lived somewhere East
of the Sun, and West of the Moon. She
combed her hair with a golden comb, had
a fountain filled with gold-fish, with fanned
black tails—a garden of every flower that
ever grew, trilling birds to waken her, and
nightingales to sing her to sleep.

One day she found herself very tired of
all her lovely playthings.

So she called her handmaidens, and told
them to fetch her all her powder and scents.

She tried each one, but still she was dis-
satisfied. Her soft red mouth pouted, and
her long-lashed eyes widened, for the Little
Princess thought that she was very badly
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treated indeed, if she could be allowed to
want for anything in this, her very own
Court.

The Court Perfumer and Necromancer
were hastily summoned—for it would never
do to let a tear fall from the Little Prin-
cess’s eyes.

She commanded to be made for her a
new perfume, a different one—something
that no other court in any land would have.

The Court Perfumer tried many, but
still the little lovely one was not as happy
as she should be. So he hit upon a new idea.
He called in the Court Troubadour, a gal-
lant young man, really a knight in disguise,
who adored the very ground upon which
the tiny shoe of the Princess stepped.

Together they conceived a plan! They
would amuse their Lady at the same time
that they were making for her the finest
perfume possible. They would enact plays
before her, each one symbolic of a particu-
lar ingredient, which would go into the mak-
ing up of the final lovely scent, which would
be perfect.

With each play her shell-like ears should
be charmed with the music of that far land,
from which they had obtained the special
spice, or oil.

So the Old Necromancer tries to hold his
positon at Court, the mimes act their ap-
pointed parts, and the Troubodour looks
languishingly upon the Light of his Life,
and does his best to win her thus, beneath
his humble disguise.

And the end of it all is, that each gains
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his heart’s desire. The Perfumer accom-
plishes his aim, and gives the Little Prin-
cess the finest, most alluring perfume yet
produced—and—because he was a Necro-
mancer too, there was MAGIC in it!

And the Knight, who had been but a
singing troubadour to gain his love, won the
lovely and beautiful Princess!

And She, because of the Magic in each
bottle, was happy as could be!

And everyone who has perfumes such as
these will be happy indeed, and will become
to every Knight, who meets her, a lovely,
loved Princess.

So, FRANGIPANI, from Hawaii!

What a wealth of Romance rests in that
double word! One can almost see the pic-
ture of a drive along a white sand beach,
bordered with the glowing blooms of the
Royal Poinciana, and the Frangipani, their
flaming tops held aloft like torches, against
the impenetrable turquoise of a tropic sky!

With the seductive wail of steel guitars,
the gorgeously modulated harmony of sing-
ing, love-loving, care-free Kanakas—the
wistful wailing of a distant flute, and, be-
neath all, the constant, recurrent, heart-
breaking throb of tom-toms, and the swish
of surf against silver sands!

spICEs from the Isle of Pines!

All the poignant lure of the bitter-sweet
that 1s seductive, yet strangely bitter—such
as CHYPRE, that pungent smell of the ever-
green tree, that carries with it, incorporate
with its sweetness, curious charm!
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The melancholy romance of lost things
—the unattainable—the Holy Grail—the
Gold at the end of the Rainbow—the Mi-
rage in the Desert Waste!

SANDALWOOD!

From Mongolia, Thibet, with yellow-
robed priests, mystery, occult knowledge,
and fantastic happenings!

FLOWER ATTARs!

Gay, like the sunlit fields of France,
where they are grown—purple fields of
Parma violets, that rest like a blanket upon
the breast of nature!

ROSE from Samarkand!

The land called the Golden Rose, the
Rose of Iran, like the lips of the Light of
the World, the Desired of the Heart—soft
as the kiss of a child, clinging as a lover’s
farewell!

GARDENIA!

Bringing with its waxen, heavy, exotic
perfume, all the lure of the unknown—the
silent, white charm of the woman with mag-
nolia petal skin—the scarlet lips, and the
slow soft speech of the warm and passionate
South!

AMBER!

That seems always to hold within its
subtle fragrance the very mystery of Love
itself!
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JASMINE!

Poignantly sweet, like a softclinging
woman, who wishes only to be loved, pro-
tected! Star shaped! Honey-sweet! Lure of
the East, and High-walled gardens!

AMBERGRIS!

From Zanzibar! The name itself as sweet
as a rare perfume, as lingering and soft a
sound upon the ears, as is aroma to the
senses!

cLovEs of LovE!

The lover’s necklace beads—the very
spice of Love itself, from the Island of
Ceylon.

AND, last of all—a base for all of these—
MUsK!

That pungent scent, which maddens the
musk deer, until at last he falls, weary unto
death with his race against the wind, which
brings, ever-recurrently, the enticing fra-
grance of musk upon the breeze—and there,
as he falls, worn out with his long and
fruitless chase, he bows his kingly head,
licking his breast to try to ease the pain—
and there—he finds upon his own breast, the

treasure, the perfume, he has gone so far
afield to seek.

(MUSIC HEARD IN DISTANCE.)

But listen! Can you hear the thrum of
steel guitars?! Can you catch the subtle scent
of Frangipani? Can you see, in your mind’s
eye, the glory of flaming scarlet Poinsettia?
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The sound of curling waters on coral
reefs! Listen! Listen!

(And the wvoice of the announcer dies
away, as the music of Hawaii glides into the
opening lines of the sketch.)

CLOSING ANNOUNCEMENT.

ANNOUNCER.  So you have heard how FRANGIPANI Was
brought from afar to please the Little Prin-
cess.

Next week you will hear of other adven-
tures in strange lands, where many other
flowers were found, and now are brought
together in the making of one of the per-
fumes that are to please your fastidious
taste, Madame.

The lilt of liquid Malay tunes,

Azure tropic skies,

The warmth of sunlight on sand dunes,
Laughter in dark eyes.

From distant lands these magics come,
Where love and fragrance meet,

The lute and zither’s gentle strum

Is stilled by desert heat.

From many a visioned, unknown land,
A mystic world afar,

Mongolia, Thibet, Samarkand,

And fabled Zanzibar.

(The first verses of this poem will be changed
each program, the last stanza only remaining as
a signature.)
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Such a program is drenched in perfume—and yet there
is not one word of commercialism that could offend the
severest critic.

The cumulative effect of listening to a series of such
programs would be a lasting thought of perfume, with
interest stimulated in the latest creation.

It is dificult to lay down any hard and fast rule as to
the amount of time which should be allowed for the com-
mercial credit, but in several of the leading sponsored
quarter-hour programs as much as five minutes, or one-third
of the whole, is devoted to theme music and sales talk.
This is out of all reasonable proportion—three minutes in
a fifteen minute program, and five in one of a half-hour
duration, being, in our opinion, more than sufficient.

Boake Carter over the Columbia network achieves some-
thing worth while in advertising. The listener does not
know when he is news reporting and when he is plugging
his product, with such nice feeling and evident sincerity
does he work.

Where the sales talk is a thing apart from the program,
and the entertainment requires special announcements, or
a narrator in a dramatic script, then there should be two
announcing voices, of different qualities, so that listeners
can immediately detect which is which.

Remember always that the Sincerity of Truth, the Stim-
ulant of Laughter, or the Dream of Charm will hold the
attention and win the hearts of most men and women.



Cuapter III
HOW MUSIC AIDS THE WRITER

S this part of the book is intended for the guidance

of writers, it is proper that we should give an insight

into the conditions prevailing in the radio studios, so that

writers may know what devices may be employed to help
the spoken word.

Most important of all is the musical background. This
is commonly used, when in connection with announcements,
first as a musical signature to forecast the broadcast, and
later as a background for the announcer.

If a full day of broadcasting is looked upon as an end-
less vaudeville or music-hall entertainment, it is not unrea-
sonable to expect each act to be heralded by its own par-
ticular theme music, as is generally done in the vaudeville
houses.

Theme music is an accepted custom in most forms of
theatrical entertainment, and all operas and musical com-
edies have their own overtures, while legitimate plays are
usually more popular when an orchestra is employed to
establish ‘mood’ or ‘atmosphere’ prior to the rise of the
curtain,

The regular theatre patron would not have to look at
54
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his program to know who the next artist was to be if he
were to hear, let us say, “You Ain’t Heard Nothing Yet,”
or, “Mammy, Mammy!” blared by the brass and wailed
by the saxophones. He would know that Al Jolson would
caper down to the footlights, and hold his audience by the
sheer force of his artistry, and the vigor and sincerity of
his personality.

Just as, in the old country, a man with a red flag pre-
ceded a steam roller, so “Some of These Days” would
herald the entrance of beloved Sophie Tucker, the last of
the Red Hot Mammas!

In radio, however, musical introduction is more than
that. Its value cannot be overestimated by program build-
ers. The writer should never overlook the all-important
part that time plays in a radio program, and music, both
theme and incidental, is of the utmost value and impor-
tance in this connection.

Many a motorist has been bawled out for not speeding
up, when there is traffic congestion and the furious cop is
wanting to clear the road. It is the same in radio. The radio
cop would welcome a studio full of budding Floyd Gib-
bonses, rather than that a show would not come off on
time! As the actors get slower and slower, the producer
would like to yell his rage and disappointment, but as the
‘mike’ is on, he cannot! It is a wonder that whole tribes
of Indians, proficient in sign language, have not crashed
the studios! Quiet signs of command would be far more
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intelligible to any artist than the frantic gesticulations of
production directors, when the last scene, scheduled to
play for three minutes, starts with only thirty seconds to
go!

In the theatre you pay your money to see the per-
formance, and if the audience holds up the show with
applause, the time of performance will be accordingly in-
creased. In fact, the audience becomes an integral part of
the show, and the actors are helped or hindered by the
reaction of the audience, whick they can see. But in radio
there is no audience reaction to affect the actual time of
playing a scene, and the variations result only from the
human element of the artists concerned. One actor is cool
and collected, and another is highly excitable, so that very
rarely does a play time exactly the same as at rehearsal.

In the old days of radio there was always a studio pian-
ist on hand to fill in any gaps that might occur, but it is
better to have special music for each program, in keeping
with it, which can be curtailed, lengthened, or ‘faded, to
meet the immediate requirements in the studio at a mo-
ment’s notice.

We have known a case of a thirty-minute program that
was timed incorrectly, and finished about four minutes too
soon. The announcer was left high and dry, to carry on
as best he might. Poor announcer! Poor public! Poor pro-
gram!
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The use of the musical signature, or theme song, is not
only of value to the writer, giving him some leeway in
the length of his scripts, but also to the sponsor. This is
because, in time, the musical signature becomes as closely
associated with the product by sound as the trade name
by sight. This is good advertising. It establishes the prod-
uct without mentioning it. Examples of this are the Amos
'n’> Andy signature, and the Rudy Vallée theme song. The
use of this musical device is just as legitimate, from the
artistic standpoint, as the theme music used by any well
known vaudevillian to herald his entrance.

So much for the musical signature, as such. But writers
are more concerned with music as a background to the
spoken word, and so the following question presents itself.

Will the average listener respond more readily to a com-
mercial talk—or a straight announcement—with music than
he will without music?

There is so much difference of opinion on this question
that we are forced to discuss it at some length. Most high
pressure salesmen, talking directly to a prospective pur-
chaser, would agree that a background of music would
cramp their style! Commercial credits on the air, how-
ever, should never be high-pressure selling talks. Radio
advertising should not be built to overcome sales resis-
tance. Radio should be part of a general publicity cam-
paign, rather than a method of direct selling, though there
are exceptions. Nevertheless radio can be, and is, used to
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give the public definite information, not only about the
product, but often about sales policy. Therefore, from the
point of view of the sponsor—which the writer should al-
ways consider—unless the background of music helps it
_should not be used.

Music on the air is comparable to scenery on the stage,
but a good speaker would rather be in front of the cur-
tain than on a full stage set, because there would be no
scenery to distract the attention of his hearers. If the eye
is so intrigued that it wanders to the falling petals of a
flowering cherry tree, or to the golden, thought-stealing
glow of the moon, or to any other picturesque or romantic
background that does not assist and form a perfect setting
for the jewel of words, then, instead of the setting assist-
ing the speaker, the speaker will have to buck the back-
ground. A little shame-facedly we are forced to admit that
soft music is provided for most commercial announcements,
as oil on troubled waters. The advertising man asks hope-
fully, “Do you think they will listen to our catalog, if
we can enthrall them with the strain of Home Sweet
Home?”

And the answer is, that they may Aesr what is said, but
they won’t take the trouble to listen to it! There is a
great deal of difference between Aearing a thing, and Iis-
tening to it!

The very word ‘listen’ suggests stopping in one’s tracks
to concentrate on the sound, and of the countless millions
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who have Aeard the Sermon on the Mount, only a small
percentage have listened to it.

Generally speaking, we would say that the use of the
musical background helps the mediocre announcer but
hinders the fine commercial announcer, who, with the con-
viction of sincerity, the whimsicality of humor, or the in-
sinuation of charm, can give his message more efficiently
unaided by any device whatsoever.

Where definite color is wanted as a background to words
of sheer beauty—words, indeed, that have been written
almost as a song, and which would be incomplete without
the music—then there is no question that the musical back-
ground greatly aids the spoken word.

Many commercial announcements could be written so
that the use of music would help them, but, as a rule,
there is no thought of selecting special music for special
words. In a haphazard way, the deciding vote is for music,
but as to what music—well, whatever they happen to be
playing at the time!

When an announcer has a voice of molten gold, like
David Ross, to hear the opening poem to Arabesque is a
joy to nearly everyone. The combination of a glorious
voice and the exquisite music behind it has made radio his-
tory.

However, writers should not depend too much upon
a voice to help them out. It is true that the poems of
Swinburne and Walter de la Mare are popular because of
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the sheer sound of the words. But, each to his own public,
Walt Whitman, Eddie Guest, and Kipling are more pop-
ular on the radio.

In any case, the setting of atmosphere, as done by David
Ross in Arabesque, hardly comes into the category of an-
nouncements. Rather is it an integral part of a dramatic
show, and leads us into the wider subjects of music and
drama.

If we turn back to the days of the old-fashioned melo-
drama, we know what a vital part the soft music of violins
played in the building of a love scene, or the musical
‘hurry’ in denoting the approach of the villain! This the-
atrical device, at one time in such universal use, lost
ground when realism became the key-note of the theatre.
But the talkies have been quick to make use of this age-
old trick, with a fair measure of success. In radio, the use
of suitable music is of even greater importance than on
either the screen or stage.

Where the eyes are blind, does not the thrum of steel
guitars picture a background almost as vividly as scenery
could do? And where the voice is cleverly interwoven into
a setting of melody, the listener can close his eyes and see,
with the clarity of his own imagination, all that the author
would paint. The choice of music is so important that
the writer who is not familiar with many scores should
consult an experienced musical director in order to ensure
that the right music is employed in the right place.
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In some cases it is better to have special music written
—the reason being that a well known tune will revive
different memories and bring different pictures to thou-
sands of listeners, who may associate the tune with some
episode in their own lives.

Authors should not accept unsuitable background music
for their radio writing. Just because the client wants a
jazz band in the program is no reason why that jazz band
should be used to play the incidental music to a lovers’
farewell!

In most cases a string quartette is able to give all the
support that is necessary, and with such a combination
there is less likelihood of the music drowning out the
voices than there is with a hot dance band trying to play
softly.

Never forget that in radio, whenever background music
is required, it should be used with the utmost discretion,
and after serious consideration as to the right music. It
can be as important as the dress that a stage star wears—
and how important zAaz is, only the star and the designer
of the dress know!

What is Aeard is all-important in broadcasting, just be-
cause nothing is ever seen. On the stage a line may be
spoken, and its meaning modified by some movement, or
change of facial expression that the actor may make. In
radio there is no such aid to amplify what is said. That is
why the use of the musical background is so much abused.
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It receives far less consideration than ever it would in the

theatre, and yet it is relatively more important on the air.
If the author’s script calls for music, the author should

insist on the right music, and the right playing of it.

If it is too loud, the spoken word will not be heard
clearly, and if it is too soft, listeners may not associate
it with the play at all, but may imagine that their radio set
is picking up some other station, one that is interfering

ith the program.

It must be remembered that radio audiences are the
most fickle and difficult in the world. They can walk out
on you at any time, without your knowing it! Too much
trouble and care cannot be taken in the selection of inci-
dental music, for the reason that every device to aid the
spoken word in radio must necessarily be sound in one
form or another, and if not correctly used will hinder
rather than help.

Music is a great help at the end of a scene, when the
sound of the orchestra replaces the falling of the curtain
in the theatre.

If there is a narrator to set the mood or the locale of the
ensuing scene, the music may be continued softly, or faded
out altogether. This is a matter of production. Good music,
used to bridge from one scene into the next, or to bring
the curtain down on a climax, is the greatest possible aid
in lifting a fine dramatic show to the height of perfection.
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CuaptER IV

RADIO DRAMA

HAT is Radio Drama? Why and how does it dif-
fer from that of the stage?

In radio, as in the graphic arts, the artist must be able
not only to visualize perfectly what he wishes to portray,
but, further than that, he must be able to project it so
clearly that there can be no two minds about it.

On the air you cannot label a word picture, as children
do their infantile efforts, for instance—T'4is is @ cow! That
fact must be self-evident, or it is of no value to the great
audience who listen in and sightlessly see the pictures,
which the ability of the writer and the portrayal of the
actor bring before the eye of the mind.

A true writer for the air, or for any other medium,
must, first of all, have something to say, and then be able
to paint a picture in words so clear that “he who runs may
read,” and he who hears may see.

This may sound easy, but it is not. It takes knowledge,
patience, artistry, and an infinite capacity for taking pains
—and even more than that, it takes that strange quality of
being able to place yourself in the shoes of your listen-

ing audience—to forget yourself—only to be a means of
63
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bringing laughter, thrills, or tears, to those others—to re-
create for them some adventure that they have known, or
have dreamed of knowing—to give them some beauty of
Romance that they have lost, or have never known.

It might be well for the writer to take as his guide the
saying of an old Indian woman, when her son (now a
famous and much sought-after writer and performer here
in America) left India to start out upon his first adventure
into the strange and unknown occidental lands. This son
asked his mother for some word of advice or counsel to
help him on his journey. The old woman quietly an-
swered, “Remember, my son, that to know anything you
must be able to read with the eyes of your heart as well
as with the eyes of your mind.”

Think it over—it means a very great deal. However,
such advice applies to all workers in creative art. The prob-
lem before the embryo writer of radio plays, is to know
how a radio play differs from a stage play.

The theatre appeals to people in the mass as much
through the eye as the ear, but, as is obvious, the broad-
cast play appeals to people individually, and through the
ear only.

The best critics often fail to prophesy correctly the fate
of a play because as critics they are above the mob emo-
tion, to which the greater number of the audience fall
willing victims.

The radio is turned on so often as a background to con-
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versation, or as the accompaniment to the reading of a
book, that everyone will readily admit that it is a far
less active means of entertainment than the theatre. In
the first place, one has to pay for a theatre ticket; in the
second place, one has to go to the theatre; and in the last
place, one has no further choice if the play is not pleasing.

As a general rule, a theatrical situation of intense drama
when transferred to the air is liable to raise a laugh un-
less handled with the greatest possible delicacy.

Most people will be inclined to mock at heroics, except
when they are keyed up by reason either of circumstances
or because of their emotional interest in what is happen-
ing. The radio can never present the illusion of the theatre.
Similarly, most people will laugh at the tub-thumping
orator, unless they happen to be of the crowd, and are
swayed by the mob emotion.

Reception of a radio play does not depend only upon
the efficiency of the loud speaker; it depends just as much
upon the receptive mentality of the listeners. Where the
orator may treat his mob as he would a child, the radio
performer has to be just as direct, just as simple, but far
more logical. ‘Hooey’ in radio drama will not last. The
dramatist must know the psychology both of the charac-
ters he is portraying, and the audience he is entertaining,
The radio play has no embellishments; there are no lights,
no scenery, no costumes—nothing but the play, stripped
of all its finery.
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Because of this, the playwright must take every precau-

'\ tion against listeners being unable to know, az once, which
| character is speaking; contrast between characters must be
more extreme than on the stage, because of possible con-
fusion of voices. The characters should address each other
by name far more often than they would in everydayﬁé

—and violence, as a rule, should be replaced by intensity.

| Writers should unblushingly give each character man-
nerisms of speech, so that each will be known by his vocal
‘trade mark’—which may be a special laugh.

Important points of plot should be repeated with more
frequency and emphasis than would be wise on the stage.
The reason for this is obvious: not only are salient points
heard only once difficult to catch, but there are so many
things on the air liable to disturb the listener: a faulty set
—_static—an error on the part of the artist—an outside in-
terruption in the home—so that one line is generally in-
‘ sufficient to set a point of vital importance to the plot.

\ Language should be very simple, and all motive should
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. be more philosophically sound than is always necessary in
" the theatre.

Theatrical impulse is strangely believable; the most
hardened playgoer can be made to accept as real some ac-
tion of incredible folly, whereas on the air the same action
would only cause ridicule. This does not mean that situa-
tions of intense drama are impossible in radio—on the con-
trary—but it does mean that they must be handled in a
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less theatrical and a more real way. In the words of the;
profession, scenes must be written down rather than up_.r_

The reason for this is not only because of the intimacy of
the cast with their audience, through the medium of the
loudspeaker in the homes, but also because of the mechani-
cal limitations of the microphone itself.

If the artist in the radio studio recedes from the micro-
phone during speech, the listener receives the impression
of movement, as if the actor were crossing the stage, or
leaving the room. It follows, therefore, that if a girl has'
to scream, when the villain clutches her by the throat, and
she moves far away for fear of blasting, then it will sound
as if she has moved a considerable distance away, and the.
drama of the scene will be impaired. Such a scene must
be worked by the villain gradually forcing her away, and;
himself moving with her, so that his level at the moment
of giving her the cue to scream does not necessitate any
further movement on her part. His voice will be raised as’
he recedes from the microphone, and such movement must
be made reasonable by the way in which the scene is
written. |

If a scene requires a climax of considerable physical
force that cannot be replaced by intensity of expression,
then the scene must move back during the crescendo, or
else the climax is likely to be cut off by the engineer.

Here, by the way, a word for the engineer—he can be
as helpful to the author of a radio script as the stage man-

f
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ager of a theatre can be to the playwright. He can make or
mar any program. He is more important than the elec-
trician in the theatre, because if the limelight fails to
catch the star on her entrance, the star herself will not be
blamed. The audience would be very conscious of the fact
that somebody other than the star was bungling badly.

In radio, listeners are immediately conscious only of the
artist, and what he says; they cannot, without inside knowl-
edge, picture the studio production man, the control room
engineer, and all the mechanical adventures through which
the program has to pass, before it arrives in the loud
speaker.

Authors would be advised to insist upon the engineer’s
having a copy of the script before every performance, and
before every audition, not only because by knowing the
show intimately he will be more able to assist intelligently,
but because during the performance he cannot take his eye
off the instrument which indicates the volume of sound
passing through the microphone. As a class, the engineers
in radio are the most conscientious and painstaking in the
whole industry—and we say this advisedly, after many
years in radio on both sides of the Atlantic.

Drama on the air comes under several headings, many
of which we need mention only briefly.
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Two-in-hands, and One-Man Shows.

Under these categories come such acts as Amos ’n’ Andy,
The Stebbins Boys, and Phil Cook—and countless others
of varying degrees of popularity.

The success of this type of dramatic program depends
upon its human appeal, and the contrasting of different
types of people. It is best that the character types chosen
for presentation should have their parallels in real life, be
easily recognizable, and therefore acceptable to most lis-
teners.

Less successful are the comic back-chat acts that were
the rage on the vaudeville stage at one time. These de-
pended so much upon the exaggeratedly silly appearance,
or the queer antics of the characters concerned, that we
wonder why anybody should ‘hear’ them as radio material
—and they were certainly not true to life. Their visual
absurdity was a large factor in their success.

In our opinion there is room for more two-in-hand act;\‘
between a man and a woman—and if the writing is clever, |
the ‘stage’ can be peopled by inference, rather than by
writing in extra characters, or having your principals
‘double,’ and play several parts.

The playing of all the parts by a man like Phil Cook,
probably the greatest living master of microphone tech-
nique, is a personal ‘stunt’—like that of the old-time
Protean actor. There is no value in writing scripts of this
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sort except when the writer is definitely commissioned to
do so by the performer concerned.

The foregoing does not hold good for the Two-in-hands,
which, although not easily marketable, are a popular form
of entertainment. The reason that the marketing is hard,
is because it is very difficult, even for the most experienced
play-reader, to ‘hear’ a Two-in-hand as easily as he can
hear a play with a larger caste, by just reading it.

Variation of dramatic situation is so very limited that
the reader will not pass on a Two-in-hand script until it
has been heard over the microphone.

Casting and performance, in this case, is a matter of
very great importance to the author.

Playlets of this description should always be built on a
basis of friendship or love between the two characters
concerned. No matter how they may bicker and quarrel,
the audience should feel that there is a very human link
of kindliness between them. However tragic the results
of the dramatic action may be, there should never be any
real villainy of motive.

Radio, unfortunately, has very little use for single per-
formances; there must be continuity of thought and action,
carrying one program on to the next. Therefore, when
submitting a script, authors should not forget to include a
synopsis, showing how the interest will grow. Look ahead
to a cumulative audience, and remember that it takes a
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considerable time before a series of programs can establish
itself throughout the country, or throughout the district
covered, in the case of a local broadcast. )

This means that the continuity of action must be slight,
so that a short résumé can be given before each program,
sufficient to tell new listeners what has gone before, with-
out boring the regular audience, who, of course, know all
about it. Each show should be a complete show in itself.
It is better for the interest to lie in the characters rather
than in the plot. This is not a hard and fast rule, but
merely a guide to prevent writers from trying to adapt
the technique of a newspaper serial to Two-in-hand radio
sketches.

From the viewpoint of technique, but not necessarily
content, the Two-in-hand is comparable to the newspaper ‘
strip, the climax of which is complete in each issue. \

Melodrama.

This is the radio version of the extravagant newspaper
serial. There should be a climax at the end of every pro-
gram, as at the end of every instalment in the paper, '
and an emphasis on plot. Literary value is of secondary l
consideration, and situations can be strained to the break- f
ing point of credulity, provided the actors play it as if
they meant it all. The script can be broken frequently
with scenes played at different levels: shouts in the dis-
tance—the heroine’s pitiful call for help (in the distance)
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—the villain’s laugh (also in the distance)—the hero’s
whispered prayer (very close to the ‘mike’)—sound
effects galore—beating of gongs in the Eastern Temple
—the war whoops of Indians—the whirr of the hero’s
aeroplane engine, as he sweeps down to the rescue of his
loved one!

These sensational thrillers are very popular, but they
require ingenuity of plot if they are to be sold. The situa-
tions themselves, although not necessarily impossible, are
usually quite unreal, and the listener’s attention must be
kept up by the plot’s breath-taking suspense.

The most important point to be remembered in all
radio drama is to reduce the number of voices to an
absolute minimum. The fewer the number of speaking
characters in a scene, compatible with the drama of the
situation, the better. If the support of numbers of people
is needed, it should be suggested by a background of
voices, rather than with a number of individual lines to be
spoken by different characters.

In melodrama, however, there is but little finesse re-
quired, its success being dependent almost entirely upon
intense emotion, sudden thrills, plenty of action, and a
highly improbable, though not impossible, plot.

Plays with literary value.

There is no need in this book to go at length into dif-
ferent theories on drama in general, but merely to point
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out the ‘nice’ points of writing for radio that may not
be generally understood.

Remember that on the air, it is not possible for a char-
acter to show his reactions in silence, as he can on the
stage. His face is not visible while he is listening to the
argument that is being put to him; he cannot show either
approval or disapproval—he can only voice it. On the
stage the actor is able to convey, by gesture or facial
expression, his unspoken meaning. On the air the spoken
words themselves and the inflection of the actor’s voice
must convey the full meaning and the nuances the author
intends. The author must make the meaning of the lines
in his script unmistakably clear, so that the actor will be
able to choose the right inflection. In radio there is less
rehearsal—less atmosphere—less support in many ways,
than there is in the theatre.

Let us take a concrete example. A character in a play
is sitting reading to himself, while a scene is in progress,
of which he is taking no apparent notice. One of the
participants in this scene suddenly moves toward the door
to make his exit. The man who is reading drops his
book, and in a tone of great surprise says, ‘“Are you going
out?”—implying (by tone of voice) that the other’s going
out was the last thing in the world he had expected.

This simple sentence of four words can be made, by
logical inflection, to mean entirely different things. Thus:

ARE you going out?—Implying: Do you intend to do it?
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Are vou going out?—Implying: And not the other
fellow.

Are you coing out’—Implying: I thought you had not
intended to.

Are you going out!—Implying—Or only into the next
room.

With emotional inflection many other meanings can
be conveyed, but what we wish to emphasize is the im-
portance to the radio writer of so wording the line that,
without the time for the intensive study that the script
would receive for the stage, the actor cannot miss the
meaning the author wishes his character to convey to the
listening audience. Therefore, if the meaning of the line
is, “Are you GoING out?”—then the line should be ampli-
fied into, “Are you going out, after all?”—or words to
that effect.

Most actors are very good at emotionalism, but very
poor on logic, which is one of the reasons why a stage play
requires so much rehearsal, even after the cast is word
perfect.

Many actors find it much harder to read a part in
the radio studio than they would to play it, when they
have learned the lines; that is why radio scripts, from the
point of view of logic, should be almost actor proof. 1f
the lines speak for themselves, then there is more opor-
tunity for the actor to put all the necessary emotion into
them. But if the meaning of the words is even slightly
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obscure, then, with the limited time in the studio at the
disposal of all concerned, the performance will suffer.
Wherever there is any likelihood of lack of clarity of
meaning, the author should not hesitate to use a qualifying
phrase. For example, the dubious “No” should be ampli-
fied, into “No, I don’t think so,” or whatever suits the
script. This serves the dual purpose of making the in-
tended meaning very clear, and also giving the prose
rhythm a more definite beat.

This prose rhythm is of great importance on the air;
the additional words of the qualifying clause supply the
rhythm to the spoken line that would be taken care of
on the stage by some physical movement of the body, or
expression of the face.

It must always be remembered that there is no stage
business on the air—everything must be suggested
verbally.

It may be of interest to the readers to know that one
of the writers of this book (Miss Erskine) brought an
experience to the radio writing field that was of inesti-
mable value. Some years ago she wrote and produced plays
for the entertainment of the blind in the institutes of
California. It is obvious that the method employed for
play-writing for the blind and writing for the radio is very
much the same. For example, the setting of the stage is
described to the blind audience, so that they have a clear
mental picture of the scene, which they cannot see. The
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stage is set—the scene a comedy love scene, between a
pretty girl and her shy lover.

There is a sofa in front of the fire place. On the stage
it would be far funnier mimed than spoken. The lover
would shyly place a single chair for her to sit on. She
would look askance, sit down on the sofa, and then pat
the place softly beside her, and look up at him. He would
‘act shy,” then sit on the extreme end of it from her—
and so on. For the blind, however, the scene would be
worked something like this:

HE
Won’t you have this chair?

SHE

No thanks. I’ll sit on the sofa—over here by the fire.
It’s more cozy.

HE (stammering)
Oh, I—I—I thought that—er—er—

SHE
Won’t you sit down, too?

HE

Thank you.
SHE

No. Not way over there—come and sit here on the sofa
by me.
HE
Thank you. (pause) Thank you—youw’re very kind.
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SHE

I wouldn’t be kind if I let you sit perched on the edge
like that.

HE
Oh—er—er—oh!

SHE

Do lean back. Here’s a nice fat pillow near me for you
to lean against. (sighs) There—isn’t that better?

There is sufficient here to show what is meant. These
lines not only move the actors about the stage, but suggest
their facial expression and attitude at the same time. This
is an example of the translation of mime work into
dialogue.

Let us consider another scene in which there is a door
back stage opening onto the street, and a French window
down right, leading into the garden. A small boy, who
has been repeatedly told not to make the steps of the
French window dirty with his boots, but to use the front
door, enters the room hurriedly, through the window, to
discover his irate nurse waiting for him. On the stage her
short caustic remark might be:

Why did you come in THAT way??

But for the blind, a qualifying clause would tell what
was visible to seeing eyes. Thus:

Why did you come in by the window, when you could
see that the door was open?

Or again, take a scene in which a girl is overcome with
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gratitude for some act that a man has just done. She goes
to him, falls on one knee, and kisses his hand. On the
stage proper his line might be:

You mustn’t do that.
For the blind, however, the qualifying line would be
necessary. The line would have to read:

You mustn’t do that! You mustn’t kiss my hand!

These two examples are simple enough to explain the
principles that must be employed in all dramatic writing
for radio, whether in original work, or in adaptations
from plays or stories. Similarly, characters must be set
by the lines they speak, and the way they speak them,
very much more quickly than would be good theatre. The
reason for this is the all-pervading time factor. Sometimes
a whole first act on the stage lasting some twenty minutes,
is utilized in ‘setting’ the characters, before the actual
drama is really under way.

In radio, with a very few exceptions, a half hour is the
duration of an entire dramatic program, which has to in-
clude Commercial Credits, the Narrator’s announcements,
and musical breaks. At the most twenty-five minutes of
actual script would be possible, and the whole action of
the play, as well as the introduction and setting of the
characters, must be done during that period of time.

But drama, though very few people have realized it,
has opportunities on the air that are denied to it by both
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stage and screen. Suspense, so all-important in the building
of any dramatic program, can be obtained in certain ways
in radio which are not possible in any other medium.
For where you can hear and not see, your suspense can be
built directly and not by implication, for one element of
mystery is supplied by the inability to see. An elementary *
example of this is a three-in-hand scene between—let us
say—two men and a woman. There is a quarrel between
the two men, which culminates in a single shot and a
scream from the woman. Here is a situation peculiar to
radio drama. Actually, many things may have happened.
Either of the two men may have shot each other, or either
of the two men may have shot the woman, or the woman
may have shot either of the two men—or any one of
them may have shot him or herself—or some outsider
may have entered and shot them all up—and, incidentally,
no one may have been hit. All that the listener can surmise
is that a quarrel has culminated in some result which must
have a direct bearing on the future of the characters
concerned. So the author can easily build suspense by with-
holding the key to the situation, and yet provide tense
drama for his listeners. It is obvious that such a situation
could not be done on either the stage or the screen, except
with the aid of the done-to-death black-out. Serious-
minded writers would do well to develop this idea, not
only for tragedy but also for comedy and farce. It is our
opinion that the public is not only getting more and more
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critical of radio entertainment, but their auditory sense
has become so accustomed to following radio plays that
they would readily respond to the development of this
idea.

Every dramatist in his mind’s eye peoples his stage
while he is writing. The writer for radio must to an
extent forget his stage and listen only to the words as if
the lights had failed in the theatre. The darkened stage
is an old theatrical device. Many thrilling plays have been
based on a murder in the dark. On the air, however, this
is not possible. In England L. du Garde Peach has had
plays on, before which listeners are asked to switch off -
all lights to enjoy fully the entertainment.

The use of the musical background is far more criticized
on the air than it is on the stage, which goes to show
that in radio situations and the handling of them must be
made more real and less theatrical than would be allow-
able in the theatre. There should always be some logical
reason for any music that may come into the script.
Throwing music into a scene merely to ‘help’ it, with the
idea that the public demands music of some sort, usually
invites severe criticism.

With the exception of the Radio Guild’s dramatic per-
formances, the duration of which is a full hour, plays are
usually of a half-hour or a quarter of an hour’s duration.
This time factor presents many difficulties to writers who
have hitherto been unused to such rigid discipline.
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Many a playwright has argued that it is impossible to
set characters and have the full action of any play all
within the space of fifteen minutes. But it can be done.
The method employed should be very direct, very clear,
without leaving any uncertainty in the mind of a listener
as to what the character who is speaking really means.
Because of the fact that none of the characters_are ever
seen, the dramatic effect of inference is far stronger than
in the theatre. It is thus possible to people the stage by
having the few characters who are actually in the sketch
talk about others who never speak. This requires careful
writing, but the author need not fear that it cannot be
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done successfully. The fewer characters that speak in a -
T e e e

radio play the better. It has been found that when stage
plays with many characters have been put on the air, such
as Joan of Arc, so many voices speaking in one scene
are confusing to the listener. Joan of Arc is a good example
to take, because in the trial scene she has not one accuser,
but many. The expression of many shades of opinion,
effective as it is on the stage, where the peculiarities of the
various personalities are in evidence, is lost on the air.
Two vo