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Introduction to the Second Edition

Many things have changed since the AP first published its
Broadcast News Handbook in early 1982.

Computerized text editing, once limited to the large news
agencies, has spread to television and radio stations across
the country.

The television industry has been revolutionized by the
miniaturization of cameras and recorders. What was con-
sidered an impossibility just a few years ago—the one-per-
son crew—is reality in many places.

What's more, the videotape those smaller crews are shoot-
ing is now available to virtually everyone—almost instanta-
neously, due to the invention of satellite news gathering.

When the first Handbook was published, broadcast televi-
sion was the dominant provider of visual news. AM radio
was still thriving, although FM certainly was thought to be
the audio medium of the future. Few people thought about
layoffs, reductions in network news budgets or the whole-
sale closing of radio news departments.

The television audience has fragmented in the face of cable,
pay-per-view and, most recently, DBS. FM dominates the
radio industry, but is looking over its shoulder at satellite-
delivered digital radio signals. AM has become a more spe-
cialized medium, concentrating more and more on news
and talk. And the Internet is providing all broadcasters
with a new distribution channel.

And everyone has had to cope with tighter budgets.

Those factors have changed our industry to the point
where, in many markets, news departments no longer have
the resources to devote to fully training their reporters,
anchors and writers.

This new edition of the Handbook is intended to help close
that training gap, by sharing with all news departments
more detail about the skills needed to cover the news. We
see this as another way in which The Associated Press can
serve the industry that forms its membership.
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Introduction

On the night of November 2, 1920, a transmitter atop the
Westinghouse Electric factory in Pittsburgh crackled to life.

In the building below, people were busy on the telephone,
taking down information from a newspaper office else-
where in town. The information was run into the studio
and read on the air — and radio station KDKA, reporting the
results of the Harding-Cox presidential election, ushered in
both commercial broadcasting and broadcast news.

The Associated Press participated in this birth of broadcast
news. The election returns KDKA aired were gathered by
AP and specially licensed for the station’s use.

There were no rules back then, no basic tenets of on-air
reporting, no guidelines for newcomers to the business. In
fact, there was no "business” to speak of; KDKA improvised.

Since then, broadcast technology has grown up, branching
into new audio and video fields. The programming and
commercial aspects of broadcasting have become complex.

During these decades of growth, broadcast journalists have
developed their own set of ground rules: basic, simple stan-
dards of good practice.

Many news organizations have, over the years, codified the
basics. Among them is AP, which has the world's largest
newsgathering operation and serves thousands of radio and
television stations in the United States and around the world.

AP Broadcast division has established guidelines that work
in newsrooms of three, 30 or 300 people. That's what this
book is about.

Any stylebook serves two major functions: to give others
the benefit of the organization’s collective experience in
the newsroom and to clear the air of basic stylistic ques-
tions, so more immediate and debatable matters can be
tackled. After all, the main event in any newsroom isn't as
much the style as the story.



PART 1

An Approach to
Broadcast Style
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CHAPTER 1

The Art of News Writing

There's nothing like a good story.

To be a journalist is to be a storyteller. Qur job is to tell people
what's going on — to tell them stories about events near and far,
developments both earthshaking and merely amusing.

The six young men who reported for duty at AP headquarters on
December 1, 1940, knew that. Their job was to set up a news wire
written specifically for radio stations.

One of them was Mitchell Curtiss, who was later to write that the idea
was to find a way "to string words together in such a way that they
listened well.”

That, in essence, is what broadcast news writing is all about.

Curtiss and his colleagues wouldn't recognize today's broadcast news
industry. Newspeople are fascinated with the tools of today’s trade.
The skies are filled with our satellites, the world wired with our audio
and video circuits. We're sending pictures on microscopically thin
strands of fiber and routinely sending sound 44,000 miles through
space (22,000 up and the same again down) in order to get it from
one town to another.

Yet if you strip away the Betacams, digital audio editors, uplink
trucks and all the rest, our business comes down to communicating
facts — and how well we do that depends on what words we choose
and how we relate them to the pictures and sounds we use.

And that means it all comes down to writing.

Your writing determines the order in which the facts are presented.
It determines, in great part, the audience’s "feel” for the story — its
sense of the mood surrounding the event and of the importance of

An Approach to Broadcast Style
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the developments you are recounting.

Most important, the way a story is written determines the degree to
which the audience understands what happened. A well-written story
will stay in the listener’s mind for a long time. A poorly written one
will never make it past the ears.

To an extent, our industry has denigrated the art of writing. The
hardware has thrilled us to the point where the pictures and sounds
often seem more important than the words we use to explain them.

It's understandable, since we spend so much time and money in the
pursuit of sound and pictures. But the priority we have given that
chase often obscures the importance of making the best possible use
of the material once we have it in hand.

That won't do any good for the broadcast industry or, more impor-
tantly, the public. Once the newness of our news-gathering tech-
niques wears off, we may be left with the realization that despite our
achievement in getting the sound and the pictures, we've lost the art
of making sense of them for the audience. That would mean our con-
sumers, the public, will be less well-informed than before.

And so it is important that as we invent new methods of bringing the
listener and viewer closer to the event, we put a new emphasis on
the old-fashioned practice of marshaling the facts in explanation of
the images.

The Science of Writing

Although writing is a subjective craft, it has its scientific aspects.
These include the standard rules of good English composition: gram-
mar, spelling and punctuation. Of course, broadcast news writing is a
specialized form of composition, and its rules are tailored to its spe-
cial needs.

Any writer who takes the business seriously must have a basic under-
standing of (and care a lot about) English grammar. Words are the
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The Art of News Writing

implements of storytelling; grammar provides the guidelines for their
proper use.

Even veteran writers come up against occasional grammatical ques-
tions, and a basic grammar primer is an indispensable tool for writers
and editors alike. A book such as The Little, Brown Handbook or The
Random House Handbook can help you figure out why a sentence
simply doesn’t sound right.

These texts also provide a basic grounding in punctuation. Proper
punctuation is essential if the meaning of your copy is to come
through to someone reading it "cold” — on the air without the benefit
of previewing it.

In addition, this handbook provides details of the broadcast indus-
try’s specialized rules for commas, periods and the like — rules that
provide the means of using these symbols to visually separate
thoughts or to provide places for the anchor to take a breath.

A dictionary is another crucial reference book, both for word selec-
tion and for spelling. Even if you are writing for yourself and never
expect anyone to edit or read your copy, proper spelling is an impor-
tant aspect of good news writing. Broadcast copy may end up being
seen by the public, the courts, or contest judges — and poor spelling
can make a difference to all three. What's worse, a misspelled word
is a stumble waiting to happen.

Finally, the science of writing includes some basic rules designed to
ensure that your copy is comprehensible to your audience. These
include guidelines on the placement of attribution, on methods for
referring to newsmakers and of introducing tape. It is these rules,
along with the aesthetics of news writing, that comprise the main
focus of this handbook.

An Approach to Broadcast Style



CHAPTER 1  The Art of News Writing

The Art of Writing

There's nothing easier to advocate but harder to do than to write
well. Following the rules of grammar, punctuation and spelling is
easy; capturing the essence of a story and imparting it to the audi-
ence isn't.

To speak to the public mind, one must know that mind, and have a
feel for the textures and rhythms of everyday speech. People talk a
certain way, and because they're listening to each other, it can be
said that they listen a certain way, too. Good writing “talks” the way
people want to listen.

An entire science is devoted to analyzing and cataloging our speech pat-
terns, but when it comes to writing excellent copy, even a systematic
understanding of American dialects is no substitute for a good ear.

Central to honing your writing skills is honing your listening skills. If
you can't hear how people talk, you'll never be able to talk to them the
same way — at least, not with any consistency. That's why it's impor-
tant for everyone involved in news writing, including reporters, editors
and producers, to think about how people express themselves.

For example, very few people would say (but more than a few news-
people might write), "The severity of the impact of the loss of posi-
tion is directly proportional to the importance of the position.” How
much clearer to say, "The bigger they are, the harder they fall.”

That's not to advocate the use of cliches. One of the primary challenges
a writer faces is to use familiar, informal imagery without resorting to
shopworn expressions which have lost value through overuse.

So how do the best writers do it? The best way to find out — and to
tune up your ear — is to survey some examples.

One of the most challenging and dramatic stories of recent years was
the war in the Falkland Islands in 1982. Britain sent a naval task
force to the South Atlantic in response to Argentina's landings on the
tiny islands. A small number of reporters accompanied the ships, but
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there was little audio and, in the early going, very few pictures.

Brian Hanrahan of the BBC thus found himself having to tell the story
entirely in his own words. Here is how he described the first British
air strikes on May 1, 1982:

HMS Hermes, on its radar, tracked a Vulcan bomber in
to shed its load of 21 thousand-pound bombs across
Stanley airport. The night was an ideal one for surprise:
dark and overcast, no moon, just an occasional star
breaking through the clouds. As the big bomber turned
back to base, we monitored its radio codeword: the mis-
sion was successful. A few hours after the Vulcan attack,
it was Hermes' turn. ... At Stanley the planes went in low,
in waves just seconds apart. They glimpsed the bomb
craters left by the Vulcan and they left behind them more
fire and destruction. The pilots said there had been
smoke and dust everywhere, punctuated by the flash of
explosions. They faced a barrage of return fire, heavy
but apparently ineffective. I'm not allowed to say how
many planes joined the raid, but | counted them all out,
and | counted them all back.!

What makes this writing so good isn't any particular word or phrase:
it is the way in which it paints a picture in your mind, giving you a
clear, lasting sense of what happened.

It's easy to use war reporting to illustrate good writing: There's obvi-
ous drama in any clash of armies or navies. Here's an example of

! Brian Hanrahan and Robert Fox, | Counted Them All Out and | Counted Them All Back:
The Battle for the Falklands {London: British Broadcasting Corporation, 1982), pp. 20-21.

There are many who will find it curious that the very first writing sample cited in this book is writ
ten in the past tense, particularly in light of subsequent pages’ emphasis on the importance of using
the present tense. War reports are generally delayed for hours {and sometimes days) for security or
logistical reasons, so it is not unusual for accounts of batfles o be written in the past fense.

In this case, the writing is so vivid that the reader will, | hope, excuse the tense.
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something more common and closer to home: Edward R. Murrow's
account of the flooding of the Missouri River in 1952:

This is o business of men and machines against the river.
It's rained all day. Over on the other side of the river
about 600 blocks have been evacuated in Council Bluffs.
There are no children in the playgrounds; the roller coast
er stands like a monument to a past age. You can look
straight through the houses. They even took the window
curtains, as well as furniture, ice boxes and all the rest,
when they moved out. There is no traffic except for an
occasional official car. Gls with carbines huddle around
fires built in garbage cans. They look like all the other
soldiers you have seen trying to keep warm. They’re
there to prevent loofing, and there has been very litfle of
that. The garage doors stand open and the cars are
gone. That part of Council Bluffs is a ghost town that
hasn’t had time to fall down. There is a sign outside one
house saying, “I Shall Returnl’*?

You can write vividly about almost anything. If you're skeptical, take
a look at this classic piece by Charles Kuralt, reporting from Niles,
lllinois:

The leaning tower of Pisa stands — leans — on Touhy
Avenve. I've never known why, but there it is. It enriches
the drive down Touhy Avenue. A little north, in
Milwaukee, there’s a Chinese pagoda gas station. In
Florida there’s a seashell shop that you enter by walking
into the yawning concrete jaws of a giant alligator.
These are relics.

| like America’s screwball architecture, but it's being

2 Edward R. Murrow and Edward Bliss, In Search of Light: The Broadcosts of Edward R.
Murrow, 19381961, Edited by Edward Bliss, Jr. (New York: Alfred A. Knopt, Inc., 1967), p. 211.
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replaced everywhere by humorless glass and steel. This
is a loss. The interstate highways have done in all those
hamburger stands that were shaped like hamburgers;
remember them? A historian named Peter H. Smith
shares my view. After a few years of commercial archae-
ology, Mr. Smith says we ought to establish a museum of
the American highway to preserve the alligatorjawed gift
shops before they’re all replaced by carboncopy modu-
lar gas stations.?

You don't need a television screen to know what Kuralt was talking
about. The words put the pictures in your mind's eye.

The best radio writing uses tape to engage the listener’s imagination.
Even the most routine topics — politics and the economy, for exam-
ple — can be brought to life for the listener, as demonstrated in this
campaign report by AP correspondent Bob Moon:

TAPE:  (Music: “Happy days are here again ..."")

The campaign themes of 1992 are small comfort in hard-
hit New Hampshire:

TAPE:  (Woman on sireel)

“People just can't afford to live. Y’know, I'm not
talking Mercedes and stuff, I'm just talking a
roof over their head and a decent car and some-
thing like that. The middle class people are hurt-
ing out there, and something’s gotta give.”

Throughout New England, the shakeout of computer and
defense-related jobs has rippled throughout banking,

3 Charles Kuralt, Dateline America (New York: Harcourt Brace Jovanovich, 1979), pp. 101-102.
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CHAPTER 1  The Art of News Writing

retail, real estate and construction businesses.
TAPE:  (fade up natural sound of street)

TAPE:  (Buchanan)

“I walked up and down the streets of Concord
and Manchester, and | think | must have met 50
to 75 people. ...

{natural sound under)

Republican Pat Buchanan could speak for all of the presi-
dential candidates:

TAPE:  (Buchanan continues)

* ... | started after a while to ask them, °ls there any-
thing else on your mind but the economy?’ They
said no.”

Buchanan does not exaggerate the point:

TAPE:  (Montage of street interviews)
“What's the top issue in the primary, as far as
you're concerned?”’
“The economy.”
“The economy.”’
“The economy, definitely.”

“| think for New Hampshire there will be jobs
and the economy.”

10 An Approach to Broadcast Style




The Art of News Writing

“Keep waiting for that turnaround to come and
it's just not happening.”’

“I think the economy right now. More jobs.”

“Putting the economy back on track, getting people
jobs.”

“The economy. Just give us more jobs out there.”

“Good paying jobs. Never mind this stuff with
the service industry that is only minimum wage.
Nobody can live on that.’

“I'd like to see some light at the end of the tun-
nel. And right now | think everybody around
here is looking for the tunnel.”

What a difference four years make. When New
Hampshire voters went to the polls in their last presiden-
tial primary, the Granite State had a jobless rate of just
two-point-seven percent — the lowest in the nation.

A final example shows that it doesn't take many words to bring the
listener to the scene of the story. Knowing when to let the tape do
the talking is an important skill:

Getting to shake the hand of a political candidate takes
hard work, determination and, sometimes, the right
approach. In the case of Democrat Bill Clinton and his
Texas bus tour, it helps to have the favor of his wife,
Hillary.

TAPE:  (Watson)
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“We've been here ever since before eleven
o'clock.”

TAPE:  (Hillary Clinton)
“You're kidding.”
Seventy-four-year-old Ruby Watson waited three hours in

the East Texas sun to see the governor in front of the
Dairy Queen in the crossroads town of Hubbard.

TAPE:  (Watson)

“If | don't get to speak to your husband, Ill just
die. You don't want me to die, do you?"”

TAPE:  (Hillary Clinton)

“No, no. | don't. And I'll get him right over
here. | promise you.”

Call it blackmail, if you will. But it works.

TAPE:  (Watson. Opens with sound of a kiss.)
“Going to vote for you, thank you.”
TAPE:  (Bill Clinton)
“Thank you, bless you.”

Mark Smith, AP Network News, with the Clinton cam-
paign in Hubbard, Texas.

Each of these examples tells a story clearly and with great impact.
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They do so by understanding how people talk and listen — and using
that knowledge to guide their writing.

That is the goal you should aim for as, in the coming pages, we exam-
ine techniques for gathering and writing news for radio and televi-
sion. For at the end of the day, our purpose as broadcast journalists
is to do all we can to tell our audience what went on.
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CHAPTER 2

Getting the Story:
Field Reporting

There can be no higher law in journalism than to tell the
truth and to shame the devil.

- Walter Lippmann'

The reporter’s job is to observe events and to tell people about them.

We are watchers, not participants; our role is to stand in for the pub-
lic to make it possible for everyone to stay abreast of the latest devel-
opments in government, the economy, education, science and society.
Journalists, Harry Reasoner once said, "live a lot of things vicariously,
and report them for other people who want to live vicariously.”

Ours is a pluralistic society. We value differences of opinion. There
are, to be sure, some widely accepted mainstream values, but they
are subject to change as the national experience changes. Indeed,
the fundamental theory of our political system is that everyone is
entitled to an opinion, and only when the majority of people agrees
on something does it get done.

By definition, the act of informing the members of such a society is
the act of separating fact from opinion. People want to make up

' Barbara Rowes, The Book of Quotes (New York, E.P. Dutton, 1979), p. 119.
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their own minds, and a reporter who seems to be trying to do it for
them quickly loses credibility.

Walter Cronkite, who earned a reputation as America’s most-trusted
newsman, stressed the importance of this idea when he described
reporting as the act of reflecting events to the public:

Our job is only to hold up the mirror — to tell and show
the public what has happened, and then it is the job of
the people to decide whether they have faith in their lead-
ers or government. We are faithful to our profession in
telling the truth.2

This notion of objectivity is taken for granted by today’s reporters,
but it wasn't always the way journalists did business. When freedom
of the press was enshrined in the First Amendment, newspapers were
partisan instruments intended to support the various political fac-
tions of the day.

It was the formation of the New York Associated Press in 1848 that
led to the introduction of journalistic objectivity. If it was to be cred-
ible to newspapers of all political views, the AP had no choice but to
keep opinion out of its stories.

As AP Washington Correspondent Lawrence Gobright said a few years
before the Civil War broke out, "My business is to communicate facts.
My instructions do not allow me to make any comments upon the facts.”

Not many years later, the AP's Washington bureau chief, Charles
Boynton, issued instructions to his staff, warning them against the
influence of lobbyists. If anyone tried to get an AP reporter to write
a more favorable story, Boynton ordered, the reporter should “throw
him out of the window and report the case to the coroner.”

Many have argued that it is impossible for anyone to be perfectly

2 jbid.
3 Oliver Gramling, AP~The Story of News {New York: Farrar and Rinehart, Incorporated,
1940), p. 192.
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objective, that as reporters decide which facts to include in their sto-
ries, making judgments about what is newsworthy and what isn't,
opinion inevitably must intrude.

There’s no doubt that reporting and writing by definition involve
making choices about which facts to use. Supremely important are
the criteria used to make the selections.

If a reporter includes those facts that support a given viewpoint and
leaves out those facts which support a competing viewpoint, that's
bias. If, however, the story reports each relevant viewpoint (there
may be more than two), giving each the weight it had in the event
being covered, that's what newspeople call objective.

In both cases, judgments are made. But in the first example, a point
of view is the yardstick against which each fact is measured. In the
latter case, balance and accuracy are the criteria.

Perhaps the best illustration of the weight given to objective reporting
comes from the Civil War. In 1861, when the State Department prohib-
ited telegraphic dispatches from wartime Washington, the Associated
Press was the only agency exempted from the order — because it
devoted itself to straight reporting, without the luxury of opinion.

The same reasoning applies today. If newsmakers think a reporter is
biased, they are less likely to want to talk to that reporter — for fear
of their words being twisted (unless, of course, the reporter and the
newsmaker share the same bias — limiting the reporter to a pretty
small circle of sources!). Similarly, if listeners think a reporter is
biased, they are less likely to believe what the reporter is saying.

How does a reporter select facts without injecting bias? By using
accuracy as the main yardstick. That means every statement made in
the story must be correct. But that isn't enough. It also means that
the overall impression created by the selection and ordering of facts,
the manner in which those facts are written and the way sound and
video are presented must faithfully reflect what the reporter
observed.

An Approach to Broadcast Style
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That is easier to say than it is to do, particularly because of the
importance of brevity in radio and television reporting. We're sup-
posed to tell stories in 30 or 35 seconds on the radio, in a minute or
90 seconds on television. That forces us to be ruthless in our selec-
tion of facts. There's so little time to say anything that many
reporters are tempted to fall into a sort of shorthand, reporting their
impressions of events rather than the facts.

That's where we get into trouble. Rather than saying, "Winds are
blowing at 100 miles-an-hour and two inches of rain have fallen,” we
say, "There's a powerful storm out there.” Often, as in that example,
it's a safe conclusion to reach. But once you get in the habit of reach-
ing conclusions, it's hard to break, and that can be dangerous.

Consider, for example, the many times in the late 1970s when Israeli
jets flew at rooftop levels over Beirut. Often, these sorties would be
accompanied by deafening booms and the shattering of windows.

It would be easy to conclude from these facts that the Israelis were
bombing the Lebanese capital, particularly if you were on the ground
in Beirut and shards of glass were falling all around you. But it would
be the wrong conclusion. What the Israelis actually did was to create
sonic booms to scare their adversaries on the ground.

Then there was the time that the pope was riding in a motorcade
through the streets of Seoul. A man holding a gleaming metal object
in his hands moved toward the popemobile. He crouched in the fir-
ing position and pulled the trigger. It was easy to believe that he had
fired a shot at the pope — as one reporter believed. But it was
wrong; he had fired a starter’s pistol: There were no bullets.

The way to avoid such mistakes is to avoid writing any conclusions in
any story. State facts; let your listeners decide what those facts
mean to them.

A corollary to this rule is that, as a reporter, you should develop a
fine sense of skepticism. You really should believe only what you see
and hear and avoid jumping to conclusions.

An Approach to Broadcast Style




Getting the Story: Field Reporting

Many things are not what they seem: handguns turn out to be starter
pistols, the sound of bombs exploding turns out to be the sound of
jet fighters surpassing Mach One.

Similarly, people don't always say what they mean. Lawyers, politi-
cians and public officials are well-trained in the use of language to
create impressions favorable to their causes. Former Secretary of
State Henry Kissinger goes so far as to say that officials use reporters
to serve "a partly governmental function”:

Officials seek him [the reporter] out to bring their pet pro-
jects to general attention, to settle scores, or to reverse a
decision that went against them. Whatever the official’s
motive, it cannot be disinterested.*

Whether you're reporting on the activities of the local school board
or the president of the United States, there is a subtext to almost
every statement by almost every official. A big part of the reporter’s
job is to understand what that subtext is and to factor it into the
story.

It's a touchy business, one that often leads to accusations that
reporters have private agendas and are more interested in getting on
the air than in listening to what people have to say. From the news-
maker’s point of view, journalists are people who, having spent the
day trying to get public figures to talk, don't believe a word that's
said. So why trust newspeople at all — why talk to them?

This attitude is born of several factors, the principal of which is
newsmakers' frustration over their inability to get reporters to tell
the story the way they want it told.

Another reason newsmakers distrust reporters is because of their
experience with those whose skepticism has hardened into cynicism.

“ Henry Kissinger, Whife House Years (Boston: Little, Brown and Company, 1979), p. 21.
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It is important to understand the difference between the two.
Skeptics check the truthfulness of everything they hear; cynics
believe everyone is motivated by selfishness alone. Skepticism
makes you a good reporter. Cynicism means you've been working
the beat too long.

In fact, while reporters must be skeptical, they also should have a
healthy respect for the rights of the people they are covering.

Although it may seem obvious, every news source has a right to be
accurately quoted. Everyone is entitled to have his or her words and
deeds fairly and objectively reported.

People have a right to be treated courteously. They have a right to
expect reporters to conduct themselves professionally.

In addition, the courts have, over the past century, established that
people have a right of privacy. As Barbara Dill, a member of the legal
staff of The New York Times, writes, privacy is taken in balance with
the public’s right to know certain information.

For newspeople, the basic question is usually, “Is this
interesting?”’  But when the issue of a person’s privacy is
at stake, the legal question becomes, “Is the publication
of this material in the public interest and does the public
interest in the material outweigh the private person’s right
to remain out of the public eye?”*

The rules for public figures are different from those for private fig-
ures. As we will see in Part 2, "The AP Libel Manual,” the right of pri-
vacy is forfeited by people who become involved in news events —
even if their participation was involuntary.

Yet factors such as the reporter’s motives and procedures often come

5 Barbara Dill, The Journalist’s Handbook on Libel and Privacy [New York: Macmillan, The
Free Press, 1986), pp. 1356
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into play when a court is judging whether a person’s privacy has been
invaded or his or her character injured. This is a very sensitive and
complicated legal area — one that deserves your attention every time
you cover a story.

Just as reporters must respect newsmakers' rights, public figures, and
particularly officials, must respect their obligations to the public.

Our democracy is based on the idea that officials will be accountable
to the electorate, and that only an informed electorate is able to
make intelligent choices about candidates for office.

This places upon public officials the obligation to conduct the gov-
ernment’s business in public and to share with the community the
reasons behind public policy. Not every official is eager to fulfill this
responsibility, but as a reporter, one of your most important jobs is
to assist the audience in keeping officials accountable by obtaining
and relaying information about the conduct of government.

The situation is different in other countries, where there are greater
limitations on freedom of speech and where the notion of official
accountability isn't very strongly held. Local laws and customs will
dictate how far you can push.

Asking the Right Questions
Asking questions is an art, one every reporter must master, for asking
the right question is central to getting the story.

Your approach to a newsmaker and the types of questions you ask
are determined by the kind of story you are covering. Questions can
be thought of as falling into three broad categories: those which are
designed to elicit hard facts about a story, those which are intended
to get a person to talk about how they think or feel about an event,
and those which are intended to pin down an elusive newsmaker.

Eliciting Hard Facts. Often, the questions are obvious: if, for
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example, you are covering a fire, you want to know if anyone is still
in the building, whether there are any casualties, whether the fire is
under control, and so forth.

Or suppose you are staking out a closed meeting. When the partici-
pants emerge, the questions are simple and direct: What happened in
there?

In addition to the usual who, what, when, where and how, make sure
you ask about the why — and the so what?

That last one is aimed at understanding why the story is important to
your audience. It is the question that ought to generate the lead of
your story, since it is the question aimed at determining the impact of
events on everyday people.

When you write the story, you are going to want to be able to give
the listeners a sense of why the subject should interest them. In
some cases, it's obvious: Taxes are going up. A street is being closed.
Violent crime is rising.

Sometimes, though, the issues are more subtle.

Let's suppose you are covering a county board meeting, and the
supervisors pass a new zoning ordinance that increases the amount
of commercial development allowed.

You already have many of the key facts in the story — the number of
votes for and against, the wording of the ordinance, the actual
amount of development that will be allowed.

Now that the meeting is over, you have the opportunity to find out
how various officials think the ordinance will affect homeowners and
other taxpayers. Perhaps some of the debate suggested what the
impact might be. Or, if you have a good idea of how zoning laws can
affect real estate values, the tax base and other aspects of the local
economy (as any reporter who covers county government should),
your questions should be specific: Will this cause a drop in home
property values? How much do you expect it will expand the tax
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base? What will be the combined effect of falling values and a rising
tax base on the average county homeowner? On the tax bill for the
average county resident?

There may be circumstances in which you don’t know enough about
the issue to ask such specific questions. If so, your approach should
be to encourage the newsmakers to teach you.

In our example, you might find the official who drew up the ordi-
nance — perhaps the planning commissioner — and ask for an expla-
nation of the ways in which the ordinance could affect ordinary peo-
ple. Make it clear that you want to be able to explain the importance
of the story and want to make sure you fully understand all the ways
in which taxpayers could be affected.

Most newsmakers will jump at the opportunity to give that sort of
explanation. People respond to a non-confrontational approach that
gives them time to say things their own way, that clearly indicates
the value you place on what they have to say and that gives them a
greater say in setting the terms of the conversation.

You need to be careful, though: Many newsmakers will use that sort
of question to cast the issue in the terms most favorable to their
point of view. That is why it is important that you listen closely to
the explanation and follow it up with some intelligent questions. If
the explanation makes some assumptions, question them.

For example, suppose the planning commissioner tells you one
impact could be a small drop in residential property values, especial-
ly close to the commercial district. You might ask him to define "a
small drop,” or to explain how he arrived at the figure. You could
also probe his confidence in the accuracy of the number or ask what
factors could cause the drop to be greater.

Finally, take what you have learned and check it out with other news-
makers with differing views. For example, if you get your "tutorial”
from the person who wrote the ordinance, see what an opponent has
to say. By testing the proponent’s assumptions on the opponent, you
can get a sense for the range of possibilities. Be careful to report
both points of view.
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Finding Out How They Feel. Emotion can make a deep impact
on people. We remember times when we have strong feelings, and
we respond when we see strong feelings in others. If your story is to
make an impression, you need to convey the emotions felt by the
participants.

This can be seen in sports reporting. There's a reason ABC used to
talk about "the thrill of victory and the agony of defeat™ Who can
forget the image of victorious baseball players piling atop one anoth-
er at the end of the World Series, or the football player joyously
slamming the football to the ground after a touchdown? Such images
make a much greater impact than the score alone.

In a way, sports reporters have it easy. Athletes often show their
emotions in their actions. But most newsmakers express their emo-
tions in words—and only when you ask the right way.

In such a case, your question is aimed at generating a sound bite.
You're trying to get a sense, in the newsmaker’s own words, of how
the person thinks or feels. As we will discuss in Chapter 3, tape
(audio actualities or video sound bites) is the most effective way to
communicate the newsmaker's feelings: an audience gets a much bet-
ter sense of the story if it hears a newsmaker being happy (or angry
or sad or thoughtful) than if it hears a reporter saying "He was happy
(or angry or sad or thoughtful).”

The key to getting this kind of tape is to ask open questions — ones
that do not lend themselves to simple "yes” or "no” answers — and to
know when to be quiet.

Sometimes, it's easy to find out how a person feels: you ask. This
works when the person feels good. A basketball star who's just had a
5o0-point game will probably be happy to tell you he's happy. A politi-
cian who has just been elected will undoubtedly be eager to tell you
she's ecstatic.

Interviews with angry people generally are easy, too, because people
who are mad like to talk about it. Anger makes people blunt, and
they respond to blunt questioning.
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The hard interviews are those with people who are sad. The victims
of tragedy, or those who witnessed a terrible event, sometimes are
hesitant to speak. Some people need to express their sorrow; others
need to be alone to deal with their grief.

A reporter must temper the need to get information with the need to
treat people with respect. When dealing with tragedies, you need to
be especially sensitive to the feelings of the victims.

If someone simply doesn’t want to talk, don't force it. It isn’t fair and
it isn't of any use to you: you won't get good tape and you won't do
journalism’s reputation any good, either.

If your subject is willing to talk to you, choose your questions care-
fully. "How do you feel?” doesn't demonstrate the greatest sensitivity.
Instead, ask such newsmakers how they are coping, what they
remember about the event, whether they blame anyone for what
happened.

The best reporters in these circumstances are gentle in their ques-
tions and aren't afraid of silence, because they know that silence
means the newsmaker is thinking, and thought generally leads to
speech. They also know that most human beings are uncomfortable
with silence, and will, if you wait long enough, fill it.

Once people begin to share their feelings with you, don't interrupt.
That may seem like a statement of the obvious, but most reporters
are too impatient to give a newsmaker the time to be truly expres-
sive. It takes most people a while to open up, and the more they talk,
the more likely they are to give you a vivid description of how they
feel. So be patient; the time invested usually is worth it.

Pinning Them Down. Reporters should save their toughest
questioning for officials and would-be officials who are trying to
avoid delivering bad news or admitting a mistake. Just as most offi-
cials know how to say one thing and mean another, many know how
to talk a lot but say little. In both cases, part of your job is to cut
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through the words to the meaning.

There's a big difference between interviewing a public official and
talking to someone who has been thrust into the public eye because
of a chance association with an event.

Lawmakers, government executives and politicians have volunteered
for public service. They have willingly taken on the responsibility for
handling public affairs, and with it, the obligation to be accountable.

While your approach to an accident victim must take into account
that person’s right to say nothing, your approach to officials and can-
didates for public office should be based on the assumption that they
are obliged to talk to the public — and you are one of the public’s
representatives.

If an official wants to avoid a subject, your goal should be to try to
find a question the person is willing to answer. This usually involves
asking about different aspects of the same general question, until the
newsmaker hears something he or she can comfortably respond to —
or can't avoid answering.

Often, it comes down to a test of wills between reporters and offi-
cials: Who will give up first, the people asking the questions or the
person trying to duck them? This happens most frequently at news
conferences, where officials make a show of being accessible but
sometimes try to gloss over certain subjects.

Politicians are loath to say anything that puts them in a bad light.
When, for example, the economy weakens, presidents don't like to
say so. They especially dislike having to call it a recession. Yet one
of your jobs as a correspondent is to find out how the president
views the economy, so the country can compare its perceptions with
the chief executive's.

There's no sure-fire way to elicit a firm characterization, since any
newsmaker who really doesn't want to answer and is patient enough
can simply dodge every question. But reporters can — and should —
try.

An Approach to Broadcast Style




00000000000000000000000

Getting the Story: Field Reporting

Some reporters try the frontal approach, bluntly asking the president
whether a recession is under way. The answer, almost invariably, is

no.

Others try a more open approach: "Mr. President, how would you
characterize the current economic climate?” Their hope is that the
president somehow will have to acknowledge that things have slowed
down. This sometimes works, but allows lots of room to fudge the
answer.

Still other reporters present a list of facts and then ask the president
to agree to a characterization: "Mr. President, unemployment is up
for the second month in a row, gross domestic product has been
down for two months, housing starts are at record lows. Doesn't that
mean, sir, that we are in a recession?” This works more often,
although, again, there’s still room for the president to answer "no.”
However, this type of question often brings newsmakers closer to
making a characterization because they feel they must take into
account the facts listed by the reporter.

One approach that has proven effective is to bracket the newsmaker
by citing both sides of the question: "Mr. President, you have avoided
using the term 'recession.’” Yet, given the rise in unemployment and
the fall in the economy's output, we clearly are not in an expansion.
If it's not a recession and not an expansion, what is it?”

By casting the question this way, the reporter limits the newsmaker's
room to fudge. The response probably will be an attempt to
acknowledge that there's a downturn without using the term “reces-
sion,” bringing you as close as you're going to get when questioning a
determined official.

The key to this kind of questioning is to reduce the official’s room to
maneuver, so you get as straight an answer as possible. Remember,
though, that your goal is to get the newsmaker to say something that
casts light on his or her attitudes or policies. It should not be to get
the newsmaker to fit your personal idea of what ought to be said.
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A final pointer in this regard: Always be respectful in your question-
ing. Professionalism demands it. Besides, if you are disrespectful,
you will provide the newsmaker with a convenient distraction from
the point of your question, making it easier to duck.

In the Field

Radio and television reporters are increasingly expected to know
the technical aspects of newsgathering. For decades, most radio
reporters have handled their own tape recorders. Although most
television reporters do not run their own cameras, reporters and
producers are being pushed by technological advances and eco-
nomic pressures to handle more of the mechanics of field news
gathering.

Even at the network level, where, in some shops, there once was a
strict division between those who handled words and those who han-
dled equipment, barriers are falling, especially in radio.

There's a definite advantage to understanding the basic technology
of broadcast news gathering. Your story relies heavily on audio or
video: You have to write to it, and it has to be smoothly integrated
into your piece if the story is to be effectively told. It is, therefore, in
your interest as a reporter to do all you can to be sure you have the
audio or video you need, and that it is properly recorded.

Beyond that, good mechanics in the field, including organized note-
taking, good positioning for gathering sound and pictures and solid
preparation for filing all will help you get a better story on the air

Reporter’s Field Kit. Radio reporters still have to carry a lot
more gear than television reporters (though in many places, corre-
spondents often carry tripods and lights for their crews). Generally,
the radio reporter must be self-sufficient when it comes to equip-
ment. If you don't have the right gear, you won't be able to gather
the sound you need.

You should always carry two tape recorders. There are several rea-
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sons, the most important of which is that, if one fails, you'll still be
able to gather tape. In addition, you may need to produce a wrap in
the field, or to leave one machine connected to a mult (an audio dis-
tribution box providing multiple feeds of a single sound source) while
you are doing interviews using the second machine.

This doesn’t mean you have to lug two large machines with you.
Many reporters carry one larger machine and one pocket machine.
The larger machine generally has more output power, and so can
drive a telephone line more effectively for feeding spots and tape.
That's the machine you would leave hooked up to the mult.

The smaller machine has the advantage of being lighter and less
obtrusive, making it better suited to use in crowds and at times when
you need to move quickly from one newsmaker to another. But don't
use the built-in microphone to pick up sound. The quality won't be
good enough. Use an external mike instead.

One caution: Don't use a micro-cassette machine. What you gain in
convenience you lose in audio quality.

Use a microphone suited to the environment. If you are recording a
speech and there is no mult available, a good dynamic microphone
will do the job. Make sure you have a stand or clamp that will hold
the mike firmly in place — one that the newsmaker won't be able to
absent-mindedly slide around the table while trying to think of an
answerl

If, on the other hand, you are staking out a newsmaker and the scene
is very crowded, you will want to use a shotgun mike if one is avail-
able. A shotgun is a highly directional microphone that is used to
pick one voice out of a crowd. If you use one, be sure to listen to
your tape machine (if there's a monitor switch, make sure it is set to
source) through your headphones, to be certain you have properly
aimed the microphone.

To get the longest reach, attach the shotgun mike to an extension
arm or mike pole. Make sure the microphone is firmly anchored to
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the pole; if it falls off in the mid-
dle of the event, you could miss
some crucial tape.®

If a shotgun mike is not available,
you can attach a dynamic or con-
denser microphone to the mike
pole.

For this and many other essential
purposes, you should always
carry a roll of gaffer’s tape or
duct tape. This cloth tape, which
usually has a gray metallic look, is
strong, it doesn’t cause reflec-
tions that would interfere with
television shots, and it is easily
removed after the event. Gaffer's
tape is more expensive, has a bet-
ter adhesive and has a paintable
finish. Duct tape is more readily
available — most hardware stores
stock it — and works quite well
for the purpose.

Another essential piece of gear is
the mult cord. This is a piece of
shielded cable with a female XLR
connector on one end and a
miniature phone plug on the
other. The XLR connector is

Television
Reporter's Field Kit

Although most video gear is han-
dled by photographers, it's a
good idea for television
reporters to carry some personal
newsgathering gear.

A pocket cassette recorder
{preferably using a standard cas
sefte) is an invaluable notetaking
tool. If your video equipment
doesn't use time code, it's essen
tial that the audiotape recorder
have a counter, so you can easily
identify bites for editing purposes.
An accurate watch (if your
equipment uses time code) or
stopwatch will help you time
sound bites, particularly if you
have a prepared text to work
from.

If's a good idea fo bring a mult
cord (XLR on one end, mini-
phone plug on the other), so you
can fape news conferences and
speeches off the mult, for maxi-
mum sound quality.

Of course, if you will be doing a
live shot, make sure you have an
earpiece that fits comfortably.
Don't count on someone else to
bring it for youl

¢ One reporter was miking then-President Jimmy Carter one day when he accidentally
bopped the president on the nose. Although Carter took it good-naturedly, the Secret Service did
not, and jerked the mike and fish-pole away from the president. The mike stayed attached,
though, and other than the noise of impact, nothing was amiss on the tape.
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plugged into the audio mult at the scene of the event; the mini-phone
plug goes into one of the input sockets on your tape recorder. This
allows you to record audio directly off the distribution system.

Most mults are mike-level, so the mini-phone plug goes into the
microphone in socket on your machine. Sometimes a line-level out-
put is available; then, the mini-phone plug goes into your machine’s
line in or aux socket.

Many reporters carry an audio pad to help them deal with signals
that are too hot. The pad plugs into the XLR end of the mult cord and
has the effect of reducing the signal level. This can help eliminate
distortion and make it possible to feed a line-level mult output into a
microphone-level tape machine input.

In addition, you should carry one or more mult extension cords.
These are long XLR-to-XLR cords that allow you to hook up to a mult
across the room.

If you plan to produce wraps while in the field, a small battery-driven
mixer is very helpful, especially if you will be working on a tight
deadline. It is possible to make electronic edits — first recording the
opening of the spot through the microphone, then dubbing the cut
from a second tape machine, then recording the close — but the qual-
ity is much better, and the speed greater, if you use a mixer. Mixers
are getting smaller and less expensive every year, and have become
standard gear for many network reporters.

A small mixer is a necessity if you are doing live shots and plan to use
tape. The output of the mixer clips into the telephone or audio cir-
cuit, while a microphone is plugged into one input, and a tape
machine into the other.

Some stations and networks modify their cassette recorders to pro-
vide for mixing the mike channel with the tape playback channel.
This eliminates the need for a mixer and reduces the weight of your
kit bag.

In either case, it's also a good idea to carry an isolation transformer
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to help you cope with hum. This is a one-to-one transformer — that
is, the level of the audio you feed in is the same as the level you get
out. But the transformer, which works by magnetic induction rather
than a direct wire-to-wire connection, isolates one piece of gear from
another, reducing the chance of getting a hum.

Another important piece of gear for a live shot is a small battery-driven
headphone amplifier, so you can hear your cues. The audio returning
to you from the studio is usually [FB — interruptible feedback — which
includes studio sound and a closed-circuit producer’s channel.

If you're feeding on one phone and picking up IFB on another, use a
set of clip-leads to connect the input of the amplifier across the ear-
piece of the IFB phone. Plug your headphones into the output of the
amplifier. Reporters who include sound in their live shots often carry
headphones and a small splitter box, which provides IFB in one side
of the phones and the output of the field mixer in the other. This
allows them to hear their own tape.

If you are doing live shots using one telephone, feeding into a phone
hybrid at the station, you can hear your cues by using clip-leads to
connect your amplifier across the earpiece of the phone.

In either case, if you don’t have an amplifier, you can use a tape
recorder to amplify the cues. Clip the tape recorder’s line input
across the telephone earpiece and put the recorder in record and
pause. If the tape recorder has a monitor switch, set it to source.
You should be able to hear the telephone signal through the head-
phones.

Feeding the Story. We've made several references here to clip-
leads, which may well be the most important cable you ever will
carry. It consists of a mini-phone plug on one end and a pair of alli-
gator clips on the other. They are essential for connecting tape
recorders, mixers and amplifiers to the telephone.

Their most frequent use is to connect the output of a tape recorder
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across the mouthpiece of the telephone, for feeding spots.

On many older telephones, the mouthpiece can be opened by unscrew-
ing the plastic cover. This allows the removal of the little microphone
element. One alligator clip is attached to each prong in the handset,
which feeds the audio directly into the telephone circuitry.

Most newer telephones, however, have a single piece covering both
the mouthpiece and earpiece. Often, the housing is held together
with plastic tabs and with screws hidden under the little clear plastic
plate where the telephone number is printed.

You may find it difficult to get to the mouthpiece on this kind of phone.
If so, you can open the main housing of the telephone, generally by
removing the screws on the bottom of the unit. You can then clip
across the mouthpiece leads where they emerge from the handset cord.

With the increasing popularity of this kind of telephone, it is becom-
ing more important to carry a small screwdriver whenever you are in
the field.

Another option for feeding audio into a telephone is to use an RJ-u1
modular phone connector. It is possible to purchase or build a small
box that plugs between the phone and its handset and provides sock-
ets for the phone instrument, an audio input and an audio output.

Regardless of the electronics, it is best, when possible, to pre-record

spots you are feeding from the
field. It saves the newsroom time, AP Style Guideline

saves you the frustration of multi- AP Network News requires thot
ple takes and most important, it all voicers, wraps and tope be
allows you to better adjust the | fed through clipleads, to obiain

. the best audio quality. Tape fed
overall level of the signal you are through the telephone micro-

feeding, since you can keep play- phone is not accepted for use on
ing a portion of the tape and | the network.

adjusting the volume until the

level is optimal.
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Where practical, dub your cuts

toa worl;1 tape. Thdatbway, youf AP Style Guideline
LIRS ott'or‘n 0' AP Network News provides its
each cut cleanly. When it isn't affiliates with complete descriptive
possible to do so, make sure you mcdferiol ?n all VOiCTr:éd:mps

i : ; and actualities on ils clo ircuit
provide .the edltor' in .the news feeds. Reporters filing matericl fo
room with verbatim in-cues as the network need to provide the
well as out-cues. following information:

e cutlength

In addition, it is very helpful to O

have basic information about name, including proper

the material ready to give to the spelling

person taking in your feed. This *  oukcuve

includes the length of the spot, e descripfion of cut

the name of the newsmaker ®  suggested leadin

used in the tape, the out-cue ®  dateline where material was

and a description of what the recorded.

piece is about, including a sug- | In addifion, for payment purpos
R es, stringers must provnde their

gested lead-in. Jot down the mailing address and Social

information before you call in, Security number.

so you take up as little of the

newsroom’s time as possible.
Remember, the folks back at the studio are handling many stories
and need to be able to work efficiently.

News Conferences and Speeches. Of all the events a reporter
can cover, news conferences and speeches provide the most com-
fortable, controllable environment. The event has a set start time,
the location is prearranged, there is generally adequate power, a
mult and easily available telephones.

Before the event starts, be sure to identify the location of the tele-
phones available for filing. If possible, check to see if the mouthpiece
is easily removable — in case you have to file from the scene.

As soon as you arrive, find out if there's a mult, and if there is, plug
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into it immediately. Many stories attract more reporters than there
are mult outputs, and you don’t want to be the one stuck with no
audio.

If there is no mult, get your microphone into position as quickly as
possible. People will fight for good mike positioning, and the early
arrivals generally get the best spots. If possible, clamp or tape your
microphone to the public address mike, so the newsmaker has to talk
into it.

This is where the mult extension cord comes in handy. You want to
have your tape recorder in your lap or on a chair next to you rather
than at the front of the room, so you can start it without having to
move around — and flip the cassette without disrupting the event.
Once you've placed the mike, run the mult cord to your seat. If nec-
essary, tape it to the floor so no one trips on it.

Whether you are a radio or television reporter, you should keep the
tape recorder close at hand during the event so you can log the
sound bites. You must have a convenient way to find the best bites
on your tape.

In radio, you need to find the bites you will dub into your wrap. In
television, you'll want to use your audio tape to conveniently find
the in-cues and out-cues of the bites you want to write into your
piece.

The widespread use of timecode (particularly in television) is making
this easy. Timecode is a real-time clock pulse recorded on a separate
track on the videotape; electronically attached to every frame is the
precise time of day (hours, minutes, seconds, frame number) it was
recorded. All the reporter has to do is note the clock time for each
sound bite (and be sure your watch is reasonably well in sync with
the clock in the camera'’s tape deck).

The newer radio tape decks, RDAT machines and digital audio record-
ing terminals are using timecode; it may well become the standard in
radio as well as television.
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But most radio stations and some television operations do not have
this convenience. In these shops, you can log your tape using the
tape counter on your cassette machine. When you first put in the
cassette, rewind it all the way to the beginning, and reset the counter
to zero. That gives you a solid reference point in case your counter is
accidentally reset later.

Whether you are using timecode or tape counter numbers, your
notes should reflect the number when the bite starts, the in-cue and
the out-cue. When the event is over, you will have a detailed list of
actualities and their locations on the tape.

This is made even easier if you have a prepared text to work with.
Before the speech begins, you can highlight those cuts you'll want to
use, and then note the timecode or counter numbers as each bite
comes up. Be prepared for some deviation from the text — and be
ready to note the counter numbers.

Stakeouts. The opposite of the news conference is the stakeout.
These can be tedious and uncomfortable ordeals that yield little. But
they also can be very, very productive.

Stakeouts come in two forms: planned, prepared events, which occur
most often when officials are meeting and some may wish to avail
themselves of the opportunity to talk to reporters; and informal
encampments of newspeople who hope to persuade their subject to
say something about events.

The organized stakeout is a Washington tradition. For example,
when congressional leaders meet with the president, a microphone
stand is set up on the White House driveway so they can have a
chance to talk.

In Britain, when the prime minister is meeting an important digni-
tary, there's often a planned stakeout on Downing Street, a few yards
from the door of the prime minister's home at Number 10.
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When the president travels, reporters are sometimes informed that
he will say something "at the ropeline” — meaning the location along
the president’s route where a rope indicates where reporters may
stand.

More common is the informal stakeout — the one in which the news-
maker’s intention is unknown.

In Israel, for example, when the cabinet meets each Sunday,
reporters are allowed to stake out the entrance to the prime minis-
ter’s office, just in case a cabinet minister (or the prime minister) is
willing to say something. There generally is no mike stand; everyone
carries a fish-pole or a shotgun microphone. The results often are
disappointing,

This kind of stakeout occurs across America every day, outside
closed-door city council meetings, labor negotiations and other
events not open to coverage.

It also happens when a person suddenly is thrust into the news.
When Oliver North became a household name in the middle 1980s,
his house was the subject of reporter stakeouts for weeks. Initially,
reporters hoped for some comment from him. After a while, they
were satisfied with video of him entering or leaving the property.
They rarely got anything more.

Being at a stakeout is somewhat like sitting in the dentist’s waiting
room: It takes a long time, and no one is looking forward to what
happens at the end.

Worse, stakeouts usually take place outside, often in the cold or rain.
They can go on for hours, because it's never certain when the news-
makers will emerge. It is therefore important that you think of crea-
ture comforts when preparing to go to a stakeout.

One of the most important steps you can take is to protect yourself
from the elements. Reporters covering Secretary of State George
Shultz on a trip to Egypt once were made to wait in the courtyard of
the presidential palace — on a blazing, 98-degree afternoon — for

An Approach to Broadcast Style

37



CHAPTER 2  Getting the Story: Field Reporting

four hours. In that case, water, a hat and sun protection were called
for. On the other hand, staking out the British prime minister in April
— when it's chilly and rainy — requires bundling up and having plen-
ty of hot coffee at hand.

Another top priority must be preparation to move quickly once the
newsmaker is ready to talk. There are no mults at most stakeouts,
and newsmakers often are coaxed to say something from a distance
— so miking is crucial.

A shotgun mike is by far the best type of microphone to use in an
informal stakeout. Keep the power off (to conserve batteries), but
have the mike plugged into the tape machine and near at hand. Have
your headphones ready, so you can easily monitor the signal to be
sure you have the subject on-mike. Your goal is to be able to pick up
the mike, turn it on and roll your tape before the newsmaker says
anything.

Interviews. If you really want to control the questions asked of a
newsmaker, nothing beats the one-on-one interview. These come in
two flavors: the planned, formal sit-down, and the impromptu con-
versation at the scene of an event.

The latter is a staple of local news. Simply pulling a newsmaker aside
as a meeting or news conference is breaking up is an effective way of
posing your specific questions on tape. The newsmaker has been
thinking about the subject for the entire event, so thoughts are orga-
nized. If evasion has been the official’s strategy, his or her guard may
be coming down as the event ends. In either case, the tape will be
yours alone, and the questions will be tailored to your story's needs.

Whenever in this informal one-on-one situation, be certain to mike
your questions as well as the answers. You never know when some-
thing revealing will be said in a fragmentary way — something that
requires the question to be fully understood. You don't have to be
on camera to pose the question (in fact, it's better to show the offi-
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cial's reaction as the question is asked), but whether it's radio or tele-
vision, your voice must be heard.

In formal interviews, it's best to separately mike the reporter and
newsmaker. Each mike goes into a mixer, and the output goes into
the tape recorder. Some recorders have two mike inputs, in which
case the mixer isn't needed. Often, newsmakers are most at ease
with a tie-clip or lavalier mike, which is less obtrusive.

Not everyone has a mixer or good-quality lavalier mikes. If you're
doing a one-mike interview for radio, try to sit close enough to the
subject to mike your questions. If the setup won't permit that, you
can use a small machine and a second mike to record your questions
separately — so you can dub the audio in later.

Before going into any formal interview, be sure you have a strategy
inmind. Ask yourself what you want to know from this newsmaker —
and whether you are likely to encounter any difficulty in getting
answers. Your approach to an evasive subject will be significantly
different from your handling of other newsmakers.

Some people write out all of their questions, so they know exactly
how they want to word them. Others prefer a more general list of
subjects to be covered.

In either event, try to anticipate possible answers to your questions,
or the subject’s possible strategies for dealing with you. Not every
interview is a confrontation, but every subject goes in with his or her
own agenda — and you must have a strategy for making sure you run
the interview.

Part of that strategy is to resist being distracted from the issues you
want to explore. But another part is being ready to follow up on
facts and opinions that emerge in the course of the interview. If
you're trying to pin down an evasive subject, it's important to stick
ruthlessly to your questions. But if the subject surprises you with a
revealing comment, don't feel so tied to your prepared questions that
you can't ageressively follow up on the new information.
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Just as you log tape during news conferences and speeches, you
should be noting timecode or counter numbers during interviews.
This is particularly helpful if you come back to the same subject at
various times during the interview, or if you are going to produce
more than one story.

File — Fast! You can always tell the wire service and radio
reporters at a news event: they're the people who bolt for the door
as soon as news is made. We can add television reporters to the list,
with the growth of 24-hour news channels.

Getting the story on the air quickly is a maxim of our business.

When Ronald Reagan was shot in 1981, ABC had videotape on the air
within 10 minutes. AP Network News affiliates had the sound of the
shots being fired in less time than that.

When war broke out in the Persian Gulf, AP reporter Edith Lederer
was the very first to get the official word — she was the pool corre-
spondent on the scene with U.S. commanders. She shared the infor-
mation with her pool! colleagues and then filed her story to the AP.
Everyone had the information at the same time — yet her speed in fil-
ing enabled her to beat everyone else with the story.

CNN and ABC had correspondents in Baghdad as the bombing began
that night — and their speed in filing gave them the very first
accounts of action from the combat zone.

In each case, veteran correspondents or producers made it their
business to find a way to get the story back to the newsroom immedi-
ately. They were able to do it on the big story because they had
plenty of experience doing it on the smaller ones.

That's why it is important to scope out where the phones are when
you first arrive at the scene of a story. You never know when you
are going to have to file. Think about the reporters who went to
cover a news conference by the Pennsylvania state treasurer in
Harrisburg a few years ago. It was supposed to be a routine event.
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AP Style Guideline

When you file tape or voice
work to the AP Broadcast News
Center, you are filing not only to
AP Network News and AP All
News Radio, but to the AP wires
as well.

The person answering the tele-
phone will usually be either a
receptionist or an editorial assis-
tant. The decision on whether
our materiol can be used will
made by the BNC supervisor.

When you file, you will be trans-
ferred into an edit room, where
an inhouse reporter will fake in

ur material. As noted in the

x on page 34, there are spe-
cific pieces of information you
must have in order for the net
work fo use the material.,

The inhouse reporter is responsi-
ble for ensuring the accuracy,
balance, clarity and overall edi-
torial and technical quality of
every spot he or she takes in.
This person's job is to check
everything, so be prepared to be
asked questions and possibly fo
improve on something in your

Regional and state cuts, voicers
and wraps should be filed to
your regional AP Network News
bureau. There's an advisory on
the wire every day, giving you
the bureau's number.

State stories should be filed to
your local AP bureau.

Who knew the official would take
out a gun and kill himself in front
of all those reporters? The peo-
ple who knew where the phones
were got the story on the air first.

Once you have the newsroom on
the phone, it's important that you
clearly communicate the essence of
the story before you actually file.

If you have something that needs
to go on the air immediately, say
so — and explain why,
Remember, the person on the
other end of the phone is starting
from zero, with no idea of what
story you have.

If you have tape to file, have it
cued up before you call. If you're
covering a fast-breaking story,
you can cue it up while you are
waiting for someone to put you
on the air or take you in — but be
ready as far in advance as possi-
ble. If you aren't quite ready, tell
the desk so — don't put yourself
on the air or onto tape if you're
only going to blow it. Better to
take an additional few seconds to
be truly ready, so your story is
well produced and makes sense
when it does hit air.

The flip side, of course, is that
you don't want to take too long

to get ready: you want to get on the air quickly. Sometimes, it pays
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to go to air without tape first — when the story is important enough.
Tell the audience what's going on, then take a break (even if the
anchor in the studio stays on the air, you break away) to cue up your
tape. Then you can go back on the air with a more complete report.

That is the thinking behind the AP wire policy of moving very short
takes of bulletins or urgents when a story first breaks, and then fol-
lowing up with full-length stories (see chapter 3).

It also is the thinking behind the AP Network News bulletin — a short
program, generally without tape, designed to get first word of a story
on the air — which is followed by live special reports that include
tape and additional details.

Your goal should be to find the most effective blend of speed and
preparation. Let the urgency of the story and the complexities of pro-
duction be your guides, and don't forget: People turn to the radio and
television for first word of breaking news. They are counting on us.
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CHAPTER 3

Getting the Story:
In the Newsroom

There is a tendency in the news business to think of the person in the
field as having all the fun. After all, field reporters get to go to the
scene of events and get on the air a lot.

Yet it is the people who stay back in the newsroom who make those
assignments and who have an important say in what actually gets on
the air. And in-studio producers, writers, reporters and editors han-
dle more news stories — and have a greater impact on what gets on
the air — than anyone who works a beat.

It's easy to view tape-operations people in radio as audio editors
rather than reporters. Yet they interview newsmakers, choose cuts
and, in many newsrooms, do voicers and wraps. They make a very
large and important contribution to the air product.

In television, it is the producer (in larger newsrooms) who selects the
video and the editor who pieces it together into a coherent package.
Together, those two people determine how the piece "feels” and how
well it tells the story. In addition, the producers who select material
from various news feeds have a big impact on what people see every
night.

And, of course, there are the anchors, in radio and television, who
participate in the selection, writing and ordering of newscasts, and
who do the actual on-air presentation.

Each of these people makes news judgments every day, and although
the setting lacks some of the excitement of being in the field, the
decisions are every bit as important as those made by field reporters
and producers. Your newsroom has a wide variety of resources
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available to it. Making the most of what's out there is crucial to air-
ing the best possible newscast.

The Telephone

There is no more valuable tool for covering news than the telephone.
This is most strikingly true in radio newsrooms, where an interview is
only seven digits away. But in television, too, the phone is an indis-
pensable tool in gathering the facts that will make up your stories.

Radio and television producers really are reporters — and they
should think of themselves that way. The only difference between
their work and that of the field reporter is that, instead of going to
the scene, they operate over the telephone.

More radio news is gathered over the telephone than in person. That
is not a result of budget cutbacks (although smaller news budgets
have caused the proportion of stories covered in person to decline);
it has been that way for decades.

Most of the information that airs on television newscasts is either
gathered or confirmed over the telephone. Even beat reporters do
much of their information-gathering in telephone conversations.

Yet the art of telephone reporting is probably the most under-appre-
ciated skill in the business.

Yes, it is easy to get some officials to talk to you: Just call their
offices. But it takes a special ability to find people who will give you
compelling quotes or information over the telephone.

For example, suppose there's an explosion in a paint factory in the
next town.

The easiest shot is calling the local police or fire department. They
will tell you where to send your crew or reporter, but the tape they
will give you will be dry, official pronouncements ("three companies
have responded, and the fire is not yet contained”).
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What you really want is someone who saw the explosion or who can
see the fire. Compare the sort of tape you're likely to get from the
two phone calls:

Fire Department Eyewitness

“Three companies are on the scene.  “There was this incredible boom and
Company one responded at 11:37  then a flash of light. | almost fell down,
a.m., company two responded at it was so sudden. And the fire's still
11:59 a.m. and company three  buming — there’s lots of smoke.”
responded at 12:17 p.m. The fire is

not yet under control.”

There's no doubt that the eyewitness reflects the feel of the story
with much greater effectiveness. But it's also much harder to find
people who saw the event and can express themselves that clearly.

The key, of course, is to know where to look. The best place to start
is the telephone book or a travel guidebook.

In our paint factory example, once you know the address (that's why
the fire department call is important), you can start looking for
places located nearby — where someone might have seen the blast.

Coffee shops, convenience stores and hotels are excellent prospects.
You can find these by using a CD-ROM phone directory, a Web phone
directory, a cross directory or reverse telephone book — one that is
organized by address rather than phone number — or by using a trav-
el guide. Books that show the locations of hotels on city maps are
especially useful.

Often, someone in the newsroom or elsewhere on the staff will have
ties to the area where the story is developing. Be aware of each
staffer's home town (if the staff is large enough, make a list and keep
it at the news desk), so you can take advantage of any information
your colleagues have about a particular town or county.

Of course, you should also have your own list of important phone
numbers. Make a habit of jotting down the numbers of key locations
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— including the numbers of pay phones at airports, important traffic
intersections and arenas. If, in our paint factory example, you have
the number of a pay phone across the street, you might be able to
call directly to someone who is watching the fire.

If this seems wildly impractical to you, it should be noted that the
best journalists are almost obsessive about collecting information on
where to reach people. Notebooks and phone directories in news-
rooms across the country are stuffed with smudged jottings of phone
numbers of seemingly obscure people and places that might become
important in the future. The reporter with the best Rolodex often
gets the story first.

As a last resort, you can try asking the fire dispatcher,local police dis-
patcher or the local library's information desk what stores or hotels
are nearby — and then start dialing.

If you can get through to anybody who is near the scene, you should
be able to get some sort of description of what's going on. People like
to share their impressions of events and are usually quite willing to
help out.

In 1989, during an attempted coup in the Philippines, an AP Network
News producer started dialing various homes in Manila. She got
through to an English-speaking resident who described the shooting
and flights of warplanes overhead — and then held the phone out the
window, so the sounds could be recorded!

News Releases

The telephone is also an important tool in dealing with the ubiqui-
tous news release. Just a few years ago, the capacity of the post
office was the limiting factor in the delivery of the tons of news
releases mailed out by politicians, lobbyists, corporations and others.
The pipeline has been widened with the invention of the fax machine
and data highways such as AP Express. The result is an amazing pro-
liferation of these propaganda missives.
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The news release has its place, but it usually isn't on the air.

Its primary usefulness is in tipping you to a development in a story: a
new position by the local lawmaker, a new product by a local manu-
facturer or a statement by a utility. But always remember that a
news release is a one-sided document designed to put its subject or
author in the best possible light.

Rule No. 1: never, ever write a story based solely on a news release.
There's often useful information in releases, but you must separate
the facts from the spin put on them by the author.

For example, let’s suppose a local utility is trying to get authorization
to build a nuclear power plant, and some local environmental groups
are opposed to it. As part of each party’s attempt to make the case,
news releases will be issued. They may well cite various studies or
environmental impact statements,

The utility’s release would likely lead with a statistic suggesting that
the plant would be safe. The environmentalists’ release would prob-
ably lead with statistics suggesting that the plant would be danger-
ous. To use either news release alone would be to miss half the story
— and could seriously mislead your audience.

Too many broadcast stories start and end with one party's side of the
story. Use the telephone or the in-person interview — and use your
own research — to bring in all sides.

The Wires

General news wires are among the great untapped resources in
American newsrooms.

In some shops, the wire printer sits off in a corner, on its own, clacking
away (well, not clacking any more; today’s printers tend to squeal),
spilling paper onto the floor. Wading through all that paper seems a
chore, and staffers skim right past the majority of items in their on-
deadline search for the latest news, weather forecast or scores.
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Yet the wire is a rich source of information, and newsrooms that
learn to find and use that information have a tremendous edge over
the competition.

One tool is the newsroom computer. It categorizes the wire, making
it easier to target the information you need. But even then, there's a
skill to getting the most out of the wire.

Why should that be so?

The answer lies in the nature of general news wires: they have to be
all things to all people. This is particularly true of the Associated
Press because of its cooperative nature — the members own the
cooperative. The wire must serve the broad range of member needs,
from the classic rock radio station’s need for birthdays of rock stars
to the major market television station’s need to know when photo
opportunities will take place. Radio needs news for drive time, pack-
aged for radio’s needs; television needs news for early-morning,
afternoon and late night newscasts, packaged for television's needs.

And all-news radio and 24-hour cable news channels need as much
information — fresh, up-to-the-minute information — as they can
possibly get.

The AP alone moves six million words each day — and so many peo-
ple have so many different ways of using the wire, and technology
has allowed stations to receive so many different kinds of copy, that
it's easy to get overwhelmed and to start ignoring the wire’s possibili-
ties.

It's a temptation you should try to avoid. The wires put a lot of infor-
mation at your disposal — information you can use to make your sto-
ries, graphics, features and entertainment programming more timely
and interesting.

Broadly speaking, AP wire copy falls into three categories:

* source material intended to provide raw information to
enable you to write a story;
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* scripted stories, ready to read on the air;

* tabular material — lists and tables — with which you can
ad-lib on the air and which can provide guidance when doing
boards for graphics and packages.

Using Wires as Source Copy. The people who write air-
ready scripts for the AP's wires, radio network and video services
and the people in member newsrooms with services such as the
APTV wire use AP wire copy for source information. They use sto-
ries written in newspaper style — stories with plenty of detail,
including many quotes — to learn about events before writing their
own scripts.

Although the wire is not always your only source of information, it
often is the fastest and usually is the most complete source of facts
available. Understanding how the copy is structured is important to
getting the most out of each story.

Newspaper-style stories are written for specific cycles — for AMs, or
morning papers, and PMs, or afternoon papers. The AMs cycle
begins at noon each day, end-

ing at about midnight, when the
next morning's papers are put Each cycle, APTV, NewsTatk and

. . AP DataStream carry a digest of
to bed; the PMs cycle begins at major stories AP will be covering -

11:30 p.m. sort of a table of contents for the

) next 12 hours. Each story impor-
This means that each story fant enough to be on the digest is

leads with the angle most likely ;allecé ; bgiger :%ry qtr;dlincludes
to be important when that © abbreviation Bt in s lug.

cycle's newspapers are being

read. A story written Monday afternoon for Tuesday's AM papers
will be written for people who will read it Tuesday morning.

While that might seem self-evident, its consequences are that the
lead angle broadcasters care about — the event of the moment —
may well be treated with little prominence in the newspaper story,
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since it will be of lesser importance tomorrow morning.

For example, if there have been floods in your state, and the gover-
nor is visiting the flood area today, he may be the lead — but his
comments in one particular community, comments you might lead a
newscast with because they are new, might end up in the fifth para-
graph of a 10-paragraph story written in newspaper style.

As each new development comes in, the print story is rewritten, with
the new information woven in where it will make sense to the overall
story.

These rewritten versions of stories are called leads. The leads are
numbered, and to call your attention to the new developments, the
AP puts editor’s notes at the top:

AM-Floods, 1st Ld-Writethru, 00403, 543

Governor Tours Flood Area
Eds: Includes three grafs Jones quotes in Jefferson Park

The lead is a retransmission of the entire story, with as much rewrit-
ten as is necessary to integrate the new information. That is why it is
called a writethru.

The term /ead can be confusing. A newspaper-style wire lead gener-
ally does not change the story’s angle. The lead sentence is often left
intact. What makes the copy a Jead is that it brings new information
into the story.

It takes a big development to change the actual lead of a newspaper-
style story. That's because the story’s perspective (the angle, not the
facts) is usually pretty easy to predict 12 hours in advance.

In our flood story example, unless he says something quite surpris-
ing, it is likely that the fact that the governor toured the area will be
the lead the next morning:
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AM-Flood, Bjt, 543

JEFFERSON PARK, Calif. (AP) — Gov. Joe Jones toured this flood-ravaged city
Monday and called for federal disaster relief.

This lead is likely to stand up all day, unless the aid is refused, his
helicopter crashes or he sees something particularly dramatic. In the
latter case, the lead could be rewritten:

AM-Flood, 15t Ld,00403,125
Eds: Leads with three grafs on Jones crying, demanding aid

JEFFERSON PARK, Calif. (AP} — Tears streamed down Gov. Joe Jones’ face as
he toured this flood-ravaged city Monday and demanded immediate approval
for federal disaster relief.

“Fve never seen anything so devastating in my life,”” Jones said as he watched
local residents sweep wuter from inside their shattered homes. “I demand that
the federal government act immediately fo authorize disaster relief.”

It's important to check thoroughly each version of a story for new
information, which may be spread over several widely separated
paragraphs. The copy contains important details, which will help you
write the story, find people to interview, find local angles and make
graphics. The story will, in its detail, tip you to good places to send
crews.

This is particularly true because wire stories pull in a variety of
angles and datelines and because wire services put reporters in so
many places and have so many member radio and television stations
and newspapers from which to draw information.

The flood story, for example, might contain a description of a partic-
ularly hard-hit home or neighborhood — one not necessarily on the
governor's itinerary. The description might have come from a radio
station in another part of the state or from a newspaper reporter.
Seeing that description would tip you to a good video opportunity,
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Decoding Print Copy Slugs
story number S
priority code \::3}3/ keyword (slug) - reference number

version word count
cycle designcfor g AM'Floods,‘ st I.d,00403,'|5° -

Governor Tours Flood Area—
/Eds: ADDS three grafs Jones arrival quotes

summary line

editors note

resulting in a call to a nearby station or the dispatching of your own
crew.

The greatest strength of AP's newspaper-style copy is its breadth and
its capacity for detail. There is no other instant news source with
access to SO many reporters in so many places.

It's important to remember that your stories will be structured quite
differently from the newspaper-style stories. The deadlines and pri-
orities are different. The audience expectations are, too.

Many inexperienced broadcast writers fall into the trap of automati-
cally following the newspaper story’s lead. Their radio or television
version becomes little more than a straight rewrite of the newspaper-
style story, with the tense changed and the attribution moved from
the back of the sentence to the front.

That's a big mistake, something the AP tells its own broadcast staff
not to do. Newspaper-style copy is very important to broadcast
newsrooms — but only as a collection of facts, not as a format for
telling stories to our audiences.

As will be discussed in Chapter 4, the best way to handle this sort of
source copy is to read it and put it aside while you write your story.

Complementary to the long newspaper-style stories are AP's
NewsMinute scripts. These headline packages move on all AP broad-
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cast wires just before the top of every hour for national stories and
at key times throughout the day for state stories.

With the print-style stories for details and the NewsMinute as an
indicator of the latest developments, the APTV wire and AP
NewsPower Max are powerful packages of information.

NewsMinutes can help your television desk keep its story rundown
fresh and keep current its priorities for national and state video and
graphics. They also are an aid in writing stories, because they point
you to the latest angles. As more television stations do hourly news
updates, they are finding APTV's NewsMinutes invaluable.

Between NewsMinutes, in order to get breaking news to you immedi-
ately, all of the AP's news wires carry bulletins and urgents.

This copy is designed for speed, not comprehensiveness: A bulletin is
usually only one line long, while an urgent is only a sentence or two.
Both types of story provide you with the critical information you
need to immediately update your story.

Bulletins and urgents generally are followed on the APTYV,
NewsPower Max and NewsPower+ wires with more detalled
accounts, which give you the basis for a 30-second voicer or reader.

When these stories contain new information, they are called tops. It
is not uncommon to see a story topped several times throughout the
day.

In addition, the APTV wire, NewsPower Max and NewsPower+often
carry tabular material to complement their scripts. A story about
base closings, for example, might start with an urgent, be followed by
a tops and then by a list of the bases affected. The list can be used in
making graphics, in selecting places to seek audio or video and in ad-
libbing reports on breaking stories.

Some stories lend themselves to tabular treatment all the time. For
example, the wires carry a list of the Hollywood box office standings
each Tuesday, and a list of record and CD sales for major music for-

An Approach to Broadcast Style




54

CHAPTER 3  Getting the Story: In the Newsroom

mats each Friday. There's a table of stock market activity every half-
hour while the market is open and many tables of farm and commod-
ity price activities each weekday. Every day, every AP broadcast wire
carries detailed sports statistics, including standings, scores, league
leaders and the upcoming day's schedule.

In addition, many of the wire's scripts can be used as source material.
For example, when AP Network News feeds tape, there's always wire
copy to go with it — copy that can be rewritten around the tape. The
wire's various feature scripts, which are discussed in the box on the
page 56, contain much valuable information which can be incorporat-
ed into your own consumer reports, talk shows and entertainment
reports.

Using Wire Copy Directly on the Air. The cornerstone of the
NewsPower+ service is the continuous flow of stories on breaking
news. These items are written for the ear. They are called separates
and are designed to be used as readers or radio voicers.

When a story breaks, it is put on the wire as quickly as possible. If a
story continues to be the lead hour after hour, it is updated each
hour. If nothing new has happened, a new angle is taken or a sidebar
explored.

Every hour, the top stories are summarized in an AP NewsMinute— a
capsule summary of the top five stories. In addition, the top sepa-
rates on these and other stories are retransmitted in a single, conve-
nient package called AP News Agenda.

The NewsMinute scripts and the News Agenda move on the wire in
time to use at the top of the hour. They are written to be used in the
hour in which they are transmitted. If something is scheduled to hap-
pen at 1 p.m., for example, the NewsMinute that moves just before
1:00 will say the event "is scheduled at this hour.”

To make it easier to identify these newscast scripts, they are num-
bered — with the numbering corresponding to the hour of the day
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AP's basic wire service for radio and tele-
vision stations is AP NewsPower+.
This high-speed service provides a
steady flow of the latest stories in
airready form. Every hour, the top
stories are summarized in a five-item
NewsMinute, and the top separates
are retransmitted in the AP News
Agenda. NewsPower+ also car-
ries SportsWatches, SportsMinutes,
BusinessWatches and BusinessMinutes
and all of the urgents, bulletins, advi-
sories and features described in
these pages.

Newspower+ is available in morning
drive, morning and afternoon drive,
and 24 hours per day.

The APTV Wire, the service for
television stations, also contains the
newspaper-style stories described
here. AP NewsPower Max is o
similar service for radio stations with
large news appetites.

AP's service for radio stations
with smaller news appetites is
AP Headlines, which provides
NewsMinutes, SportsMinutes and
BusinessMinutes as well as sports
scores and weather forecasts.

All of these AP services provide state
and zone weather forecasts around
the clock. All provide 24-hour pro-
tection on bulletins and urgents,
including weather watches and warn-
ings, and a comprehensive morning
prep package, including kickers, a
look at the day in history, scores and
the latest in entertainment news.

they are intended to be used
(Eastern time, using the 24-
hour clock). The 16th
NewsMinute, for example, is
intended for use at 4 p.m.
Eastern time. The 16th News
Agenda contains the top sto-
ries for inclusion in news-
casts at 4 p.m. Eastern time.

The wires also carry regu-
lar sports news updates.
SportsMinute and Sports-
Watch scripts follow the
same formats as the gener-
al news scripts, although
they move less frequently.
AP BusinessMinute scripts
are similar to NewsMinutes
and SportsMinutes, but
the BusinessWatch scripts
emphasize tabular material
(market prices, etc.).

Using the Wire to Plan
for Tomorrow. All AP
wires contain some material
about upcoming events.
Advisories contain informa-
tion about how the AP will
cover an event or what a
station needs to do to get

credentials to provide its own coverage. For details on this kind of
copy, see pages 63 and 217-218.
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In addition, the APTV wire and AP
NewsPower Max carry The Planner —
a national guide to stories expected to
break tomorrow and in the coming days
and weeks. The Planner includes con-
tact names and telephone numbers
and is designed specifically to provide
television and news-intensive radio
stations with the logistical informa-
tion they need to plan their day.

These wires also carry state day-
books, which provide similar, more
localized information.

Finding the Copy You Need.
Wire services adhere to a series of
practices designed to get copy to you
quickly and in a form that is easy to
use. These standards, which started
in the Teletype era, have been evolv-
ing ever since: The introduction by
the AP of newsroom computers in
the 1970s and of satellite news deliv-
ery in the 1980s caused many
changes in the way copy is handled.
The growth of newsroom computer

All of the AP's radio and
television wires carry feature
material fo aid in the prepo-
ration of morning program-
ming. The AM Prep pack-
age has several features:

Today in History contains
quick facts about what's hap-
pened on this date in the
past and whose birthday it is.

Today in Entertainment
History focuses on events in

pop culture and birthdays of
popular performers.

Segue covers the top general
interest entertainment stories
of the moming.

Tonight's TV and Today's
Talks list what's on television
in the coming hours.

Scores and Skeds contains
last night's sports scores and
today's schedule of contests.

Kickers rounds up the funny
and offbeat stories around
the world.

Format Focus scripts include
stories specific to country
music, urban formats and
rock formats.

systems such as AP NewsDesk has accelerated this evolution.

Why should you care about the mechanics of wire copy? If you are a
wire service staffer, the reason is obvious: You have to know how to
get your copy to the right place at the right time. But why should the
rest of us — the people who use the wires — care?

The answer lies in the tremendous growth in the amount of informa-
tion that flows into newsrooms. When there were no satellites and
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wires clacked along at 66 words per minute, it wasn't too hard to
keep up with the copy that came across. Today, though, there's so
much information that there is an entire industry devoted to the
sorting and storing of news copy. The more quickly your newsroom
sees the copy it needs, the more quickly it can get stories on the air.
So it is more important than ever that desk people, reporters and
producers understand how copy moves around the newsroom.

Every piece of wire copy has a priority code, to determine how quick-
ly it gets out, and a category code, to help member stations sort the
copy. These codes have been standardized by the Radio-Television
News Directors Association (RTNDA).

The priority code helps determine the order in which copy is sent. If
two people in the AP system file stories at precisely the same time,
the story with the higher priority will go out first.

Category codes are a bit more complicated. They are intended to
provide newsroom computer systems with enough information to
allow them to sort copy into various "bins" or "queues” — the way
paper copy can be sorted by subject into various baskets.

Category codes help computers differentiate between state and
national copy and among various broad subject areas such as domes-
tic news, sports, financial copy and weather.

Some newsroom systems sort copy not only on the basis of coding,
but through an examination of the actual contents of the copy. AP
NewsDesk and AP NewsCenter, for example, can sort copy into user-
created categories by searching for particular words. If, for example,
you want to create a category about bulldogs, you could tell the soft-
ware to set aside all stories that contain the word bulldog.

This is a very powerful feature, because it allows you to customize
copy handling as your news priorities change.

Let's go back, for a moment, to that fictional flood in Jefferson Park,
and suppose that, as an experienced NewsDesk user, you had created
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a custom “flood’" category as

soon as the story broke. All sto- RTNDA Category
ries containing the words flood Codes
and Jefferson Park are stored in a= domestic news

that special area, set off an alarm b= special events
and automatically print out for c= features

you. When the story cools off, d= nafional news summaries
you might keep the category but e = enlertainment news
take out the alarm and automatic f = business/financial news
printout. Days later, you might g= slate news summaries
eliminate the category. h = national headlines

i = international news
j = state headlines, lottery
m= agricullure news

Of course, NewsDesk and
NewsCenter come with several
built-in categories. National and
international news, for example, is
kept in one place (and further sub-
divided into NewsMinute/News
Agenda scripts, domestic separates
and international separates), while
state copy is kept in another.
Sports has its own category, as
does business copy.

n= skate news

o= weather forecasts and data
p= polifical copy and results
q= sports scores

r = radio network advisories
s = sporis shories

t = television advisories

v = general advisories

w= Washington stories
One important feature in

NewsDesk is the ability to decide

whether stories that appear in your custom categories will also
appear in the built-in categories. This is called story duplication and
is controlled in the NewsDesk categories menu.

Do you want, for example, flood stories to show up in "state stories”
as well as in the custom "flood" category?

The question is important because, if you have duplication turned off,
you won't find stories about the flood in the state category — so if col-
leagues look there for the most current copy, they will be shocked to
see no flood copy at all!
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That's why it's critical that everyone
in the newsroom un'derstand gxactly RTNDA Priority
how your computer’s categories are Codes
set up and where to look for copy. f = flash
Category and priority coding stan- b= bullefin
dards are set by a committee of the U= urgent
Radio-Television News Directors r= rush
Association and followed by wire d= daily
services and computer vendors. a= advance

s = weekend advance
One of the great advantages of using
these codes is that they allow the AP

to put control of the wire in the hands of the local bureau. This
means that people who work and live in your area make the news
judgments about what copy moves when.

AP editors are very careful about what priority is given to every piece
of copy. Flash, for example, is reserved for stories of transcendent
importance; its most recent uses have been the Challenger explosion
in 1986, the Nixon resignation in 1974 and the moon landing in 1969.

Often, a story’s slug gives you a quick indication of what priority the
story has. An f-priority story will certainly be a flash. B-coded items
generally are bulletins, and u-coded items are urgents.

The slug is the wire service's way of telling you what the story is
about. On a printer, the slug shows up at the top of the story — right
after the story number, priority and category codes:

V11001alb—
v abx
AAP-Germany-Hijacking URGENT

(New York) - The Federal Aviation Adminisiration says o hijacked German
airliner has landed at John F. Kennedy International Airport in New York.

On NewsDesk and other newsroom computer systems, the slug shows
up on a directory line:
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AP v1100 ua Talb- Germany-Hijacking URGENT 02-11 3:53p
AP v1097 ur opr— URGENT Network Advisory: Germany-Hijack 02-11 3:53p
AP v1098 ba 1alt APNewsAlert,0014 02-11 3:53p

There are certain conventions about how some stories are slugged —
conventions designed to be sure the wire has a consistent, pre-
dictable look so it is easier to use. The details are contained in Part
3, "The Specifics of Broadcast Style,” under the specific type of story.

When a story first breaks, it may be covered in a bulletin or an
urgent. The story is given a slug with bulletin or urgent at the end:

AP-Californic Quake URGENT

After the initial burst of copy, the details will be gathered together
into a separate providing a more comprehensive version of the story:

AP-California Quake
When significant new information emerges, the story will be
"topped”:

AP-California Quake (Tops)

A tops slug indicates that there is a new development in a story that
already has been covered on the wire. If the new information is
urgent, the slug will say so:

AP-California Quake URGENT

You'll note that the “"tops” designation is dropped for an urgent or
bulletin, since either one obviously provides new information.

Sometimes, copy is too long to include in one computer file. This is
particularly true of detailed, comprehensive reports on sports and
business. In this case, the copy is divided into two or more files,
called "takes.” The first file's slug shows how many takes will be sent:

AP-Moming SportsWaich (Four Takes)
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Subsequent takes are numbered:

AP-Momning SportsWaich, take 2

An urgent or a bulletin can run several takes, particularly if develop-
ments are coming in very quickly. And of course, it's impossible to
indicate in the first take how many takes will follow. In the earth-
quake example used on the last page, the initial urgent might be fol-
lowed with several takes:

AP-Cdlifornia Quake URGENT, take 2

Urgents and bulletins are intentionally kept quite short, in an effort
to move the information into member hands as quickly as possible.
It is therefore not unusual to have several short takes in a bulletin or
urgent series.

Sometimes a story is so important and develops so quickly that the
wire does a running account. The idea is to keep the members up to
the minute. A running series is composed of many takes, each one
containing a few sentences. Usually, the takes are slugged "Running.”
In this example, however, the running series started as a bulletin:

AP-Soviet-Major BULLETIN

{London) — Britain’s Prime Minister is confirming that there is fear
of imminent conflict in Moscow.

AP-Soviet-Major BULLETIN, take 2

John Maijor says his information comes directly from Russion
President Boris Yelisin.

He says Yelisin, speaking a short while ago from the Russian par-
liament, had told him that a column of Soviet tanks is headed for the building.

AP-Soviet-Major BULLETIN, take 3
He says Yelisin doesn't believe he has much time left. And Major
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says he believes Yeltsin meant that the troops would storm the building.
AP-Soviet-Major BULLETIN, take 4

Major says Yelisin asked the Brifish and U-S governments to
dedlare Mikhail Gorbachev the righiful president of the Soviet Union. The
British leader says he assured Yelisin that would be done.

He also offered Yeltsin the assurance that he will call for an inter-
national medical examination of Gorbachev o counter claims of coup leaders
that he is in ill health.

AP-Soviet-Major BULLETIN, take 5

Major quotes Yelisin as saying that Gorbachev remains unreach-
able at his detention point in the Crimea. And he says that as of August 19th,
a doctor had seen Gorbachev and given him a nearly solid dean bill of health.

AP-Soviel-Major BULLETIN, take 6

Maijor also quotes Yelisin as saying he hopes the West will continve
fo coordinate efforts against the coup and its leaders.

Maijor says he assured the Russian leader that Britain will continue
to push for economic and democratic reforms.

The British leader says he and Yelisin dosed their call by saying
they would iry fo keep in fouch with each other in any way possible over the
next few days.'

The wire has two other means of letting members know about new
information: updates and advisories.

An update is is designed to keep member newsrooms on top of small
but significant developments in the story. It contains important
information about a story—information not worthy of treatment as
an urgent or a separate story:

'This bulletin/running series ran from 12:01 p.m. to 12:10 p.m. Eastern time on August 20,
1991, and was written by AP world editor Phil Soucheray.
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AP-Clinton Trip UPDATE

President Clinton is wheels-down at Heathrow Airport in London.

Note that the copy is not intended for direct use on the air. Updates
always have the same category code as the story they cover, which
means they show up in the same category queue in newsroom com-
puter systems.

An advisory tells member stations how the AP intends to cover vari-
ous stories. Advisories do not advance the stories themselves; they
inform the newsroom about what to expect on the wire:

AP-Clinton Trip ADVISORY

President Clinton and the other participants in the seven-nation eco-
nomic summit in London will release their joint communique ot about 7 a.m.
{eastern) tomorrow. We will carry the text of the communique on the wire as
soon as it is available — probably about 7:10 a.m.

AP Broadcast News Center

An advisory always has a v category code, meaning that all advisories
show up in the advisories category queue in newsroom computer systems.

A correction fixes errors made in stories. Generally, a correction
retransmits the entire story, indicating what has been changed:

AP-Clinton Treaty CORRECTION

The following story replaces V1234, slugged Clinton-Treaty, which
moved at 9:17 pm edt, fo CORRECT by restoring the dropped word “abandon”’
in the third grof.
Corrections, like updates, are category-specific: The correction for a
story will show up in the same queue as the original item. Chapter 6
contains specific guidelines on the filing of corrections, updates and
advisories.
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More serious errors may be subject to a bulletin kill or a corrective.
They are covered in depth in Part 2, "The AP Libel Manual.”

Part 3, "The Specifics of Broadcast Style,” contains complete informa-
tion on the details of wire formatting. Some of the entries you may
want to consult include abbreviations, acronyms, datelines,
hyphen, numerals, pronouncers, quotation marks, time of day,
times and entries under the names of specific sports (for information
on how scores are handled).

Radio Networks
Radio networks provide a great deal of source material for locally
originated newscasts.

Networks are best known for their newscasts, which created network
identities when radio was

young. But since the 1970s,

all networks have expand- AP Network News provides several types
of tape in its closed<ircuit news feeds,

ed their offerings. Some with a unique abbreviation for each type.
place more emphasis on [ . reporter voicer, maximum 35 seconds
programming, including
music and talk, while oth- | ¢ _ oner reporter on scene], maximum
ers have put their 35 seconds

resources into providing a a= newsmaker actuality

broader range of building r = raw (natural) sound

blocks for local newscasts. c= correspondent Q&A

w= reporler wrap, maximum 40 seconds

All of the networks offer

some form of news call — closed-circuit feeds of voicers, wraps and
actualities, which can be embedded in local programs. These feeds
cover news, sports, business and feature topics.

Some networks offer extensive live coverage—in anchored and unan-
chored form — of major events. Most also offer features on various
lifestyle topics.
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AP Network News billboards have a specific format designed to
ensure that all important information is included. Here's a key fo the
elements in a fypical billboard.

cut type dateline
correspondent
cut number | length leadtin line '/ person in tape, if wrap
\'I 23-w-3é-Hollyw -(Michael Weinfeld wlfh Kirk
Douglas)-Kirk welcomes re-issue of "Spartacus.”

124-a-12-(Kirk Douglas, in A-P interview)-"wonderful
thing" -Douglas is delighted with audience response at
premiere.

125-r-37-(sound of fans cheering as Douglas arrives at
premiere)-Applause fades, for production purposes.

Note the lack of dateline in the second and third cuts, since they were
recorded in the same place as the first.

Closed-circuit News Feeds. Although they vary in frequency
and depth, most network news feeds are the same in basic concept
and execution.

The feeds are intended to provide stations with correspondent
reports and the sound of newsmakers and events, and with sufficient
information to allow the user to write an introduction to the tape.

The material is fed down the network line in bulk form, with the sta-
tion cherry-picking the tape it wants to use.

AP Network News has the most intensive schedule of feeds, with at
least one every hour. In some hours, AP has two tape feeds: national
news and sports or entertainment news.

These feeds are described on the wire in a rundown called a bill-
board. The AP sends its billboards on its news wires. Other net-

An Approach to Broadcast Style



66

CHAPTER 3  Getting the Story: In the Newsroom

works use an AP service

called AP Express, their own AP Network News has special expand-

data links or fax services to ed feeds for morning drive. For East
. . Coast stations, the 4:32 a.m. (Eastern)
deliver hard copy of the bill- feed provides a comprehensive file of

board — or they billboard morning drive material. For West Coast

ial verbally as the stations, much of that material is repeat-
R 76 ed in the 4:32 a.m. Pacific time (7:32

feed begins. a.m. Eastern) feed.

Written billboards are sent

to the affiliates before the feed begins. The cuts are numbered, and
when each cut is played, it is preceded by its number.

Although the formats vary, most networks include in their billboards
the name of the reporter and/or newsmaker, the location where the
tape was recorded, the out-cue, the length of the cut and a descrip-
tion of the contents.

When requesting a refeed, stations can identify the cut by its num-
ber. AP Network News feeds are usually at :32:30 past each hour
(right after the newscast at the bottom of the hour), so the feed dur-
ing the 2 o'clock hour would be the 2:32 p.m. feed.

Some networks provide audible signaling to allow stations to auto-
mate the recording of closed-circuit feeds. These signals include start
and stop tones for each piece of tape.

AP Network News feeds provide an automated cut number
announcement, followed by a cut-start tone, followed by one second
of silence, followed by audio. The cut is then followed by a cut-end
tone.

Some breaking news is so important that the network doesn't want to
wait for the next feed to get material to its affiliates. The practice on
AP Network News is to pre-feed such material: to play a few pieces of
tape down the network line as soon as they are available, billboard-
ing them verbally during the pre-feed and then following up with a
wire billboard as quickly as possible. The same cuts are then includ-
ed in the next scheduled feed.
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Live Network Coverage. Some stations prefer to cut their own
tape on major national sto-
ries, and to accommodate

those needs' most networks AP Network News provides its affili-

Ny e ates with an audio channel devoted
OISR (S S G2 Hos exclusively to the longform coverage

national events. When they of important events. AP Hotline pro-
are important enough, vides unanchored coverage of

important speeches, briefings, hear-
these feeds are anchored, ings and news conferences, and

so stations can air them anchored coverage of such major
live. On lesser stories, the events as presidential news confer-
f ' ences, shuttle launches and political
eeds are unanchored. conventions.

Networks generally advise
their stations that these
feeds are coming up by making audio announcements on the network
and sending written advisories on the wire.

These feeds can be used for strictly informational purposes—to keep
tabs on important national stories— or as a rich source of actuality
and natural sound.

Video News Services

The explosive growth of satellite services has made the handling of
video news feeds one of the dominant activities in television news-
rooms.

At the beginning of the 1980s, expensive landline video circuits were
used in selected fixed locations, but that was of no help on breaking
stories across the country and around the world. For most breaking
stories, the only practical way to get video from one place to another
was to hand-carry it or to use a microwave truck — and that was lim-
ited to locations in a direct line of sight to the microwave receiver.

By the end of the 1980s, stations with satellite trucks could transmit
pictures from anyplace where there was a road and an unobstructed
view of the sky.
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This made it possible for stations to air live pictures they never could
air before. It also provided opportunities for larger news organiza-
tions to gather and distribute video more economically than ever.

Video News Agencies. These video feeds can do a lot to
enhance local newscasts, primarily because they put control of the
coverage in the hands of the local staff, rather than a national news-
room. They provide the video building blocks for the coverage of
major stories in local programs.

In 1994, AP launched APTV International, a video news service cater-
ing to the world-wide television market. APTV has its headquarter in
London and provides feeds for every region of the world, including
North America.

Most video news feeds consist of rough-cuts and reporter packages.
Rough-cuts include natural sound and sound bites and are intended
for use as voice-over material or as part of a locally produced pack-
age. Reporter packages include a voice track and, usually, a stand-up.

APTV concentrates on voice-over material and sound bites. Each item
is accompanied by a suggested script transmitted on the wire.

Each video feed is accompanied by a text rundown of the contents.
These rundowns are transmitted on the wire (for APTV) or over AP
Express or an individual network'’s data feed.

Some stories are important enough to warrant coverage between feeds.
Some services carry key presidential speeches, news conferences and
congressional hearings live and unanchored. This allows affiliates to
carry the event live (locally anchored) or to pull whatever sound bites
or voice-over material they need directly as the event is taking place.

Such video can be a useful source of information as you write your
story. Even if the material is never seen on the air, the detail you can
glean from watching the video can provide depth and color to your
script.
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Another tool provided by major video services is the live shot. They
can arrange live video interviews with major newsmakers or with
correspondents. If, for example, you are working on a story about
education, it is possible for a service to arrange a live interview with
a top Education Department official. When you want to spend some
time on a big national story, such services can arrange a live interact
with a reporter. Usually, the interact is wrapped around a taped
report (a package) the reporter has done that day.

Video News Releases. Just as the fax machine has given written
news releases a new life, satellite news gathering has made it possi-
ble for companies to issue video news releases.

VNRs can be particularly seductive because all of the production
already is done for you. They are problematic because you do not
know where any of the video came from or whether it is being used
in context.

The power of television's presentation is in its use of pictures, sound
and words to reinforce one another. Journalists use that combina-
tion to give as vividly truthful an account of an event as possible.
But the people who issue video news releases have a different
agenda.

Like those who issue paper releases, their goal is to tell their side of
the story, to their own advantage. This means that, by definition, a
VNR is not a news story. It's a commercial packaged to look like a
news story.

That's why you should never, ever put a video news release on the
air in place of your own report.

What's more, you should never use video from a VNR without con-
firming where it came from and identifying the source on air.
Suppose a company that has been charged with safety violations in a
factory issues a VNR to rebut the charges. Was the factory video in
the tape shot at the specific factory under investigation? Are the
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workers interviewed in the VNR in some sort of special position — or
do they have their own agenda?

It's easy—and inexpensive—to lift a piece of video from a video news
release for use in your own package. It's also dangerous. If that tape
isn't what you assume it to be, your station’s credibility will be dam-
aged.

Graphics Services
Another area in which technology has made an important difference
in the way news is presented is television graphics.

Paint systems are within the reach of most stations today. Most
everyone is putting more graphics on the air to make stories more
comprehensible and to give the newscast a visual identity.

It's only in the past few years that stations have had at their disposal
daily feeds of news graphics. Wire services have been providing pho-
tos and color slides for decades, but the newer services provide
immediate access to images on current stories, customized for televi-
sion'’s needs.

Most of these services come in the form of satellite feeds of finished
graphics. The networks include graphics in their affiliate news feeds,
and a few companies provide daily feed services.

The newest type of graphics service is the on-line graphics archive.
Introduced in 1991, AP GraphicsBank is a digital library of television
graphic elements and finished graphics. Stations search for the
image they want by typing a description into the GraphicsBank termi-
nal, which in turn searches the AP's catalog of graphic images.
Images can be previewed — for color content and composition — and
only those that fit the station's needs are retrieved.

All graphics services can be important to the station’s art department
because they save time. Those which provide finished graphics can
supplement the station’s graphics and can provide ideas for locally
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produced images. Those which provide elements can save valuable
time by eliminating the need to go searching for raw material. They
also give stations valuable copyright protection.

Graphics services also can be important to reporters and producers.
Locator maps make physical distances a lot easier to comprehend —
making it easier to write your story. A picture of an object or loca-
tion can help explain puzzling aspects of a story. A picture can com-
municate substantially more information than any script can — free-
ing the reporter to use that script to put the information in perspec-
tive.

In addition, when there isn't video available to illustrate an impor-
tant element of a story, a graphic — static or animated — might
become essential.

Many have argued that the availability of all this sound and video has
bedazzled broadcast newsrooms to the point where they are more
interested in the way their reports sound and look than they are in
what the reports say.

It is true that having so much to choose from can obscure the impor-
tance of reporting the facts. It is the task of the reporter, producer
and editor to make sure that doesn't happen. It is easy to mistake
the means for the end: As broadcast journalists, clarity and accuracy
should be our goal, and sound, pictures and graphics the tools for
achieving it.
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CHAPTER 4

Telling the Story: Structure

Before you write a word, you have to know why you are writing.

Whether you are a starting news writer or a veteran correspondent,
your goal is to inform, using the strengths of our medium to accurate-
ly and objectively tell the story.

Accuracy means you have your facts straight. Objectivity means you
have accurately reflected the various viewpoints about a story and
left the audience to reach its own conclusions.'

To write effectively, you also must understand the medium for which
you are writing,

The primary strengths of radio, for example, are its immediacy and its
ability to give the listener a lasting mental image of the event through
words and the actual sound from the scene.

Television stories fall into two broad categories: those meant to be
used with video and those that stand alone as "readers.” The latter
are virtually identical to radio stories without actuality; the former
must be written to provide the factual context for the video that will
be shown.

There is an additional but critical complication: While most radio and
television stations do news several times a day (or even once per
hour), some do news all the time. The nature of the writing depends
upon the nature of the programming.

Usually, radio copy is shorter than television copy. Both have to be
written to the tape. Radio (and all-news television) copy generally
stresses immediacy over depth. Television copy can afford to take a
somewhat broader view.

'For a full treatment of accuracy and objectivity, see the beginning of Chapter 2.
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In all cases, though, electronic journalism reports fewer facts and far
fewer stories than print journalism. Radio and television are no sub-
stitute for newspapers. The media complement one another, with
broadcasters giving the audience immediate, vivid and often experi-
ential reports on breaking stories, and newspapers giving the audi-
ence details, background and perspective. Each medium requires its
own special writing skills.

AP’s Approach to Broadcast Writing

AP Broadcast style is based on the premise that all radio and televi-
sion copy must be written for the ear, meaning that every story must
be fully comprehended the first time it is heard.

The story must be structured simply. Each sentence must logically
flow into the next. The way each thought follows the next should
echo the way in which a person would think about the story as he or
she saw it unfold. ’

Similarly, the sentences must be short. Each sentence should make
one point. [f the subject is complicated and the sentences must be
longer than usual, they should be composed of easy-to-digest units.

Basic to AP's style is the use of images drawn from everyday experi-
ence. The idea is this: Everyone carries around a store of memories
of things they've seen and felt. The most effective storytelling is that
which uses those images to illustrate the essence of the event. The
trick is to do it without using clichés.

Every writing style has a "feel,” and AP's is conversational. This
means that we use the idioms used in normal conversation. It does
not mean we use slang (unless it is specifically called for) or bad
grammar.

As part of our conversational style, we use common contractions
such as it’s, they're and she’s. However, contractions are used only
with personal pronouns. For example, while it is proper style to
write President Clinton says he's going to veto the bill, it is not prop-
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er style to write The Housing Act’s in trouble.

No matter how readable ("listenable”) a style, it is of no use if the sto-
ries are not accurate. The central tenet of AP style is that we do not
draw conclusions for the viewers and listeners: We present the facts
and allow the audience to reach its own conclusions.

Thus, attribution is a key element of every story. Everything must be
attributed unless the writer (or, by extension, the AP correspondent)
has witnessed it personally.

Attribution should be high in the story and done conversationally.
Hanging attribution at the end of a sentence, print-style, is the oppo-
site of AP Broadcast style.

We write in the present tense, particularly in leads. Past perfect and
future are preferable to past tense. After all, what we are reporting
is what is happening, has happened or is about to happen. Our writ-
ing must reflect it.

John Doe is in Chicago is better than John Doe has gone to Chicago,
which is still better than John Doe went to Chicago, even though all
three are accurate.

Taken together, logical story and sentence structure, short sen-
tences, the use of common images, the use of conversational idioms,
the informal but direct attribution of facts and the use of the present
tense add up to a bright, easy-to-understand writing style.

News Judgment: What's News?
A newscast is, in a sense, a conversation with your audience. Before
you can start, you have to figure out what to talk about.

Choosing which stories to put into your newscast is at once the most
basic exercise of news judgment and the most complex.

Story selection generally is taken for granted: If a person doesn't
know what makes a story newsworthy, the logic goes, he has no busi-
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ness being in this business.

True enough. Certainly, some stories are obvious: major governmen-
tal actions, new developments clearly affecting war and peace, the
death of a major figure.

But this has led to the widespread assumption that story selection is
a purely intuitive process ("I know it when | see it"), that there is a
mystical, shared knowledge of what makes something newsworthy —
and that you either have that knowledge, or you're not qualified to
be a journalist.

While news judgment is a subjective art, and there is plenty of room
for individual differences, there are some basic criteria that apply to
the selection of stories.

Nature of the Event. In a sense, stories fall into two categories:
Those people want to talk about, and those people ought to talk
about, because if they don't, six months from now they’ll wonder
why they were taken by surprise.

People want to talk about the big stories of the day: Events which are

so dramatic or have such an
influence on our lives that we
would feel short-changed if we
didn’t know about them.

AP Style Guideline

While the “mustell” stories come
first, strive also to include those
stories people ought to know

Among these "must-tell” stories I e e

are disasters, natural and man- newscasts should include both
made; wars and efforts to pre- gcpes o: sfféiiz In ollucoses, our

i us shou on telling stories
Ven.t .(or Start_) them; |mp9rtant that mean something to our listen-
political stories, domestic and ers, including those which illumi-
foreign; crime and punishment; nate our society’s condition, our

economy, our leadership, our
science and our popular culture.

stories about money; stories
about the places we live,
including everything from
road-building to pollution; sci-
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entific stories, including health alerts and important discoveries; and
major scandals.

People also want to talk about things that interest them, even if they
aren't life-and-death issues. These are the stories people chat about
around the coffee machine or water cooler. High on the list is news
about major personalities, such as entertainers or sports figures, and
stories about the funny or amazing things that happen to people.

The second category — stories people ought to talk about — is a bit
harder to define. Generally, these are stories about things that will
affect us at some point down the road: scientific breakthroughs, eco-
nomic trends, emerging ethical issues and court cases that could set
important precedents.

By definition, this kind of story doesn't have an obvious, immediate
significance to your audience: You therefore must include in your
account an explanation of why the event is important. The key in
selecting these stories is to know the difference between those that
are important enough to warrant such explanation and those which
are so arcane they're boring.

When it Happened. News is about change. Broadcast reporting
is the art of telling people about change as quickly as you can.

The primary strength of radio and television is our immediacy.
People tune in to find out what's going on now — not what happened
yesterday or last week.

That's not to say there aren’t times when it's appropriate to report
something that happened a few days ago. But that's the exception.
The rule is: the more recent (in terms of hours), the better.

In choosing stories and deciding what order to put them in, the two
questions you must keep in mind are what happened and when it
happened.

As a story about a major event gets older, it begins to fall lower in
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the newscast. When something new happens, it may be played high-
er than a weightier but older story. Your aim should be to balance the
two factors.

Which Newscast? In addition to considering when the event
happened, your story selection must take into account when the
story will be told.

Newscasts fill different roles. The local morning television drop-in
has different priorities from the hour-long program at 5 in the after-
noon. Radio’s morning drive newscasts — especially at 7 a.m. and 8
a.m. — require an approach quite different from a noon newscast.

If the newscast you're writing for is designed to give people a thor-
ough summary of the day's events, you will want to give greater
weight to the nature of the story and somewhat less weight to timeli-
ness.

A good example is television’s evening news program. The goal is to
tell people what went on while they were at work — so a major story
that broke at 11 a.m. may play higher than a less-important event
which occurred at 4 p.m.

On the other hand, a radio newscast will always place more emphasis
on immediacy.

Who Was Involved? Let's face it: Joe Six-Pack isn't Paul
Newman. If Newman is robbed, it's a lot more interesting to people
thanif you or [ are. The better-known the name, the more important
the event.

On the other hand, don't overdo it. If Paul Newman locks his keys in
the car, it isn't news — unless the car happens to be on a race course.

The involvement of a big name isn't enough to make a trivial event a
major story. It is enough, though, to lower the threshold.

One word of caution: Many people try to promote their cause or
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product by becoming associated with a prominent personality. You
must be alert to the possibility that someone will try to use a big
name to draw reporters into giving them free promotion. Unless it
has a natural, obvious news peg, any such story should be treated
with great skepticism.

The Story’s Context. Some stories break quickly and fade quick-
ly, while others seem to last forever. Regardless of how long it goes
on, as a story matures, its relative importance changes.

Age is, of course, an important factor: A new story is played much
differently from an old one. The older a story, the more likely it is to
succumb to what might be called lead fatigue: the feeling that "we've
led with this story often enough.”

But there are many other factors that affect a story’s importance at
any point in its life. Collectively, these can be thought of as the
story's context.

Take, for example, the space shuttle story. The first shuttle launch
was a lead story for a long time, while the launch prior to the
Challenger explosion received very little attention. Compare that to
the launch of Discovery, which restarted the shuttle program more
than two years later!

In both cases, the event was the same: the launch of a shuttle. But
the story's context had changed, so the event took on greater signifi-
cance.

This is one reason why it is mandatory that everyone who writes,
edits or reports the news keep up with developments in ongoing sto-
ries. You must know the story context to be able to intelligently
judge where the latest development fits in.

Audience expectation is a very important factor in understanding a
story's context. For example, if everyone expects the American and
Russian presidents to reach agreement on a treaty, their failure to do
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so is an extraordinarily big story. If failure was expected, the story
isn't quite as earthshaking.

The News Environment. If today’s particular development must
be viewed in the story's overall context, it follows that the story itself
must be viewed in the day’s overall news context.

The news environment includes the lineup of other active stories; the
thematic relationships, if any, between this story and another work-
ing story (e.g., an oil import story and a balance-of-trade story); the
schedule of news events later in the day; the ages of the various sto-
ries.

One of the most obvious ways in which news environment affects
story selection is when a big story pulls a sidebar higher up in a
newscast. For example, a story on a new type of airport metal detec-
tor would be played much higher than usual on a day when there’s
been a hijacking.

Your Audience. Although this category is the last on the list, its
importance should have been clear in each of the preceding ones.

If the goal of a newscast is to inform the listener or viewer, it is logi-
cal that the people who produce the newscast must, to be effective,
have a firm grasp of who the audience is.

In the case of the local newscast, the audience is broadly defined by
the station’s signal coverage area. It is more precisely defined in
radio by the station’s target demographic.

The audience served by a national newscast is less clearly defined.
Most network radio newscasts serve stations of many formats (and
therefore every target demographic), and network television news-
casts, like their local counterparts, serve extremely broad audiences.

An important element in this discussion is recognition that the audi-
ence is not static: As the population ages and as viewing and listening
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habits change, the nature of the audience and its needs change. It is
important to be aware of the changes that are taking place and to
factor them into your news judgment.

Story Development

Every story starts with a lead. When you choose the lead, you do
more than decide what words to use: You determine how the entire
story will be structured. As the lead changes from hour to hour, the
story's structure changes, t00.

The way a story is written grows directly out of the way the story
develops. Before we examine the details of strong writing, we must
look at the interplay between the developing story and your lead.

To do this, we will use a hypothetical news story — one that is likely
to happen in every local market. We'll use this example throughout
this chapter and the one that follows to illustrate various elements of
good writing technique. As we go along, we'll fill in the story’s
details and examine how they affect the copy.

Imagine that you are walking to work and you see a terrific fire eat-
ing away at a high-rise building. When you reach the office, the first
thing you're likely to say is: "A big building’s on fire downtown.”

Someone else arrives and says the fire department is closing the
street. She'll probably say something like this: "Traffic's a mess out
there! They're closing Main Street down by Stafford.”

"Because of the fire?” someone will ask.

"Uh-huh,” comes the answer. "They're stringing hoses all over the
place. Traffic's not moving at all.”

Later, you may hear that seven people died in the fire. That's proba-
bly the first thing you'd mention to the next person you talked to: "l
heard seven people died in that fire in the Stafford Building this
afternoon.”
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"It must have been a big fire,” your friend might reply. "I heard they
had the street closed for hours.”

"Yeah, traffic was awful all afternoon.”

That's how you tell a story, in person and on the air. You lead with
the newest and most important information, but you don't abandon
the information that you mentioned earlier and that remains rele-
vant. What stays in the story—and the order in which it is present-
ed—depends on what you're leading with.

The Lead. One of the most important differences between broad-
casting and print journalism is that radio and television reporters tell
the story as it is unfolding. This has several implications, the most
important of which is that the facts change in importance while we
are still reporting the story. What was most important in last hour’s
newscast (or the last segment of our all-news program) may be
eclipsed by something new in the next broadcast. In other words,
when the story is developing on the air, the lead can change from
hour to hour or minute to minute.

Another implication of our medium'’s immediacy is that our reports
can have an effect on the outcome of the event — which places a
tremendous responsibility on all radio and TV reporters and writers.

While it is our first job to report the story, it is also our responsibility
to do so without causing panic, without unnecessarily drawing
bystanders to the scene and without reporting unfounded rumors or
speculation which may later turn out to be untrue.

This applies in national and world news as well as local coverage.
Consider, for example, the live reporting of missile attacks during the
Gulf War. Many military people, including some journalists, saw such report-
ing as having a potentially serious affect on the outcome of the attacks:

Live reporting in the Gulf had the potential to be militarily
damaging on a grand scale. In Israel, one network
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immediately showed the impact of Iragi-launched Scud
missiles as they occurred. Only when the network’s mili-
tary analyst in Washington pointed out on national TV
that the network was unwittingly serving Iraqi spotters did
the network realize its error.?

This is not to suggest that there should be no live coverage of any
breaking event. Rather, the reporter — and the editor and producer
in the studio — must constantly be aware of the possible impact their
reporting can have on the event they are covering.

A third consequence of broadcasting’s immediacy is that the avail-
ability of sound and pictures from the scene plays an important role
in the selection of the lead—and may prompt more frequent changes
in story angle.

So when first word of the fire comes in, there are several considera-
tions which will influence our reporting. How big is it? How many
people are affected? What about traffic — remember, the radio audi-
ence is, to a great extent, an automotive one. Is it worth sending a
reporter or a crew?

At every stage of the story's development, we must write what we
know, and start gathering what we need to know.

Let's assume the story breaks just before 11 a.m. At first, we know little,
and the lead of our 11 a.m. radio newscast is quite simple:

We have word of a fire in the Stafford Building at Third
Street downtown.

The body of the story will carry additional information, including
who gave us word of the fire, but we'll get to that later. We are con-

? Renaldo R. Keene, “Dealing with the Media,” U.S. Naval Institute Proceedings (August
1991): 69-70. Keene is a master gunnery sergeant, U.S. Marine Corps {retired) and former
Vietnam combat correspondent.
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cerning ourselves here with the lead, since it determines what's in
the rest of the story.

As discussed in Chapter 3, the newsroom should be on the phone with
the fire department by this time and might even be looking for eye-
witnesses. Reports are that flames are visible, and the building is
being evacuated. Our next story — in the noon radio and television
newscast — leads with the latest known concrete development:

The Stafford Building is being evacuated because of a
two-alarm fire.

Note that in the lead we included the fact that there's a fire, but
made it secondary to the fact that an evacuation is under way. The
report about flames being visible is interesting, but not important
enough to supersede the fact of an evacuation actually under way.

This fire isn't big enough to warrant special programming, so, once
the midday television newscast is over, it's radio’s story for several
hours.

Now we have an eyewitness on the telephone, and he says he’s heard
a tremendous boom coming from the building. We cannot report his
account without some further checking: If he's wrong, we could cause
undue alarm, and possibly panic, at the scene. What's more, even if
there was a boom, we cannot know whether it was in any way related
to the fire.

So we call the fire department (or, if we have a reporter at the scene,
try to get in touch with her). We are told that there was a loud,
explosive sound in the building, but it is not known what caused it.
Thus, our 1 p.m. lead:

Flames and an ominous boom downtown this afternoon
as the Stafford Building is evacuated.

Next comes some solid but somber news: Our reporter at the scene
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has seen three bodies being removed from the building, and has tape
of the fire chief saying three people are dead, eight are injured and
several are missing. That becomes the lead at 2 p.m.:

Three people are dead in the fire at the Stafford Building.

Note that we did not have to attribute the deaths because our own
reporter saw the bodies being taken out. Had we not seen the bodies
for ourselves, we would have had to attribute the lead:

Three people are dead in the fire at the Stafford Building.
Fire Chief Edwin Wilcox says ...

As our next deadline approaches, there's been little change in the
story: The fire remains out of control, the three bodies have been
removed from the scene, the eight injured are at the hospital, and the
search for the missing people continues. The choice of lead depends
on the time of day, and since it's 3 p.m., the impact on rush-hour traf-
fic might be of paramount importance. Another factor is the avail-
ability of audio. Here are a few possible 3 p.m. leads:

Downtown traffic is at a standstill this rush hour because
of the fire at the Stafford Building.

Firefighters continue to search for several missing people
in the Stafford Building, which is still burning.

The Stafford Building continues to burn out of control —
with several people still unaccounted for inside.

The death toll remains at three in the Stafford Building
fire.

Note that so far, none of these leads much resembles a print version
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of the story. All of them are written in the present tense, and it is
very clear that the story is changing from hour to hour.

Next comes word of a dramatic rescue: Qur reporter sees a firefighter
emerge from an upper-story window and carry two people down the
ladder to safety. Lacking any change in the death toll or word that
the fire is under control, the drama takes over the lead at 4 p.m.:

A firefighter walked through sheets of flame to rescue two
people from the burning Stafford Building this afternoon.

You will note that this is the first past-tense lead we have run on the
story. This sort of treatment is justified because of the narrative
nature of the angle we chose: The story is in the amazing bravery the
rescuer demonstrated. We could have used the present tense, but
the flavor of the story would have been different:

Two more people have been rescued from the burning
Stafford Building.

A daring rescue has saved two people trapped in the
burning Stafford Building.

The timing of the rescue couldn’t be better for television: By the time
the 5 p.m. local news hour begins, the dramatic tape will be in house.
The show might well begin with that footage and a lead similar to the
one radio used at 4 p.m.:

A firefighter walks through sheets of flame to rescue two
people from the Stafford Building this afternoon.

Such a lead, combined with such powerful footage, sets up the drama
of the story and provides the context in which the three deaths will
be reported.

The next developments demand simple leads:
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6 p.m.:
7 p.m.:

8 p.m.:

9 p.m.:

When the fire is out and the final casualty count is in, the story may
begin to slip in importance. It will be treated from a variety of angles
for the next several hours or days, starting with the cleanup and
resumption of normal traffic and ending, perhaps, with the launch of

The fire in the Stafford Building is under control.

The fire that killed three people in the Stafford
Building is out.

Four people are still missing in the Stafford
Building.

Firefighters say they have found the bodies of
the four people missing in the Stafford Building.

an investigation into the cause of the fire:

10 p.m.: Third Street has been reopened to traffic after

this afternoon'’s fire in the Stafford Building.

11 p.m. Fire Chief Edwin Wilcox says the sprinklers

This lead would work well in the late television news as well as an
hourly newscast. It gives the story a new importance, because of the
question of responsibility for the deaths, injuries and damage and
because it may have an impact on the maintenance of fire safety sys-
tems in all of the city’s buildings. By the next morning’s drive-time

weren’t working in the Stafford Building when
fire broke out this morning.

and early television newscasts, reaction is leading the story:

6 a.m.:

City Council Chairwoman Marilyn Friedman is
calling for an investigation to find out why the
sprinklers didn’t work during the Stafford
Building fire.

Grief — and anger—over the Stafford Building
fire this morning: grief for the seven people who
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died, and anger over the broken sprinkler sys-
tem that might have saved them.

Even though it has heard and seen our coverage of the fire, the audi-
ence will now turn to the newspaper to get the many details broad-
cast coverage inevitably has left out. The newspaper account will
take the long view:

A faulty sprinkler system was blamed for seven
deaths yesterday as fire swept through the Stafford
Building, forcing an evacuation and bringing downtown
traffic to a virtual standstill.

“The sprinklers never came on,” said a shaken
Fire Chief Edwin Wilcox. “Those people didn’t have to
die.”

City Council Chairwoman Marilyn Friedman
joined. families of the victims in calling for an immediate
investigation.

The blaze began in a maintenance room on the
top floor, Wilcox said, and quickly spread through the
top half of the 30-story structure. Three of the dead were
found on the 18th floor. The other four, found only after
the fire had been extinguished, were in an office on the
top floor.

“They probably died instantly,” coroner George
Palmer said.

The evacuation and the crowd of fire trucks
forced officials to close Third Street, blocking traffic and
causing one of the largest traffic jams in the city’s history.

By now it should be clear that the selection of the lead depends upon
a series of interlocking factors, the dominant of which is the needs of
the audience.




Telling the Story: Structure

If you are writing an hourly radio newscast, you are updating your
listeners. While you must tell the essentials of the entire story, the
emphasis should be on the latest angle. This varies only slightly
when you are writing drive-time newscasts. Most commuters want
quick recaps of the top stories at that hour, and the chances are that
they haven't been in touch with the news for the previous eight hours
or so. This means you must be sure to cover the important angles of
each major story, while still emphasizing the latest wrinkle in each.

In television newscasts, there is a stronger assumption that viewers
want the story from the top, so you should lead with the major devel-
opment of the day, not the hour, and work your way along from there.

As all-news cable channels continue to develop, they tend more
toward the radio model, freshening the lead each hour with the latest
developments, but always coming back to the best available video.

Story Structure. The lead sets your story on its course. Your job
as a writer is to make sure it follows that course in a way that makes
sense to the listener.

No lead tells the whole story. Just the opposite is true: Your lead '

should set up the audience for the facts you are about to present.

Once you've chosen the lead, think of the most obvious question it
raises. Imagine that, instead of writing a story, you're having a con-
versation — as we did at the beginning of this chapter. If the lead
was the first thing you said in the conversation, what would your
partner’s likely response be?

Whatever it is, your story's second sentence should answer it. You
should then be thinking about what question that sentence raises,
and answer it. Your story must be a progression of facts that covers
all of the major questions the listener might ask in the order in which
they might be asked.

How this works will become clearer if we look at an example. Our
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noon radio newscast led with word that the building was being evac-
uated:

The Conversation The Copy

YOU
“What a mess out there! The Stafford Building is being
They're evacuating the evacuated because of a two-
Sto%ord Building.” alarm fire.

FRIEND

“Why?"

YOU
“The building is on firel”

FRIEND
“Anybody hurt3”
YOU
“They dont know yet.’ There's no word on injuries in
the three-alarm blaze, which
started more than an hour ago.
FRIEND
“Well, is it serious — a bad
fire?”
YOU
“Three alarms. You can see Eyewitnesses say they can see
the flames coming out of the flames shooting from windows
windows. There are so many on the top floor of the building
fire trucks out there, they've at the corner of Main and
had fo close the street. They're Third streets.
stringing hoses all over the
place.” There are so many fire trucks,
Third Street is being closed to
traffic.

20 An Approach to Broadcast Style
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As you can see, a story can be thought of as your end of a conversa-
tion with your audience. The language is a bit more formal, but the
flow from fact to fact is the same.

This is entirely different from the written word. When someone
reads a newspaper or a magazine, her eyes can range over the entire
page, rereading something that isn't quite clear, referring back to a
previous sentence, or looking at charts or graphics that reinforce a
point. If she is interrupted or loses her train of thought, she can pick
up wherever in the story she wants.

Listening to or viewing the news is harder, in the sense that it is lin-
ear. The audience can't rehear a sentence or take another look at a
picture. If the listener misses something, it's gone forever. If one
sentence doesn't make sense, and the listener tries to figure it out,
the next sentence goes unheard, and the whole story goes off the rails.

Because the audience hears the facts only once, and only in the order
you choose, it is incumbent upon you to order and present the facts
in the manner which is easiest to comprehend. You must do every-
thing you can to help the listener to understand your story.

People do that every day in conversation, which is why we use the
conversational model in structuring stories. In conversations, the
speaker adjusts what he is saying, based on the reaction of the listen-
er. That can’t happen when you'Re writing a story, so the challenge
is to imagine how the conversation would go and anticipate how the
audience will react to your words. Try to imagine what question a
sentence raises, and answer that question in the next sentence.

When a story is poorly structured, the results can be frightfully confusing.

City Council Chairwoman Marilyn Friedman is calling for
an investigation of the sprinkler system at the Stafford
Building. Third Street was closed for five hours yesterday
as firefighters tried to put out the blaze. There was a dre-
matic rescue when a firefighter walked through sheets of
flame to save two people on the top floor. Fire Chief
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Edwin Wilcox says the sprinklers in the building weren't
working. It was a fivealarm fire. Seven people died,

and 16 more were hurt.

The Conversation
YOU
*The head of the city council
wants to investigate the
sprinkler system at the Stafford
Building.”
FRIEND
“Why?*
YOU
“Well, they closed Third
street —for five hours! They
were frying to put out the fire.”
FRIEND

“Huh? What's Third Street got
to do with sprinklers?

YOU

“See, there was this really dro-
matic rescue.”

“What are you talking about?
What about the sprinklers?”

Almost anyone can see that there's something wrong with this story.
To analyze it, let's go back to the conversational model:

The Copy

City Council Chairwoman

Marilyn Friedman is calling for
an investigation of the sprinkler
system at the Stafford Building.

Third Sireet was closed for five
hours yesterday as firefighters
tried to put out the blaze.

There was a dramatic rescue
when a firefighter walked
through sheelts of flame 1o save
two people on the top floor.
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The Conversation The Copy
YOU
*Oh, them. The fire chief says Fire Chief Edwin Wilcox says
they weren'’t working.” the sprinklers in the building

weren't working.

*What an outragel Did any-
one die?”

YOU
*It was a five-alarmer.” It was a five-alarm fire.
FRIEND

“Oh, that helps a lot. 1 asked,
did anyone die?”

YOU
“Oh, yeah. Seven people Seven people died, and 16
died, and 16 others were more were hurt.
hurt.”
FRIEND
“Took you long enough fo tell

me. Traffic must have been
awful.”

YOU
“Yeah, it was. Third Street

was closed. | already told you

that.”
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FRIEND

“You did? | don’t remember
that. And what about the
investigation into the sprin-
klers? You never did tell me
what that was all about.’

As you can see, that story didn’t make for the best conversation, and
the information about traffic conditions, while recovered through
repetition in the conversation, was lost to the newscast audience
through incomprehension. It would appear likely that your friend
would go elsewhere for her news the next time something important

happens.
So how can we fix this copy? Just answer the questions raised in the
conversation:
The Conversation The Copy
YOU
“The head of the city council City Council Chairwoman
wants to investigate the sprin- Marilyn Friedman is calling for
kler system at the Stafford an investigation of the sprin-
Building.” kler system at the Stafford
Building.
FRIEND
“Why?”
YOU
“Because they didn't work The sprinkler failed to oEerafe
when the building burned when the building caught fire
down yesterdayl” yesterday.
FRIEND

“Are you kidding? Anybody
killed?”
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The Conversation
YOU

“Seven people. The fire chief
says they wouldn’t have died
if the sprinklers had been
working.”

“Well, what are they going to
do about it3”

YOU

“Friedman has called a coun-
cil meeting for this afternoon
to start an investigation.”

FRIEND
“It was a scary fire, wasn't it@”
YOU

“It was a big one: five alarms,
and it went on for five hours or
so. They had to close the
street.”

The Copy

Seven people died in the
blaze. Fire Chief Edwin
Wilcox say they didn’t have to
die, but the sprinklers didnt
come on.

Friedman has called a ci?;e
council meeting for this after-
noon, and she says she’ll pro-
pose a formal investigation of
the building’s safety system.

The fire burned for more than
five hours. it took five compa-
nies fo put it out. Third Street
was closed the whole fime,
snarling last night's rush-hour
traffic.

You won't find this kind of story structure in any newspaper or mag-
azine. It is unique to broadcasting because ours is such an aural
medium.

This can cause trouble for some writers, because so much of their
source material is written in newspaper style. While drawing their
facts from this copy, they sometimes draw their structure from it,
too. That makes for bad broadcast writing.

When using print-style source copy, pull out the facts, weigh them
and then hold that imaginary conversation in your head. Tell the
story to yourself, then polish it up a bit and commit it to paper.
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Tense and Time Element

The same considerations that drive your selection of a lead dictate the
tense in which your story will be written. Just as you want to lead with
the latest information, you should be writing in the present tense.

Broadcasting is about what is
happening now, and its writing
style should reflect that role.

The present-tense rule is par-
ticularly important with regard
to your lead. The choice of
lead and choice of tense should
be mutually supportive. When
you sit down to write a story,
the habit of thinking in the pre-
sent tense should drive you to
wonder whether you have the
latest angle. Similarly, when
you do get the newest informa-
tion, that should keep you from
slipping into the past tense.

Many times, you will quickly
move from the present tense
in the lead to the past tense in
the body of the story. When

AP Style Guideline

As part of their training at the
Broadcast News Center, new AP
writers are given this technique
for using printstyle source copy:

Take the copy from which you
are writing and read it thorough-
ly. Try to gain a full understand-
ing of the story.

Once you know the story well, tum
the copy over and put it aside. As
you write your own story, don't
refer fo the source copy, unless you
need fo find a specific quote.
You’ll soon find that you are
building your own structure.
Rather than relying on the source
copy’s approach, you'll have to
come up with one of your own.
That's the single most important
step you can take.

the video of the dramatic rescue in our fire story came into our tele-
vision newsroom, we knew we would want to open the 5 p.m. news
block with that footage. To explain the tape, we had to adopt the
narrative approach, telling the story in chronological order. That
requires use of the past tense.

A firefighter walks through sheets of flame to rescue two
people from the Stafford Building this afternoon. This dra-
matic rescue took place less than an hour ago, as volunteer
fireman Bob Pascarelli saved a 42-year-old woman and her
teenage daughter. Pascarelli says the fire was so hot, the
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edges of his helmet were singed. That fire is still burning ...

Sometimes, the development you want to report cannot be properly
understood unless it is set up with some background. This requires
backing into the story, which also can mean using the past tense —
even in the lead.

For example, let’s suppose that the investigation launched regarding
the maintenance of the sprinklers in the Stafford Building discovers
that the building owner had bribed local inspectors to approve the
building even though the sprinklers weren't hooked up. That's not a
story that can easily be told without first reminding the audience of
the fire and the related deaths.

When the Stafford Building burned down last year, the
sprinklers didn't work — and now there are charges that a
city inspector was bribed to ignore the faully system. The
head of the city’s investigation into the fire says building
owner Eric Smith bribed city building inspector Fred Mayer.
Investigator Claudia Colbert says Mayer was ready to close
the building because the sprinklers didn’t work, but decided
not to when Smith offered him 50-+housand dollars. Mayer
denies the charges and Smith won't comment. Last June's
fire killed seven people and injured 16 others.

This sort of treatment should be reserved for the exceptional case,
when the story so complex that a straightforward "This is happening”
lead wouldn’t be understood for lack of background.

In most cases, you should lead with the latest news, written in the
present tense, and move to the past tense when you start giving
background information.

Choosing a story, its lead, its structure and the verb tense you will
use set all of the broad parameters for writing a news story. We will
next examine the finer issues of writing graceful, clear and powerful
news copy.

An Approach to Broadcast Style
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Telling the Story: Style

Steffens, look at this cable: no fat, no adjectives, no
adverbs — nothing but blood and bones and muscle. ...
It's a new language.

- Ernest Hemingway to
Lincoln Steffens’

To a great extent, the process of good broadcast writing is a subtrac-
tive one: Take away all the frills you planned to use, remove the
stumbling blocks to easy reading, and you'll have a much better
story.

In other words, say it simply.

Powerful broadcast copy uses the simple declarative sentence, fol-
lows popular speech patterns and uses common images to make its
points. The copy is reinforced by the sound and pictures, words are
carefully chosen and the writers know that their role is to inform, not
dazzle.

All of this takes a certain amount of talent. But even the natural
writer must follow certain practices to produce the best possible

copy.

Attribution
Your story is only as good as your facts, and your facts are only as

! Jeffrey Meyers, Hemingway: A Biography (London, Harper, 1985), p. 94.
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good as the people you got them from — so attribution is a critical
element in all broadcast writing. The audience deserves to know
who told us the things we are reporting, so it can judge for itself
whether the information is credible.

Everything you report should be attributed. Every sentence should
clearly indicate where its information came from. The only things
that should be unattributed are things that you have seen for your-
self.

There are those who will say that such a rule leads to overly stuffy,
hard-to-read copy. It's true that having to attribute everything
makes it harder to write graceful, flowing copy. Harder, but not
impossible. That's a worthwhile trade-off for making your copy accu-
rate and credible.

Just the Facts. The requirement for strong and clear attribution is
a basic tenet of journalism. It's derived from our single most impor-
tant rule: Report the facts — only what you know to be true. Don't
guess. Don't draw conclusions. It's easy to make mistakes if you
don't attribute carefully.

Take, for example, the muffled boom which an eyewitness told us he
heard during the Stafford Building fire (see page 84). For a time, we
had the eyewitness account ("There was a tremendous boom in the
building”), with no confirmation from our own reporter or fire offi-
cials. If you weren't thinking carefully about attribution, you might
have written the story this way:

A large explosion has rocked the Stafford Building. The
building already was on fire, and an evacuation was

under way when the blast occurred.

This is a pretty dangerous way to treat the story, for several reasons.

First, your only source is a person with whom you spoke on the tele-

An Approach to Broadcast Style




Telling the Story: Style

phone, who says he heard an explosion coming from the building.
You do not know for sure where he was when he heard the sound or
whether the often-strange acoustics of central cities might not have
made the boom appear to be coming from the burning building. The
link between the boom and building is, at best, unproven.

Second, the fact that there was a boom, even if it did come from the
building, doesn't mean there necessarily was an explosion. It could
have been the sound of a large water pipe bursting. Perhaps one
floor collapsed (a good story in itself, but surely no explosion). The
point is, you don't know.

Third, you didn't attribute the account to anyone: You have stated
that there was an explosion as a fact, as if you had seen it for your-
self. Poor you, when it turns out that the boom was the sound of an
air conditioning cooling tower falling over on top of the building:
Will your audience believe you next time you report something?

The way to handle this story is to do a bit more checking and then to
attribute everything:

Flames and an ominous boom this afternoon as the
Stafford Building is evacuated. The flames have been
eating away at the 30-story building for more than two
hours now. There's no word on casualties. An eyewi-
ness says he heard a fremendous boom come from the
building less than an hour ago. The fire department con-
firms the boom came from the building, but says firefight-
ers don’t know what caused it.

Note that we were careful to say only what we knew — someone
heard a boom, the fire department says it came from the building —
and to clearly indicate how we knew it.

There are, of course, some cases where attribution is not needed, or
where information that once had to be attributed no longer has to
be. When we first got word of the fire, we had to say where we
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heard it, since we didn't see it ourselves. Why? Because it's possible
the fire department got the address wrong, and it is our only source
for the information.

But once we've been to the building, or have it from enough different
sources that there is indeed a fire, there's no need to attribute it. It
becomes accepted fact.

Crime Stories. One area in which attribution is particularly impor-
tant is criminal cases. If police report that a crime has been commit-
ted or an arrest has been made, and that report is the only source
you have for the story, it is essential that you pin it all on the police.
Of course, anything that is independently verifiable need not be
attributed.

Remember that, in police cases, the victim and the accused both have
rights. Both must be taken into account.*

Sometimes attribution isn’t enough: You must handle all police state-
ments carefully.

"We got him. We got the killer,” a county sheriff once said after his
men arrested a suspect. The man had not been formally charged —
and never was. He was released a few days later and could well have
proceeded to sue the sheriff and any news outlet that had carried the
assertion.

Don't ever say that John Doe has been arrested and will be charged
with murder. You don't know that he will be, and if, in the end, he
isn't, you are in trouble.

Remember, too, that criminal law and procedures vary from state to
state. When reading wire copy from another state, it is best not to
make any changes in the wording of the section dealing with the sta-

? For a complete treatment of the legal issues surrounding a person’s rights and reputation,
see Part 2, “The AP Libel Manual.”
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tus of criminal charges, since the person who wrote that section pre-
sumably knows the exact laws in his state. You don't, and the laws in
your state may be different.

This leads to the question of what to do with events reported by
police, or in court, that are in legal doubt. You can't very well tack
on the phrase according to police every time one of these question-
able matters comes up.

The answer is a modifier such as alleged or accused. Such words
must be used to make it clear that an unproved assertion is not being
treated as fact.

Despite its specific meaning ("so declared, but without proof”), the
term alleged is a word that often is thrown at any questionable situa-
tion. Be careful to apply the word only to those things that actually
are unproved. When dealing with stories where there is a legal or
factual issue, make sure you know just what that issue is — and make
sure your copy reflects it.

In most criminal cases, the question is not whether a crime actually
was committed, but whether the defendant is responsible for the
crime.

It is important that you know just which one is at issue in a given
case. For example, if Mr. X is on trial for murder in the dismember-
ment slaying of Mr. Y, it is pretty clear that Mr. Y was the victim of a
crime, not an accident or suicide. So, we should not refer to an
alleged killing.

However, whether Mr. X is the actual killer is in question. That is
what the trial is all about. Therefore, Mr. X must be referred to as
the alleged killer, the defendant, or the man charged with killing
Mr.Y.

If Mr. Y is simply missing—disappeared without a trace—we have
another situation entirely. We then have an alleged killing and a
person charged with carrying out the alleged crime. The prosecution
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will first have to establish that a crime has occurred. Then it will try
to piniton Mr. X.

Remember that alleged has synonyms such as accused, reputed, sup-
posed and purported. And remember, too, that you can turn the sen-
tence around and express the same thought in another way: The pur-
ported spy can become the man who is accused of spying, which is
how most people would say it.

Keep in mind also that accused and charged are not necessarily the
same thing. Procedures vary widely from one state to another.

In some states, police may arrest someone and charge him with mur-
der. In others, only the district attorney or a similar authority may
file such a charge.

Terminology varies widely, too. In some states, the proper phrase is
that someone is being held for investigation of the crime. Being
arrested or detained is not the same thing as being formally charged.
The charge must be filed in court, usually by the D.A. or by a grand
jury. There is nearly always a hearing of some type in conjunction
with the formal charge — sometimes a preliminary hearing, some-
times an arraignment. It is very important to know the difference.

Pickups. Another instance in which attribution is very important is
when you pick up a report from another news organization. Suppose,
for example, a station in the state capital has an exclusive story
about a prominent state official. If you pick up the story, you must
say that the originating station broke it—and you should cite the sta-
tion's sourcing:

A Sacramento television station is reporting that State
Insurance Commissioner Joe Jones is being fired. WXXX-
TV quotes sources in Governor Smith’s office as saying
Jones has been given 48 hours to submit his resignation.
The station says its sources asked not to be named. Jones
has been under fire...
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Sources. One of the most difficult tests of accuracy and attribution
is the use of anonymous sources. It is a practice to be resisted, but is
sometimes unavoidable.

People don't want their names used for one of several reasons:

+ they could face dangerous or unpleasant consequences if
it were known they were revealing confidential informa-
tion;

+ they want the freedom to express their opinions without
being held politically accountable for them;

* they want to influence public debate without it being
known that they are the ones doing it.

The first reason is the best—and, to many, the only acceptable—rea-
son for using a source’s information without using his or her name.
The latter two are manipulative of the media and the political
process. They also are by far the most common motivation for
anonymous sources:

The [anonymous] news leak is a major weapon used by
government for a variety of purposes: to mislead, to
silence a political opponent, fo test public or congression-
al reaction fo a program under consideration, to signal
the leaders of another nation, to marshal public support
for a president, or a policy, to deny an embarrassing
story, and, in various other ways, to influence and manip-
ulate the news and the electorate.?

In Washington, it is everyday practice for top government officials to
appear before reporters, express opinions and make predictions with
the strict understanding that they are to be referred to not by name,
but as senior officials.

3 David Wise, The Politics of Lying {New Your, Random House, 1973), p. 412.
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It is therefore quite important to handle anonymous sources with
great care, committing to anonymity only when essential. When the
ground rules are set, they should provide for the most specific possi-
ble identification of the source. It is crucial that you establish as
firmly as possible who the source is and what his or her qualifications
are.

For example, suppose a senator’s administrative aide tells you that
the senator is about to resign, but asks that you not divulge his role
in reporting the story. You might report:

A source says Senator John Smith is about fo resign.

That doesn't give the listener any indication of the reliability of the
report: who is the source and why should he or she be believed?
Some might be tempted to firm up the sourcing by writing:

A source who ought to know says Senator John Smith is
about to resign.

But ought to know or in a position to know reflects a judgment on
your part — and unfairly leaves the audience in the dark as to the
facts of the case. That's a construction that should not be used. You
must tell the listener how the source is in a position to know. To do
this, turn to the facts:

A source in Senator John Smith’s office...

A source close to Senator John Smith...

In both cases, you come as close as possible to telling the listener
just why the source is believable. Your sourcing should be as specific
as possible,
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Polls. Another type of story that must be attributed carefully is
public opinion polling. Always credit the polling organization with
the results. In addition, your copy should indicate that the results
are based on a particular sampling and reflect nothing more than a
statistical projection of that sampling's responses. For example:

The latest Gallup Poll gives President Jones a lower popu-
larity rating than ever. The poll suggests that less than
one-half of the country likes the job the president is doing.
Gallup says 46 percent of those responding to this
week’s poll gave Jones a positive job rafing. Last month,
52 percent approved of his work. The poll of a thousand
Americans has a margin of error of plus or minus two
percentage points.

Note that the story does not say that the president’s popularity is
down; it says that Gallup's rating of the president’s popularity is
down. And it does not say that the poll means that fewer people like
the job Jones is doing; it says the poll suggests that conclusion. In
each sentence, what we report is not where public opinion stands,
but where the latest measure of public opinion stands.

Always be careful to prominently attribute poll results, to remind
your audience that the numbers are based on a specific sampling
(1,000 Americans) with a specific margin of error (plus or minus 2
points) and to say that the poll merely suggests, predicts or estimates
the opinion of the nation as a whole.

Attribution Style. There are several different styles of attribution.
The one most often encountered in print is "hanging” attribution:

Seven people died and 16 were injured in a fire at the
Stafford Building today, police said.

Of course, people don't talk that way, and there is usually a more
conversational way of using attribution in broadcast copy. The most
obvious is to put the attribution at the front of the sentence:
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Police say seven people are dead and 16 injured in a fire
at the Stafford Building.

This is better than the "hanging” version, but don't get lazy and start
every story with someone saying something:

Police say...
The mayor says...
The president says...

It is much better to work the attribution into the story in a natural
and more graceful way:

The fire continues to burn in the 30-story Stafford
Building, and police say seven people have died.
Sixteen are reported injured.

Or:

The death toll is now seven in the fire at the Stafford
Building. Police issued the figure after four more bodies
were found in the 30-story building. They say 16 people
are injured.

There are as many ways to attribute a story as there are to tell it.
Don't fall into a rut.

Some writers resist attribution because it's so easy for long titles to
interrupt the flow of the copy. Here's an example from the days
before Boris Yeltsin was a well-known name:

Boris Yelisin, the new president of the Russian Republic, says
food shortages in his country are reaching the crifical level.

The key is to separate the title from the name:
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The new president of the Russian Republic says food
shortages in his country are reaching the critical level.
Boris Yeltsin told reporters...

Some titles are even longer. They are impossible to get around, but
at least their impact can be minimized:

The head of the National Oceanic and Atmospheric
Administration, John Smith, says it isn't true.

Try, instead,

John Smith heads the National Oceanic and Atmospheric
Administration, and he says it isn’t true.

Or, back into the title:

The head of the agency involved disagrees. And John
Smith says the National Oceanic and Atmospheric
Administration has the facts to back him up.

Quotes. Inbroadcast copy, the best quote is the one on tape. It gener-
ally is much clearer and more interesting to play a sound bite of a news-
maker talking than it is for the anchor to read the quote in the copy.

AP Style Guideline

The words within quotation marks in any AP copy must be the precise words used
by the newsmaker. Under no circumstances should different words be used. The
quotation marks are the visual signal that the enclosed words accurately reflect
exactly what the newsmaker said.

It is, however, AP policy fo write such quotes in standard English, without reflecting
regional accents. If a newsmaker says “} pahked my cah in Hahvahd yahd,” we
would write “I parked my car in Harvard yard,” unless it was a story about region-
al accents. If a newsmaker says “If's playin’ time,* we would write, “Its playing
time.”

An Approach to Broadcast Style



CHAPTER 5 Telling the Story: Style

There are, of course, instances where there's no tape available:
Either the newsmaker wouldn't be recorded, or cameras and tape
recorders weren't present when the words were uttered. In these
cases, it may be more appropriate to paraphrase or summarize what
was said rather than recounting the newsmaker’s precise words.

The problem with quotes is the difficulty in signaling to the audience
that the words the anchor is saying are someone else’s. Stories pep-
pered with quotes have a staccato sound to them, because the
anchor frequently is stopping to indicate that the next words are the
newsmaker's:

A problem with the sprinkler system is said to have con-
tributed to yesterday’s tragedy in the Stafford Building
downtown. Fire Chief Edwin Wilcox says, quote, “The
sprinklers never came on.” There were seven fatdlities,
and Wilcox says, quoting here, “Those people didn’t
have to die.” A fire depariment spokesman says, quote,
“The fire swept through the building's top floors within ten
minutes.” The victims, in the words of the city’s coroner,
George Palmer, “probably died instantly.”

The Wilcox quotes would have made compelling tape, because they
captured the sadness and frustration of the situation. The fire
department spokesman and the coroner should have been para-
phrased:

Fire Chief Edwin Wilcox says the sprinklers weren’t work-
ing in the Stafford Building when fire broke out this morn-

ing. Seven people died in the blaze, and Wilcox says
the sprinklers are to blame:

TAPE:  The sprinklers never came on. Those people
didn’t have to die.

The fire department says the flames swept through the
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building’s top floors within ten minutes. And City
Coroner George Palmer says the seven victims probably
died instantly.

But what if we didn't have Wilcox on tape? His remarks were
sufficiently important — and potentially controversial enough — to
quote directly:

Fire Chief Edwin Wilcox says the sprinklers weren’t work-
ing in the Stafford Building when fire broke out this morn-
ing. Seven people died in the blaze, and Wilcox says
the sprinklers are to blame. He says the sprinklers never
came on, and, in his words, “Those people didn’t have
to die.” The fire department say the flames swept through
the building’s top floors within ten minutes. And City
Coroner George Palmer says the seven victims probably
died instantly.

Note how the use of the direct quote forces the pace of the story to
slow, calling attention to the most important, dramatic piece of infor-
mation in the copy.

Another approach would be to lead with the tape or quote:

“Those people didn’t have to die”: the words of Fire
Chief Edwin Wilcox tonight, telling reporters that the
sprinklers weren‘t working in the Stafford Building when
fire broke out this morning. Seven people died in the
blaze, and Wilcox says the sprinklers are to blame. He
says the sprinklers never came on. The fire department
says the flames swept through the building’s top floors
within ten minutes. And City Coroner George Palmer
says it looks like the seven victims died instantly.
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The sparing use of quotes can be quite effective. Don’t divest your-
self of that tool by using quotes too often. Let the tape do the talk-
ing.

Using Sound

One of the distinguishing characteristics of broadcast journalism is its
ability to take the audience to the scene of the event. The ability to
let listeners hear and, in television, see events for themselves is one
of the medium'’s great strengths.

One of the most common criticisms of broadcast journalism is that
we let tape drive our coverage: If there's good tape, the story will get
more prominent play. By this argument, we are more driven by the
story's ability to entertain than we are by its news value.

There undoubtedly have been stories, stations and situations in
which this has been true. Tape does play an important role in telling
news stories. But this perception about the news industry grows out
of a misunderstanding about the relationship between tape, copy and
news gathering.

It is critical that the news, not the sound, be the determining factor
in how a story is handled. It is important that, whenever possible,
your stories have sound — not for the sake of "bouncing the needle,”
but to make the story easier to comprehend and more interesting to
listen to.

It is commonly accepted that television is such a powerful means of
communication because pictures and sound combined make a deeper
impression than they would individually. Sounds and pictures make
things more concrete for the audience, assisting in comprehension.
In radio, actuality plays the same role.

Our responsibility is to use words, sound and pictures to better tell
our stories. That is why tape is so important.

Not surprisingly, the availability of tape has an influence on how
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copy is written, as we saw earlier in this chapter (see page 110). If the
tape is to reinforce the main points of the copy, the two must be tai-
lored for each other.

The Role of Sound Bites. Actualities are to radio and television
what quotes are to newspapers and magazines. They are more pow-
erful than words alone, because they carry so much information: In
addition to the newsmaker's words, sound conveys the person’s
mood (through tone of voice, inflection, pacing) as well as a feel for
the scene.

Seeing a quote such as "We're very pleased with this victory” is
entirely less illuminating than hearing the newsmaker yell the words
so she can be heard over a cheering crowd, or seeing the newsmaker
jostled by that crowd as she speaks.

The actuality should speak to the main point of the story. The idea is
to use the tape to give the listener the fullest possible sense of the
emotion or feel of the event.

As in handling quotes, you must be especially careful to keep sound
in context: If the mood was somber but there was one light moment,
don't use that moment as if it represents the tone of the event. Make
sure your sound typifies what went on.

Perhaps the easiest kind of sound to use is eyewitness tape. Let's go
back to the noon newscast on the day of the Stafford Building fire. At
that hour (see page 84, Chapter 4), we knew that an evacuation was
under way and had reports of flames being visible from the building.
We led our newscast with the evacuation. But what if an eyewitness
account was available to us on tape?

We still would lead with the evacuation, because it's a concrete
development affecting many people and clearly indicating the severi-
ty of the fire. But the tape would be used to give the audience a
stronger sense of the scene:
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The Stafford Building is being evacuated because of a
two-alarm fire. One eyewitness says she can see the
flames from two blocks away:

TAPE:  They're shooting from windows all along the top
two floors. The smoke is really dark and thick.
It looks awful.

The fire department says the evacuation started a few
minutes ago. The Stafford Building, at Third and Main
downtown, is 30 stories tall. With all of the fire trucks in
the areq, traffic is being rerouted to Fourth Street.

This tape is so easy to use because its role is obvious and it's easy to
write into: You simply say someone saw something and let the sound
roll. In this example, by the way, note that the tape never used the
word flames: We had to set it up in the lead-in.

Sometimes the scene is so dramatic, or the need to establish the
severity of the situation is so great, that you will lead with the tape:

TAPE  The smoke is so thick, | couldn’t see the car in
front of me. It's scary out therel

Motorist Joan Martin on the gridlock that has frozen
downtown traffic because of the fire in the Stafford
Building. Smoke has blanketed a seven-block area ...

An important and more common use of tape is to report a news-
maker’s opinion:

Still trying to put allegations of adultery behind him,
Clinton found his failure fo serve in Vietnam an issve. An
opponent of the war, Clinton signed up for R-O-T-C to
avoid the draft, then quit R-O-T-C only to draw a high lot
tery number. He was furious when a letter he wrote at
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the time was leaked, apparently from his military file.

TAPE: My life is not going to be damaged by this. But
the American political process is going to be
undermined if at every turn in this process,
which inevitably depends upon people being
able to get their message out about what's
going to happen tomorrow, a whole bunch of
yesterdays start dropping in.

Clinton wasn’t alone in bemoaning the process.

TAPE:  Electability, as in what Clinton used to have until
last week.

Jerry Brown continued to labor in relative obscurity,
attracting small crowds and, perhaps more important,
few TV cameras.

TAPE:  Electability was the engine of this explosion of
media coverage of Governor Clinton, and then
poof, up it goes, and then poof, there it goes.*

As you can see, sound bites also can be used to help explain the mean-
ing or impact of a story. This can be done without tape, but as the
examples above show, newsmakers, speaking spontaneously, often say
things more naturally and informally than a reporter or anchor can.

And when we actually record the sound of an event — whether it's
the rat-tat-tat of gunfire, the U.S. Senate voting to confirm a Supreme
Court nominee or the leader of the local teachers’ union announcing
a strike — how better to bring the audience to the scene than to play

* Excerpted form a report aired in the AP Network News public affairs program Special
Assignment. The segment was written and filed by AP Network News Correspondent Mark
Smith.
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the tape?

Finally, a sound bite can give the audience a perspective on the news
that an anchor never can. The need to be balanced, dispassionate
and somewhat formal prevents the journalist from expressing won-
der or sadness. But when a newsmaker expresses those emotions,
the audience can share them:

Looking over its shoulder as it races toward interstellar
space, the “Voyager” spacecraft has provided the first-
ever image of the solar system from beyond its bound-
aries. As NASA released the picture, astronomer Carl
Sagan noted that the planet Earth shows up only as a
small blue dot.

TAPE:  In the picture, you can see that it's slightly blue.
And this is where we live — on a blue dotl

The “family portrait” of the solar system is actually six
separate images assembled by scientists. While Earth is
visible, scattered sunlight washes out the images of three
other planets. Scientists expect to continue receiving data
from the two “Voyager” spacecraft for the next 25 years. *

Sound Bite Mechanics. Different newsrooms have different
rules about the length of audio cuts and sound bites. Tape length
often is used as one means of defining a station’s "sound” or “look.”
The shorter the bite, the faster-paced the newscast. Longer bites
tend to yield a more relaxed feel as well as greater depth on each
story (although there’'s a sacrifice in story count). As a rule of
thumb, the sound shouldn’t run so long that it loses its focus or starts
to feel long-winded, and shouldn't be so short that the audience

3 This piece was written and filed by AP Network News correspondent Dick Uliano.
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doesn’t have a chance to mentally establish who's talking and what
he or she is talking about.

That broadly translates to actualities of at least 10 seconds and no
more than 30 seconds, although many organizations, including the
AP, have tighter time limits on tape.

For tape to be effective, the listener has to be able to understand
what's being said, regardless of where he or she is. This is a bigger
issue for radio than for television, because in the video world, the
picture reinforces the sound and, as a last resort, captioning can be
used to render the words more clearly.

Radio stations are listened to in a wide variety of acoustical environ-
ments, including, particularly, cars driving down noisy highways.
Newsrooms must measure their audio by how it will sound in the
most difficult circum-

stance: on an AM radio

in a car with a small AP Style Guideline

speaker in a noisy envi- AP Network News policy is that actudlities
ronment. If line noise, run at least 10 seconds and no more than
poor miking or other ‘2n()l,enwgntt: the ideal cut being 10-15 seconds

audio quality problems In extreme cases, slightly shorter or longer
prevent the tape from actualities will be used.

being understood in that

environment, better not
to use it.

Remember: Incomprehensible tape will detract from the listener’s
ability to understand the entire story by derailing the train of
thought. It's better to go with no sound than with bad sound.

The same rule applies to tape of a newsmaker with a heavy accent. If
the tape will work in your audience’s worst-case listening environ-
ment, use it. If not, don't.

It is possible to use foreign-language actuality, in cases where a
translator is available and the tape is important enough to warrant
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such treatment. For example, during the attempted coup in the
Soviet Union in 1991, networks were after any tape of anyone who
could shed light on the status of the coup leaders, and translators
were kept standing by to translate Moscow newscasts, official state-
ments and man-on-the-street interviews.

When a translator is used, the bite should start with full audio of the
actual speaker, which should then be faded down — but not out — so
the translator can be heard clearly.

Natural Sound. Some

of the most powerful AP Style Guideline

tape has no voice in it at aeccuse it serves AM and FM stations of all
e rmats, AP Network News faces a special
all: 1t is the sound (and challenge in judging the audio quality of

pictures) of places. octualities.
Natural sound is com- Tape that wouldn‘t work on an AM station
monplace in television but will work on an FM outlet is generally

considered acceptable for network feeds.

and has become more This s d EM oftl .

; ; is is done to protect aftiliates, but
common in radio over occurs only when the actuality is particularly
the past few years. important and all efforts fo improve audio

quality have been exhausted.
What makes natural

sound different from

sound bites is that it's
made to be used while the correspondent is talking, so it directly
reinforces what is said. This makes it mandatory that the sound and
the words match.

If you are covering a flood, and you are using sound or pictures of
the water rushing through the street, your copy must at that point be
talking about the same thing. It would look pretty silly to be talking
about the injured in the hospital while the audience hears or sees
water rushing by.

This is what is meant by writing to the audio or video. Once you
know what the story is about, and what sound is available, your job is
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to piece them together so one reinforces the other.

Let's return to the fire story and add some natural sound to our report.

VIDEO COPY

Sprinkler pipes in burned-out ceiling of  Fire Chief Edwin Wilcox says the

building. sprinklers weren’t working in the
Stafford Building when fire broke out
this morning.

Ambulances taking victims from build-  Seven people died in the blaze, and

ing yesterday. Wilcox says the sprinklers are to
blame:

SOT:

The sprinklers never came on. Those

people didn't have to die.

Super: Fire Chief Edwin Wilcox

Wide shot of building burning. The fire department says the flames
swept through the building’s top floors
within ten minutes.

Victims’ bodies being brought qut And City Coroner George Palmer says
yesterday. the seven victims probably died
instantly.

Note how each sentence is specifically linked to a picture about the
same thing.

There are fewer opportunities to use natural sound in the radio ver-
sion of this story, because the time element would begin to get con-
fused in listeners' minds. The sound of fire engines or even the roar
of flames, playing under the reporter’s voice as he talked about the
flames sweeping through the building, would be confusing or, at best,
sound contrived. While the fire was still burning, the story had bet-
ter natural sound possibilities. Let's go back to 1 p.m., when we led
with “flames and an ominous boom.” We didn’t get the boom on
tape, but the flames are clearly audible:
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AUDIO COPY

Sound of flames burning This is what it sounds like at the corner
(after two seconds, fade under, but not  of Third and Main this afternoon,
out.)

Crossfade to sound of people being as the burning Stafford Building is
evacuated. evacuated.

And just a short while ago, there was
an ominous boom. The fire depart-

Fade out evacuation sound. ment says it came from the building.
Eyewitness Mike McCormick says ae
heard it.

TAPE: It was this loud ka-boom, it
sounded like a howitzer and echoed
all over the place.

Firefighters say they don‘t know what
caused the sound. There's no word on
casudlties in the fire, which has been
burning for more than two hours.

When using natural sound, be sure to establish the audio or video for
a few seconds before fading under for the voice-over. This gives the
audience a moment to absorb the first imdge. Fading the audio too
quickly can be confusing and detract from audience comprehension.

Similarly, once the voice-over has started, do not fade the audio all
the way down. Leave it under the correspondent at a low but audible
level.

Writing into Sound. As we've seen, the relationship between the
copy and sound — bites or natural sound — is critical to making the
best use of the tape. When writing into sound, you must be certain
to set up the listener's ear without diluting the impact of the tape.

Here again, techniques for radio and television diverge. The use of
supers (lettering superimposed along the bottom of the picture) in
television reduces the importance of mentioning the newsmaker’s
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name in the lead-in sentence. In radio, such a mention is a must,
since it is the only way the listener will know who's talking.

Suppose we have tape of Chief Wilcox telling reporters about the first
fatalities in the fire:

“We found three people, all dead. We took them out
from the top floor. We found eight more people, looks
like they were suffering from smoke inhalation, but they
should be all right.”

The news here is that three people are dead and eight have been res-
cued. What bite do we use, and how do we get into it? We have sev-
eral options.

The usual way of handling this tape is to open the piece with word of
the fatalities and then go to the tape:

The Stafford Building fire has claimed is first lives. Fire Chief
Edwin Wilcox says firefighters have found three bodies:

TAPE:  We took them out from the top floor. We found
eight more people, looks like they were suffering
from smoke inhalation, but they should be all
right.

Wilcox says there are at least three more people still inside
the burning office tower — everyone else has been evacuat
ed. None of the victims has been identified. Five fire com-
panies are batfling the blaze in the 30-story building, and
traffic in the entire downtown area is badly congested.

This approach works very well. Note how we advanced into the tape
by one sentence, leaving the correspondent to include the number of
deaths in the copy. If the lead-in hadn't included the number and
made reference to fatalities, the bite would have made no sense.
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Note, too, how we back-sold Wilcox after the cut. It's important to
mention the newsmaker's name when the bite has finished so it is
clear who was talking. Remember, people often tune in after the
newscast has begun, so they may not have heard the lead-in line.

Another approach is to open the piece with tape, establish the deaths
at the top of the story, and then come back to the rescues:

TAPE:  We found three people, all dead.

Fire Chief Edwin Wilcox, announcing the first fatalities
from the Stafford Building fire. Wilcox says the three vic-
tims were found on the top floor of the building:

TAPE:  We found eight more people, looks like they
were suffering from smoke inhalation, but they
should be all right.

Wilcox says three people are still inside the burning
office tower — everyone else has been evacuated. None
of the victims has been identified. Five fire companies
are battling the blaze in the 30-story building, and ftraffic
in the entire downtown area is badly congested.

Note how our use of tape allows the fire chief to tell the most impor-
tant news in his own words, while we fill in the supporting informa-
tion. Where tape can tell the story better than a reporter or studio
anchor can, use it. Where more concise exposition is needed, the
reporter steps in.

This approach can be taken further by more closely interweaving
sound and copy. It's a practice most commonly used in television: A
correspondent will go into a sound bite with minimal setup, let the
newsmaker talk for a moment, then dip the audio — keeping the
same shot on the screen — while the person is identified. This "dip
attribution” is useful when the sound lends itself to it — usually when
there's a long pause between bites:
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The expectations game is already being played, with the
leading candidates on both sides insisting they'll do well,
but being careful not to define just how well “well” is.

TAPE: I'm cerfainly going into this as a dog-eat-dog
fight ...

{sound under, covering Bush saying “... and, uh,
I'm pretty confident ...")

The president tells David Frost he's in it to win:

TAPE:  (sound up) ... | think 'm going to be re-elected.

Incidentally, this example is from a radio documentary.® The dip
attribution is a technique that works in either medium.

None of these approaches should be overused. If you have all of
them at your disposal, you will be able to choose the one that best
reflects the content of the story, the quality of the tape and the for-
mat you are working in.

All of these techniques make clear how closely the sound and the
copy are tied. An important part of that link is that the copy
shouldn't parrot what the sound says. Here's an extreme example:

The Stafford Building fire has claimed its first lives. Fire
Chief Edwin Wilcox says firefighters have found three
people, all of them dead:

TAPE: We found three people, all dead. We took
them out from the top floor.

That sort of repetition sounds silly, yet it happens all the time. To avoid
it, be certain you listen to the sound after you have written the lead-in.

¢ “Off and Running,* a 1992 campoign preview, writlen and produced by AP Network
News correspondent Bob Moon.
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Clear Writing

Say it Simply. The task of the radio or television writer is to tell
complicated stories using the simplest possible words, sentences and
paragraphs.

As mentioned in the discussion of story structure in Chapter 4,
because the audience only hears your words once, broadcast writing
must be linear: Each fact must logically lead into the next. The point
applies to every aspect of your story.

Just as your sentences must flow logically, so must the words within
each sentence. The simpler the sentence, the greater the compre-
hension. And an important step in constructing simple sentences is
choosing simple words.

Simple, direct words can be used in intelligent stories. In fact, they
usually make any prose more understandable and powerful:

Here is a sound rule: Use small, old words where you
can. If a long word says just what you want to say, do
not fear to use it. But know that our tongue is rich in
crisp, brisk, swift, short words. Make them the spine and
the heart of what you speak and write. Short words are
like fast friends. They will not let you down.

This paragraph is notable because it consists entirely of one-syllable
words. Why use a big word when a little one will do? For example,
why say utilize when you can say use? Why say exacerbated when
you mean made worse or worsened? Why write toxic substance
when you mean poison?

Similarly, try to avoid complicated or hard-to-pronounce names
which are unfamiliar to the audience and don't add significantly to
the story.

7 Richard leaderer, “The Case For Short Words,” RTNDA Communicator (October 1991) p.
49. The article was excerpted from Leaderer’s book, The Miracle of Language.
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That's not to say you should talk down to the audience. But some
writers use bigger, more formal-sounding words because they think
such words make the newscast sound more authoritative. Avoid that
temptation. Use simple words.

Whatever words you use, make sure you do a good job of stringing
them together. Write simple sentences. The simpler the sentence,
the better the listener’s comprehension. One of the 25 Ingredients in
Good Writing cited by Canada's Broadcast News is brevity:

Make every word count. Air time is a precious commodity,
and each word you save can be used elsewhere to give
the listener more news. °

As the AP's chief print writing watchdog, Rene J. Cappon, put it in The
Word, "The aim is not simply to save words, but to improve writing.
The shorter versions are invariably crisper.”

In radio and television, the best sentences are simple and declara-
tive. Some examples:

The Stafford Building is on fire.
Seven people are dead in the Stafford Building fire.

There's been an explosion at the World Trade Center in
New York.

The last American hostage in Lebanon is free.

Each sentence contains one thought and expresses that thought as
directly as possible.

This rule of thumb should apply to every sentence. Don't waste
words. Make a point of searching your sentences for words that don't
need to be there. Get to know the delete key on your computer.

® Broadcast News Style Guide (Toronto, Broadcast News Limited, 1988} p. 5.
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Simplification Table

Here are a few examples of overblown words or bloated phrases and the
plaindanguage words that should replace them in your copy.

waste disposal facility  trash dump | established conclusive

correctional focility jail e e
uflize use held a meeting met
prove of benefit to benefited

determined the truth of verified

take info consideration consider

Many of these examples originally appeared in “The Word.”

Informality. One important reason to use short words and sen-
tences is that people tend to think that way. People also think infor-
mally. The words they use — those of everyday life — are the words
you should use to tell your stories. And the way people thread those
words into sentences should be the phrasing you use in your stories.

Familiarity should be your guide. Use words and phrases the audience
is comfortable with. Use common expressions to tell the essence of a
story — the way your family and friends (the ones who aren't in the
news business) do. Your stories will be easier to comprehend.

As an example, take the Iranian hostage story of the early 1980s,
when militants in Tehran held American diplomats and embassy
staffers prisoner for more than a year. Diplomatic efforts to end the
crisis failed month after month, in part because of the divisions
among various factions in the Iranian government. It was, to the
American public, a frustrating time.

The individual developments in the story were hard to write about
because they were so complicated. First one party said one thing,
then another said something else, then a third contradicted the
first.
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It was easy to fall into a conventional, formal way of telling the story:

The militants holding the American Embassy in Tehran
say the only way they will release their 50 hostages is if
the Shah returns to Iran. That contradicts Foreign Minister
Sadegh Gotbzadeh, who earlier told...

That copy is not inaccurate. It is a bit confusing because it doesn't
mention the contradiction — the new angle — until it describes what
the militants have to say. And it captures nothing of the flavor of the
story. One AP radio wire writer, though, tried a different approach:

Ir's happened again. No sooner had Iran’s foreign minister
made a conciliatory statement about the hostage crisis
than the militants occupying the U-S embassy contradicted
him. :

These sentences are phrased the way people think and talk. This
copy mimics the way a conversation about the story might go, so it
makes a deeper impression on the audience.

Reporters tend to stray from conversational writing as they become
closer to a story or beat. Every subject has its jargon, and in the bat-
tle to keep sentences short, it may be tempting to reach for a bit of
insider short-hand. The result is usually confusing copy.

One way to combat this tendency is to keep your focus on the story's
impact on people. Reporters covering economics, for example, often
find themselves caught up in the technicalities of markets, govern-
ment agencies and banks — when the stories they write really need
to be about how those institutions affect the audience. The Word
cites a good example of this problem, with the original copy on the
left and the "people” copy on the right: °

? Rene J. Cappon, The Word {New York, The Associated Press, 1982) p. 14. This book,
written for newspaper writers, conlains some excellent insights on the use of the language. In
addition, the final section, “Bestiary: A compendium for the Careful and the Crotchety,” is a
delightful collection of usages Cappon considers beyond the pale. “In the matter of misuse of
words,” he writes, “I allow myself fo overstate.”
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It is difficult to measure or quantify the  If's hard to say how many workers

impact of the energy crisis in terms of ~ have lost their jobs and how many

plant closings and job losses. plants have closed because of the
energy shortage.

Next to economics, government stories are the easiest to write in jar-
gonese — and the most desperately in need of translation:

President Carfer says granting China mostfavored-nation
trade status could cause friction with the Soviet Union.

The sentence is too long and complicated, and doesn’t use words
most people use. This version does:

President Carfer says the Soviets might not like it if we
grant better trade terms to China.

The story is easier to understand when it uses everyday language.
Nobody says "It could cause friction,” while sipping coffee at the
breakfast table. But everyone has used the phrase, "They won't like
it.”

While you are composing the story, it feels like writing. But when the
story is read on the air, it's just talking — and people like to be talked
to in everyday words.

Proper Mechanics. Let's exercise your imagination for a
moment. You're about to go on the air when you knock over a cup of
coffee — all over your script! The copy is sopping wet, unreadable,
and the news sounder is about to go off. You have to get into the
booth. What do you do?

If you're like most people, you'll grab the nearest, latest copy and
run.

Now you're on the air, holding someone else’s script in your hand,
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and you start reading the first story. As you're talking, your eye is
seeing all sorts of typos — combinations of letters that don't make
sense to you — and sentences that don't read. And you are starting
to stumble.

This nightmare — one that comes true in many newsrooms — is one
important reason why your copy must be clean.

Following the standard rules of grammar, punctuation and capitaliza-
tion is mandatory for people who write copy for others. Wire service
writers, network news writers and writers who work at local stations
all have to present their copy in a form that someone else can easily
understand. And, because you never know when someone may have
to read your copy in an emergency, even people who normally write
just for themselves need to get into the habit of writing clean copy.

Even if you work in a one-person news department (in radio, a com-
mon occurrence these days), you should be writing clean copy today
if you have aspirations toward working in a larger market. It's just
good, professional practice.

You must start with the proper use of words. The person who cannot
use words correctly is in trouble with the audience and will eventually
be in trouble with the poor colleague who has to read the copy cold.

Some errors are easy to make on paper but hard to detect on the air.
They include mixing up words such as their and they're or using the
wrong form of it’s and its. Fortunately — or maybe unfortunately —
these words are homonyms: They sound the same on the air, even
though they have different meanings. This saves many of us from
sounding foolish, but makes it very difficult for anyone else to read
our copy. In addition, this kind of imprecision tends to spill over into
other aspects of word selection (see page 132). Once you get sloppy
in one area, you tend to get sloppy in others.

Many of the entries in Part 3 deal with proper usage. The best way to
be sure you are using a word properly is to check that section or, as a
backup, the dictionary.
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The same applies to

spelling. There's an AP Style Guideline
obvious reason for prop- For spelling, style and usage questions not
er spelling on news covgred in this handbook, co;;ug
. : Webster's New World Dictionary, Thir

wires. GOf).d (8 College Edition, published by Macmillan,
and readability for oth- New York. For more specific guidelines,
ers argue for proper see the dictionaries enfry in Part 3 of this
spelling in copy written :;"’:::”k | b s b

is no listing in eil is handbook or
for your own use. Webster's New World, the backup dictio-

nary is Webster's Third New Intemational
Grammar is the body of Dicfionary, published by G. & C. Merriam
rules about how words |  Company of Springfield, Mass.

relate to one another to
form sentences. Most
people are tempted to run away when someone starts talking about
grammar, but in our line of work, it can be an important subject:

Grammar describes how language works. Many people
who write well would have difficulty explaining in gram-
matical terms how their sentences work. But when some-
thing goes wrong in a sentence, a knowledge of gram-
mar helps in recognizing the problem and provides a lan-
guage for discussing it. '°

There are many textbooks on grammar. None provides leisure read-
ing, but it is important to have one on the newsroom bookshelf for
those times when sentences need help.

Proper punctuation is a function of good grammar, but the rules for
broadcast writing are complicated by the need to provide visual clues
about how copy should be read. Many of the entries in Part 3 deal
with the AP’s style for punctuation, including such items as ellipses
(...) and double-dashes (--). For punctuation questions not covered

' H. Ramsey Fowler and Jane E. Aaron, The Little, Brown Handbook (Glenview, lll.: Scoft,
Foresman and Company, 1989) p. 160.
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in this handbook, refer to the dictionary.

With the more widespread use of newsroom computer systems, capi-
talization has become a more important issue for broadcasters. In
the days of 66-word-per-minute news teleprinters, all broadcast
copy was uppercase, and many broadcasters continue to write their
own copy in capital letters.

But today's news wires

are delivered with full AP Style Guideline
upper- and lowercase All AP broadcast copy follows full upper-
characters, and many and lowercase rules. This means, for

example, that acronyms such as NATO,

journalists don't want to which once were transmitted with quotation

see all-caps copy or marks around them {“NATO") to indicate

improperly capitalized that they were acronyms, are now fransmit-
S ted allcaps only.

copy on their writing ter-

minals.

The AP has adopted full capitalization rules on all of its broadcast cir-
cuits. This edition of the handbook introduces capitalization entries
in Part 3. There, you will see many entries that consist of only a sin-
gle word — showing the word's proper spelling and capitalization.

One final issue on copy mechanics: Pronouncers. When your copy
must include a name that is hard to say, provide a pronouncer. That
will prevent you from mangling the name because you forgot how to
say it. Part 3 includes pronouncers when appropriate, and the pro-
nouncers entry includes a key to the AP's pronunciation guide system.

Graceful Writing

So far, in discussing writing techniques, we have concentrated on the
things necessary to competently tell stories. As a cabinetmaker
learns how to cut wood, make various types of joints and fasten one
piece to another, we have learned to use short words, simple declar-
ative sentences and logical story structure. None of these techniques
is purely mechanical, but all can be learned, and all are necessary to
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the competent writing of broadcast news copy.

But to the reporter, the writer, the copy editor and the anchor, writ-
ing is about more than competence. As the primary factor in deter-
mining the quality of the journalist's work, it is a craft that requires
more than mere proficiency. Truly great writing has grace and an
individual style.

It takes a lot of talent to be a fine writer. That's something that can-
not be learned from books. A text such as this can point out some of
the issues to consider when trying to make your writing more grace-
ful — but success depends upon the individual choices you make
every time you sit down to write. The words you choose, the order in
which you use them and the way you integrate them with sound col-
lectively define your style.

The Right Word. Everything in writing comes down to words.
Choosing the right word is fundamental to writihg clearly, accurately
and gracefully. English is a language with a word — and often many
words — for everything:

The richness of the English vocabulary, and the wealth of
available synonyms, means that English speakers can
often draw shades of distinction unavailable to non-
English speakers. The French, for instance, cannot distin-
guish between house and home, between mind and
brain, between man and gentleman, between *I wrote”
and “I have written.” The Spanish cannot differentiate a
chairman from a president, and the ltalians have no
equivalent of wishful thinking. "

Choosing the right word can be a challenge, but it is important if your
writing is to be clear and objective.

" Bill Bryson, The Mother Tongue [New York, William Morrow and Company, 1990), p. 13
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Some words shouldn't be used because they are judgmental. The
best example is the simplest: The many variations on the word say.
We write a lot about what people say, and we often look for syn-
onyms to keep the copy from getting repetitious. But some of those
synonyms put the wrong spin on the story.

Compare these sentences:

Mayor Lee Turner says he doesn’t know what happened
to the 50+thousand dollars missing from the city treasury.

Mayor Lee Turner claims he doesn’t know what hap-
pened to the 50+thousand dollars missing from the city
treasury.

Mayor Lee Turner denies knowing what happened to the
50-thousand dollars missing from the city treasury.

Mayor lee Turner declares he doesn’t know what hap-
pened to the 50-thousand dollars missing from the city
freasury.

In each sentence, we've used a different verb to describe how the
mayor expressed himself. The one-word difference changes the
meaning of the entire sentence.

None of the four verbs — say, claim, deny, declare — is synonymous.

To claim is to state as fact something that might be called into ques-
tion. The implication is that we have some reason to doubt the truth
of the statement. Claim should be avoided.

A denial is a response to some charge or statement. If a reporter
asked the mayor, "Do you know what happened to the $50,000?" and
he said, "I have no idea,” the word deny would be inaccurate. If
another politician charged the mayor with embezzlement, and the
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mayor told reporters "That isn't true,” deny would be accurate.

But what if the mayor, in response to the charge, said, "I don't know
what happened to the money.” That isn't a direct denial, although he
did say he didn't know where the money went. But what if reporters
pressed the point?

Q: “Do you deny the charge?”
A: “l don’t know where the money went.”
Q: “But will you deny the charge?”

A: "I've given you my answer.”

In this case, it is accurate to say the mayor refuses to deny the charge
but says he doesn’t know where the money went.

To declare is to officially announce. It implies a more formal and
forceful purpose behind the mayor’s remarks and is appropriate only
if he has made a formal statement, such as a speech or an opening
statement at a news conference.

Says is the least judgmental of the verbs we've looked at. It means,
simply, to express something. It does not imply that we particularly
believe — or disbelieve — the statement. It is usually the most accu-
rate choice.

Your selection of words matters. Make sure the words you use fit the
facts and don't lead the audience to conclusions. Part 3 of this hand-
book, "The Specifics of Broadcast Style,” deals with the use of hun-
dreds of words. When in doubt, consult that section.

Powerful Writing. Every writer’s goal is to make an impression,
and the way to do that is through powerful sentences. To write pow-
erfully, you must use active verbs, keep your sentences compact and
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use concrete language.

Your verbs should be active, not passive. Write that Joe is demand-
ing more money, not that More money is being demanded by Joe.
People think in terms of doing things, and you should write that way.

As we've already seen, your sentences should be lean. Extra words
only slow things down. They drain the power from your sentences.

A sentence that is vague cannot be powerful. You should write about
real things and real people, telling your audience what they are
doing. William Strunk, Jr. advises us:

If those who have studied the art of writing are in accord
on any one point, it is on this: the surest way to arouse
and hold the attention of the reader is by being specific,
definite, and concrete. The greatest writers —Homer,
Dante, Shakespeare —are effective largely because they
deal in particulars and report the details that matter.
Their words call up pictures. '

Use of Imagery. The mental pictures we all have in common are
an important tool for every news writer. Even in television, where
most stories have accompanying video and graphics, the ability to tap
into the viewer’s mental archive is important.

Most everyone has had experience with a stern parent, or a traffic
jam, or a boring class in school or a playground fight. Many people
know what it's like to be afraid of flying or heights or animals.
Everyone has had that feeling that he or she might be coming down
with a cold. Everyone knows what it's like to be a winner — and a
loser.

In each of these examples, it took only a few words to evoke a

'2 William Strunk, Jr., and E. B. White, The Elements of Style {New York, Macmillan, 1959}
p. 15-16.
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detailed picture. That's the kind of leverage broadcast writers need
in their copy.

When covering a story, look for details about how ordinary people
are affected. What is it about the event you are witnessing that
impresses you? Does it relate to some common human feeling or
experience?

When writing a story from wire copy or information you have gath-
ered over the telephone, look for the same sort of details. If, for
example, you are working on our fire story, and you interview an
eyewitness, listen (and ask) for details such as how that person is
experiencing the fire. If he tells you he can feel the heat across the
street, you have a human detail that will make people understand
how big a fire it is.

Even matters with which people have no obvious experience can be
handled in this way. Here is a story about a mundane experiment
conducted in orbit around the Earth — a story made relevant by its
references to common human fears:

Imagine you're sealed inside a spaceship, 185 miles
above the Earth — no way out — when suddenly a fire
erupts, perhaps somewhere in the miles of electronic cir-
cuitry aboard. What happens to the flames in weightless-
ness? Will they spread faster? Will they be more difficult
to extinguish?

Today, the “Atlantis” crew plans to actually ignite a fire
— safely inside a sealed chamber — and capture the
flames on film with a high-speed camera.

On Earth, natural convection pushes the flame upward
because hot air weighs less and rises. The resulting air
flow feeds the fire oxygen. But there's no “up” up there -
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no gravity - and it's believed a flame spreads out, some-

thing like a ball.

The results of the test will be used in the development of
safety systems for NASA's planned space station. "

Note how the lead keys into images we all carry around with us — the
fears of fire and confinement. Just a few words (you're sealed inside
a spaceship...no way out...suddenly a fire erupts) were needed to let
the listener’s imagination paint a detailed picture. This, in turn,
made it obvious why the experiment was important.

The same technique can be applied to almost any story. Writing
about the economic health of a local bank? Translate it into terms
everyone can understand — how the individual's account might be
affected, or how bank finances are similar to, or different from, per-
sonal finances.

Writing about national health care? Use a concrete example — some-
one who doesn't have health insurance or who can't afford coverage.

There are many ways to write a story as an uninteresting, abstract
recitation of facts. But by tapping into the power of the audience’s
memory, you can make any story compelling without getting wordy.

Rhythm. Some words sound better together than others.
Sentences, paragraphs and entire stories, much like music, have tex-
tures and rhythms. The words you choose will have an impact on the
sound of your voice when you read the copy on the air — and on the
impression the audience gets when it hears the story.

A series of short words, for example, may sound too staccato for the
scene you are describing. On the other hand, you may want some
rapid-fire wording to summarize a tense situation. Words such as

' This piece was written and filed by AP Network News correspondent Bob Moon.
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sharp, crack and burst are immediately associated with violence.
Using them, especially together, gives a story an entirely different
feel than if you were to use pointed, bang and break open.

Listen mentally to the words you are using. If they don't fit the mood
of your story, change them. Don't, for example, use words that
sound or feel happy in a story about a tragedy.

The lengths of your sentences also contribute to the feel of the story:

Seven people are dead in a fire downtown.
The Stafford Building burned to the ground.
Sixteen people were injured in the fire.

The surrounding sireets were closed to traffic.

The problem with this story is that the sentences are all the same
length: The unfortunate soul who has to read this copy on the air will
sound monotonous.

People tend to think — and talk — in short sentences. But some
thoughts are longer than others, because of their complexity or
because they contain more detail.

Short sentences have an abrupt, direct feel to them; longer sentences
give the listener a sense of flow. The best copy contains an appropri-
ate mix of the two. The faster you want your story to move along,
the more short sentences you'll use.

The placement of long and short sentences within a story is impor-
tant, too. As the story progresses, the copy, newscaster and listener
all gain momentum. If a long and difficult phrase suddenly appears,
that momentum will come to a crashing halt, the story will lose direc-
tion, and the audience will lose interest.

Complicated titles and other aspects of attribution are most often the
reason for sudden loss of momentum in a story, and we have already
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looked at ways of handling that problem (see page 107). Another
common cause is the clumsy handling of an abstract or complicated
idea.

NASA is vowing to go ahead with the countdown for the
launch of the space shuttle “Atlantis,” despite a lawsuit
filed by citizens groups. The count began this morning.
A federal judge in Washington will hear arguments
tomorrow about the potential dangers of the nuclear-pow-
ered planetary probe in the shuttle’s cargo bay. If the
judge won't issue a restraining order, protesters are
threatening to try to scrub Thursday’s flight by sneaking
into the launch area.

The third sentence really slows the story’'s momentum. In a case
such as this, the best approach is to find a way to distribute the infor-
mation more evenly throughout the story:

There may be a lawsuit against it, but NASA is vowing to
continue the countdown to the launch of the space shuttle
“Atlantis.”  The count began this morning, even though
the lawsuit won’t go to court until tomorrow. Several citi-
zens groups want the launch stopped because Atlantis is
carrying a nuclear reactor. The reactor is part of a plane-
tary probe, but the lawsuit says it's just too dangerous to
be on board. If the judge won't issue a restraining order,
protesters are threatening to try to scrub Thursday's flight
by sneaking into the launch area.

Of course, there will be times when you will play with the momentum
of a story to highlight a particular point. This usually takes the form
of suddenly interrupting the flow with a short sentence, most often
when you're reporting something ironic or surprising. After allowing
the story’s momentum to build, you suddenly drop in a very short
sentence:
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Griffen was a technician at a hospital in Baltimore nine
years ago, when he decided to try his hand at robbing
banks. It was a whim, he says -- just one of those things.
He pulled it off. Then he gave himself up.

The abrupt change in pacing reinforces the irony of the story and
gives it a lot more impact. This technique is most frequently used in
kickers.

Many factors contribute to good writing: A strong lead, a clear struc-
ture, careful word selection, use of short sentences, variety of sen-
tence length, use of imagery and creative use of sound. Animportant
thread, which runs through all of these attributes, is how the copy
sounds.

Whether you are in radio or television, you are writing for the ear.
The combination of words you choose must sound right. The sen-
tences must flow not only logically, but aurally. You should guard
against sentences that literally take your breath away because of
their length. The texture of the copy must match the content of the
story.

Broadcast writing is an aesthetic skill. Listen to what you write as
you are writing it, for if it does not sound right to you, it surely won't
to your audience.
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CHAPTER 6

Editing and Producing
the Story

In every newsroom, the desk sits in the center of the storm.

The role of the desk in broadcast newsrooms has changed in recent
years. The importance of tape, the increasing use of satellites, the
important role of graphics and the new economics of broadcasting all
have contributed to this change.

The heyday of the radio news desk is over. Most stations don't have
news departments large enough to staff a desk: With a staff of one or
two people, everyone has to do everything. Gone is the experienced
copy editor who tormented the rookie writer day after day, throwing
back the copy until the newcomer got it right.

Producing a television newscast is a complicated enough business
that a news desk is pretty much required. But that desk isn't very
much like the radio desk of old. It's a fragmented operation, with
assignments in one area, graphics in another and the actual copy-
editing and story ordering somewhere else. The degree of specializa-
tion depends on market size — the bigger the market, the more frag-
mented the desk.

This makes it difficult to generalize about how a broadcast desk
works. Qur focus will be on the things these desks have in common:
copy editing, setting newsroom priorities and constructing news-
casts.
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The Role of the Copy Editor

Someone in the newsroom has to decide how the copy will read.
Whether it's a full copy desk, a story producer or the news director,
someone edits the copy.

The editor usually lives in a state of tension with the writer. The best
writers always look for new, creative ways to say things. Editors are
in the business of making sure the copy is accurate and fits the sta-
tion's style. There's plenty of potential for disagreement.

The role of the copy editor has changed in recent years because of
the availability of audio and video news feeds. Editors today have
access to a lot of information their reporters don't have. This is par-
ticularly true at the state and national level.

For example, suppose there is a fire in a national forest. A reporter
on the scene has access to firefighters and eyewitnesses in that part
of the forest, but the desk in the newsroom will be able to see the
wire and video feeds from other parts of the fire and tape from offi-
cials in the state capital, the forest service regional office or
Washington commenting on efforts to assist in the firefighting.

Before this kind of audio and video was available, the copy editor’s
role was limited to checking the reporter’s copy for accuracy, clarity
and objectivity, adding any information from the wires and deciding
which stories were most important.

In essence, the editor was a traffic cop, making sure the right facts
got into the right stories in the right order.

The editor still plays that role. But now, the flow of traffic is
much greater. Today's news desk has more information than it can
handle. Its role has evolved into that of sifter and prioritizer as well
as editor.

Today's editors are virtual air traffic controllers, keeping tabs on the
development of dozens of stories, sorting through all of the material
their reporters, writers and producers give them each hour. They
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must try to keep up with the flow of copy from the wire, listen to
their network feeds and keep an eye on the clock. They have dozens,
perhaps hundreds of faxes to go through each day. And that's all in
addition to actually editing the copy.

The editor is responsible for keeping the newsroom up to date. If
the death toll in a story changes, he or she must make sure everyone
knows about it, and make sure everyone's copy conforms. If a
reporter calls in with a new development, the editor must be certain
everyone is told.

The editor also must make sure breaking news is written and gets on
the air as quickly as possible.

Editors are, of course, responsible for the accuracy, clarity and objec-
tivity of the copy. Often, the editor sets the news priorities, including
the rundown for the hour's newscast.

In addition, the editor is a teacher: As he makes changes in a person's
copy, he teaches that person how to improve his or her writing. This
is a very important aspect of the editor’s work. The disappearance of
strong editing in small-market radio has had a profound impact on
the quality of writing and reporting in our industry.

All of these responsibilities are discharged under unyielding deadline
pressure. In some newsrooms, there's a once-an-hour deadline. But
at networks, at all-news radio stations and all-news cable channels,
the deadline is now.

To make matters worse, most of these functions conflict with the oth-
ers. It is the editor’s lot to juggle the conflicting needs and desires
adroitly so that the news report is turned out each day in good order
while the staff and management remain relatively content.

In short, it is the editor who must say yes or no. Thus, editors are
usually not popular people. But good editing is essential if the copy
is to be accurate, objective and stylistically consistent.
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Fundamentals of Copy Editing

The key to being a good editor is to know how to protect the accuracy
and objectivity of the copy while preserving the writer’s style. Editing
must be a constructive effort, improving both the newscast and the
writer's work.

A Light Touch. One of the advantages of computerized news-
rooms is that it's easy for a writer to experiment with a lead. If it
doesn't work, it's easy to change the copy. This makes it easier for
the writer to be creative.

One of the disadvantages of newsroom computers is that it's easy for
editors to substantially rewrite the copy they receive.

In the typewriter-and-blue-pencil days, it was harder to make major
edits in the copy, so the desk tended to edit only what it really had to.
There was a big difference between marking up the copy with the blue
pencil and rolling a fresh piece of paper into the typewriter to do a
complete rewrite. Many editors would hesitate to cross that line.

Today, the barrier is lower. It's easier to cut out a few sentences and
drop in your own — and, in the process, take away the writer's iden-
tity. That's a temptation that many editors give in to.

It's unfortunate, because a writer learns a lot more from careful edit-
ing than from the wholesale rewriting of the story.

The editor should strive to balance the need to correct errors with
the need to leave something of the writer in the copy. No editor
wants to leave mistakes in the story. But neither should the editor
want to make any more changes than are absolutely necessary.

Ideally, the editor should fix factual errors; remove any bias from the
copy; make sure the copy is current; strengthen any weaknesses in
the story’s structure, sentence construction and word selection; fix
any stylistic errors; and do so with a sensitivity to the writer’s style.
Achieving this mix of goals isn't easy.
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Accuracy Check. The editor’s first job is to make sure the copy is
accurate. This means the editor must be inquisitive, skeptical and
well-informed.

Suppose you're editing a story about the six-month investigation into
the Stafford Building fire. If you're new to town, you may know noth-
ing about the fire — and it will be awfully difficult to intelligently
edit that story. Your first step will be to get some background.

Editors should keep themselves up to date on major stories in their
coverage area. This means listening to the radio, watching television
and reading the newspapers. In addition, an editor must ask ques-
tions. Something that doesn't sound right, that appears to contradict
something else in the story or that seems to fly in the face of com-
mon sense should trigger a question.

The desk must also have an institutional memory: If we reported yes-
terday that the investigation has gone on for five months, and today
we are reporting that it's lasted six, we have a problem.

Having asked the question, the editor must be stubborn about get-
ting a precise answer. For example, imagine this copy coming across
your desk:

Mayor lee Turner denies knowing what happened to the
50-+thousand dollars missing from the city treasury. Turner
was asked about the missing money in a City Hall news
conference:

TAPE: | have no idea what happened to that money. It
sure is a mystery that we are going to investi-

gate quickly.

Turner says he found out the money was missing when he
checked this month’s treasury bank statements.
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Your eye should immediately be attracted to the word denies. As
soon as you see it, you should be on the lookout for the charge he's
denying and where it came from.

In this copy, though, there’s nothing to indicate that there’s anything
for the mayor to deny. So it's time to ask the reporter, "why deny?”

If the reporter answers, "Well, he said he didn't know where the
money went,” you ought to ask whether anyone had accused the
mayor of taking the money or of knowing where it was.

If the reporter doesn't know, insist that he or she find out. If in fact
no one has made such an accusation, you should change denies
knowing to says he doesn'’t know.

Some writers and reporters will react defensively to this kind of
questioning and may accuse you of being picky. That's probably the
best compliment they can pay an editor, so be sure to smile and say
"Thank you” — and then insist on an answer to your question.

Conclusions and Objectivity. As we've discussed throughout
this book, our job is to report what happens and what people say.
Any conclusions about whether what happens is good or bad are left
to the public. The editor is the newsroom's last line of defense
against bias, accidental imbalance and inaccuracy through weak attri-
bution or through jumping to a conclusion.

Reporters can form strong opinions about the stories they cover, and
these opinions sometimes find their way into the copy. It is the edi-
tor’s job to root them out.

Often, a single word can express a judgment about a story. The
example on the previous page, in which the word denies was used
instead of the more neutral says he doesn't know, is a case in point.
As you read the copy, think about each word and whether it express-
es a judgment. If you have any doubt, check the dictionary.
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Editors must also watch for instances in which the writer has inad-
vertently taken an assertion as fact. As we've seen in our discussion
of field reporting, official statements to reporters are often motivat-
ed by something other than an irresistible urge to tell the truth.
Officials "position” issues by choosing which facts to reveal and the
order in which to reveal them.

Just because a politician, for example, says he's getting more contri-
butions than anyone else, doesn't make it so. What numbers are
being compared? Do they provide an accurate measure?

Sometimes politicians and other public figures say things about their
intentions in order to change the public’'s perception of them. To
report those intentions as fact — Jones plans no "attack ads™— could
prove embarrassingly inaccurate down the road.

From the editor’s point of view, this means maintaining a constant
vigilance against unattributed statements. Always ask, "How do we
know this?” If the answer isn't, "We saw it ourselves” or “It's on the
public record,” find out who made the statement and insert the attri-
bution.

Similarly, editors must be on the lookout for words and sentences
that draw conclusions. This goes along with sticking to the facts.
Frequently, a series of circumstances will seem to point to a certain
conclusion, but be careful! It may not be so.

The editor generally can spot a conclusion by looking for unattrib-
uted statements and for "facts” that don't quite fit their context.

As we mentioned in Chapter 2, in 1984, Pope John Paul Il was touring
Korea when a man jumped out of the crowd and assumed the posi-
tion a marksman might take when firing a pistol. There was a loud
crack, after which the police subdued the man and took him away.

Was this an assassination attempt? It certainly appeared so to a
reporter at the scene, who filed a story that shots had been fired at
the pope’s vehicle.
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The man did indeed hold a pistol and did indeed pull the trigger —
but it was a starter's pistol, containing blanks. No shots were fired.

How could an editor know this?

The answer lies in what the story was missing. There was no word on
the "popemobile” swerving or hurrying from the scene. No one saw
anybody get hit, and no one saw any marks on the vehicle. Nobody
mentioned a hospital or a doctor. The pope simply continued on his
way. None of the things one would expect in these circumstances
materialized — but that one conclusion, that the pistol contained bul-
lets, was fatal to the story.

You may be thinking that it's stretching a bit far to think that an edi-
tor could catch such a conclusion, given the circumstances. [t cer-
tainly would take a keen eye, particularly under deadline pressure.
But consider this: Three years earlier, the same thing happened in
London. Someone fired a starter pistol at Queen Elizabeth Il while
she was in a royal procession near Buckingham Palace. Any editor
who remembered that (hence the importance of being well back-
grounded) would be more likely to be suspicious of the pope story.
All it would have taken was a question or two.

The Latest Information. Because editors now have access to live
audio and video feeds, it is possible to keep on top of a story as it is
unfolding. More and more, editors are in a position to know whether
a story has changed since the copy was written.

This makes the monitoring of story development and the dissemina-
tion of information throughout the newsroom a crucial function of
the news desk. The copy editor and the assignment editor need to
work closely to make sure the copy about to go on the air isn't over-
taken by developments. In addition, fresh information, including
word on when things are expected to happen and when they actually
occur, must be distributed to all writers, anchors and those produc-
ers or reporters who are involved in covering the story.
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Given the amount of infor-

rer ol | ap sy Guideline
! It is the responsibility of the world edi-

the problem of managing tor at the Broadcast News Center to
the distribution of facts send a computer “read me” message
among the various members to all BNC terminals whenever a

major development occurs in a story.
of the staff. ' : e

Some newsrooms deal with
this by having everyone work from the same pool of copy, either in
the newsroom computer or through packets of printed copy. Others
distribute word of developments to all of the players as soon as the
information is available.

Making the Copy Read Well. As we've seen, an editor must be
careful not to inadvertently stifle creativity in the name of consisten-
cy. It is not the editor’s job to rewrite everything that crosses the
desk just to fit some preconceived formula of what the story should
say. But at the same time, the editor must ensure that the writer's
words say what they are meant to say.

Copy may be factually correct, but if it doesn't read well it is wasted
effort. If the copy is turgid and stale, it must be brought back to life.

When at all possible, copy should be given back to the writer with a
clear explanation of what is wrong with it. This is the only way the
writer will learn,

Often, time does not permit the writer to redo the copy. After the editor
has made the changes, he or she should make sure the writer sees what
edits were made, and has a chance to ask why they were necessary.

As a practical matter, the way to make copy more readable without
rewriting it is to isolate the problem and work on only that aspect of
the copy. Let's take a specific example:
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Representatives of U-S are to go before the World
Court in the Netherlands this morning — to argue that
they have hard evidence that Libya was involved in the
bombing of Pan Am Flight 103. Yesterday — Libya
denied this before the International Court of Justice —
and asked for protection from attack or international
sanctions. The United Nations is discussing possible
sanctions against Libya — and diplomats now beleive
they could be approved by next week.

This story does not suffer from any fatal defect, but it could be
improved with the restoration of the dropped word the before U-S in
the lead and with some tightening.

The lead is too long. It could be substantially shortened by taking a
different approach — for example, splitting the “hard evidence” angle
from the calendar angle. You might make that suggestion if the
writer has time to redo the story.

But if there isn't time for a rewrite, there are some ways you can
shorten the lead without gutting it:

Representatives of the U-S go before the World Court this
morning fo present hard evidence that Libya was involved
in the bombing of Pan Am flight 103.

Note that we removed the location of the court and made the sen-
tence more direct: to present hard evidence rather than to argue that
they have hard evidence.

It's possible to write such a direct lead only when the nature of the
evidence is well established, as was true in this case.

The second sentence has Libya denying something, but it is unclear
whether denial refers to the American claim of hard evidence or the
charge that Libya actually was involved in the bombing. Our goal is to
make that more specific without losing the nice connection to the lead:
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Yesterday, Libya denied involvement, and it asked for
protection from attack or international sanctions.

We also took out the second reference to the court, both because it
was confusing (International Court of Justice is the formal name;
World Court is what most people call it) and because it needlessly
slowed down the sentence.

Finally, we need to strengthen the link between the second and third
sentences, to make clear that the court hearing and the Security
Council action are directly related:

Those sanctions are being discussed by the U-N Security
Council — and diplomats now beleive they could be
approved by next week.

We also fixed the spelling error in believe.

The story is now shorter and sharper, but retains the flavor of the
original:

Representatives of the U-S go before the World Court
this morning to present hard evidence that Libya was
involved in the bombing of Pan Am flight 103. Yesterday,
Libya denied involvement, and it asked for protection
from attack or international sanctions. Those sanctions
are being discussed by the United Nations — and diplo-
mats now believe they could be approved by next week.

Don't let the writer’s pride keep you from pruning the copy. You're
making the writer look better, after all. No one is too good to be edit-
ed, and any sentence can be tightened up, including this one.

Be Prepared and Prepare Others. Editors are always hungry
for information. Whether it's the definition of a word or the time an
event is scheduled to take place, having the information close at

An Approach to Broadcast Style



154

CHAPTER 6 Editing and Producing the Story

hand is critical for a desk working on deadline.

The editor’s traditional reference book is the dictionary. The desk
must always be mindful of spelling, punctuation, correct pronuncia-
tion and all of the other aspects of copy mechanics. In addition to
the dictionary and this handbook it is a good idea to have a thesaurus
and a gazetteer on hand for easy reference.

Factual references are important, too. Your own files, including the
station's morgue and clippings from other sources, are invaluable.
An almanac can be an important source of information, as can books
listing sources for various types of information.

The Internet can be an invaluable source of information, but be very
careful to verify what you find there. It's easy to create fake or mis-
leading Web sites, and you don't want to put false information on the
air because you were fooled by one.

In addition, your news department’s daily coverage list and planning
calendar are important: You don’t want to be editing a story about an
upcoming city council meeting only to find out it has already begun!

Finally, it is a good idea to keep a log of stories you are working on
and to pass that log onto the next shift. In small-market radio where
the staff is larger than one, this is generally done by posting the list
on the bulletin board. Even if you are a one-person news depart-
ment, it's important to share such information with the rest of the air
staff, so everyone knows when important events, including sporting
events, are taking place.

The Station Desk and the Wire Desk

Wire services maintain 24-hour national desk operations and keep
their state bureaus open for most of the day (and often around the
clock). The wires spend a lot of time advising stations what is being
worked on and how it will affect the newsroom. If you're at a wire
desk, you have to know how to keep stations informed of coverage
plans, of changing information and of errors that need to be correct-
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ed. If you're at a station, understanding how a wire desk makes these
decisions will help you use the wire more effectively.

Advisories. The simplest way for the wire desk to give its stations
logistical and coverage information is through the advisory. These
messages are intended for station information only: An advisory is
never intended for use on the air.

Advisories are used to tell stations how the desk plans to handle a
story, what features are coming up and who's on the desk at the state
and national levels. Advisories also carry information about techni-
cal problems, state contests and style changes.

Most newsroom computer systems put advisories in a separate
area. Advisories have a Vv category code.

Updates. An update pertains to developments in a story. It, too,
is not intended for use directly on the air, although the information
it contains can be used to update your own story.

Updates are used to keep the stations informed of minor story
changes — developments that are not important enough to warrant a
new version of the story.

For example, if the president is on a foreign trip, the departures and
arrivals of Air Force One are not worth a new version of the story,
but would be included in an update.

An update is given the same category code as the story it pertains
to. An update to a domestic story, for example, would have an @
category code.

To illustrate the role of advisories and updates, and the difference
between them, let's look at the State of the Union message the
president delivers each January. The wire would first issue an
advisory:
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ADVISORY

President Clinton will deliver his State of the Union oddress at 9
p-m. (Eastern) on January 28.

We will provide a running series on the speech’s specific
proposals.

AP Broadcast News Center
An update would be sent when the speech begins:

UPDATE
President Clinton has begun his State of the Union message.

AP Broadcast News Center

Once news is made, the story will be handled as outlined in the initial
advisory. But when the speech is over — a development not worth
a story on its own — an update will be sent.

NewsAlerts. Broadcasting is a real-time business, and it is impor-
tant that stations get information from their wire service as quickly
as possible. Sometimes they want the information before a full story
can be written.

To accommodate this need, AP transmits a NewsAlert when an
important story breaks.

A NewsAlert is a headline: Earthquake strikes northern Japan. It is
intended to give stations the basic information they need to know
when something significant has happened. A NewsAlert is followed
by a story.

The NewsAlert does not replace the bulletin or urgent. A bulletin
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story doesn't need NewsAlert treatment, since the one sentence that
would be in the NewsAlert is packaged as a bulletin instead.

Although NewsAlerts are not complete enough to be considered air-
worthy, the information is solid, and they can be used for ad-libbing
purposes.

Corrections. Nobody's perfect, and when you file millions of
words each day, mistakes are
bound to creep in. When a AP Style Guideline

wire service makes a mistake, The AP’s broadcast wires have

it has an obligation to correct adopted the practice of repeating

the error as quickly as human- the entire story, in its corrected
) form, when an error is discovered.
ly possible.

Unless the mistake involves
libel, it is fixed with the transmission of a correction.

Errors of a greater magnitude are subject to a kill, withhold or elimi-
nation. For details, see Section 2, "The AP Libel Manual.”

A correction is intended to clearly indicate the location and nature of
the error and the way to fix it.

The correction starts with a paragraph indicating which story is being
corrected and what is being fixed. The full story then follows:

U-S - Libya CORRECTION

News Directors: The following story replaces V1234,
slugged U-$ - Libya, fo CORRECT the flight number in the first
sentence fo 103.

(The Hague, The Netherlands) — Representatives of the U-S go

before the World Court this moming — fo present hard evidence that Libya
was involved in the bombing of Pan Am flight 103. Yesterday, Libya denied
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involvement, and it asked for protection from attack or infernational sanctions.
Those sanctions are being discussed by the United Nations = and diplomats
now believe they could be approved by next week.

A correction is given the same category code as the story it pertains
to. A correction to a domestic story, for example, would have an @
category code. All corrections are transmitted with an urgent code
or higher.

Corrections are used to fix mistakes made by the wire service. If the
wire accurately reported an erroneous statement by someone else,
that person's self-correction is reported as a news development.

For example, if police say three people have died in an accident, and
the wire service quotes police as saying four people died, a correc-
tion will be issued.

But if police say three people have died, the wire service reports it
accurately, and then police say, "We were wrong. It was two people
who died,” the story is topped with the new information (Police have
revised the death toll...).

General Copy Flow. Generally, a news wire is a single pipeline
through which all copy flows to the radio or television station. This
imposes on the wire desk the task of making sure the right copy goes
in the right order.

This task was once quite simple. Whatever the telegrapher at the
wire service put on the wire, everyone got. When the national desk
needed to file a story, an operator in New York pressed the keys and
the copy flowed. When it was time for state copy, the wire "split,”
and each local bureau had control of its local wire.

This system had the strength of simplicity — but the weakness of
inflexibility. It was hard for stories to cross state lines: If a story
broke in California but involved a man from Tennessee, how could
the copy filed locally in Los Angeles get to Memphis?
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The advent of computers made it possible, and the introduction of
satellite technology made it easy.

But those two developments also made managing the copy flow on
the wire a very complicated business. Chapter 3 (see pages 56-59)
contains details on the mechanics of wire coding and how it affects
copy flow.

A primary function of the wire desk at the state and national level is
making sure that information streams smoothly to the stations.

As we have seen, wire copy is a mix of air-ready copy, ad-lib materi-
al, source copy and advisories. As stories change, the information is
relayed to stations as quickly as possible. How that information is
packaged depends on the importance of the story and the news envi-
ronment.

Generally, major stories are handled first with a NewsAlert, then a
separate story (an urgent or tops if appropriate). The new informa-
tion is then worked into the next NewsMinute. If called for, sidebars
or tabular material will follow.

A bulletin is often followed by an urgent series, then, usually, by a
tops. Again, the new information will be worked into the next
NewsMinute. If called for, sidebars or tabular material will follow.

These separate stories are interspersed with the regularly scheduled
scripts that run on the wires. The desk is required to keep those
scripts updated with the latest information without significantly
delaying their transmission.

News Emergencies. Sometimes, a story is so important that it
requires the suspension of the wire format. This happens only in
most extreme news emergencies (recent examples include the start
of the 1991 Gulf War, the explosion of the space shuttle in 1986 and
the attempt on President Reagan’s life in 1981).

The wire format is suspended when the flow of critical information is
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so heavy that the wire must be devoted to nothing more than relay-
ing breaking news.

In such circumstances, the wire desk provides running accounts of
developments, periodically summarizing the story. All efforts are put
into relaying new information, so stations are kept up to date.

Building a Newscast

Every newsroom’s desk must ultimately think in terms of the news-
cast. How will each story get on the air? Which stories are most
important? How do we give the audience the most accurate and
engaging snapshot of the state of its world?

A newscast is the result of a series of decisions made by the desk or
the anchor. All of these decisions must be made in light of a thor-
ough understanding of the newscast'’s audience.

Most of today's radio stations appeal to much narrower audiences
than television stations — or than the radio stations of a decade ago.
Such demographic targeting makes a big difference in the way stories
are selected and where they are played.

Some stories cut across demographic lines. Major disasters, stories
that directly affect people’s pocketbooks or health, and major crime
and scandal stories are of interest to just about everyone.

But other stories are of interest to a narrower audience. Some peo-
ple care more about fitness. Others about personal finance. Older lis-
teners have a greater interest in foreign affairs and in government.

Knowing your audience will help you select the stories that matter
most to the people listening to your station.

Although television stations tend to have broader audiences, know-
ing what the viewers care about is important. The station that
reports most effectively on the issues its community cares about is
the one that best serves it audience.

An Approach to Broadcast Style

0000000000 00000000O06000TO



Editing and Producing the Story

Another important element in your approach to building a newscast
is the time of day. Stories that are important at 7 a.m. may not be
important at 6 p.m. The 1 p.m. audience may be looking for still dif-
ferent stories.

An all-news radio station or cable channel that expects its audience
to tune in for 40 minutes three times a day will write a different kind
of newscast than would a classic rock station hoping to hold its audi-
ence for hours on end.

For most stations, though, mornings are set aside for reviewing what
happened while the audience was asleep and previewing what will
happen today. Midday is aimed at staying on top of breaking devel-
opments. Afternoons are intended to brief the audience on what
happened while everyone was at work. Late-night newscasts recap
the entire day.

Newscast Structure. A newscast is built from the top down. The
selection of the lead story determines much of what happens for the
rest of the show.

The choice of lead depends on the news environment, the target
audience and the time of day in which the newscast will air.
Generally, in radio, you lead with what's newest. Television tends to
lead with what is biggest since the last newscast.

Stories within the newscast should be grouped logically. Two stories
about taxes ought to be used together. If you're leading with a story
about education, it should be followed by any other school stories
you might have.

That's why the selection of the lead does so much to determine the
structure of the newscast. Let's take a typical story lineup and see
how choosing a different lead causes the newscast to change.
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Suppose we have these stories to work with:

school budget cuts police contract talks
hitand-run accident new Mideast peace talks
school anti-drug inifiative state gun control law passed
new federal deficit figures big road project starts

aid to former Soviet Union new unemployment figures
new mall to be built in town local homeless ordinance

If the lead story is school budget cuts, you would want to group the
related stories together, so the lineup might look like this:

school budget cuts

school anti-drug initiative
police contract talks

state gun control law passed
local homeless ordinance
new mall to be built in town
big road project starts
hitand-run accident

new unemployment figures
new federal deficit figures
aid to former Soviet Union
new Mideast peace talks

On the other hand, leading with the new mall yields a different newscast,
one built, perhaps, around the boost it will give the local economy:

new mall to be built in town
big road project starts
school budget cuts

local homeless ordinance
new unemployment figures
new federal deficit figures
police contract talks

state gun control law passed
school anti-drug initiative
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hitand-run accident
aid to former Soviet Union
new Mideast peace talks

In both cases, the stories are grouped so there is a natural transition
from one to the next. In the second lineup, the overall lead might be
that the local economy is expected to get hundreds of jobs because
of construction of a new mall. The transition between the lead and
the roads story might look like this:

A project that's already produced more than a hundred
jobs is now under way. Construction of highway 12
began this morning...

The transition to the school budget story can also be smooth:

The creation of those new jobs comes too late to resolve
this year's school budget problem....

Use such transitions only when the stories lend themselves to that
sort of treatment. Don't force it.

Formats and Time Cues. When constructing the newscast line-
up, keep in mind the program's format. Some people tune out after
the top stories or the weather or the sports. Make sure you put in
the most-listened-to section the stories you really want the audience
to hear.

At the network level, radio newscasts are structured to allow stations
to break away at designated points. Almost every newscast is built in
sections to provide for spot breaks.

It's important that you time your stories, to be sure you can hit the
spot breaks cleanly — and can keep related stories grouped together.

In some formats, it's also important to start each segment with a
story that is worth teasing — so it can be promoted at the end of the
previous segment.
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Newscast Mechanics. Even o
if you are in radio, writing for AP Style Guideline
yourself and running your own APt:leM'gfk ':lvevg hth'Y "‘;WS-

e cafn ¢ casrs conrain O breakaway me
axr.boa.rd, it's important that you cues: at 2:00 info the program
maintain good newscast mechan- | and at 3:00.

ics. These cues must be hit precisely,
for stations cutting away through
Your copy should be clean. In | the use of a clock rather than a

television, this is important | board operator.
because other people depend on
your copy to tell them what has to happen at each moment in the
show. In radio, it's important because someone else may read your
copy — or because you may stumble if you come across indecipher-
able spelling or scribbling in your own handwriting. Clean copy pre-
vents stumbles for everyone.

In radio, preview all of your carts before you get into the studio. You
will never detect a faulty cart (such as one with a stop tone in the
middle) if you don't listen first. You'll also hear an echoed lead if you
listen to the cart.

Your carts should be clearly labeled and stacked in order. The cart
number should be indicated in your copy, so if (when) you drop the
carts, you can easily reorder them.

Be certain your copy contains the out-cue of all sound, so you know
precisely when you should start speaking again.

These sound like commonsense guidelines, and they are. But many
professional newscasters forget them and slip up as a result.

Here's another rule many people fail to follow: Be sure to get into the
studio or onto the set with enough time to compose yourself before
going on the air. No matter how sure you are of yourself, getting
there only 30 seconds before air is asking for trouble.

Breaking Stories. The best broadcasting is coverage of breaking
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news. It can be crazy when it happens while you are on the air, but
it's what the electronic media are all about.

If you're a one-person news department, try to have someone keep-
ing an eye on the wire for you during newscasts — so that person can
bring you any bulletins that come across. It would be awfully embar-
rassing to be on the air when a tremendous story breaks and not
have it in your newscast because no one told you about it.

Larger operations have a variety of systems for getting breaking copy
to the anchor. In radio, there's often an electronic link — a computer
screen of some sort — that allows the desk to get copy into the stu-
dio. Television may use the prompter to do so. Of course, there's
always the old-fashioned way: handing the anchor a piece of paper.

For the desk, the key is to be sure the copy you give the anchor is
useable. A cryptic line is likely to lead to a stumble. A well-written
sentence or two (speed counts, so keep it short) will give the anchor
something to work with.

Sometimes, the breaking story is a development on something already
covered in the program. In that case, a simple note (crash death toll has
risen to 12) should be all the anchor needs to ad-lib an update.

In either case, though, the anchor should not be afraid to tell the
audience that word is just coming in, that information is fragmentary
(if it is) or that more information will be coming in soon. The audi-
ence likes to know it is being kept up to date, and if it knows that's
what's going on, it will understand the rough edges that come with
live coverage of breaking stories.

Sometimes you are lucky enough to have a reporter on the scene,
ready for a story to break. Courtroom stories are good examples.
There's advance warning that the jury is coming back, and if your
reporter has staked out a phone, it's possible you'll get a call with the
verdict while you are on the air. In that case, you can go straight to
the reporter for a live update.
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The desk should make sure the reporter knows when the newscast is
scheduled to end. If it's possible for the anchor (or producer, in tele-
vision) to talk to the reporter (say, during a spot break) beforehand,
they can set up how long the reporter should go.

Regardless of whether it includes a field report, any breaking news
reported in the newscast should be briefly recapped at the end of the
program.

Live Coverage of Breaking News

Immediacy is the attribute that distinguishes the electronic media
from newspapers and magazines. More and more, radio and televi-
sion are using that strength to serve the audience by providing live
coverage of breaking stories.

In its simplest form, live coverage consists of an anchor reading a
bulletin on the air. Such a bulletin may run a minute or less, and
contain no tape and no field report. The point of it is to get the basic
information to the audience as quickly as possible.

The key factors in a bulletin are speed and brevity. There's nothing
wrong with going on the air with two sentences, as long as the story
is important enough to warrant it. There's also nothing wrong with
repeating the information for emphasis.

Often, the story isn't important enough to warrant a bulletin, but is
too important to wait for the next newscast. In that case, you may
want to wait until you have sufficient information — or a field report
or strong piece of tape — to sustain a 60- or go-second program.

Such live special reports need to be more polished than a bulletin,
because the format clearly signals to the audience that the report is
important but not transcendent.

In either case, the sooner you can get a field report on the air, the
better.
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Live Continuous Coverage. Perhaps the most difficult live on-
air situation is the one in which the story is of transcendent impor-
tance — but there's very little information available. You want to stay
on the air, because people want to know what happened — but you
cannot yet provide details.

In this case, the anchor must stitch together new information with
background information, occasionally recapping what is known about
the story.

It takes intense concentration, particularly because the story is apt
to be dramatic. Not many people can carry it off, but it's an essential
talent when anchoring stories such as the shuttle explosion. Here is
how AP Network News correspondents Bob Moon and Dick Uliano
handled it on January 28, 1986:

Mission Control: ...engines beginning throftling
down now, at 94%. Normal throtles for most of
the flight 104%.

Moon: Tremendous shock wave of sound on this one.
Mission Control: They’ll be down to 65% shortly.

Uliano: And Bob, it's piercing a crystal blue sky, a 700-
footlong tail of flame and that long, long plume
of white smoke.

Mission Control: ...engine throttling up, three
engines now at 104%.

Shutfle Communicator: “Challenger,” go at throttleup.
Shuttle: Roger, go at throttle up.

Moon: A pillar of smoke and steam now, as the shuttle
rises high in the sky.

Mission Control: A minute-15 seconds, velocity
2900 feet per second, altitude ...
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Moon: Something went wrong here, we've got a prob-
lem with a, what looks like a second plume of,
of smoke.

Uliano: We do have a problem, Bob. It looks — it looks
as if one of the solid — it may have lost a solid
rocket booster. Ii's hard to tell.

Moon: There are two separate plumes of smoke and the
vh, shuttle — we can't tell which one the shutile
is now. They've separated.

Uliano:  We should not have had solid rocket booster
separation for two and a-half minutes ofter it
leaves the pad. And at about a minute and o
half —

Mission Control: Flight controllers here looking
very carefully at the situation. Obviously a
major malfunction.

Moon: The view from the ground is obscured by this pil-
lar of steam now.

Mission Control: We have no downlink.
Uliano: Something’s gone terribly wrong.

Moon: If you're just joining us, the space shuttle
“Challenger” has just lifted off the pad, and
we've had a problem here, a major problem.
We're getting no telemetry, no data back from
the shuttle, according to what we're hearing
from mission control. It appeared that some-
thing separated, there may have been an
explosion.

Uliano: Bob, we see the long plume of smoke, twisted
up into the sky, and then strings of smoke, hang-
ing down. Below —
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Mission Control: We have a report from the
flight dynamics officer that the vehicle has
exploded. Flight director confirms that. We are
out looking at checking with the recovery forces
to see what can be done at this point.

Moon: I, uh, would appear that the space shutile
“Challenger” has exploded, about, perhaps a
minute, a minute and a-half into the launch. There
is no radio communication back from the shuttle.

Mission Control: We'll report more as we have
information available. Again, to repeat, we
have a report relayed through the flight dynam-
ics officer that the vehicle has exploded.

At such moments, the audience wants the reassurance that the corre-
spondent is there, keeping everyone up to date. It is the supreme
test of the radio or television journalist, when skills in writing,
reporting, editing and selecting sound all come together, and broad-
casting becomes the link that can inform the entire world at once.
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AP Libel Manual

Associate Justice John Marshall Harlan once remarked that "the law
of libel has changed substantially since the early days of the
Republic.”

And it has changed substantially since he made that observation
more than two decades ago. Recent years have seen the Supreme
Court of the United States decide several cases that made headlines
and truly can be called landmarks.

But the working journalist remembers: The news stories which gener-
ate the most claims of injury to reputation—the basis of libel—are
run-of-the-mill. Perhaps g5 of 100 libel suits are in that category and
result from publication of charges of crime, immorality, incompe-
tence or inefficiency.

A Harvard Nieman report makes the point: "The gee-whiz, slam-bang
stories usually aren’t the ones that generate libel, but the innocent-
appearing, potentially treacherous minor yarns from police courts
and traffic cases, from routine meetings and from business reports.”

Most of these suits based on relatively minor stories result from fac-
tual error or inexact language—for example, getting the plea wrong
or making it appear that all defendants in a case face identical
charges.

Libel even lurks in such innocent-appearing stories as birth notices
and engagements. The fact that some New York newspapers had to
defend suits recently for such announcements illustrates the care
and concern required in every editorial department.

Turner Catledge, retired managing editor of The New York Times,
says in his book, My Life and the Times, that he learned over the years
that newspapers must be extremely careful in checking engagement
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announcements. He noted that "sometimes people will call in the
engagement of two people who hate each other, as a practical joke.”

In short, there is no substitute for accuracy. But, of course, this does
not mean that accurately reporting libelous assertions automatically
absolves the journalist of culpability.

Accurate reporting will not prevent libel if there is no privilege,
either the constitutional privilege or the fair report privilege.

A fair and impartial report of judicial, legislative and other public and
official proceedings is privileged—that is, not actionable for libel. But
it is important to know, for instance, what constitutes judicial action.
In many states there is no privilege to report the filing of the sum-
mons and complaint in a civil suit until there has been some judicial
action.

Many libel suits occur in the handling of court and police news, espe-
cially criminal courts. Problems can arise in stories about crime and
in identifying a suspect where there has been no arrest or where no
charge has been made.

Don't be deluded into thinking a safe approach is to eliminate the
subject’'s name. If the description—physical or otherwise—readily
identifies him to those in his immediate area, the story has, in effect,
named him.

When accusations are made against a person, it is always well to try
for balancing comment. The reply must have some relation to the
original charges. Irrelevant countercharges can lead to problems
with the person who made the first accusation.

The chief causes of libel suits are carelessness, misunderstanding of
the law of libel, limitations of the defense of privilege (including the
First Amendment privilege) and the extent to which developments
may be reported in arrests. These are discussed in detail in this man-
ual, which is "must” reading for every Associated Press staff member.
It should be reviewed periodically.
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Libel, Defenses and Privilege
Libel is injury to reputation.

Words, pictures or cartoons that expose a person to public hatred,
shame, disgrace or ridicule, or induce an ill opinion of a person are
libelous.

Actions for civil libel result mainly from news stories that allege
crime, fraud, dishonesty, immoral or dishonorable conduct, or stories
that defame the subject professionally, causing financial loss either
personally or to a business.

There is only one complete and unconditional defense to a civil
action for libel: that the facts stated are provably true. (Note well
that word, provably.) Quoting someone correctly is not enough. The
important thing is to be able to satisfy a jury that the libelous state-
ment is substantially correct.

A second important defense is privilege. Privilege is one of two kinds
— absolute and qualified.

Absolute privilege means that certain people in some circumstances
can state, without fear of being sued for libel, material which may be
false, malicious and damaging. These circumstances include judicial,
legislative, public and official proceedings and the contents of most
public records.

The doctrine of absolute privilege is founded on the fact that on cer-
tain occasions the public interest requires that some individuals be
exempted from legal liability for what they say.

Remarks by a member of a legislative body in the discharge of official
duties are not actionable. Similarly, libelous statements made in the
course of legal proceedings by participants are also absolutely privi-
leged, if they are relevant to the issue. Statements containing defam-
atory matter may be absolutely privileged if publication or broadcast
is required by law.

The interests of society require that judicial, legislative and similar
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official proceedings be subject to public discussion. To that extent,
the rights of the individual about whom damaging statements may be
made are subordinated to what are deemed to be the interests of the
community.

We have been talking about absolute privilege as it applies to partici-
pants in the types of proceedings described here.

As applied to the press, the courts generally have held that privilege
is not absolute, but rather is qualified. That means that it can be lost
or diluted by how the journalist handles the material.

Privilege can be lost if there are errors in the report of the hearing,
or if the plaintiff can show malice on the part of the publication or
broadcast outlet.

An exception: Broadcasters have absolute privilege to carry the
broadcast statements of political candidates who are given air time
under the "equal opportunity” rules.

The two key points are:

I Does the material at issue come from a privileged circum-
stance or proceeding?

2. Is the report a fair and accurate summation?

Again, the absolute privilege legislators enjoy—they cannot be sued,
for example, for anything said on the floor of the legislature—affords
total protection.

The journalist's protection is not as tight. But it is important and
substantial and enables the press to report freely on many items of
public interest that otherwise would have to go unreported.

The press has a qualified privilege to report that John Doe has been
arrested on a bank robbery charge. If the report is fair and accurate,
there is no problem.

Statements made outside the court by police or a prosecutor or an
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attorney may not be privileged unless the circumstances indicate it is
an official proceeding. However, some states do extend privilege to
these statements if made by specified top officials.

Newspapers and broadcasters often carry accounts going beyond the
narrow confines of what is stated in the official charges, taking the
risk without malice because they feel the importance of the case and
the public interest warrant doing so.

The source of such statements should be specified.
Sometimes there are traps.

In New York and some other states, court rules provide that the
papers filed in matrimonial actions are sealed and thus not open to
inspection by the general public.

But sometimes litigants or their lawyers may slip a copy of the papers
to reporters. Publication of the material is dangerous because often
the litigants come to terms outside of court and the case never goes
to trial. So privilege may never attach to the accusations made in the
court papers.

In one such case, the vice president of a company filed suit alleging
that he was fired because the newspaper published his wife's charges
of infidelity. The newspaper responded that its report was a true and
fair account of court proceedings. The New York Court of Appeals
rejected that argument on grounds that the law makes details of mar-
ital cases secret because spatting spouses frequently make unfound-
ed charges. The newspaper appealed to the Supreme Court of the
United States. But it lost.

Unless some other privilege applies, there is danger in carrying a
report of court papers that are not available for public inspection by
reason of a law, court rule or court order directing that such papers
be sealed.

As stated earlier, a fair and accurate report of public and official pro-
ceedings is privileged.
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There has never been an exact legal definition of what constitutes an
official proceeding. Some cases are obvious—trials, legislative ses-
sions and hearings, etc.

Strictly speaking, conventions of private organizations are not "public
and official proceedings” even though they may be forums for discus-
sions of public questions. Hence, statements made on the floor of
convention sessions or from speakers’ platforms may not be privi-
leged.

Statements made by the president of the United States or a governor
in the course of executive proceedings have absolute privilege for the
speaker, even if false or defamatory. However, this absolute privi-
lege may not apply to statements having no relation to executive
proceedings.

President Kennedy once was asked at a news conference what he
was going to do about "two well-known security risks” in the State
Department. The reporter gave names when the president asked for
them. This was not privileged and many newspapers and radio sta-
tions did not carry them. The Associated Press did because it seemed
in the public interest to report the incident fully. No suits resulted.

After a civil rights march, George Wallace, then governor of Alabama,
appeared on a television show and said some of the marchers were
members of Communist and Communist-front organizations. He gave
some names, which newspapers carried. Some libel suits resulted.

The courts have ruled that publishing that a person is a Communist is
libelous on its face if he is not a Communist.

"The claimed charge that the plaintiff is a Nazi and a Communist is in
the same category. ... The current effect of these statements is the
decisive test. Whatever doubt there may have been in the past as to
the opprobrious effect on the ordinary mind of such a charge ...
recent events and legislation make it manifest that to label an attor-
ney a Communist or a Nazi is to taint him with disrepute.” (Levy v.
Gelber, 175 Misc. 746)
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The fact that news comes from official sources does not eliminate the
concern. To say that a high police official said means that you are
making the accusation. A statement that a crime has been committed
and that the police are holding someone for questioning is reason-
ably safe, because it is provably true. However, there are times when
the nature of the crime or the prominence of those involved requires
broader treatment. Under those circumstances, the safest guide is
whatever past experience has shown as to the responsibility of the
source. The source must be trustworthy and certain to stand behind
the information given.

Repetition of Libel. In reporting the filing of a libel suit, can we
report the content of the charge? By so doing, do we compound the
libel, even though we quote from the legal complaint?

Ordinarily, a fair and impartial report of the contents of legal papers
in a libel action filed in the office of the clerk of the court is privi-
leged. However, many states do not extend privilege to the filing of
court actions; in such a case there is no privilege until the case comes
to trial or until some other judicial action takes place.

But we have found that it is safe, generally speaking, to repeat the
libel in a story based on the filing of a suit.

Fair Comment and Criticism. The publication of defamatory
matter that consists of comment and opinion, as distinguished from
fact, with reference to matters of public interest or importance, is
covered by the defense of fair comment.

Of course, whatever facts are stated must be true.
The right of fair comment has been summarized as follows:

"Everyone has a right to comment on matters of public interest and
concern, provided they do so fairly and with an honest purpose.
Such comments or criticism are not libelous, however severe in their
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terms, unless they are written maliciously. Thus it has been held that
books, prints, pictures and statuary publicly exhibited, and the archi-
tecture of public buildings, and actors and exhibitors are all the legit-
imate subjects of newspapers' criticism, and such criticism fairly and
honestly made is not libelous, however strong the terms of censure
may be.” (Hoeppner v. Dunkirk Pr.Co., 254 N.Y. 95)

Criminal Libel. The publication of a libel may result in what is
considered a breach of the peace. For that reason, it may constitute
a criminal offense. It is unnecessary to review that phase of the law
here because the fundamental elements of the crime do not differ
substantially from those that give rise to a civil action for damages.

Libel of the Dead. In general, there can be no defamation of the
dead. No one can sue on behalf of a deceased individual on the basis
of false and defamatory statements made about the individual. Some
states, however, permit an ongoing libel suit to continue after the
death of the complaining person.

Public Officials, Public Figures, Public Issues

In a series of decisions commencing in 1964, the Supreme Court
established important First Amendment protections for the press in
the libel area.

But in more recent decisions, the tide in libel has been running
against the press, particularly in the unrelenting narrowing of the
definition of a public figure. This was the single most active area of
libel law in the decade of the '70s.

While the full impact of the later decisions is not yet clear, a review
of the rulings since the mid-1960s shows the trend.

Three basic cases established important precedents. They did so in a
logical progression. The cases were:

— New York Times v. Sullivan (1964)
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— Associated Press v. Walker (1967)
— Gertz v. Robert Welch (1974)

In The New York Times case, the Supreme Court ruled in March 1964
that public officials cannot recover damages for a report related to
official duties unless they prove actual malice.

To establish actual malice, the official was required to prove that at
the time of publication, those responsible for the story knew it was
false or published it with reckless disregard of whether it was true or
false.

The decision reversed a $500,000 libel verdict returned in Alabama
against The New York Times and four black ministers. The court said:

"The constitutional guarantees (the First and 14th Amendments)
require, we think, a federal rule that prohibits a public official from
recovering damages for a defamatory falsehood relating to his official
conduct unless he proves that the statement was made with ‘actual
malice’ — that is, with knowledge that it was false or with reckless
disregard of whether it was false or not.”

This does not give newspapers absolute immunity against libel suits
by officials who are criticized. But it does mean that when a newspa-
per publishes information about a public official and publishes it
without actual malice, it should be spared a damage suit even though
some of the information may be wrong.

The court said it considered the case "against the background of a
profound national commitment to the principle that debate on public
issues should be uninhibited, robust and wide-open, and that it may
well include vehement, caustic and sometimes unpleasantly sharp
attacks on government and public officials.”

The ruling in The New York Times case with respect to public officials
was extended by the Supreme Court in June 1967 to apply also to
public figures.
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In so holding, the court reversed a $500,000 libel judgment won by
former Major General Edwin A. Walker in a Texas state court against
The Associated Press.

The AP reported that Walker had "assumed command” of rioters at
the University of Mississippi and "led a charge of students against
federal marshals” when James H. Meredith was admitted to the uni-
versity in September 1962. Walker alleged those statements to be
false.

The court said: "Under any reasoning, Gen. Walker was a public man
in whose public conduct society and the press had a legitimate and
substantial interest.”

The rulings in The New York Times and The Associated Press cases
were constitutional landmark decisions for freedom of the press and
speech. They offered safeguards not previously defined. But they
did not confer license for defamatory statements or for reckless dis-
regard of the truth.

The AP decision made an additional important distinction.

In the same opinion, the court upheld an award granted Wallace
Butts, former athletic director of the University of Georgia, against
Curtis Publishing Company. The suit was based on an article in the
Saturday Evening Post accusing Butts of giving his football team'’s
strategy secrets to an opposing coach prior to a game between the
two schools.

The court found that Butts was a public figure, but said there was a
substantial difference between the two cases. Justice Harlan said:
"The evidence showed that the Butts story was in no sense 'hot news’
and the editors of the magazine recognized the need for a thorough
investigation of the serious charges. Elementary precautions were,
nevertheless, ignored.”

Chief Justice Warren, in a concurring opinion, referred to "slipshod
and sketchy investigatory techniques employed to check the veracity
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of the source.” He said the evidence disclosed "reckless disregard for
the truth.”

The differing rulings in The Associated Press and the Saturday
Evening Post cases should be noted carefully. The AP-Walker case
was "hot news”; the Post-Butts story was investigative reporting of
which journalists are doing more and more.

Extension of the Times rule in one case was based on a column by
Drew Pearson that characterized a candidate for the United States
Senate as "a former small-time bootlegger.” The jury held that the
accusation related to the private sector of the candidate’s life.
Reversing this judgment, the Supreme Court said:

"We therefore hold as a matter of constitutional law that a charge of
criminal conduct, no matter how remote in time or place, can never
be irrelevant to an official’s or a candidate’s fitness for office for pur-
poses of application of the 'knowing falsehood or reckless disregard’
rule of New York Times v. Sullivan.”

Another case was brought by a Chicago captain of detectives against
Time magazine, which had quoted from a report of the U.S. Civil
Rights Commission without making clear that the charges of police
brutality were those of the complainant whose home was raided and
not the independent findings of the commission. The court described
the commission’s documents as "bristling with ambiguities” and said
Time did not engage in a "falsification” sufficient to sustain a finding
of actual malice.

The progression of The New York Times and AP cases was interrupted
in June 1974 with the Supreme Court’s decision in the case of Gertz v.
Robert Welch, Incorporated.

Gertz, a lawyer of prominence in Chicago, had been attacked in a
John Birch Society publication as a Communist. There were addition-
al accusations as well.

Gertz sued and the Supreme Court upheld him, ruling that he was nei-
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ther a public official nor a public figure.

The decision opened the door to giving courts somewhat wider lee-
way in determining whether someone was a public person.

This also opened the way to giving state courts the right to assess
what standard of liability should be used in testing whether a publi-
cation about a private individual is actionable. It insisted, however,
that some degree of fault, at least negligence, be shown.

For instance, some state courts have established a negligence stan-
dard (whether a reasonable person would have done the same thing
as the publisher under the circumstances). The New York courts fol-
low a gross negligence test. Others still observe the actual malice test
in suits by private individuals against the press.

Bear in mind that the significance of the Gertz decision still is being
developed, as new cases arise and are adjudicated. But at a mini-
mum it opened the way to judgments the earlier cases would seem to
have barred.

More recently, in the case of Time v. Firestone, the Supreme Court
again appears to have restricted the public figure and public issue
standards.

The case stemmed from Time magazine's account of the divorce of
Russell and Mary Alice Firestone. The magazine said she had been
divorced on grounds of "extreme cruelty and adultery.” The court
made no finding of adultery. She sued.

She was a prominent social figure in Palm Beach, Fla., and held news
conferences in the course of the divorce proceedings. Yet the
Supreme Court said that she was not a public figure because “she did
not assume any role of special prominence in the affairs of society,
other than perhaps Palm Beach society, and she did not thrust herself
to the forefront of any particular public controversy in order to influ-
ence resolution of the issues involved in it.”

As in the Gertz case, the decision opened the way to findings within
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the states involving negligence, a standard less severe than the actu-
al malice standard that was the base of the earlier landmark cases.

Supreme Court decisions, starting with Gertz and extending through
Firestone and more recent cases, have consistently narrowed the
class of persons to be treated as public figures under the Times-
Sullivan and AP-Walker standards.

Two 1979 rulings by the Supreme Court illustrate the narrowing of the
protections that seemed so wide only a few years earlier:

Sen. William Proxmire of Wisconsin was sued for $8 million by
Ronald Hutchinson, a research scientist who had received several
public grants, including one for $50,000. Proxmire gave Hutchinson a
"Golden Fleece” award, saying Hutchinson "has made a fortune from
his monkeys and in the process made a monkey of the American tax-
payer.” Hutchinson sued. The Supreme Court found that, despite the
receipt of substantial public funds, Hutchinson was not a public fig-
ure. The court also ruled that Proxmire’s news release was not pro-
tected by congressional immunity.

Ilya Wolston pleaded guilty in 1957 to criminal contempt for failing to
appear before a grand jury investigating espionage. A book pub-
lished in 1974 referred to these events. Wolston alleged that he had
been libeled. In ruling on Wolston v. Reader’s Digest, the Supreme
Court said he was not a public figure. The court said people convict-
ed of crimes do not automatically become public figures. Wolston,
the court said, was thrust into the public spotlight unwillingly.

In effect, the court extended the Firestone concept of unwilling noto-
riety to criminal as well as civil cases.

Thus the pattern through Gertz, Firestone, Proxmire and Reader’s
Digest is clear. The Times rule has been left standing, but it is
tougher and tougher to get in under it.

The court is rejecting the notion that a person can be a public figure
simply because of the events that led to the story at issue. The
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courts are saying that public figure means people who seek the lime-
light, who inject themselves into public debate, etc. The courts are
saying that involvement in a crime, even a newsworthy one, does not
make one a public figure.

This means that the broad "public official” and "public figure” protec-
tions that came out of the Times and AP cases remain, but for shrink-
ing numbers of people who are written about.

At the same time, the "reckless disregard of the truth” and "knowing
falsity” standards of the Times decision also slip away, becoming
applicable to fewer people as the public figure definition narrows.

And those standards are being replaced in state after state with sim-
ple negligence standards. In other words, the plaintiff, now adjudged
to be a private citizen because of the recent rulings, must now prove
only that the press was negligent, not reckless.

The difference is more than semantic. This development suggests
that press lawyers will be relying more on some of the old standbys
as defenses— plaintiff's inability to prove falsity, privilege, fair com-
ment—and this puts the ball right back with editors and reporters.

The Supreme Court in 1986 held, however, in Philadelphia
Newspapers v. Hepps, that, at least where a newspaper has published
statements on a matter of public concern, a private figure plaintiff
cannot prevail without showing the statements at issue are false.
This case provides that the common law rule requiring a defendant to
prove truth is supplanted by a constitutional requirement that the
plaintiff demonstrate falsity when the statements involved are of
public concern.

Another recent Supreme Court decision which provoked wide press
controversy came in the case of Herbert v. Lando.

The court ruled in 1979 that retired Army Lieutenant Colonel Anthony
Herbert, a Vietnam veteran, had the right to inquire into the editing
process of a CBS "60 Minutes” segment, produced by Barry Lando,
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which provoked his suit. Herbert had claimed the right to do this so
that he could establish actual malice.

The decision formalizes and calls attention to something that was at
least implicit in the Times case, namely, that a plaintiff had the right
to try to prove the press was reckless or even knew that what it was
printing was a lie. How else could this be done except through
inquiry about a reporter’s or editor’s state of mind?

So the ruling reminds plaintiffs’ lawyers that they can do this and
will, no doubt, be responsible for far more of this kind of inquiry than
the press has had to face before.

A crucial test will be how far judges will let plaintiffs’ lawyers range
in their discovery efforts. Will they let the plaintiff widen the
embrace of inquiry into stories other than the one at issue? Will they
let the plaintiff rummage about the newsroom, probing unrelated
news judgments, examining the handling of other unrelated stories,
demanding to know why this investigative piece survived while that
one died quietly on the kill hook?

That the questions are being prompted by the Herbert-Lando ruling is
the best response to those who say that the decision didn't really
mean very much.

The preliminary answer to these questions appears to be that there
has been some widening of this sort of inquiry by plaintiffs newly
alerted to this area by the Lando ruling.

The press should be certain that files include contemporaneous
memorandums that will testify later to the care taken with the story
and the conviction that it was true and fair.

There was a footnote in the Proxmire case that has had a marked
effect on the way libel cases are litigated. Footnote nine questioned
the practice of dismissing libel actions early in the course of litiga-
tion. The lower courts have paid serious attention to this footnote,
with the result that more and more libel actions are being tried

The AP Libel Manual

187



CHAPTER 7 The AP Libel Manual

before a jury.

In a 1986 decision, Anderson v. Liberty Lobby, however, the Supreme
Court held that summary judgment should be granted in libel actions
against public officials and public figures unless the plaintiff can
prove actual malice with "convincing clarity” or by “clear and con-
vincing evidence.” This rule should facilitate the early dismissal of
unmeritorious claims without the expense and burden of proceeding
to trial.

More recently, in Malkovich v. Lorain Journal Company (1990), the
Supreme Court made clear that even statements of opinion may con-
stitute libel if "sufficiently factual to be proven true or false." The
Milkovich case therefore took away the opinion defense to libel that
had been adopted by many lower courts. Although the decision did
not alter the rules relating to public figures and events described
above (e.g., the requirement of actual malice), the case may lead to
more jury trials in libel suits, particularly where the person bringing
suit is a private individual.

The huge jury verdicts that often result have caused much concern
among legal commentators and the press. A number of remedies
have been proposed, but it remains unclear at this point whether the
Supreme Court will take any action to stem the tide of runaway mil-
lion-dollar jury verdicts of recent years.

An indication that the Supreme Court is facing this problem appeared
in its 1984 opinion in Bose v. Consumers Union. Bose Corporation
sued Consumer Reports over its publication of disparaging comments
concerning Bose's loudspeaker systems and obtained a damage judg-
ment of about $211,000. The Court of Appeals, after a careful review
of the record; reversed. The Supreme Court endorsed this process,
underscoring the need for appellate courts in libel cases to make an
independent review of the record—a standard of scrutiny that does
not apply in most other appeals. For the foreseeable future, the
press will continue to rely on the willingness of the appeals courts to
overturn excessive jury verdicts.

The AP Libel Manual

‘QC..O‘COOGOCC.C.CQQ.OQ‘



0090000000000 COCGEOGOGEONSONOOS

The AP Libel Manual

Summary of First Amendment Rules
The gist of the principles established in the cases discussed above
may be summarized as follows:

The Public Official Rule. The press enjoys a great protection
when it covers the affairs of public officials. In order to successfully
sue for libel, a public official must prove actual malice. This means
the public official must prove that the editor or reporter had knowl-
edge that the facts were false or acted with reckless disregard of the
truth.

The Public Figure Rule. The rule is the same for public figures
and public officials. That is, a public figure must prove actual malice.
The problem is that it is very difficult in many cases to predict who
will be classified as a public figure. In general, there are two types of
public figures:

General Purpose Public Figure. An individual who has
assumed the role of special prominence in the affairs of society
and occupies a position of persuasive power and influence.
An example is the entertainer Johnny Carson.

Limited Purpose Public Figure. A person who has
thrust himself or herself into the vortex of public controversy
in an attempt to influence the resolution of the controversy.
An example would be a vocal scientist who has lectured and
published articles in an attempt to influence a state legisla-
ture to ban the fluoridation of water.

The Private Figure Rule. A private figure is defined in the nega-
tive. It is someone who is not a public figure. The rule of law for
libel suits brought by private figures varies from state to state. The
variations fgll into three general categories:

L A number of states follow the same rules for private figures
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and public figures. They require private figures to prove
actual malice. Those states include Alaska, Colorado,
Indiana and Michigan.

2. One state, New York, requires private figures to prove that
the defendant acted in a "grossly irresponsible manner.” To
date, no other state has adopted this rule.

3. Most states require private figures to prove only negligence.
Negligence is a term of art that is difficult to define. As a
rule of thumb, a careless error on the part of the journalist
will often be found to constitute negligence.

These distinctions become important after the story has moved on
our wires when there is a challenge and we are preparing our legal
defenses. These distinctions do not apply in our preparations of sto-
ries. We do not have a standard that lets us go easier with ourselves
if the story concerns a public official/figure and be tougher on our-
selves if it concerns a private figure.

The Right of Privacy
The right of privacy is a doctrine that has been developing in the past
century. It is recognized by statute in only a few states, including
New York, but courts increasingly are taking cognizance of it. It is
clearly an area to be watched.

The doctrine is based on the idea that a person has the right to be let
alone, to live a private life free from publicity.

In 1890, two Boston lawyers wrote in the Harvard Law Review:

"The press is overstepping in every direction the obvious bounds of
propriety and decency.”

It is of interest that one of those lawyers, who later became Justice
Brandeis, said years later in one of his dissents:

"The makers of our Constitution undertook to secure conditions
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favorable to the pursuit of happiness. They recognized the signifi-
cance of man'’s spiritual nature, of his feelings and of his intellect.
They knew that only a part of the pain, pleasure and satisfactions of
life are to be found in material things. They sought to protect
Americans in their beliefs, their thoughts, their emotions and their
sensations. They conferred, as against the government, the right to
be let alone — the most comprehensive of rights and the right most
valued by civilized men.” (Olmstead v. United States, 277 U.S. 438, 478)

When a person becomes involved in a news event, voluntarily or
involuntarily, he forfeits the right to privacy. Similarly a person
somehow involved in a matter of legitimate public interest, even if
not a bona fide spot news event, normally can be written about with
safety.

However, this is different from use of a story or picture that dredges
up the sordid details of a person’s past and has no current newswor-
thiness.

Paul P. Ashley, then president of the Washington State Bar
Association, said in a talk on this subject at a meeting of The
Associated Press Managing Editors Association:

"The essence of the wrong will be found in crudity, in ruthless
exploitation of the woes or other personal affairs of private individu-
als who have done nothing noteworthy and have not by design or
misadventure been involved in an event which tosses them into an
arena subject to public gaze.”

Here are details of a few cases brought in the name of right of privacy:

— A leading case centering on publication of details of a person’s
past concerned a man who as a child prodigy in 1910 had attracted
national attention. In 1937, The New Yorker magazine published a
biographical sketch of the plaintiff. He alleged invasion of privacy.

The court said "he had cloaked himself in obscurity but his subse-
quent history, containing as it did the answer to the question of
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whether or not he had fulfilled his early promise, was still a matter of
public concern. The article ... sketched the life of an unusual person-
ality, and it possessed considerable popular news interest.”

The court said further:

"We express no comment on whether or not the newsworthiness of
the matter printed will always constitute a complete defense.
Revelations may be so intimate and so unwarranted in view of the
victim's position as to outrage the community’s notions of decency.
But when focused upon public characters, truthful comments upon
dress, speech, habits, and the ordinary aspects of personality will
usually not transgress this line.  Regrettably or not, the misfortunes
and frailties of neighbors and 'public figures' are subjects of consid-
erable interest and discussion to the rest of the population. And
when such are the mores of the community, it would be unwise for a
court to bar their expression in the newspapers, books, and maga-
zines of the day.”

— The unsavory incidents of the past of a former prostitute, who had
been tried for murder, acquitted, married and lived a respectable life,
were featured in a motion picture. The court ruled that the use of
her name in the picture and the statement in advertisements that the
story was taken from true incidents in her life violated her right to
pursue and obtain happiness.

Some courts have ruled that a person who is recognizable in a picture
of a crowd in a public place is not entitled to the right of privacy. But
if a camera singled him out for no news-connected reason, then his
privacy is invaded, some courts have ruled.

— Another example of spot news interest: A child was injured in an
auto accident in Alabama. A newspaper took a picture of the scene
before the child was removed and ran it. That was spot news.
Twenty months later a magazine used the picture to illustrate an arti-
cle. The magazine was sued and lost the case, the court ruling that 20
months after the accident the child was no longer “in the news.”
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— In another case, a newspaper photographer in search of a picture
to illustrate a hot weather story took a picture of a woman sitting on
her front porch. She wore a housedress, her hair in curlers, her feet
in thong sandals. The picture was taken from a car parked across the
street from the woman's home. She sued, charging invasion of privacy.
A court, denying the newspaper’s motion for dismissal of the suit,
said the scene photographed "was not a particularly newsworthy
incident,” and the limits of decency were exceeded by "surreptitious”
taking and publishing of pictures "in an embarrassing pose.”

— A woman took her two children to the county fair and went with
them into the funhouse. A newspaper photographer took her picture
just as a jet of air blew up her dress. She sued, and the Supreme
Court of Alabama upheld the damages.

The rules in New York state on the right of privacy that are applicable
to unauthorized publication of photographs in a single issue of a
newspaper may be summarized generally as follows:

1. The plaintiff may recover damages if the photograph is pub-
lished in or as part of an advertisement, or for advertising
purposes.

2. There is liability if the photograph is used in connection with

an article of fiction in any part of a newspaper.

3. There may be no recovery under the statute for publication
of a photograph in connection with an article of current
news of immediate public interest.

4. Newspapers publish articles that are neither strictly news
items nor strictly fictional in character. They are not the
response to an event of peculiarly immediate interest, but,
though based on fact, are used to satisfy an ever-present
educational need. Such articles include, among others, trav-
el stories, stories of distant places, tales of historical person-
ages and events, the reproduction of past news and surveys
of social conditions. These are articles educational and
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informative in character. As a general rule, such cases are
not within the purview of the statute. (Lahiri v. Daily Mirror
Inc., Misc. Reports, N.Y. 162, p780)

The Supreme Court of the United States ruled in January 1967 that the
constitutional guarantees of freedom of the press are applicable to
invasion-of-privacy cases involving reports of newsworthy matters.

The ruling arose out of a reversal by the Supreme Court of a decision
of a New York court that an article with photos in Life magazine
reviewing a play, "The Desperate Hours,” violated the privacy of a
couple who had been held hostage in a real-life incident. In illustrat-
ing the article, Life posed the actors in the house where the real fami-
ly had been held captive.

The family alleged violation of privacy, saying the article gave read-
ers the impression that the play was a true account of their experi-
ences. Life said the article was "basically truthful.”

The court said:

"The line between the informing and the entertaining is too elusive
for the protection of [freedom of the press]. Erroneous statement is
no less inevitable in such case than in the case of comment upon
public affairs, and in both, if innocent or merely negligent, it must be
protected if the freedoms of expression are to have the 'breathing
space’ that they 'need to survive.’

"We create grave risk of serious impairment of the indispensable ser-
vice of a free press in a free society if we saddle the press with the
impossible burden of verifying to a certainty the facts associated in a
news article with a person’s name, picture or portrait, particularly as
related to non-defamatory matter.”

The court added, however, that these constitutional guarantees do
not extend to "knowing or reckless falsehood.” A newspaper still
may be liable for invasion of privacy if the facts of a story are
changed deliberately or recklessly, or “fictionalized." As with The

The AP Libel Manual

0009200000000 0C60CGOOCGEGEOOOGIOSOS



The AP Libel Manual

New York Times and The Associated Press decisions in the field of
libel, the "Desperate Hours” case does not confer a license for defam-
atory statements or for reckless disregard of the truth.

Applying the Rules
We already have defined libel and explained the defenses available
to the press. Let's now look at some applications.

In a society in which standards of right living are recognized by most
people, any accusation that a member of society has violated such
standards must be injurious. Members of a community establish in
the minds of others an estimate of what they are believed to be.
Injury to that reputation may mean business, professional or social
ruin.

One court decision put the matter this way:

"The law of defamation is concerned only with injuries to one's repu-
tation. ...

"Embarrassment and discomfort no doubt came to her from the pub-
lication, as they would to any decent woman under like circum-
stances. Her own reaction, however, has no bearing upon her repu-
tation. That rests entirely upon the reactions of others. We are
unable to find anything in this article which could appreciably injure
plaintiff's reputation.” (Kimmerle v. New York Evening Journal Inc.,
262 N.Y. 99)

The traditional rule was that defamation was concerned only with
injuries to one's reputation. That rule was altered in 1974 by the
Gertz case, which held that emotional distress is also an element of
damages in libel.

In order to be libelous, it is not necessary that a publication impute
criminal activity. The following was held to be libelous:
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Pauper’s Grave For Poor Child

Unless financial aid is forthcoming immediately, the body of a
4-year-old boy who was run over Tuesday will be interred in
Potter's Field, burying ground of the homeless, friendless and
penniless, who die or are killed in New York City. The parents
of this youngster are in dire financial straits, and at this writing
have no alternative but to let their son go to his final rest in a

pauper’s grave.

The court said:

“It is reasonably clear, therefore that in some cases it may be a libel if
the plaintiff has been written up as an object of pity. ... The reason is
that in libel the matter is defamatory not only if it brings a party into
hatred, ridicule or contempt by asserting some moral discredit upon
his part, but also if it tends to make him be shunned or avoided,
although it imputes no moral turpitude to him.” (Katapodis v.
Brooklyn Spectator Inc., 287 N.Y. 1)

A publication that does not discredit a person as an individual may
nonetheless damage a person’s professional status.

A story stated that after a youth's body had been taken from the
water in which he had been swimming, he was pronounced dead by a
doctor. Later, the youth was revived. The doctor sued because of
the implication that he had been unable to determine whether a per-
son was living or dead.

Similarly, a publication may affect a business.

Companies are naturally sensitive to news stories that reflect on
their business prospects and practices. There have been many such
news stories in the field of environmental and consumer protection.
The issues are complicated, and the legal aspects not always clear.
Formal charges and allegations should be reported precisely and fairly.
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Likewise, there is no alternative to precision in reporting any criminal
charge.

Not only what is written, but the instruments used in transmitting it,
must be considered in handling news. It is safer to say acquitted or
innocent rather than not guilty because of the danger that the nega-
tive may be dropped in transmission.

An essential element of an action for libel is that the complainant be
identifiable to a third party. Nevertheless, the omission of names
will not, in itself, provide a shield against a claim for libel. As was
pointed out earlier, there may be enough details for the person to be
recognizable.

A story may, by the use of a general description or name, make a
libelous charge against an organized group. It is possible that any
member of the group could bring an action on the story.

If the material is libelous and not privileged, then the question turns
to proof.

Can the substance be established by documents, by testimony from
trustworthy persons or by material from privileged sources? Hearsay
evidence is not enough. It is not enough to show that somebody gave
you the unprivileged information. The issue turns on proof.

Another libel pitfall is the mistaken identity case. There is no com-
plete defense when a newspaper confuses a famous individual with a
person bearing a similar name who gets into a scrape. Petty thieves
running afoul of the law may give the names of famous people—often
old-time athletes—in the hope of getting leniency from a judge.

A few years ago a man charged with a minor crime appeared in
Magistrate’s Court in New York and gave as his name that of a once-
great baseball pitcher. The magistrate gave the prisoner a suspended
sentence. The real baseball player was a prosperous auto salesman,
who threatened multiple suits when he read the story in the news-
papers.
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Closed Courtrooms. In 1980, in Richmond Newspapers v.
Virginia, the Supreme Court ruled that under the First Amendment,
criminal trials are presumptively open to the public and the media
and may be closed only when it is necessary to protect some interest
which outweighs the interest in access. A trial judge must articulate
findings, on the record, to support any closure. This decision
marked the first time in the nation’s history that the right to find out
what a branch of government is doing had been afforded direct and
specific constitutional protection.

In 1982, in Globe Newspapers vs. Superior Court, the Supreme Court
recognized that the constitutional right of access to criminal trials
applies even with respect to a sex-offense trial involving a minor vic-
tim. While it said that the states have a significant interest in pro-
tecting minor victims of sexual assault from the trauma of testifying
in open court, the Supreme Court held that trial judges must deter-
mine on a case-by-case basis whether this interest outweighs the pre-
sumption of openness and stated that any closure order must be
"narrowly tailored to protect that interest” without unduly infringing
on First Amendment rights.

The Supreme Court further held in 1984 in Press-Enterprise v.
Superior Court that the constitutional right of access to criminal trials
encompasses the right to attend jury selection

In 1986, in a second case called Press-Enterprise v. Superior Court,
the Supreme Court ruled that the First Amendment right to access
attaches to preliminary hearings in a criminal case unless specific
findings are made on the record to demonstrate that closure is essen-
tial to preserve higher values and is narrowly tailored to serve that
interest. If the interest asserted is the defendant's right to a fair trial,
the preliminary hearing may not be closed unless there is a "substan-
tial probability” that the right to a fair trial will be prejudiced by pub-
licity that closure would prevent and that reasonable alternatives to
closure cannot adequately protect the right to a fair trial.

The Associated Press has distributed the following statement to be
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read in court by its reporters when confronted with an attempt to
close a criminal proceeding.

The statement allows the reporter, when permitted to address the
court, to state the basic press position and to seek time for counsel
to appear to make the legal argument.

The following statement can be read verbatim, although if any parts
are not applicable to a specific case they can be changed or omitted.

May it please the Court, I am (name) of The Associated Press. |
respectfully request the opportunity to register on the record
an objection to the motion to close this proceeding to the pub-
lic and to representative of the news media. The Associated
Press requests a hearing at which its counsel may present to
the court legal authority and arguments that closure in this
case is improper.

The United State Supreme Court has now firmly held that the
press and the public have a constitutional right to attend crim-
inal trials and pretrial proceedings and may not be excluded
unless the court makes findings on the record that closure is
required to preserve higher values and is narrowly tailored to
serve that interest. There is, therefore, a presumption of
openness which is firmly rooted in the Constitution and essen-
tial to proper function of the criminal justice system.

The Associated Press takes the position that the defendant
should be required to make the following showing in order to
prevail on a motion to close this proceeding:

— First, the defendant must demonstrate that by conducting
this proceeding in public the defendant’s right to a fair trial
will be prejudiced by publicity which closure would prevent.
The defendant must demonstrate therefore that disclosures
made in this hearing will prejudice the case and that these dis-
closures would not otherwise be brought to the attention of
potential jurors.
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— Second, the defendant must demonstrate that none of the
alternatives to an order closing this proceeding would effective-
ly protect the right to a fair trial. Among the alternatives avail-
able to protect the defendant'’s rights are: a careful and search-
ing voir dire, continuance, severance, change of venue, peremp-
tory challenges, sequestration and admonition of the jury.

— Third, the defendant must demonstrate that closure will be
effective in protecting the right to a fair trial. In the present
case there has already been substantial publicity concerning the
facts. The defendant must demonstrate that any prejudice to
the right of a fair trial would result from publicity given to dis-
closures made in this proceeding, and not to previously pub-
lished facts of allegations.

— Finally, the defendant must establish that reasonable alterna-
tives to closure cannot adequately protect the defendant’s free
trial rights.

The Associated Press believes that there has been substantial
public interest generated by this case. The public has a right to
know how the court system is handling criminal matters, what
kind of deals may be struck by prosecutors and defense lawyers,
what kind of evidence may be kept from the jury, and what sort
of police or prosecutorial acts or omissions have occurred. For
these reasons, The Associated Press objects to the motion for
closure and respectfully requests a hearing in which it can pre-
sent full legal arguments and authority.

The Supreme Court has never addressed the question of whether
there is a First Amendment right of access to civil trials and pretrial
proceedings. Several federal appeals courts, employing the reason-
ing of the Supreme Court's criminal trial access decisions, have ruled
that both civil trial and pretrial proceedings are presumptively open
to the press and public.
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Points to Remember

Obviously, the first question is whether it is libelous. That is,
whether it is actionable on its face. If it is, can you prove it? Or is it
privileged?

If the story is libelous or potentially libelous, if you can't prove it and
if it is not privileged, don't move it. If it is already on the wire, KILL
IT AT ONCE.

— Don't try to fix a possibly libelous story by elimination, correction,
sub or new lead. If there is any unprivileged or unsafe material in
the story, the dangerous portion MUST BE KILLED. That is the only
way in which material definitely can be removed from the report.

— Remember that privilege does not remove the need for careful
reporting and the use of editorial judgment. In many cases, courts
have held that it is up to the jury to decide whether a particular pub-
lication was a fair and true report or whether there was "actual mal-
ice.”

— If it is decided that a name should be withheld from a crime story,
be certain that no potentially troublesome descriptive phrases are
given. An elderly janitor of a nearby apartment house could lead to a
suit from every elderly janitor in the neighborhood.

— The fact that police are questioning someone about a crime does
not necessarily justify the label suspect. In most cases, a detective's
telling you that someone is a suspect is not privileged. Again, the
basic questions: Could you prove it, if it came to that? Or is it privi-
leged?

— Picture and graphics captions must be as accurate and objective as
anews story. You can commit libel in a picture caption as damaging-
ly as in a story. The same is true of radio network billboards and
APTV rundowns and shot lists.
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— In writing about murder charges filed during a preliminary police
investigation, it makes no difference legally whether you say John
Doe is charged (a) with the murder of, (b) with murdering, or (¢) with
murder, in connection with the killing of Richard Roe.

AP counsel says:

"Each statement contains an accusation by The Associated Press that
John Doe is guilty of murder. The accusation is made by implication
in that the wording suggests that the charge was made by someone
other than The Associated Press. That, however, does not relieve the
AP of responsibility unless the publication is qualifiedly privileged.

"Thus a publication relating to a murder charge against John Doe in
connection with the killing of Richard Roe must be either privileged
(based on official proceedings), or provably true.”

The AP Libel Manual
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CHAPTER 8

Kills and Correctives

Prompt action must be taken when serious problems are found in a
story that already has moved on the wire. This chapter summarizes
procedures for dealing with stories when legal action and libel might
be involved. Remember that if a legal problem develops with a story
or if guidance is needed, the General Desk in New York must be con-

sulted.

There are three ways to deal with problem stories: withholds, kills
and eliminations.

File a withhold when the accuracy of a story has been seri-
ously challenged and the AP cannot quickly confirm the
story. A withhold should be followed as soon as possible by
a kill or an elimination if further checking makes either nec-
essary. If the story turns out to be correct after further
checking, file an advisory releasing it and lifting the with-
hold.

Material that is libelous and unprivileged calls for a prompt
kill. The kill is mandatory. It may also be necessary to file a
corrective story, as explained below.

An elimination is used when the story carries no threat of
libel action but is objectionable for some other reason:
error, poor taste, an old story inadvertently transmitted, etc.

Remember: Consult immediately with the General Desk.

Kills

Timing. Material considered libelous and unprivileged requires a
prompt kill. The kill is mandatory.
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The only exception: if the last version of the story moved more than
24 hours before the problem was discovered, it will probably be too
late for a kill, but a corrective will be needed.

In cases where the problem is discovered several hours after the
story moved, the kill and any corrective should be sent as soon as the
problem is found. Also, an advisory telling news directors of the kill
and the full text of the corrective should be sent the next day at
about the same time as the erroneous story. This is intended to
ensure that the material finds its way to the members who used the
original story.

Form. The kill should say succinctly what was wrong with the origi-
nal story — for example: Smith was not arrested.

It should not say the original was libelous. Just state the factual
problem behind the kill.

Always use a b priority for the kill and the following advisory.
Transmit the kill and advisory on the same circuits as the original
story, with the same category code. This form should be followed
exactly:

AP-ZYX BULLETIN KILL

(New York) — KILL the ZYX company bankrupt story,
filed as v1234, which moved at 10:47 Eastern time.
The company is NOT bankrupt.

AP Broadcast News Cenfer

Follow the kill immediately with an advisory, stating whether a sub-
stitute story is planned:
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AP-KILL Advisory

News Directors:

The New York story about the ZYX company being
bankrupt, filed as V1234, has been killed. The company is NOT
bankrupt.

A kill is mandatory,

Make certain the story is not aired.

A sub will be filed shortly. (Or: no sub will be filed.)

AP Broadcast News Center

Send an advisory the next day at roughly the same time as the origi-
nal story:

AP-KILL Advisory

News Directors:

A New York story filed ot 10:47 a-m Eastern time
Monday under the slug ZYX-Bankrupt has been killed.

The ZYX company is NOT bankrupt.

A kill is mandatory.

A sub was filed Monday at 11:25 am, slugged ZYX-
Petition.

AP Broadcast News Center

Circumstances will dictate whether a substitute story is required. (See
the section on correctives, below.)

Report Requirements. For kills in the national broadcast report,
a copy of the story killed and the kill itself should be given promptly
to the managing editor, Broadcast Services, together with a letter
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telling who made the error and how it was made. This material will
be relayed to New York.

For kills in state broadcast copy, the material should be given to the
bureau chief, who will relay the material to New York.

If necessary, AP counsel will contact you for further information.
This report will be forwarded to New York .

The file provided to the managing editor or bureau chief should
include four things:

1. Wire copy of the erroneous story, the kill and the kill notes.
2. Wire copy of the substitute story or corrective.

3. A copy of any source material used by the writer or editor in
preparation of the story, including source copy, member clip,
audiotape, news releases, reporter’s notes and the like.

4. A factual explanation from the staff member(s) who handled the
story as to exactly how the error was made — what they did,
where the information came from, etc.

The staff member’s memorandum should be factual reports of what
happened. The memorandum is not the place for extraneous com-
ments about individuals or bureau procedures and definitely not for
apologies.

Do not make any response to any letter or other communication in
connection with any case where legal action seems possible without
first consulting the managing editor or the General Desk.

Correctives
A kill may necessitate a corrective story. Or a corrective may be
required for a story that contained an error but was not killed.

As with a kill, a corrective must be approved by the General Desk
before it is filed by a bureau.
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Do not feel you must be hasty in transmitting a corrective. When
there is a factual error in the report, we want to correct it as quickly
as possible. But remember that broadcast of a corrective does not
safeguard us against legal action. You should be aware of any legal
requirement in your state setting a time within which a corrective
must appear.

The corrective story should identify the previous incorrect story by
slug, transmission number, dateline, and the date. As follows:

AP-ZYX CORRECTIVE

News Directors:

Members who used the March 15 story from New
York, filed as V1234, slugged ZYX-Bankrupt are asked to use
the following story.

Remember that any story that has been on a broadcast circuit may
well have been used before the kill moved.

Therefore, the corrective or substitute story should acknowledge the
previous error and set the record straight.

While each case must be considered individually, the proper form for
the corrective or sub will often be a straight assertion at the start
that a previous AP account was in error.

Example:
The Associated Press erroneously reported on March 15th that ...

In no instance should the story use any apologetic phrase such as The
Associated Press regrets the error. The corrective is simply a factual
account.

The corrective, with the same category code, should be filed on all
circuits where the original was transmitted.
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When a kill appears on any national or state general news wire, the
national Broadcast Desk should check to determine whether the
story was used on any of the broadcast circuits. If so, the kill and
any subsequent correctives should be moved. If the story was not
used on the broadcast wires, no further action is necessary—although
the desk log should note that the matter has already been
researched. This will save later shifts the trouble of checking through
the files.

Report Requirements. If a corrective results from aKill, the cor-
rective and all material relating to it must be gathered into a report
as part of the procedures on kills. See page 206.

Again, do not make any response to any letter or other communica-
tion in connection with any case without first consulting the manag-
ing editor or the General Desk.

If a corrective to a story that was not killed is needed and has been
approved by the General Desk supervisor, follow this procedure:

1. Mail to New York, to the attention of the managing editor, a letter
explaining the need for the corrective. This letter should say what
was wrong with the original story, when and how the error was
made, when and how the error was discovered, and the names of
the AP employees involved in the original error and the corrective.

2. Maintain a file in the bureau on the corrective that includes:

— Wire copy of the erroneous story and wire copy of the substi-
tute story or corrective.

— A copy of any source material used by the writer or editor in
preparation of the original story, including member clips,
reporter’s notes, actuality, news releases, etc.

— A factual explanation from the staff member(s) who handled
the story as to exactly how the error was made — what they did,
where the information came from, etc.
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The letter explaining the corrective must affirm that the above mate-
rial has been retained in the bureau files.

If it is needed, the managing editor’s office may request that this file
be sent to New York later.

Withholds

A withhold is filed when the accuracy of a story has been seriously
questioned and The Associated Press cannot quickly confirm the
story. A withhold should be followed as soon as possible by a kill or
an elimination if further checking makes either necessary.

If the information holds true after checking, file an advisory releasing
the story.

The form for a withhold:

AP-Gold Find WITHHOLD

(Denver) — Withhold the Denver story slugged Gold
Find, filed as V1234, which moved at 10:30 a-m Eastern time.
Authorities say the miner’s story has been questioned.

AP Broadcast News Center

The withhold should be filed on the same circuits, with the same cat-
egory code, as the original copy.

Eliminations

An elimination is used for matter that carries no threat of libel action
but is objectionable for some other reason: poor taste, error, an old
story inadvertently transmitted, etc.
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The form:

AP-Assassination Anniversary ELIMINATION

(Dallas) — Eliminate the Assassination Anniversary
story, filed as V1234, which moved at 8:15 a-m Eastern time.
The story is old and was transmitted inadvertently.

AP Broadcast News Center

The elimination should be filed on the same circuits, with the same
category code, as the original copy.
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® g, an Use the article a before consonant sounds: a one-year term (sounds
as if it begins with a w), a united stand (sounds like you).

Use the article an before vowel sounds: an energy crisis, an honorable man
(the his silent), an N-B-A record (sounds like it begins with the letter €), an 1890°s
celebration.

® a- The rules in prefixes apply, but in general, no hyphen. Some examples:

atonal atypical

o A&P Acceptable in all references to the Great Atlantic and Pacific Tea
Company, Incorporated. Headquarters is in Montvale, N.J. Although the
ampersand (&) is not generally acceptable in copy, it is used in this case because
that is the way people are used to seeing A&P.

e abbreviations They should be avoided, except when they help the listener
understand the story and help you keep wordiness to a minimum. Guidance on
how a particular term should be handled is provided in the individual entries in
this handbook.

Some general principles:

Familiarity: Use only those abbreviations that are so familiar to both
broadcaster and listener that they do not form a stumbling block to the flow of
copy. For example, most everyone knows what the AFL-CIO is, so you need not
spell it out. But the term A-P-/ does not immediately bring to mind the American
Petroleum Institute, and so should not be used in any reference.

Titles: The only titles that should be abbreviated are Mr., Mrs. and Ms.

See courtesy titles.

Junior and Senior: Do not abbreviate junior or senior, and do not set these
words off with commas: Martin Luther King Junior.

Time: Numeric clock references and periods in history should be abbreviated
using a hyphen: a-m, p-m, B-C, A-D.

Wrong: Early this a-m; in the B-C era. The abbreviations should be used only
in connection with figures.

Right: In 450 B-C; at 9:30 a-m.

Right: Early this morning; in the era before Christ was born.

It is always preferable to spell out these references (9:30 this morning rather
than 9:30 a-m) but when they are appropriate, the hyphenated abbreviation may
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be used. See hyphen; time of day.
Do not abbreviate state names, or such terms as company, incorporated or
limited. See company names.

o A-B-C Acceptable in all references to the radio and television networks of
ABC, Incorporated. The corporation should be referred to by its full name.
The network divisions can be referred to as A-B-C News, A-B-C Radio and A-B-C
T-V.

e A-B-C’s
¢ able-bodied

o A-B-M, A-B-M’s Acceptable in second reference to anti-ballistic missile(s).
Avoid the redundant phrase A-8-M missiles.

o A-bomb Use atomic bomb unless a direct quotation is involved. See
Hiroshima.

¢ above-board
¢ absent-minded

¢ absent without leave AWOL (AY'-wawl) is acceptable on second
reference.

* academic degrees If mention of a degree is necessary to establish a
person's credentials, avoid the abbreviation and use a phrase such as: John Jones
has a doctorate in psychology.

Use an apostrophe in bachelor’s degree, a master’s, etc. See doctor.

¢ academic departments Use lowercase except for words that are
proper nouns or adjectives: the department of history, the history department,
the department of English, the English department.

o academic titles Capitalize and spell out such formal titles as professor,
dean, president, chancellor and chairman when they precede a name.
Lowercase elsewhere: Professor John Jones, but John Jones, a professor.
Modifiers such as history or department should be lowercase, as in history
Professor Oscar Handlin or department Chairman jerome Wiesner.

¢ academy See military academies.

e Academy Awards Presented annually by the Academy of Motion Picture
Arts and Sciences. Also known as the Oscars, which is acceptable on first
reference.

Lowercase the academy and the awards whenever they stand alone.

214 The Specifics of Broadcast Style

N N NN NN NN NN N NENENNNNEMNNINDZSNJ



Actors’ Equity Association

* accept, except Accept means to receive. Except means to exclude.
* accommodate

* accounts payable The current liabilities or debts of a business that must
be paid in the near future (within one year).

¢ accounts receivable Amounts due to a company for merchandise or
services sold on credit. These are short-term assets.

¢ accused A person is accused of, not with, a crime. For guidelines on related
words, see allege; arrest and indict.

® Ace A trademark for a brand of elastic bandage.
¢ acknowledgment

¢ acquisitions The process of buying or acquiring some asset. The term can
refer to the purchase of a block of stock or, more often, to the acquisition of an
entire company.

® acre Equal to 43,560 square feet, or 4,840 square yards. The metric
equivalent is .4 (two-fifths) of a hectare or 4,047 square meters.

To convert to hectares, multiply by .4 (5 acres times .4 = 2 hectares). See
hectare.

® acronyms These are words that are formed from the first letters of a series
of words. Use only those that are commonly known.

Acronyms should be capitalized and should not be hyphenated: NATO, CORE,
the START treaty.

See individual entries for guidance on which acronyms may be used on first
reference, and which are too obscure to be used. See abbreviations.

® act Legislation that has been passed into law. Such legislation is a bill prior
to passage, and an act thereafter.
Capitalize when part of the name of a law: the Taft-Hartley Act, the act.

® acting Always lowercase, but capitalize any formal title that may follow
before a name: acting Mayor Peter Barry. See titles.

* act numbers Follow the rules for numerals. Capitalize act and the
number: Act One; Act One, Scene Two. But: the first act, the third scene.

® actor (mdle) actress (female)

* Actors’ Equity Association Headquarters is in New York.
Actors’ Equity or Equity is acceptable on second reference.
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A actuality

¢ actuality Audiotape of a newsmaker talking. Generally, radio actuality
should be 10 to 20 seconds long.

Don't use an actuality for the sake of using it. Often, the anchor can tell the
story better than a piece of tape can. An actuality should contribute something to
the story, such as the point of view of the newsmaker or the unique way the
newsmaker said or did something. See the entries for natural sound; Q&A;
scener; voicer and wrap.

e A-D Acceptable in all references for anno Domini: In the year of the Lord.

Generally, the term is unnecessary: Any date or century number is presumed
to be A-D. Thus, the fourth century is assumed to be different from the fourth
century B-C.

When specifying a year where there might be confusion, use A-D after the year
number: 96 A-D.

In print contexts, A-D precedes the year number, since, if spelled out, the full
phrase would be in the year of the Lord 96. But the construction in which A-D
follows the number has gained such widespread acceptance in speech that it is
more appropriate in broadcast scripts. See B-C.

e -added Follow this form in sports copy: The so-thousand-dollar-added
sweepstakes.

¢ addresses Spell out all terms such as street, road or drive. Follow the rules
for numerals.

Street addresses should be put in copy only when they are specifically relevant
to the story. They should not be put in parentheses.

If you want to make the use of the address optional, put the address ina
separate advisory or at the bottom of the story. See highway designations;
ZIP codes.

¢ adjectives The abbreviation adj. is used in this handbook to identify the
spelling of the adjectival forms of words that frequently are misspelled.
The comma entry provides guidance on punctuating a series of adjectives.
The hyphen entry provides guidance on handling compound modifiers used
before a noun.

¢ ad-lib(n., v, adj)

o administration Lowercase: the administration, the president’s
administration, the Clinton administration.

See the government, junta, regime entry for distinctions that apply in using
these terms and administration.

¢ administrative law judge This is the federal title for the position
formerly known as hearing examiner. Capitalize it when used as a formal title
before a name.

To avoid the long title, seek a construction that puts the title in a separate
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advisory

sentence: The case is being heard by Administrative Law Judge John Williams. He
disagrees with Jones’ contention.

¢ administrator Never abbreviate. Capitalize when used as a formal title
before a name. See titles.

e admiral See military titles.
¢ admissible

¢ admits, admitted These words may in some contexts give the erroneous
connotation of wrongdoing or imply that the subject is responding to an
accusation. A person who announces that he is a homosexual, for example, may
be acknowledging it to the world, not admitting it. Says usually is sufficient.

* ad nauseam

¢ adopt, adapt To adopt s to accept or approve. The resolution was
adopted. The child was adopted.
To adapt is to change. He had to adapt to the circumstances.

¢ adopt, approve, enact, pass Amendments, ordinances, resolutions
and rules are adopted or approved.

Bills are passed.

Laws are enacted.

e Adrenalin A trademark for the synthetic or chemically extracted forms of
epinephrine (eh-pin-EH'-frin), a substance produced by the adrenal gland. The
non-proprietary terms are epinephrine hydrochloride or adrenalin (note lower
case).

e Adventist See Seventh-Day Adventist Church.

¢ adverbs The abbreviation adv. is used in this handbook to identify the
spelling of adverbial forms of words frequently misspelled.

See the hyphen entry for guidelines on when an adverb should be followed
by a hyphen in constructing a compound modifier.

¢ adverse, averse Adverse means unfavorable. He predicted adverse
weather.
Averse means reluctant or opposed: She is averse to change.
e adviser Not advisor.
¢ advisory Not advisery.

An advisory is intended to pass on information about how a story will be
covered or to impart purely logistical developments within a story.
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A Aer Lingus

Advisories are not intended to be read on the air. The form:

Clinton Speech ADVISORY

The start of President Clinton’s speech has been delayed
by ten minutes.

AP Broadcast News Center

See newsalert; updates.

o Aer Lingus (ayr LIN'-guhs) The headquarters of the airline is in Dublin,
Ireland.

o Aecroflot (AYR-oh-flaht) The headquarters of this airline is in Moscow.

¢ Aeromexico This airline formerly was known as Aeronaves de Mexico.
Headquarters is in Mexico City.

o aesthetic

o affect, effect Affect, as a verb, means to influence. The game will affect
the standings.

Affect, as a noun, is best avoided. It occasionally is used in psychology to
describe an emotion, but it is rarely used in everyday language.

Effect, as a verb, means to cause. He will effect many changes in the
company.

Effect, as a noun, means result: The effect was overwhelming. He
miscalculated the effect of his actions. It was a law of little effect.

o Afghan (adj.) Afghani is the Afghan unit of currency.

o AFL-CIO Acceptable in all references for the American Federation of Labor
and Congress of Industrial Organizations. This is an exception to the normal rules
of hyphenation, since the term is so familiar and the fully hyphenated version
would be more difficult to read.

The AFL-CIOis not a union. It is a federation of many unions.

¢ A-frame

o African Of or pertaining to Africa, or any of its peoples or languages. Do
not use the word as a synonym for black or Negro.
In some countries of Africa, colored is used to describe those of mixed white
and black ancestry. In other societies colored is considered a derogatory word.
Because of the ambiguity, avoid the term in favor of a phrase such as mixed
racial ancestry. 1f the word cannot be avoided, place it in quotation marks and
provide its meaning. See colored and black.
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agnostic, atheist

o AFSCME (AF-smee) Acceptable on second reference to the American
Federation of State, County and Municipal Employees. But be certain to use the
full name on first reference to prevent confusion with other unions that represent
government workers. Headquarters is in Washington.

o after- For readability, use a hyphen after this prefix when it is used to form a
noun or a compound modifier:

after-effect after-dinner drink after-thought after-theater snack
See hyphen.
e afterward Not afterwards.

¢ AFTRA Acceptable on second reference to American Federation of
Television and Radio Artists. Headquarters is in New York.

¢ Agency for International Development The abbreviation A-I-Dis
acceptable on second reference.

e agenda Alist. It takes singular verbs and pronouns: The agenda has run its
course. The plural is agendas.

e agent Lowercase unless it is a formal title used before a name.

In the FBI, the formal title is special agent. Use Special Agent William Smith if
necessary to distinguish among different types of agents. Otherwise, the
preferred form is agent William Smith or F-B-I agent William Smith. See titles.

® ages Follow the rules for numerals in expressing the ages of persons or
objects.

Hyphenate the age when it is used as an adjective before a noun: the five-year-
old agreement, but it was five years old. Similarly, hyphenate when the age is
used in place of a noun: a youngster is five years old or a five-year-old.

Do not use the common print-style construction in which the age is placed
immediately after a name and offset with commas.

Wrong: The woman, 26, has a daughter two months old.

Right: The woman is 26. She has a two-month-old daughter.

A person’s age should be used only when it is directly relevant to the story.

Avoid redundancies in expressing ages. It is enough to say someone is a boy or
girl without saying he or she is young. See boy; girl; infant and youth.

¢ ages of history See the historical periods and events entry.
* agnostic, atheist An agnosticis a person who believes it is impossible to

know whether there is a God.
An atheist is a person who believes there is no God.
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A agricultural parity

¢ agricultural parity The relationship between a farmer's purchasing
power today and that of a base period representative of a time when farm
incomes were considered equivalent to income standards in the rest of the
economy. Farm purchasing power is a function of the ratio between the prices a
farmer pays for supplies and the prices the farmer receives for crops.

In the United States, when parity falls below 100 (that is, equivalence with the
base period) for certain commodities, the farmer receives price support from the
government, in the form of a percentage of the actual parity figure.

¢ aid, aide Aidis assistance.
An aide is a person who serves as an assistant.

¢ aide-de-camp, aides-de-camp A military officer who serves as an
assistant and confidential secretary to a superior.

e AIDS Acronym for acquired immune deficiency syndrome. AIDS is acceptable
on all references.

AIDS is an affliction in which a virus has weakened the body’s immune system
and cancer or serious infections have occurred.

AIDS is most often transmitted through sexual contact; the sharing of
contaminated hypodermic needles or syringes, generally by drug abusers;
transfusions of infected blood or blood products; and from pregnant women to
their offspring.

The scientific name for the virus is human immunodeficiency virus, or
H-I-V. The most common strain of the virus is often designated H-/-V - One to
distinguish it from another type called H-I-V - Two.

National AIDS statistics are updated monthly and are available from the
federal government’s Centers for Disease Control in Atlanta.

A note about AIDS tests: Routine AIDS tests look for the presence of antibodies
the body has made to defend against the AIDS virus. A positive antibody test is
evidence of an infection with the AIDS virus. It does not mean the person has
AIDS. People who test positive are often described as being H-I-V-positive.

AIDS antibody tests should be distinguished from tests for the AIDS virus itself.
The presence of the AIDS virus can be confirmed by laboratory cultures or by the
much more sensitive polymerase (puh-LIM'-uhr-ays) chain reaction, or PCR, test.

Many people infected with the virus remain apparently healthy for years. Only
if an infected person develops serious symptoms is he or she said to have AIDS.

e ain’t A dialectical or substandard contraction. Use it only in quoted matter
or special contexts.

o air base Two words. Follow the practice of the U.S. Air Force, which uses
Air Force Base as part of the proper name for its bases in the United States, and
Air Base for installations abroad: Lackland Air Force Base, Texas, but Rhein-Main
Air Base, Germany.
On second reference, the Air Force base, the air base, the base.
Do not abbreviate, even in datelines.
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Air Jamaica

¢ Air Canada Headquarters is in Montreal.

¢ air-condition, air-conditioned (v. and adj.) Note hyphens. The nouns
are: air conditioner, air conditioning.

e aircraft names Strive for readability. When the name includes numbers
and letters, follow rules for numerals and hyphenate: D-C-ten, L-ten-eleven, B-A-C
one-eleven, F-four-C, MiG-21, C-five-A, Phantom-Two.

If the aircraft has only a model number, with no letters, it is not necessary to
spell out the numbers: 707, 727, 737, 747, 757. etc.

Wide-body jets—or jumbo jets—include the D-C-ten, L-ten-eleven, and 747.

When referring to more than one aircraft, follow the guidelines in plurals:
three 747's, four D-C-tens, more than a dozen 747-B’s.

Commercial aircraft are generally referred to as airliners or jetliners.

Do not use quotation marks for aircraft with familiar, easily recognizable
names which are in common use: Air Force One, the Concorde.

Use quotation marks for the individual name of a particular aircraft: the "Spirit
of St. Louis.” Air Force One is excepted from this rule because the term applies to
any airplane in which the president rides. See Air Force One.

e aircraft terms Use engine, not motor: a twin-engine plane (not twin-
engined). Use jet plane or jetliner only to describe those aircraft driven solely by
jet engines. Use turboprop to describe an aircraft on which the jet engine is
geared to a propeller. Turboprops are sometimes called propjets. See the
engine, motor entry.

¢ air force Capitalize when referring to U.S. forces: the U-S Air Force, the Air
Force, Air Force regulations. Do not use the abbreviation U-S-A-F.

Use lowercase for the forces of other nations: the Israeli air force.

This approach has been adopted for consistency, because many foreign
nations do not use air force as the proper name. See the military academies
and military titles entries.

¢ air force base Sce air base.

¢ Air Force One The Air Force applies this name to any aircraft the
president of the United States may be using. But in ordinary usage, Air Force One
is the name for the particular jet that is normally reserved for the president’s use.
This is a Boeing 747, which was put into service in 1990.

¢ Air France Headquarters is in Paris.

¢ Air-India The hyphen is part of the formal name. Headquarters is in
Bombay, India.

¢ Air Jamaica Headquarters is in Kingston, Jamaica.
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A airline, airlines

¢ airline, airlines Capitalize airlines, air lines and airways when used as
part of a proper airline name. Major airlines are listed in this book separately by
name. Companies that use airlines in their names include Alitalia, American,
Continental, Hawaiian, Northwest, Trans World, United and Western.

Companies that use air lines include Delta, Japan and Ozark.

Companies that use airways include British and Qantas (KWAN'-tuhs).

Companies that use none of these include Aer Lingus, Aeromexico, Air Canada,
Air France, Air-India, Air Jamaica, Iberia, KLM and Western Alaska.

On second reference, use just the proper name — as in Delta— or, if
applicable, an abbreviation, such as 7-W-A. Also acceptable are the airline or the
carrier.

The generic term is airline. Use airlines when referring to more than one.

¢ airmail

e airman See military titles.

¢ Air National Guard

e airport Capitalize as part of a proper name: LaGuardia Airport, Newark
International Airport.

The first name of an individual and the word international may be deleted
from the formal name of an airport in all references: John F. Kennedy
International Airport, Kennedy Airport. Note that the remainder of the name is
capitalized. Use whichever construction is most familiar to the audience.

But do not make up airport names. Instead, opt for more conversational
constructions, such as the possessive. Logan Airport in Boston may be called
Boston’s airport, but it should not be called Boston Airport.

e air-tight

¢ air traffic controller Note: no hyphen.

e airways The system of routes that the federal government has established
for airplane traffic. See the airline, airlines entry for the word's use in carriers’
names.

¢ Alabama See state names.

¢ alacarte

¢ a la king, a la mode

o Alaska It contains the largest land area of the 50 states: 586,432 square
miles. See state names.

¢ Alaska-Hawaii Standard Time The time zone used in Hawaii and
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All-America, All-American

most of Alaska. There is an Alaska Daylight Time, but there is no daylight time in
Hawaii.

Bering time applies in some far western sections of Alaska. Yukon time is used
in a small section south of the Yukon border. Pacific time applies in most of the
area that borders British Columbia, including the city of Juneau. See time zones.

e Alberta A province of western Canada. See datelines.
¢ albino, albinos

e Alcoa The acronym is acceptable in all references to the Aluminum

Company of America. The company has dropped the all-capitalized acronym

ALCOA and made Alcoa the acceptable acronym for the company name.
Alcoa also is a city in Tennessee.

¢ alcoholic Use recovering, not reformed, in referring to those afflicted with
the disease of alcoholism. Do not use former.

¢ alderman See legislative titles.
e alert See weather terms.

e Al Fatah (ol foh-TAH') A Palestinian guerrilla organization. Drop the article
Al if preceded by an English article: The Fatah statement, a Fatah leader.

e align
e Alitalia (ahlih-TAHLyoh) Airlines Headquarters is in Rome.
e all- Use ahyphen:

all-around (not all-round) all-clear all-out all-star
See all right and the all time, all-time entry.

o All-America, All-American The Associated Press recognizes
only one All-America football and basketball team each year. In football, only
Walter Camp’s selection through 1924, and AP selections after that, are
recognized. Do not call anyone an All-America selection unless listed on either
the Camp or AP roster.

Similarly, do not call anyone an All-America basketball player unless an AP
selection. The first All-America basketball team was chosen in 1948,

Use All-American when referring specifically to an individual: He is an All-
American, or All-American Pat Ewing.

Use All-America when referring to the team: All-America team or He is an
All-America player.

The Specifics of Broadcast Style 223



A allege

o allege The word must be used with great care. Avoid any suggestion that
the anchor or reporter is making an allegation.

Some guidelines:

Source: Specify the source of an allegation. In a criminal case, it should be an
arrest record, an indictment or the statement of a public official connected with
the case.

Unproved action: Use alleged bribe or similar phrase when necessary to
make it clear that an unproved action is not being treated as fact. Be sure that the
source of the charge is specified in the story.

Redundancy: Avoid redundant uses of alleged. It is proper to say: The district
attorney alleged that she took a bribe. Or: The district attorney accused her of
taking a bribe. But not: The district attorney accused her of allegedly taking a
bribe.

What is being alleged: Be careful about the placement of alleged in
reference to an event that is known to have occurred when the dispute is over
who participated in it. Do not say: He attended the alleged meeting when what
you mean is: He allegedly attended the meeting.

Synonyms: Do not use alleged as a routine qualifier. Instead, where
appropriate, use words such as apparent, reputed, suspected, reported or
accused.

For guidelines on related words, see accused; arrest; and indict.

o Allegheny Mountains Orsimply: the Alleghenies.
¢ alley See addresses.

e allies, allied Capitalize allies or allied only when referring to the
combination of the United States and its Allies during World War | or World War
II: The Allies defeated Germany. He was in the Allied invasion of France. But: The
United States and Britain are allies in NATO; the NATO allies.

¢ allot, allotted, allotting

e all right (adv) Never alright. Hyphenate only if used colloquially as a
compound modifier: He is an all-right guy.

¢ all time, all-time An all-time high, but the greatest runner of all time.
Avoid the redundant phrase all-time record.

¢ allude, refer To allude to something is to speak of it without specifically
mentioning it.
To refer is to mention it directly.

e allusion, illusion Allusion means an indirect reference: The allusion was
to his opponent’s war record.

Illusion means an unreal or false impression: The scenic director created the
illusion of choppy seas.
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amendments to the Constitution

¢ alma mater
¢ almost never Don'tuse. Instead use seldom or hardly ever.
e also-ran(n)

o altar, alter An altaris a table-like platform used in a church service.
To alteris to change.

¢ Aluminum Company of America Alcoais acceptable in all
references. Headquarters is in Pittsburgh.

¢ alumnus, alumni, alumna, alumnae Use alumnus (alumni in the
plural) when referring to a ma