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PREFACE

This fourth edition of the Handbook of Broadcasting marks the Hand-
book’s twentieth year in use as a textbook for elementary classes in the
field of broadcasting. During those twenty years more than 50,000 copies
have been distributed to teachers and students in this country and
abroad. It is obvious that a great number of broadcasters-to-be have
studied it.

In reality, the Handbook is more than twenty years old, for it was used
for two years in mimeographed form by students in broadcasting at the
University of Michigan. The Handbook of Broadcasting was the first
textbook to cover all phases of broadcasting, and, like its author, it may
be considered a “pioneer” in radio. Originally, it was concerned with
only one type of microphone—the carbon—and students were warned
to talk across the face of the instrument to avoid sibilation, which was
emphasized by the carbon mike. This was particularly necessary in the
author’s classes, for his staff at that time consisted of Samuel Sylvan
Simon, Grace Snyder, accompanist, Sibley Sedgewick, and Sidney Straight,
soloist. They were hissed off the air in the opening announcement.

The first edition of the Handbook was published by McGraw-Hill
Book Company in 1937. It introduced the eight-ball and the salt-shaker
microphones, which names gave the broadcaster many opportunities for
feeble humor. Both of these have become obsolete in this era of high
fidelity. There were 689 broadcasting stations in operation in the United
States, all of them amplitude-modulation.

The second edition, in 1941, ran into five impressions. It contained 18
photographic reproductions, in comparison with nearly one hundred
in this edition. They showed such bygone equipment as the “machine-
gun microphone attachment” for distant pickups, and crystal micro-
phones, no longer used for broadcasting purposes. The number of
stations in operation at this time had increased to 881. Only one page
was devoted to frequency modulation and one page to facsimile, both
of which were being introduced. Five hundred and sixty-four courses in
broadcasting were being offered in American universities and colleges.

v




.

Vi PREFACE

The third edition was published in 1950. Considerable space was de-
voted to frequency modulation and to facsimile; television was intro-
duced, as well as wired wireless or closed circuit, and a section was de-
voted to an experimental method of color television. The section upon
manual sound effects was exhaustive. Today, however, manual sound
effects have largely been replaced with recorded effects.

The revision for this fourth edition is drastic. Nothing has been
omitted which is of value to the student of radio. Everything that is
helpful to the future televiser has been retained. Those chapters and
sections of the text dealing with microphone technique, speech, pronun-
ciation, enunciation, acting, law, etc., which are basically the same for
both the radio broadcaster and the televiser, are retained, with supple-
mentary information concerning TV. Then, despite the fact that the
author of the first three editions had had two years of television program-
ming, he recognized his own inadequacies and sought information from
teachers and professionals concerning the person best able to collaborate
in writing material on television. Richard Rider, Supervisor of Television
and Motion Pictures at the University of Illinois, was selected. After
many discussions with the publishers and others it was decided not to
attempt to make two books out of the Handbook, but to create a com-
bined text which would be valuable for both students of radio and of
television.

The fundamentals of amplitude modulation and frequency modulation
have been retained. “Fax” or facsimile has been practically eliminated
except in so far as it relates to its use in the field of television. Television,
both black-and-white and color, has been expanded to approximately 50
per cent of the text. McGraw-Hill Book Company has permitted a vast
expansion in photographic material used to illustrate the text. The result
is a textbook to be used by all beginning students in radio and/or tele-
vision. All the essentials are here in one volume.

Together the four editions of the Handbook of Broadcasting present a
history of air-borne communications in the past twenty years.

WaALDO ABBOT
Ricuaxp RmER
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CHAPTER ONE

FUNDAMENTALS OF RADIO—
AMPLITUDE MODULATION

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

Remote Origination

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

Studio Origination

When sounds are generated in an enclosure such as a room or a studio,
the impulse that reaches the ear of the listener in the room comes from
several places. Some of it comes directly from the source (50 per cent or
less, depending upon the distance), the source in this instance being
the announcer’s vocal chords. Some comes from the ceiling, the side walls,
and the floor by one or more reflections from these surfaces. In a hard-
plastered room, where sound waves can reflect several times without
being appreciably absorbed, a note may persist from 5 to 6 seconds after
it has been sounded. A condition such as this, which engineers call “live-
ness,” is intolerable in the majority of instances for broadcasting, and even

1



2 HANDBOOK OF BROADCASTING

conversa®on is difficult in such a room. To remedy this condition, sound-
absorbing materials are placed on the surface of the room. There are
various materials and methods for acoustically treating such studios. In
maw«y new studios additional deadening has been effected by the elimina-
tion of flat surfaces upon the walls and ceiling. A “saw-toothed” or
parabolic {Fig. 1) wall breaks up the sound waves reflected from it and

Fic. 1. Studio C—\WUOM. This studio has two saw-toothed walls, the third [not
shown] is parabolic. The fourth wall is angled to avoid having it parallel with the
opposite wall. The control room is raised above the level of the studio so that an-
nouncers or actors will not obstruct the view of the control operator. The double
glass in the window is tilted toward the floor. The two pancs of glass are of different
thicknesses to avoid vibration. A boom mike stand is seen in the background. (Uni-
versity of Michigan.)

helps further to diffuse the waves throughout the room. In other studios
the side walls are hung at an angle, slanting gradually from the floor to
the ceiling.

It has been found that the most desirable period of reverberation for
a radio studio is from 0.8 to 1.2 seconds. When the reverberation period
is greater than this, the studio is “live” and sounds persist too long. When
it is less than this, the studio is “dead” and sounds die out too soon.
Singers complain that their voices seem to go into the “dead” room and
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do not come back. In order to create certain effects, studios are now being
built with “live ends” and “dead ends.” (One student in an examination
stated that the “live end” was where students were presenting a play—the
“dead end” held the faculty speaker.) The live end is one in which the
walls are hard-surfaced and flat, built for the purpose of reflecting sounds.
The deliberate purpose of this arrangement is to introduce one relatively
loud reflection into the microphone and help the naturalness of the

Fic. 2. Hemihedral blisters on walls, stepped ceiling, saw-toothed walls in one of
the newer N.B.C. studios. (Johns-Manville.)

pickup. An orchestra is placed with its back to the live end, which acts
as a shell reflector. The presence of many people in a studio will tend to
deaden it, since each individual’s clothing absorbs the sound. An excellent
studio for the broadcasting of amplitude-modulation programs is an
excellent studio for frequency modulation. The AM broadcaster, unfortu-
nately, is too frequently content with imperfect acoustics; the FM broad-
caster cannot be.

Reverberation should not be confused with echo. An echo is the return
of a sound by reflection after a short period of silence. Since the shortest
interval of silence that the ear can detect is 144 second, it follows that,
for an echo to be present, there must be a difference of at least 70 feet
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between the rate length of the sound reaching the listener directly and
that returning by reflection. Reverberation is the successive return of the
sound by reflection at intervals too short for the ear to detect so that the
sound seems to be continuous as its intensity decreases.

In an acoustically treated studio the announcer speaks to a microphone.
In a perfect acoustically constructed studio, particularly for FM, the
microphone is placed where it best
picks up the music or speech. It
may be above or some distance

from the artist.

The speaker’s words are carried
by sound waves from his mouth
to the microphone. These sound
waves travel at approximately 1100
feet a second. Each note in his
voice causes air vibrations or sound
waves. Each sound wave has its
own frequency, that is to say, the
number of vibrations set in motion
per second. When these notes ar-
rive at the microphone they cause
the sensitive face of that micro-
phone to respond at like frequen-
cies and thus change the sound
wave into electrical impulses.

Microphones

There are three general types of
<".| microphones in current use in
Fi. 8. RCA 44BX velocity micro- broadcasting stations today. These
phone. (Radio Corporation of America.) —microphones have many trade
names, but fundamentally those

used for broadcasting are velocity, dynamic, and condenser microphones.
The velocity type of microphone is frequently called the “ribbon mike,”
and justly so, because its operation depends upon the vibration of a very
thin corrugated duralumin ribbon suspended between the poles of a
strong magnet. When the ribbon is set into motion by sound vibrations,
small electric currents are developed in it which are then further ampli-
fied. The ribbon microphone is equally sensitive on the two opposite sides
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which represent the broad faces of the ribbon, while it is comparatively
insensitive on the other two edges. It is an excellent type of microphone
to be used for a quartet or to be placed in the center of an orchestra.
The duralumin ribbon is hung in the bottom of a V-shaped trough. The
result is that speakers do not talk across this microphone, but into the
trough. The velocity type of microphone (Fig. 3) is manufactured by
the Radio Corporation of America and is of the standard broadcasting

type.

000

MINIMUM
SENSITIVITY

VOICE
FADE OUT__

O
O

Fic. 4. Velocity mike fade-out.

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

Western Electric developed the cardioid directional microphone (Fig.
6) which is really two microphones, a ribbon microphone and a dynamic
microphone, each of which can be used independently or in conjunction
with the other. This was the first instrument to combine not less than




6 HANDBOOK OF BROADCASTING

three pickup characteristics in one instrument. By the use of a small
switch located at the base of the microphone, it is possible to convert this
instrument into nondirectional, unidirectional, and cardioid or heart-
shaped selectivity. Three other coverage areas designed to minimize
reverberation are also possible with this microphone; Fig. 7 shows a

Fie. 5. Variable-D cardioid microphone 666 for television and broadcast use.
( Electro-Voice, Inc.)

diagram of three of the pickup areas for this cardioid microphone. Radio
Corporation of America makes an all-purpose microphone consisting of
both ribbon-type and dynamic microphones operating in a common air-
gap (Fig. 8). This microphone also has the three pickups—bidirectional,
nondirectional, and cardioid. The grills or screens on all microphones are
designed for protection and wind screening.



Frc. 6. The Multimike, a development of the cardioid microphone combining the
teatures of the velocity and the dynamic microphones, (Western Electric Company.)
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Fic. 7. Cardioid directional microphone pickup areas.
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8 HANDBOOK OF BROADCASTING

Using lightweight magnetic alloys to reduce the size of microphones,
R.C.A. engineers developed a bantam-size unit which embodies the out-
put and high fidelity of the larger types with a fraction of their weight.
The Bantam is so small that it will not conceal the faces of singers and

Fic. 9
Fic. 8. Polydirectional microphone Type 77-DX. (Radio Corporation of America.)
Fic. 9. The miniature velocity microphone, Style KB-2C. This midget microphone
has a sensitivity and output level comparable to those of the larger velocity models.
This Bantam is ideal for remote broadcasts, conventions, etc. The built-in swivel
makes it possible to tilt the microphone forward or back. (Radio Corporation of
America.)

speakers. It weighs only 12 ounces, making it ideal as a portable unit
(Fig. 9).

The Tru-Sonic microphone system (Stephens Manufacturing Corpora-
tion, Fig. 10) is a condenser-type microphone with the auxiliary equip-
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ment in a separate unit connected to the mike by a coaxial cable. The
Tru-Sonic has a very high frequency response, making it excellent for
music. It is virtually blastproof. The employment of the single-micro-
phone pickup technique so widely advocated to achieve balance can be
successfully effected with this system. The uncertainty in making a new
microphone setup with a strange orchestra is banished. By simply placing
this mike in front of the orchestra and making a qualitative check, no

. ; b ] e~} #P6
& e F +

£

%g’: g o |
B <54 : . e &=
F1c. 10. Tru Sonic model C-2 microphone system, condenser type. The oscillator-
demodulator (amplifier) unit is separate from the microphone. (Stephens Manufac-
turing Corporation.)

o

more than one or two changes are required to achieve perfect musical
balance with only the single microphone.

In conventional ribbon microphone setups the recording engineer, of
necessity, exercises considerable control over the character of the musical
pickup. This is incidental to his prime function of maintaining levels
within the limits of the equipment. Emphasis and deemphasis of certain
sections of the orchestra, and the modulating of portions of the score, are
more properly the responsibility of the musical director. Ordinarily these
two individuals evolve a composite interpretation, which not infrequently
is an unsatisfactory compromise.

Another high-fidelity condenser microphone is the Altec (Altec-Lans-
ing, Fig. 12). This too, is a nondirectional or omnidirectional microphone
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of small size with tonal fidelity, full dynamic range, and negligible weight.
The Altec also has its own power supply. It is greatly used upon athletic
fields because of its lack of susceptibility to wind pressure.

The parabolic microphone attachment (Fig. 13) is used to directional-

Fic. 11 l Fre. 12

Fic. 11. Telefunken U-47M condenser microphone. ( American Elite, Inc.)
Fic. 12. Altec microphone, tiny in size and omnidirectional.

ize a distant pickup. The microphone is placed in the focal point of the
concave side of the bowl. The sound is reflected from the bowl to the
microphone. Equipment of this type is used in convention halls and on

gridirons.




FUNDAMENTALS OF RADIO—AMPLITUDE MODULATION 11

.
.
v‘;

3

i
Fic. 13. Parabolic attachment.
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Control Console

The electric impulses that are developed in the microphone are carried
to a control console (Fig. 14) adjacent to the studio in which the an-
nouncer is speaking. Here the control operator blends the output of
microphones which are in use and amplifies the volume before it is sent
out over special telephone lines. Special instruments calibrated in volume
units (decibels), called “VU” by the technician, show the loudness of
the programs at all times, and it is one of the duties of the control oper-
ator to keep the loudness within acceptable limits. The operator also
checks the quality of outgoing music and speech by listening to it to
see that no distortion is present. He formerly had to modulate sudden
explosive sounds to avoid blasting; however, this is now accomplished
automatically by equipment at the transmitter.
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Fic. 14. Control console and rack, Station WUOM (Collins Radio.) This control
room serves two studios. WUOM has no master control. (University of Michigan.)

Telephone Radio Line

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

In the early days of radio it was convenient to locate the transmitter on
the same building in which the studios were housed, but it was soon
found that this arrangement had several disadvantages, such as too much
screening of the station’s signal by large steel buildings in the neighbor-
hood and unsatisfactory ground conditions. As a result, transmitters are
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now usually located several miles outside the city, where conditions are
better for maximum efficiency. The Columbia Broadcasting System built
an island for its transmitter off the shores of Long Island, New York.

Antenna

The straight, vertical antenna has a height equal to 0.58 of the station’s
wave length. The steel structure of the tower is the actual radiating sys-
tem. A high-power station will radiate power that will keep electric lights
in the neighborhood of the transmitter burning even after they have been
turned off. One chicken raiser kept the lights on in his hen house 18
hours a day using the radio station’s radiated power. A necessary part
of the transmitter’s radiator is the system of ground wires that is buried
in the soil around the base of the antenna. Although never seen by the
visitors to the stations, these bare copper wires are laid out with great
care at a depth of 6 to 12 inches beneath the surface in much the same
pattern as the spokes of a wheel about the hub, each wire or spoke being
almost as long as the antenna itself.

Transmitter

The transmitter proper (Fig. 15) consists of a quartz-crystal oscil-
lator which generates the radio frequency (the quartz crystal to main-

N/ CARRIER AND

SIDE BANDS
M TED
QUARTZ- RADIO- %%UDL,%_E RADIO-
CRYSTAL [—— FREQUENCY —— FREQUENCY [—1 FREQUENCY
OSCILLATOR AMPLIFIER AMPLIFIER AMPLIFIER
AUDIO- MODULATOR
DD— FREQUENCY |— (AUDIO-
AMPLIFIER FREQUENCY)
MICROPHONE

Fic. 15. Radio transmitter.

tain the exact frequency, the number of kilocycles of the station). This
crystal oscillator is followed by several more stages of radio-frequency
amplification which increase the power to a value suitable for modula-
tion. The speech which comes from the microphone or incoming tele-
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phone lines is amplified by a series of audio-frequency amplifiers which
terminate in a stage called the “modulator.” This modulator in turn is
connected to the radio-frequency stage previously mentioned. It is at
this point that the mixing of the audio frequency and radio frequency
takes place. Further amplification follows, and the resulting power is
fed into the antenna and radiated in all directions. This modulation or
mixing process gives rise to other frequencies in addition to the carrier
frequency, which is the frequency of the quartz crystal. These other radio
frequencies, called “side bands,” are located in the assigned channel on
either side of the carrier and contain the speech of the announcer whose
program we are tracing from his mouth to the radio listener. The Fed-
eral Communications Commission limits the width of this channel to
10 kilocycles.

Carrier Wave

Every station has its own carrier wave located in the center of its as-
signed channel. These carrier waves vary between 550 and 1600 kilo-
cycles for the regular broadcast band. These waves travel at the speed
of light. All carrier waves travel at the same speed, but those having fewer
kilocycles do not oscillate as fast as those having more kilocycles. A sta-
tion operating at 550 kilocycles has a rate of oscillation of 550,000 cycles
per second for its carrier wave.

Ground and Sky Waves

The carrier waves which are sent out by the radio station may be di-
vided into two categories; first, the ground wave, and second, the sky
wave. During the daytime the sky waves have no effect upon the cover-
age of the station because they travel upward and are lost, but at night
these sky waves play a very important part because they go up and hit
the Kennelly-Heaviside layer. and are reflected back to the earth. These
reflected sky waves are evident usually only after sunset and extend the
nighttime coverage of stations. The reflected sky wave is important only
to the most powerful stations in the clear-channel classification. Such
stations can be heard ordinarily during the daytime between 100 and
200 miles by means of their ground waves, but at night, through the
medium of the reflected sky wave, they are heard at great distances
because the sky waves are not absorbed by ground conditions as the
ground wave is. The sky wave is not as dependable as the ground wave of
the station, and generally this extended coverage is considered as the
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secondary coverage area. It is this reflected sky wave that causes fading,
inasmuch as the fading area exists where the ground wave of the station
interferes with the reflected sky wave of the same station. Despite the
faults and unreliability of the sky wave, a very large proportion of the
radio audience depends upon sky-wave reception for its evening pro-
grams. Local and regional stations do not benefit from their reflected sky
waves because they are located closer to one another than are clear-

S S s———— \
GROUND WAVE

AT NIGHT THE COVERAGE OF THE CLEAR CHANNEL STATIONS
IS EXTENDED BY THE REFLECTED SKY-WAVE

/ o« e \
GROUND /5 \GROUND
Ve
_—./_—-—- — WaVE
INTERFERENCE INTERFERENCE

AT NIGHT THE COVERAGE OF LOCAL AND REGIONAL CHANNEL STATIONS IS RE-
DUCED BECAUSE THEIR REFLECTED SKY-WAVES PRODUCE INTERFERENCE
WITH EACH OTHER'S GROUND-WAVES

Fic. 16. Reflected sky waves and interference with ground waves.

channel stations and, instead of having an area cleared of interference
for their sky waves, they have merely an area in which their sky waves
interfere with those of another station upon the same wave length. If a
listener to a regional or local station has his receiving set near the outside
limits of the ground wave of a local or regional station, he will find at
night that there is interference with another station because he is pick-
ing up the sky waves from one or more stations operating on the same
frequency. Thus the coverage of a regional or local station is less at night
than it is during the daytime, and the coverage of the clear-channel sta-
tion is greater (see Fig. 16).
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Clear, Regional, Local Channels

The 106 channels in the standard broadcast band are divided into
three principal classes—clear, regional, and local.

1. Clear channel. A clear channel is one on which the dominant station or
stations render service over wide areas and which is cleared of objectionable
interference within its primary service areas and over all or a substantial
portion of its secondary service areas.

2. Regional channel. A regional channel is one on which several stations may
operate with powers not in excess of 5 kilowatts. The primary service area of a
station operating on any such channel may be limited, as a consequence of
interference, to a given field intensity contour.

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

The number of channels of each class is as follows:

Clear channels ......... ., 59
Regional channels .............................. 41
Local channels .. ... ... it innn, 6

106

All countries are permitted to use all regional and all local channels
subject to power limitations and standards for the prevention of objec-
tionable interference. The clear channels were assigned definitely to the
various countries. With only 106 channels available for broadcasting in
the United States and with 2840 AM stations on the air in the fall of
1956, it is obvious that a great many of these stations have to be in the
same frequencies. However, by placing them far enough apart so that the
ground waves of regional and local stations do not interfere and the sky
waves of clear-channel stations do not interfere, it is possible to obtain
good reception from all these licensed stations. This is achieved by the
Federal Communications Commission, which limits the power of the
various stations and the hours in which certain stations may broadcast.

Coverage

Various stations are allotted a certain amount of power for broadcast-
ing their programs. Those which have clear channels are generally al-
lowed 50,000 watts; those in the regional classification do not exceed, un-
der ordinary circumstances, 5000 watts; and those in the local category
have a maximum of 250 watts. Under ordinary circumstances a station
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with 50,000 watts would be able to send its carrier wave approximately
three times as far as a station with 250 watts. However, there are factors
that determine the coverage of a station in addition to power. A station
which broadcasts upon a low frequency, such as a 550-kilocycle station,
will go farther with less effort than a station which is broadcasting upon a
frequency of 1550 kilocycles, because the latter carrier wave has to oscil-
late so many more times in covering the same distance. In an article by
J. M. Greene, circulation manager of the National Broadcasting Com-
pany, in Printers” Ink, the following illustration explains this:

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

A second factor which determines the coverage of a radio station is
the ground over which it passes. Various geological conditions affect the
transmission and cut down the coverage of the station. Therefore the
station which has the greatest power and the lowest number of kilocycles
and broadcasts over the best ground conditions is the one that will be
heard the farthest. Power is not the only factor in station coverage. It is
entirely possible under certain conditions for a station operating on 250
watts to have a greater coverage than one operating on 1000 watts.
Ground conductivity alone can offset the advantages of both high power
and low frequency.

Interference

Not only do such things as power, the frequency, and ground conduc-
tivity affect the coverage and reception of programs, but man-made con-
ditions may affect it. Electrical disturbances caused by X-ray machines,
power lines, etc., create disturbances which affect the signal received
by the broadcasting set. High steel structures surrounding the antenna
of the station’s transmitter will affect its coverage.

As has been pointed out, radio signals travel farther at night by their
sky waves than they do during the daytime. Therefore, in order further
to avoid interference, the Federal Communications Commission grants
licenses to certain stations which are located close to one another to
broadcast with decreased power after sunset. More stations broadcast
from sunrise to sunset than are permitted to air programs after sunset.
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There are other instances where stations share time, one station being
permitted on the air for part of the day and another one for the balance
of the day. These limitations permit the licensing of a greater number of
stations.

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

Reception

The carrier frequency and side band (sometimes called “side frequen-
cies”) come through space to be picked up by the aerial of the receiving
set. Radio waves travel through the air at the speed of light, approxi-
mately 186,000 miles per second. I can remember that in the early days
of radio a professor would deliver his talk to the microphone and then
dash into an adjoining room to see if he could catch his closing words
from a radio receiving set. He never made it. If the announcer in a prize
fight is talking to a person located in the 25-cent seats 500 or 600 feet
away from the ring, and to a microphone, you who are listening to the
program 500 to 600 miles away will hear his voice over the radio before
it will be heard by the man who has paid his quarter. These radio waves,
picked up by the aerial, are changed into electrical impulses (of the
same frequency as the radio waves), which are conveyed to apparatus
which tunes the set to the frequency of the station. After suitable amplifi-
cation, these impulses go into a detector in which the speech of the an-
nouncer, in the form of electrical impulses of the same frequency as
developed by the microphone, is extracted from the carrier and side
bands. Thence these impulses are further amplified and conducted to a
voice coil mounted in a magnetic field. This voice coil is attached to the
paper cone of the loud-speaker. The impulses cause the voice coil and
hence the cone to vibrate. The vibrations of the cone result in sound
waves just like those that were projected by the announcer in the studio
(see Fig. 17).

The phraseology 1 have used in this explanation (channels, bands) is
that used by technicians, specialists in electrical engineering and physics.
However, it does give rise to a misconception on the part of the layman.
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In reality there are no definite layers in the air. Possibly a better illustra-
tion to use in connection with broadcasting is that there are two stations,
one represented by a red light and the other by a green light. When these
stations are broadcasting, both lights are illuminated, and the air about
them is filled with red and green rays representing their radio frequen-
cies. Both colors are everywhere, just as their radio waves fill the air.
Your receiving set is a filter which picks out only the red rays or only
the green rays as you tune that filter (receiving set) to the station to
which you desire to listen. The red rays do not go in a definite pathway
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F1c. 17. The route of a radio program.

or band, but go everywhere, up and down and around the light which
is the antenna of the station. If the red or green light were made brighter
and dimmer according to some prearranged code, while the color was
not changed, and the person watching the lights could interpret that
message through the medium of a code, he would be using the light rays
just as the receiving set picks up radio waves. The intensity of the signal
is varied by the sound wave which is transmitted in the amplitude-
modulated system of broadcasting.

Radio vs. TV

The unbiased radio forecaster recognizes the fact that radio will not
be replaced by television. Television does not duplicate radio; it merely
improves upon radio in one respect, its appeal to the eye. A new service
replaces an old one only if it exactly duplicates it in every respect and
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then improves upon it. Radio does some things that television does not.
Television requires concentration upon the screen. Radio permits you
to work or play with a musical or speech background. Radio is used in
75 million automobiles. You cannot watch the TV screen and drive. In
the summer. The beaches and picnic grounds are spotted with portable
radios. Portable small-screen TV sets using transistors and batteries are
currently available; however, reception is limited. TV will not reach all
rural areas. There are thousands of miles of sparsely peopled areas
where TV will never be feasible financially. The role of radio will prob-
ably be smaller and that of TV greater, but there will be more radio sta-
tions offering employment to students for many years to come.

Wired Radio

“Wired wireless,” variously called “gas pipe,” “carrier current,” “limited-
area broadcasting,” and “wired radio,” is not radio at all in the public
conception. In “wired radio,” sound waves are converted into electrical
impulses which are carried over electric-power lines or gas or water pipes,
instead of being transmitted through the air. The equipment used in
“wired radio” is the same as that used in broadcasting through the air.
A low-powered transmitter with a range not to exceed 200 feet is hooked
to the power line or pipe that serves as an antenna for an ordinary radio
receiving set which reconverts the electrical impulses into sound waves.

While no license is required at present for wired radio, the Federal
Communications Commission has ruled that, even if a low-power radio-
frequency device is exempt from licensing, it must nevertheless conform
to certain technical requirements so that its emissions will not interfere
with the regular radio services. Those operating such a system select a
frequency not used in their locality, a frequency which will not interfere
with any other station heard in the area. In other words, its emission must
be measured expertly to make certain that there is no interference. The
responsibility of insuring that the radiated energy does not exceed the
limitations specified lies with the owner and operator of the equipment.
Serious penalties, provided for in the Communications Act, include a
maximum fine of $10,000 or two years imprisonment, or both. The F.C.C.
regulation states specifically “while the so-called ‘campus radio” of the
Intercollegiate Broadcasting System, which is confined to the individual
wired precincts of more than 50 schools and colleges, is not licensed, its
operators see that it conforms to F.C.C. low-power rules.”

These stations operate under Rule 2.102 of the Federal Cominuniea-
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tions Commission, which specifies that the maximum field strength of the
radio signal must not exceed 15 microvolts per meter (inaudible on an
ordinary receiver ) at any point at a distance of lambda (the wave length)
divided by 2 pi (6.28) from the nearest part of the transmission system.
For frequencies in the lower portion of the broadcast band, such as
campus stations use, this distance is around 200 feet. The transmission
system may include wire lines installed by the station or leased from
others, and power lines into which the signal is coupled. Since the signal
is carried by these mediums to the specific locations where reception is
desired, no interference is caused to distant broadcast stations on the
same frequencies, and because of their compliance with the above cited
rule, campus stations are exempt from many of the provisions of F.C.C.
licensing procedure. For example, licensed operators are not required to
operate the station, and the station itself need not be licensed by the
Commission. The call letters of campus stations are assigned by the
Commission, however, and all stations of the system are registered with
them.

Wired radio is not a new method of transmission. It has been used by
power and telephone companies. It formed the basis for Muzak, which
provides music to restaurants and bars in the cities. It became a college
radio at Brown University in 1936, where programs were transmitted over
the heating pipes.

The wired-radio station would require approximately $350 for a trans-
mitter; each turntable (there should be two) will cost from $150 to $750;
microphones cost from $40 to $85 each; and remote pickup equipment,
amplifiers, etc., must be purchased. There will be the expense of purchas-
ing recordings, and charges for wires from the athletic buildings and
fields and from remote pickup points.




CHAPTER TWO

FUNDAMENTALS OF RADIO—VERY
HIGH FREQUENCIES

Frequency Modulation

The difference between AM and FM broadcasting can be visualized
something like this: Think of two different lakes, each with a machine
in the center creating waves which cover the surface. On one lake the
waves are exactly the same distance apart but they differ in height. Some
are only tiny ripples; others are great, surging whitecaps. Regardless of
their height, however, the distance from one to the other is exactly the
same. The waves of such a lake are comparable with the radio waves
used in AM broadcasting, for these waves transmit different sounds by
variations in height or amplitude instead of in distance apart or fre-
quency.

The machine or “transmitter” in the other lake causes it to be covered
with a series of waves all exactly the same height but with varying dis-
tances separating them. This second lake is comparable with waves which
transmit sounds in FM broadcasting, for such waves vary in frequency
instead of in height or amplitude.

Broadcasting, both AM and FM, is transmitted by electromagnetic
waves which emanate from the antenna of the transmitter. Such a wave
is illustrated by the peaked line in Fig. 18a. The portion above the
straight line represents plus voltage, that below the line is minus voltage.
The distance between the peaks depends on the frequency of the wave.
This carrier wave will operate a radio receiver at the one point on the
dial which corresponds with its frequency.

To transmit sound on this wave, we can modulate it by combining it
with another wave which varies in accordance with the sounds to be
transmitted, as in Fig. 18b. The result of such a combination is ampli-
tude modulation, represented by Fig. 18c. The differences between the

D)
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heights of the peaks are the differences of amplitude of the wave as com-
pared to its average value, indicated by the straight line. The waves re-
main at the same distance apart, or at the same frequency. The receiver
converts these amplitude differences back into sound.

There are serious drawbacks to this method of transmission. Lightning,
street cars, electrical motors, dialing the telephone, etc., create waves
which are of the identical electrical type as the amplitude-modulated
wave. They tend to decrease or increase the height of the peaks, and
since the height determines the sound to come from the AM receiver,
these “stray” waves come through your radio set, along with the program
you are attempting to hear, to cause static.

However, these unwanted waves, which affect the height of the peaks,
have virtually no effect on the distance between them—their frequency
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remains unchanged. This phenomenon was noticed as early as 1923 by
Major Edwin H. Armstrong. He therefore began work on a new system
in which the basic carrier wave is modulated, not by changing the height
of the peaks, but by changing the frequency, or distance, between them
(Fig. 18d).

Static can act on the FM signal just as it does on AM, but it makes no
difference to you, listening to your FM receiver. The FM transmitting sta-
tion modulates the carrier waves by altering the distance between them.
Your FM radio converts back into sound only these differences in the
frequency of the waves, and this is not changed by the stray, or static,
waves. The result is reception virtually free from static.

One of the basic differences between the two types of broadcasting is
the low “signal-to-noise” ratio of FM as compared to AM. As you can
readily understand, there is always some background noise in any radio
signal---static, electrical interference, etc. For reasonably good reception
of AM signals, the signal itself must be approximately 100 times stronger
than the noise. In FM, a signal only twice as strong as the noise is a satis-
factory signal, because of the “limiter” effect of the FM circuit. The effect
of the limiter is to dampen the silence background noise in FM reception.
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Since there is no limiter in an AM circuit, the signal must be much
stronger than the noise to insure satisfactory reception.

The problem of interference between stations does not exist for FM;
there is virtually no limit to the number of high-power transmitters that
can be operated within the frequencies assigned to FM broadcasting. For
this there are a number of reasons. ’

One is a quality, as yet not thoroughly understood, inherent in FM.
One wave will not interfere with another, even on the same band, unless
the two have almost equal strength. The receiver will automatically select
the stronger, and reproduce it perfectly, while blanking out the weaker
completely; there is no double rendition of programs from different sta-
tions. Engineers have tested this characteristic with an FM receiver
mounted on an automobile driven to a point approximately midway be-
tween two FM stations transmitting on the same frequency. The balance
is so delicate that moving the car just a few feet will completely blank
out one station in favor of the other.

Another important point is that FM waves tend to act like light and
travel in straight lines. This limits the range of FM broadcasts, ordinarily,
to a little more than twice the distance from the transmitter antenna to
the horizon, which means that power stations on the same band only a
few hundred miles apart do not interfere.

Additional insurance against overlapping stems from the fact that each
FM channel is 200 kilocycles wide, or twenty times the width of an AM
channel, and from the ruling of the Federal Communications Commission
that stations serving the same area shall not operate on adjacent channels.

The idea that the range on AM is far greater than that of FM has
proved to be inaccurate. FM stations have greater solid range than AM
stations of the same power—particularly at night. The greater range of
AM stations is a theoretical range. FM stations put out steady, unvary-
ing signals to the limit of their primary service area. They are not inter-
fered with by other distant stations, and they do not fade in and out as
do “secondary” signals of AM stations on the wave lengths now in use.

The height of the FM antenna is more important than power. A 20-kilo-
watt FM station with a 500-foot radiator will get greater coverage than a
60-kilowatt station with a 300-foot radiator. In the case of frequency mod-
ulation the tower is merely a supporting unit for the radiator proper,
which consists of what are known as “bays,” “loops” or “rings,” or in some
instances, “pylons” (Figs. 19, 20, and 21).

The use of an antenna, properly constructed, installed, and directed,
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determines whether or not more distant FM stations will be heard, as
well as the quality of signal received from near-by stations. Unlike the
old type of radio waves, frequency-modulation signals are inclined to
travel in a straight line like a beam of light. As with light, the distance
to which these beams will reach is largely determined by the height of
the sending antenna, and the position of the receiving antenna. The AM

Fic. 19. FM 12 bay ring-type antenna, (Collins Radio Company. )

long-wire antenna catches the long waves but confuses the ultra short
waves of FM. These high-frequency short waves respond to the short
span of the FM antenna, a “folded dipole,” either directional or nondirec-
tional, with or without a reflector. A dipole antenna looks something like
a long paper clip. In general, and essentially with the reflector type, the
antenna should be broadside to the station in order to get the strongest
signal. The reflector, that is the single bar, should be back of the pickup
element. The FM antenna should be mounted as high as possible. Avoid
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Fic. 20. VHF superturnstile antenna for television. ( Radio Corporation of America.)
pe ]

Fic. 21. UHF pylon antenna for television, (Radio Corporation of America.)
placing it near a wall, chimney, or other object which may reflect or de-
flect signals. A two-wirc 300-ohm lead-in cable is recommended.

With the permission of the F.C.C,, it is possible to transmit programs

from the studios to a distant transmitter by means of a studio-to-transmit-
Y

ter link known as “STL.” This method requires installation of a low-

power, very-high-frequency transmitter and parabolic reflector, and, at
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the transmitter, a similar reflector to receive the beamed or transmitted
signals from the station transmitter and an associated receiver which con-
verts the received radio signal back to sound frequencies.

Telephone lines have been developed to carry up to 15,000 of these
frequencies so that frequency-modulated programs may be satisfactorily
broadcast over a network of stations connected by telephone lines. The
relay system, however, is more economical. An alternative to wire-linked
networks is a network in which a program is carried from station to sta-
tion, not by wire but by radio, each succeeding station picking up the
preceding station’s transmission on a special relay receiver. Such a net-
work can only operate if intermediate relaying stations are taking the
program and sending out their signal. This method of network broad-
casting is only practical in the case of frequency-modulation stations. A
5-microvolt signal is adequate; therefore, while the frequency-modulation
program may not be received well in the home, it can be picked up with
professional equipment for rebroadcasting. A 5-microvolt signal is possi-
ble for distances of 100 or more miles.

The studio control operator need not ride gain on his program as care-
fully as is required in the case of an AM studio production. He may per-
mit momentarily very-high-level passages, which would be intolerable
to an AM transmitter, to go on to the FM transmitter and be transmitted
by it. Because the over-all background noise level of an FM signal is
much lower than in the case of AM, the control operator can also permit
low-volume passages of speech or music to be transmitted at the original
volume level rather than to increase the level of low passages artificially,
as is necessary when feeding an AM transmitter. In FM, the signal
strength is always constant; changes in volume, like changes in tone, oc-
cur by changes within the wave itself. Therefore, the full orchestral range
in volume, as well as in pitch and tone quality, is transmitted and re-
ceived with almost perfect fidelity. The width of the new FM channels
has been adjusted to permit high-fidelity transmission, making more notice-
able the high frequencies in the reception, with the result that the listener
has to be trained to appreciate these frequencies rather than to relv upon
the lower tonal qualities of regular broadcasting.

In making available channels for frequency modulation, the govern-
ment set aside exclusively for educational purposes bands which adjoin
the bands for commercial purposes.

The band between 88,000 and 108,000 kilocycles is set aside to accom-
modate both commercial and educational FM stations. Before the end of
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1956, 536 commercial FM stations were on the air, and 130 additional FM
stations were owned and operated by educational institutions.

Music programs are piped over wires to various cafés, bars, and res-
taurants for the entertainment of their patrons. Some of these programs
are now carried by frequency modulation to these places, which have sets
with a set frequency that will not pick up any other station; and any
other frequency-modulation receiver, not built for the reception of these
programs, will get a squeal when it attempts to pick up these broadcasts.
In other words, the subscribing eating place has to pay a fee for such
entertainment services and no one not paying such a fee can get the pro-
grams. This is the principle of “subscription radio.”

Low-power Stations

In 1948, the Federal Communications Commission made changes in
its regulations, authorizing low-power frequency-modulation educational
stations using transmitters of 10 watts or under (Fig. 22). This low-
power type of station not only makes possible a highly desirable service
in hundreds of small school systems over the country, but also provides
an impetus toward the establishment of a full-power non-commercial,
educational station. The low-power station operates exactly as does the
frequency-modulation station except, because of its low power, it serves
an area with about a 10-mile radius. It is, therefore, adequate for munici-
pal school systems, and since the Federal Communications Commission
granted the first permit for a 24-watt station to Svracuse University, a
great many boards of education, school districts, and other educational
units have applied for licenses. At present, about 51 noncommercial sta-
tions are in operation. The principal reason for these low-power stations
is economy. A 10-watt FM transmitter, now being offered in the school
market, ranges in price from $1,500 to $3,000. The total cost for equip-
ment and studios should not exceed $6,000 or $7,000. Applicants for the
low-power FM stations are not required to submit the technical data re-
quired for a full-power station, and when the school desires to increase
its power, all that it is necessary to do is to add new power stages and
accessory equipment. Rules and regulations of the Federal Communica-
tions Commission permit great latitude in the number of air hours; and
the station may go off the air during holidays and vacation periods.

Such low-power stations offer student and teacher the opportunity for
practical experience that might be gotten in a full-power FM station.

The antenna can be placed upon the top of the school building in
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which the transmitter is located. Classrooms may be remodeled to be used
as studios. In addition to the transmitter, the necessary equipment should
include a program consolette, microphones and stands, recording equip-
ment, playback equipment, program monitoring and talk-back equipment,
control relays, wiring, etc.

Frc. 22. 10-watt transmitter for low-power station. (General Electric Company.)

Various manufacturers give a special price on FM receivers to school
systems. These receivers may be placed in classrooms and buildings
throughout the community.

Just as in the case of a full-power station, application for a license
(No. 340) must be filed with the Federal Communications Commission.
The manufacturer of the transmitter and the antenna to be used will give
the necessary technical information. Call letters will be assigned by the
F.C.C.



CHAPTER THREE

FUNDAMENTALS OF TELEVISION

The possibility of sending pictures through the air from one place to
another is not a new idea. As early as 1884, Paul Nipkow patented a
mechanical scanning disc. This was the first practical method of breaking
pictures up into small particles that could be sent from the originating
point and reassembled at a receiving point some distance away. It was
a form of mechanical television. Variations of the Nipkow disc were used
in further research and development until the invention of the iconoscope
tube in 1923, which achievement began the era of electronic television.
As is the case with most major discoveries and inventions, these develop-
ments were not isolated “finds,” but rather were the inevitable results of
years of study and research in physics, optics, electricity, photosensitive
materials, vacuum tubes, and many other areas.

It is not possible to say that any one man invented television. There
have been many men, in many different places, involved in the growth
and perfection of the modern television system.

Because of its less complicated nature, sound broadcasting developed
earlier than did the transmission of pictures. As early as 1920, radio
station KDKA, in Pittsburgh, was broadcasting regularly. It was during
that year that KDKA broadcast election returns of the Harding-Cox
presidential race, and the phenomenal growth of the radio broadcasting
industry was under way.

In 1923, Dr. Vladimir K. Zworykin obtained a patent for an all-elec-
tronic television camera tube which he called the “iconoscope.” The
iconoscope was the standard camera tube for a number of years, and is
still in use at many stations for the broadcasting of films and slides. In
1929, Dr. Zworykin brought out an electronic picture tube called the
“kinescope.” This type of receiver tube is still in use today. Despite this
major progress, it was not until 1933 to 1934 that the iconoscope was
sufficiently perfected to permit the building of a practical television
camera. Between 1923 and 1934 many experiments were conducted using

30
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different television systems. Experimental stations were licensed and
began to broadcast. The first was operated by WGY, the General Electric
radio station in Schenectady, N.Y. It went on the air in 1928. R.C.A.-
N.B.C. followed in 1930, and C.B.S. in 1931. By 1939 it was clear that the
all-electronic system, employing Zworykin’s iconoscope and kinescope,
was the method by which practical television broadcasting would be
possible.

In 1940 the infant television industry thought it was ready to begin
regular commercial telecasting. However, it was not until July 1, 1941,
that the Federal Communications Commission licensed the first commer-
cial television station. The first commercial license went to station WN BT,
the N.B.C. station in New York. This beginning was, for all practical
purposes, short-lived. The Second World War drastically arrested the
development of television as a nationwide means of communication.
There was continued experimentation and limited broadcasting during
the war period, but it was the immediate postwar period that saw the
industry grow to significant proportions. By 1947 the number of sets in
use clearly showed that television was really on its way.

Frequencies and Channels

In the late 1930s and early 1940s television was considered something
of a problem child. It has remained so ever since. One of the problems
that has continued to plague the growth of this prodigious infant is
precisely where, in the radio spectrum, it should be located. Under pres-
ent United States standards a television broadcasting channel requires
a band width of 6 megacycles. Since 1 megacycle is equal to 1000 kilo-
cycles it can readily be seen that television requires some room! This is
graphically brought to mind when we realize that the total AM broad-
casting band runs from 550 kilocycles to 1600 kilocycles, or just 50 kilo-
cycles over 1 megacycle!

At an early date television was moved upstairs to that portion of the
radio spectrum called the “very high frequency” (VHF) range. Shortly
after the earliest telecasting began, the frequencies were reshuffled to
make room for FM. After this move there remained channels 1 through
13, all in the VHF range. Later channel 1 was deleted as a usable tele-
vision channel. There then remained 12 VHF channels, 2-13. Channels
2-6 fell in the range of 54-88 megacycles, and channels 7-13 in the
range of 174-216 megacycles. In between channels 6 and 7 space was
left in which to place the FM frequencies.
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With these 12 channels available the Federal Communications Com-
mission (F.C.C.) proceeded to issue licenses. Such licensing continued
until September 30, 1948. At this point the F.C.C. issued what has come
to be known as the “Freeze Order.” Licensing of television stations was
suspended pending a complete study of all the problems involved. Of
first concern was the question of how a truly national television system
could be 'established within the existing available frequencies. There
were also numerous technical questions to be answered. When the freeze
occurred there were 107 stations in operation. One additional applicant
held a construction permit and proceeded to complete the building of a
station. So, from the issuing of the freeze order until three and a half
vears later there were but 108 television stations on the air.

The F.C.C. thawed the freeze on April 14, 1952, when it released its
Sixth Report and Order. This voluminous document did several important
things. It set forth a nationwide allocation plan for all available TV
channels. It reserved 242 channels exclusively for use as noncommercial,
educational stations. It settled the many claims and counterclaims that
had been presented to the commission. And most important of all, it
made available a total of 82 TV channels. The VHF channels, 2-13, re-
mained as they were. What was added was a further shift upstairs in the
radio spectrum, into the “ultra high frequency” (UHF) range. That part
of the UHF range assigned to TV use runs from 470 to 890 megacycles.
This permitted the assignment of channels 14-83. Early in 1956 there
were 454 television stations in operation, 347 using VHF channels, and
107 using UHF.

Present TV stations operate on one of the 12 VHF or one of the 70
UHF channels. In the nationwide allocation plan, VHF and UHF chan-
nels were intermixed. That is, both kinds of channels were assigned to
areas and to specific communities. For example, Chicago has assigned to
it ive VHF channels and five UHF. A smaller community might have
only one UHF channel, but the community next to it might have a VHF.
The main point is that they were not separated geographically. As we
shall see, this was an important, if not entirely foreseen, aspect of the
Sixth Report and Order.

VHF vs. UHF

Strictly speaking, there is no major difference between television
broadcasting on VHF channels and on UHF channels. The same stand-
ards and procedures are used in both cases. Technically, it is not at all
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like the AM-FM radio situation. There are major systemic differences
between AM and FM sound broadcasting.

Practically, however, there are some highly significant differences
between VHF and UHF telecasting, differences which are similar to the
AM-FM relationship. There are three such differences that have drasti-
cally affected the economics of the television industry.

First of all, because the UHF channels are utilizing much higher
frequencies than the VHF channels, considerably more power has to be
radiated to obtain a comparable coverage area. The same characteristic
of radio waves is operating here that we find in AM broadcasting, where
it is desirable to be as low on the dial as possible. Power and other
tactors being constant, an AM station broadcasting on 550 kilocycles will
cover a greater area than one operating on 1550 kilocycles. The F.C.C.
clearly recognizes this difference in issuing television licenses. The low
VHF channels, 2-6, are authorized an effective radiated power of 100
kilowatts; the high VHF channels, 7-13, can operate with an ERP of 316
kilowatts; and UHF stations have a maximum ERP of 1000 kilowatts.
So, the first problem operators of UHF stations had to face was getting
a sufficiently large coverage area to enable them to compete with the
VHF stations.

Secondly, since this is the highest set of frequencies ever used for
public broadcasting purposes, manufacturers had done very little experi-
mental and developmental work in the UHF range. No equipment was
available that would generate the enormous amounts of power required.
When the first UHF transmitters became available on the market they
were of low power ratings, many as low as 1 kilowatt. Thus, in the crucial
early days of station development it was impossible for the UHF stations
to obtain coverage patterns equal to those of the VHF stations.

Third, and probably the most serious difficulty of all, is the fact that
virtually no receivers were able to receive the UHF channels. Since all
the orginal stations were VHF, there had been no need for the additional
channels. Inclusion of all channels on a receiver increased the cost of the
set, and this increase was naturally resisted by the buying public. To
convert an existing VHF-only set costs approximatly $30, and this too,
has been resisted. The early UHF stations could well wonder whether or
not they actually had an audience.

The force of these three problems set in motion the proverbial vicious
circle. The UHF stations did not have the coverage nor the available
audience, so the networks and advertisers stayed away. Without network
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programs and advertising revenue the stations were well-nigh helpless in
building an audience. Any effort to break this circle was almost certain
to fail. The problem of power and coverage is, at least in a major degree,
being solved by the broadcast-equipment manufacturers and by the
F.C.Cs approval of extremely high maximum-power standards. The
problem of network affiliation, and thus increased UHF set conversion,
and thus increased advertising dollars, is more thorny. The only thing
that will cause people to buy all-channel sets, or to convert old ones, is a
program service that they strongly desire. In most cases this means net-
work service. The networks, on the other hand, require an audience which
can be delivered for the sponsor’s message. All of this left the UHF sta-
tion with a nearly insoluble dilemma. Needless to say, a considerable
number of UHF licenses have been returned to the F.C.C.

In areas not strongly dominated by VHF stations, UHF stations can be
and are operated successfully. In strong VHF markets no real solution to
the problem has been found. It is a problem of much broader concern
than the economic losses of a few UHF licensees. If the United States is
to have a complete national television system, with an adequate number
of stations, it will be done by using the UHF range, or it will not be done
at all. The answer is not yet in sight.

Despite all of this, it is too early to count UHF television as a dead
issue. There are some technical advantages to the higher frequencies. It is
still possible that with time, increased development, greater demand for
space in the radio spectrum, and a heightened demand for more stations,
UHF will be the standard frequency range for television broadcasting.

From Studio to Receiver

Most Americans see motion pictures regularly and frequently. Yet, how
many of them ever stop to think just what it is they are seeing? Are they
really seeing moving figures? Of course, they are not, but instead are
seeing what “appear” to be moving figures. A piece of motion-picture
film is simply a series of still photographs exposed in very rapid suc-
cession, When this piece of film is projected for viewing, it remains a
series of still photographs projected in rapid succession. The film does not
run through the projector in a continuous motion. Rather it is pulled
down and projected as a series of stills, frame by frame. A “frame” is the
name given to each individual still picture in a series that make up what
we call motion-picture film. In sound motion pictures there are 24 of these
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complete frames projected each second. Actually, to avoid flicker, each
frame is projected twice by use of a shutter in the projector. This means
that there are 48 pictures flashed onto the screen each second.

If what we see is a series of still pictures projected in very rapid suc-
cession, why does it appear to be continuous, smooth-flowing motion? It
is because of a slowness in the working of the human eye. The eye
operates in such a way that when a picture is presented to it even for an
extremely short period of time, an image of that picture will persist in the
eye after the picture is removed. This quality of persistence of vision in
the human eye makes movies possible. The eye sees only a succession of
smooth-flowing pictures, whereas actually it is a series of stills with
blackouts in between. Were your eyes fast enough, you would see blank
spaces between the frames of a film, but since they retain an image
momentarily you see moving pictures.

The same phenomenon makes it possible for us to see continuously
moving television pictures. As we shall discover, television, too, operates
on the basis of a certain number of frames per second. This is its first
principle.

The second basic principle of television was clear to the engineers and
research workers almost from the beginning. To transmit a picture from
one place to another it is necessary to break the picture up into tiny
pieces. Transmission of pictures by wire, or through the air, is not like
mailing a package. You cannot send the whole picture at once.

Nipkow’s scanning disc was a means of breaking up a picture which
could later be reassembled at the receiving end. But the scanning disc
was a mechanical device and was incapable of the tremendous speeds
and extreme accuracies required to create a high-definition picture. So, it
was clear at an early stage that the hope for picture transmission lay in
some kind of electronic system.

When we are talking about pictures, or things that we see, we are
really speaking about varying patterns of light intensity. As you look at
this book, it is not the book itself that enters your eye and thus activates
the nerves and brain. It is rather a pattern of light reflected from the
book. So, in television, what we have to start with is the pattern of light
reflected from the objects in the scene, or field of view of the camera. The
television camera translates this pattern of light energy into a sequential
pattern of electrical energy. This electrical energy is capable of being
transmitted by wire or through the air. It can be amplified and controlled,
and can, eventually, be brought to a receiver. The receiver translates this
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electrical energy back into a pattern of light energy, or as we prefer to
call it, a picture. The way all this happens is the story of how television
works.

The reflected light from a scene is gathered into a concentrated area by
a lens. Thus far we are doing the same thing that is done in a photo-
graphic camera. In the photographic camera, the concentrated light pat-
tern would be brought to a focus on the emulsion of a film. In the tele-
vision camera, the picture is focused onto a photosensitive surface in the
camera pickup tube (iconoscope, image-orthicon, or vidicon ). The photo-
sensitive surface of the pickup tube consists of thousands of elements of
photosensitive material so arranged in a circuit that electrical energy can

STUDIO CONTROL ROOM —; RE'S'?E\F/\I‘S/S
ConTroL SUPBLY \/
UNIT
L SYNC. GENERATOR
TUBE
TRANSMITTER RECEIVER
CAMERA

SWITCHER ANTENNA

Fic. 23. Schematic drawing of the array of equipment used to get the television
picture from studio to living room.
be taken off. Photosensitive material is a substance that permits the
escape of electrical energy when it is activated by light. In the neck of
the camera tube is an electron gun. The beam of electrons from this gun
scans the photosensitive surface and restores the normal charge on it.
The process is, then, that the photosensitive surface is charged by the
scene which is focused upon it, and discharge, or restoration of the nor-
mal charge, results from the scanning of the electron gun. In this way, the
pattern of light is changed into a corresponding electrical current. It is
important to remember that the amount of electrical current resulting
from this process is in direct proportion to the amount of light energy
striking the photosensitive surface.

The action of the electron gun, which is called “scanning,” is crucial to
the functioning of the television system. It is easiest to think of scanning
as resembling the way we read. Scanning is done line by line from left to
right, and from top to bottom. The gun is shooting electrons only in the
left-to-right movement, and by an ingenious process called “blanking” the
beam is turned off in the return, or “retrace,” from right to left. The elec-
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tron beam traces 525 lines to form a complete picture. However, to avoid
flicker, the engineers arranged the scanning so that the beam traces all of
the even-numbered lines from the top to the bottom of the picture, mak-
ing what is called a “field.” It then jumps back to the top of the picture
and traces the odd-numbered lines. This alternate system of scanning is
called “interlace,” and the resulting two fields form a “frame.” The tele-
vision frame is the same as a frame in motion pictures, that is, one com-
plete still picture. In television, 30 frames are scanned each second. In
other words, the electron beam from the gun in the neck of the pickup
tube traces 26214 lines from left to right and from top to bottom, twice, to
make one complete 525-line picture, or frame—and does it in 14, second.
Try, in one of your spare moments, to figure out the speed which this
process involves.

During the scanning process, as the stream of electrons strikes the
charged photosensitive surface small electrical charges are permitted to
escape and are collected in the circuit of the camera tube. We have done,
with light, much the same thing that the microphone does to sound. The
microphone changes sound waves to a sequence of electrical impulses.
The camera tube changes light energy (pictures) into a sequence of
electrical impulses. So, we have accomplished our main goals; we have
broken the picture up into minute particles, and we have changed the
light energy into electrical energy that we can control, amplify, and
transmit.

For purposes of clarity I have, of course, simplified this process. Let us
now add some more of the necessary information. While Zworykin’s
iconoscope was the first successful electronic camera tube, it has been
universally replaced in studio cameras by the much more sensitive image-
orthicon. Unless specifically excepted, when television cameras are men-
tioned in this book it is to be understood that this means image-orthicon
cameras.

In broadcasting, engineers refer to a “camera chain.” The camera by
itself is not an independent unit. Three basic pieces of equipment com-
prise the camera chain; the camera proper, a power supply, and a
camera-control unit. Somewhere in the system there is also included a
picture monitor, and a monitor with a cathode-ray oscilloscope. All of
these units are connected by cables. Different manufacturers package
these units differently, but in all makes of cameras these various functions
must be supplied.

When a camera chain is operating, the necessary voltages are fed to the




38 ‘ HANDBOOK OF BROADCASTING

camera from the power supply, which is usually located in the control
room or some other convenient centralized point. The camera goes
through the scanning process, amplifies the resulting electrical impulses,
and returns them to the camera-control unit in the control room. Here the
video engineer is able to make all of the necessary adjustments in picture
quality. He has both a picture monitor and a wave-form monitor
(cathode-ray oscilloscope) to tell him about the character and quality of
the picture. He does what an audio engineer does when he is riding gain
on sound, except, of course, he has many more adjustments to make.

From the camera-control unit the picture, or “signal” as it is now
known, goes to the switcher. We shall have more to say about the
switcher in a later chapter.

While our signal is momentarily held up in the switcher, let us add
the last necessary piece of equipment in the process of producing the
transmittable television signal. To insure that the scanning process is
executed in time and under proper control, and that the rescanning done
in the receiver at home is in time with the scanning in the camera, certain
electrical impulses known as “sync pulses” are needed. These are sup-
plied to the camera, the camera-control unit, and the switcher by the
synchronizing generator, or more familiarly, “sync generator.” If you have
ever watched a television receiver and had the picture roll in a vertical
direction you will appreciate vertical sync. When you see a weird con-
glomeration of lines that resemble a picture being violently pulled from
the side, you can appreciate horizontal sync. If all sync is lost you get
nothing but a mad scramble of lines and patterns. To be sure, sync is a
very important part of the television signal.

Now we are ready to pick up our signal at the switcher. From the
switcher, the signal is sent to the transmitter. There the video signal,
combined with the audio, is superimposed over the carrier wave and
broadcast in the same way that a radio signal is transmitted.

The television receiver must do several things. It must provide for
tuning, or selection of the desired frequency or channel. It needs ampli-
fying circuits to strengthen the incoming signal. It must provide the
means for converting the audio signal back into recognizable sound, and
for converting the video signal back into a recognizable picture. The
audio is handled the same as in radio. More accurately, it is handled as in
FM radio, because sound in television is broadcast by means of frequency
modulation. The audio signal is converted into usable sound by means of
the speaker.
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The video signal is changed back into a picture in the receiving tube,
called a “kinescope.” The inner surface of the face of the kinescope is
covered with a phosphorescent material. In the neck of the tube is an
electron gun. Around the neck of the picture tube are deflecting coils
which cause the gun to scan the inner face of the tube. The pattern
scanned is identical to the pattern scanned in the pickup tube of the
camera, because of the action of the sync pulses which were transmitted
with the picture signal. As the stream of electrons hits the phosphorescent
material it causes it to glow. This electron beam is modulated with the
electric (video) currents established by the camera tube in the studio.
This causes the glow of the phosphorescent material to be light or dark
in a pattern similar to that in the original scene. The resulting picture is a
close approximation of the original scene.

We have transferred a picture, through the air, from one place to
another—from studio to home receiver.

Network Television

Network, or chain, broadcasting developed early in the history of radio.
It was desirable to distribute programs from main originating points like
New York, Hollywood, Chicago, and Washington. Most of the major pro-
grams are network-originated. This same development has occurred in
television, and most of the high-budget TV programs are broadcast by
one of the big networks.

Television signals are fed to multiple stations in one of two ways.
They are carried by coaxial cable which is laid underground between
two points, or they are transmitted from point to point by microwave
relay stations. Coaxial cable was the first system used, and in the early
days it was considered the most workable. Later experience proved that
microwave systems could afford just as good service, better according to
many engineers, and they were much cheaper to install than coaxial cable.

In the microwave system, the TV signals are sent by narrow-beam
transmitters operating on specially assigned frequencies, are picked up
by receivers, amplified, and sent on to the next station. The receiving
and transmitting equipment is located on towers which are built approxi-
mately 30 to 40 miles apart. The majority of our present network tele-
vision is carried by microwave relays,

It is probable that coaxial cable will continue to be installed since it
serves many purposes, other than television, connected with usual tele-
phone and telegraph service.
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In television networking, as in radio, the distribution facilities are, for
the most part, owned and operated by the American Telephone and Tele-
graph Company.

Pay-as-you-see TV

As television developed in the postwar period its rising costs became a
serious problem. Rates for time, program production costs, and station
operating costs zoomed upwards. By 1954 it was fairly common for a
major network show to have a weekly production budget of $40,000 to
$50,000. Class “A” time in a moderate-sized market approached a rate of
$1,000 per hour. Some serious-minded men began to question whether
advertising could support such an expensive medium.

One of the answers proposed is pay-as-you-see, or subscription, tele-
vision. In this plan, the viewer would pay directly for certain high-cost
programs which he desired to see. These premium programs would in-
clude such things as first-run movies, major-league baseball games, foot-
ball games, big-time boxing matches and other costly television fare. The
premise was not to replace advertising-supported television, but simply
to augment it with the subscription system. For an example, let us take a
world-series baseball game. If 10 million homes would be willing to pay
50 cents each for television coverage of the game, and this seems entirely
possible, there would be 5 million dollars to be divided among those con-
cerned. This is far and away more than could be extracted from even the
biggest advertiser,

One of the major proponents of subscription television has been the
Zenith Radio Corporation. Their system has been labeled “Phonevision.”
The system is simply a technical means of controlling the consumption of
the programs. The signal is broadcast with a scrambling signal which dis-
torts the picture and the sound. To get the program . undistorted it is
necessary to call an operator on the telephone and ask for the program.
The operator then throws a switch which feeds another signal through
your telephone circuit and unscrambles the picture and sound. At the
end of the month you receive a bill for all of the programs that you have
watched.

Two other systems have also been proposed, Skiatron’s “Subscriber-
Vision” and the “Telemeter” system. They are similar in purpose to Phone-
vision and vary only in their technical methods.
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Color Television

Black-and-white television was scarcely a reality before scientists, pro-
gram producers, and advertisers started to dream about transmitting pic-
tures in color. The prospect of television in full color was breathtaking.
The engineers maintained that it was simply a matter of time. So, the
laboratories went to work on color TV.

As with everything in this complicated field, the answers were not
easily found. Both the technical and economic aspects raised issues that
were argued and fought over for years. Large companies, such as R.C.A.
and C.B.S., poured millions into color television, and as one might sup-
pose they were not working along the same lines. C.B.S. was developing
its so-called sequential system, which used a mechanical color wheel in
front of both the camera and the picture tube in the receiver. R.C.A.
continued in the belief that only an all-electronic, instantaneous system
could eventually solve all of the problems. Many other companies and
interests lined up on one side of this argument or the other. But before
we investigate these two systems let's go back and consider some more
basic problems,

As we have seen in connection with black-and-white television, our
starting point is light, or light energy. What we call the picture, or the
scene, is really a pattern of reflected light. Another characteristic of light,
which we have not yet discussed, is color. Because of different wave
lengths in various rays of light the human eye is able to distinguish dif-
ferences which we call color. Color is not a physical property alone. Color
implies certain physiological and psychological effects as well as the
variance of wave length. It is the response of the normal human eye to
all of these attributes of light that we call color. There are three major
characteristics of color with which we need to be familiar.

First of all there is “hue.” Hue is the combination of factors which re-
sults in our impression of red, green, blue, orange, etc. In other words,
what many people would think of as groups of similar colors can more ac-
curately be described as hues. Secondly, a color has “saturation.” Satura-
tion determines such qualities as pale, deep, and pastel. It is the vivid-
ness or intensity of the color. Color also has “brightness.” Brightness has
to do with lightness or darkness exhibited by a color. Brightness is most
easily understood by comparing it with a scale running from black to
white, for it is the grey scale characteristic of a color.
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The three primary colors of light are red, blue, and green. This means
that when these three colors are combined in the proper proportion, white
light will result. It also means that some combination of these primary
colors will produce all of the other known colors.

With this much information about light, we are ready to consider
the basic problems of color television. A color television system must be
able to produce all of the many possible hues. To do this it must start
with the three primary colors and blend them in the proper proportions.
The color system must be able to render satisfactorily the saturation and
the brightness of the color. When these things are done, true-to-life color
will result.

By the time color television appeared to be a real possibility many
million black-and-white receivers were in use in the United States. These
represented a substantial investment on the part of the viewing public.
So, the question of compatibility arose. “Compatibility” means that a
television program broadcast in color can be received on ordinary black-
and-white receivers, as black-and-white television, with no modification
of the set. If this is not possible the color system is described as “non-
compatible.” It can readily be seen that compatibility was a very desirable
thing to the millions of set owners, for if the system were compatible they
would continue to receive programs as they had all along. In the non-
compatible color systems they could receive nothing on the old set.

The Columbia Broadcasting System first achieved a method that af-
forded lifelike color. The C.B.S. color camera employed one image-
orthicon tube and a color wheel that was segmented into the three
primary colors, red, blue, and green. This wheel revolved between the
orthicon tube and the camera lens. One complete frame was scanned
while a single primary color was in front of the tube. So, at a precise
moment a frame would be scanned while the red section of the color
wheel was in front of the tube. Thus, all hues that fell within, or near,
the red hue would be incorporated into the picture. At another moment
it would be blue, then green, then red, etc. These single, one-color pic-
tures were sent out in succession. Because of this fact it was called a
“frame sequential” system of color television. The viewer actually saw
a rapid succession of red, blue, and green pictures, but because of per-
sistence of vision in the eye the primaries blended together into natural-
looking color. The results were good enough to encourage the Federal
Communications Commission to approve the C.B.S. system in 1950.
The major hurdle was that the C.B.S. system was not compatible. All
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of the black-and-white sets would be useless for all programs broadcast
in color.

R.C.A., and several other interested concerns, were not satisfied with
the F.C.C. decision. They had a multimillion-dollar stake in color TV.
They based their arguments on the issue of compatibility, and eventually
won a modified victory.

The R.C.A. system uses a camera that contains three image-orthicon
tubes (see Fig. 24). “The lens (1) collects light rays in full color from the
scene being televised. The full-color image is focused into a series of
mirrors. In the center are two dichroic mirrors (2) made of specially
treated optical glass which has the property of reflecting one color while
passing all other colors. The first of these mirrors reflects the red light,
while the blue and green light passes straight through. The second
dichroic mirror reflects the blue but passes the green. Thus three images,
one in each primary color, are created. With the aid of regular reflecting
mirrors (3) and a lens system (4), the three primary images are focused
on the faces of three television camera tubes. In front of the camera tubes
are color filters (5) which assure that the color quality of each primary
has the precise value for the system. The electron beam in each camera
tube (6) scans the image pattern which has been formed on the tube
screen, thereby producing a primary color signal. The three primary
color signals from the three tubes are now processed for transmission.
Samples of these signals, in proper amounts in relation to each other, go
to an electronic adder (7) which combines them to make the brightness,
or black-and-white, signal. At the same time, samples of the three primary
signals are fed to another unit (8) which encodes or combines them to
produce a signal carrying the hue and saturation information. This
color-representing signal is then combined with the brightness signal to
form the complete color television signal.”

One of the great advantages of this system is that the hue, saturation,
and brightness information is combined in every frame transmitted. This
results in compatibility.

In an effort to achieve some workable standards as far as color TV
was concerned, an industry-wide group was established, known as the
National Television System Committee. This group, representing the best
brains in all different branches of the broadcasting industry, finally made
its recommendations to the F.C.C. These recommendations indicated that

* Diagram and explanation from R.C.A. pamphlet, R.C.A. Color Television Copy-
right 1853 by Radio Corporation of America.
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any color system approved should be compatible. They also included the
technical standards for color signals. The F.C.C. adopted these standards
on December 17, 1953.

As a result of this adoption, the R.C.A. system, slightly modified, was
given a definite edge, and it is the system most widely employed. How-
ever, the C.B.S. system was not totally forgotten. C.B.S. and General
Electric teamed together to market a compatible color system, In this
system, a modified black-and-white, one-tube camera is equipped with
the C.B.S. color wheel. Thus, as far as the camera is concerned, it is
still a sequential system as contrasted with the R.C.A. instantaneous sys-
tem. From the camera the signal is fed into a large electronic device
known as a “Chromacoder.” Here the signal is modified to fit all of the
N.T.S.C. standards, including the making-over of the picture into one
containing all of the color information. Thus, what is transmitted is a
color picture of the instantaneous variety and, therefore, compatible.
One advantage of this system is the avoidance of the need for the bulky,
expensive, three-tube camera.

In March, 1950, R.C.A. demonstrated its tricolor kinescope tube. This
important advance did away with the color wheel in the home receiver.
The next step anticipated is the perfection of a tricolor camera tube.
When this is available, color television will be of age.

In 1955, Du Mont introduced a radically different system of color
pickup. They called it “Vitascan.” This method was an almost 180-degree
reversal of the traditional thinking about TV origination. In place of a
pickup camera, a camera-like device is used which is really a light source.
The main tube in this “Vitascan Color Studio Scanner” is a cathode-ray
tube. The cathode-ray tube emits a beam of light which is directed onto
the scene by a system of mirrors and lenses. This beam of light, which
is in reality a flying spot, scans the scene. The pickup is accomplished by
means of clusters of multiplier phototubes hung in the approximate posi-
tions where lights are normally placed in the conventional system. In
other words, the pickup tubes are placed where lights normally are, and
the light source is placed where the conventional camera is used.

The Vitascan system can only be used in the studio. It is essential that
the cathode-ray tube scan the scene in almost total darkness. Most
of the ambient light falling on the scene must be eliminated. To enable
those in the studio to see, a system of stroboscopic lights is used. Earlier
we discovered that blanking occurs after each field is scanned. It is dur-
ing the blanking period that the scanning gun is retuned to the left-
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hand side and top of the raster before resumption of the scanning proc-
ess. By coordinating the on-off action of the stroboscopic lights with the
blanking periods in the scanning process, the studio appears to be lighted.
Persistence of vision makes it impossible for us to see the blanking periods
in the scanning action, and this same persistence of vision gives us the
impression that the lights are on at all times. Actually, of course, they are
off while the beam is scanning.

The great advantage of the Vitascan system is that it can be installed
and operated for a fraction of the cost of any other present method. It
also has some advantages electronically since it is considerably more
simple.

It may well be that the Vitascan development is another factor that
will hasten the day of universal color television.

Closed-circuit Television

The term “closed circuit” implies the pickup and use of a television
program without broadcasting it, at least not in the usual sense of the
word. It might be used in classrooms, laboratories, theaters, or almost
any place of group assembly. Closed-circuit television can be piped to the
receiving points by wire, or it can be transmitted on a strictly local basis
by low-power radiating devices.

In a number of medical schools, closed-circuit television is used reg-
ularly for instruction in surgery and other fields where a number of stu-
dents must watch detailed and small-scale work. Television is admirably
suited for this type of instruction. The University of Illinois College of
Dentistry conducts several postgraduate short courses each year. When-
ever appropriate, television is used on a closed-circuit basis. The dentists
work and watch in the school’s laboratories, while the instructor is up-
stairs in a television studio. The instruction is fed into the laboratories
and the student dentists work right along with the instructor. All of the
labs are connected to the studio by an intercom system so that at any
time a student can stop the instructor and ask for a clarification of some
point. In this way, as many as 200 dentists can be taught new techniques
in a single session. Without TV, some of the subjects would be limited to
ten students per session.

Theatre-Television (Theatre-Television Institute of New York, Inc.),
which has specialized in boxing matches, operas, and other high-cost pro-
grams, is also a form of closed-circuit television. Its programs are fed
around the country by A.T. & T. lines but are never transmitted publicly.
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Fic. 25. G.P.L. vidicon industrial camera, ( General Precision Laboratory, Inc.)

Industrial Television

Many industries have found that a special application of closed-circuit
television allows economies, and frequently greater safety of operation.
For example, in a factory, or plant, there might be a number of gauges
or meters which cannot be located at a central point, but which must be
continuously watched. By covering them with TV cameras and locating
the receiving monitors at a central point, one man can keep track of all
of the meters. In other installations it may be unsafe for anyone to be at a
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certain point in the operation, but visual checks are necessary. Closed-
circuit television provides the answer. This kind of use has become in-
creasingly important in operations handling radioactive materials.

Most of the industrial applications employ special cameras using the
vidicon tube, rather than the more expensive image-orthicon. The vidicon
requires a high light level to achieve a picture of broadcast quality, but
at ordinary light levels can furnish a picture which is quite suitable for
these industrial applications. Most of the manufacturers now make one or
more models of industrial vidicon television cameras.




CHAPTER FOUR

RADIO AND TELEVISION
PROGRAMMING

RADIO PROGRAMMING

The term “program building” in broadcasting may be applied either to
the process of combining various entertainment and advertising units into
an individual performance complete in itself, or to the task of arranging
a series of such units into a sequence of acts for the day or the week. The
problem of the program builder is to present entertainment that will hold
the wavering attention of the great number of listeners; the income of
his station depends ultimately upon that. To accomplish this he must con-
sider the domestic and work habits and the attitudes, at various hours, of
his listening audience. He must keep in mind the potential purchasers of
the product to be advertised who will be reached during certain hours
of the day. The program director of the network or of the local station,
however, conforms to certain principles in the booking of the daily pro-
grams. The average radio station is on the air approximately 18 hours a
day, from six o’clock in the morning until twelve o’clock at night; the
director divides his day into approximately six parts of 3 hours each.

The local director should be less concerned with the quality of a single
act than with the entire program for the day. In the majority of the sta-
tions associated with the various networks, the director aims to get
variety and entertainment value by inserting contrasting local features
between the programs received from the network. It is essential that he
build up for his station a reputation for excellent programs in order to
induce the listener to tune in and to stay tuned to that station automati-
cally. To create this interest he must present a sequence of performances
that are varied in character, all the time bearing in mind that different
classes of people listen to programs at different times during the day.

The better practice is to avoid developing a type of listening audience,

49
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as this discourages certain sponsors. In building programs, however, the
director is conscious of the strata to which his station appeals. In larger
cities, where there are a number of stations, one may appeal to the “car-
riage trade,” using fine music and educational features for sustaining
. programs. Another station will feature sports broadcasts and dance selec-
tions. In many cities one station will direct its programs to foreign-speak-
ing audiences. The result is that programs are arranged to conform to the
policy of the station as established by sponsors and listeners. No hard-
and-fast schedule exists for assembling the daily offering.

Morning Programs

From six o’clock until nine in the morning the program director will
arrange programs to appeal to the lower and middle class in the wealth
bracket. During this period there is a great deal of activity in the home.
The head of the family is leaving for work, children are getting ready for
school, and the mother is preparing breakfast; there is little opportunity
for attentive listening. The programs for this period should be cheerful,
bright, and lively to start off the day. Announcements should be short
and musical selections brief and popular. Talks during this period lose
their value unless they are short, and each must be a complete unit in
itself to be quickly digested with the breakfast. Fifteen-minute programs
are preferred at this time; they will be largely musical. There may be
broadcasts of morning news. The disc jockey participation program with
a lively ad-lib show is a popular early morning type.

The farmer appreciates very early morning weather forecasts and
farming information. Time signals are given frequently so that the man
of the house and the children may be on time to work and school.

During the second period, from nine until twelve o’clock, the audience
is largely housewives. While the mother is engaged in her household tasks,
she will have the radio turned on and will be listening to shopping news
or cooking recipes. Announcements may be longer during this period and
the programs may be largely special features arranged for the feminine
listener. It is during these hours that the majority of women are heard
over the radio as announcers and speakers. Women may give long com-
mercial plugs, may describe the latest fashions, discuss interior decora-
tion, and carry the burden of the programs. Skits that will appeal to the
housewife are the types that predominate during this period. The soap
operas or daytime serials follow one after another for the housewife who
works as she listens. A recording or an electric-transcription library fur-
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nishes selections appealing to the women; thus the presence of the sta-
tion’s orchestra is not required during the forenoon.

Afternoon Programs

The noon hour is not considered a valuable hour for commercial spon-
sors in metropolitan areas. During this time there is generally a news
broadcast or a religious program. However, the rural listener is an excel-
lent prospect for midday programs. In examining the programs of sta-
tions we find that weather reports, market news, crop conditions, and
information of interest to the farmer are broadcast around the noon hours.
Between twelve and three o’clock the listener is inclined to be more
leisurely, with the result that longer talks and educational programs,
traftic-court programs, and others of this type are broadcast in the early
afternoon hours. The housewife is a good prospect for early-afternoon
programs; this is the time for intimate chats concerning the personal
problems of the mother, such as those dealing with health and reading,
child care, or dressmaking. A series of soap operas frequently fill all
periods from 1 to 4 p.m.

The late-afternoon programs bring the children to the radio, and
their value as allies in an advertising campaign is not overlooked by the
sponsors. It is a general principle that the commercial plugs in daylight
programs may be longer than those in the evening programs. Daylight
hours reach not only the feminine and youthful audience; there is an
increasing tendency upon the part of masculine workers in small shops to
turn on their radios and listen as they work. Consequently these after-
noon programs, while they may appeal primarily to the feminine and
youthful audience, must have qualities that will interest the workers as
well. Of course, during this period there are sports broadcasts.

Evening Programs

During this time the broadcasting of news seems to be a feature of
nearly all stations. There may be sports résumés and dinner-music
programs. With the start of the evening-program period the length of
commercial copy is reduced. The whole family comprises a potential
audience in both rural and urban areas, with the result that programs in
the early evening are designed to appeal to all members of the family
and to all wealth brackets. During the winter months this period is the
most valuable of the radio day; the charge for the broadcasting facilities
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is highest between seven and ten o'clock in the evening, with the result
that sponsors endeavor to present programs of an excellent caliber.

There is a constant search upon the part of the program director for
originality and distinctiveness in program types. There have been air
waves of popularity from the quiz to the “give aways.” In each instance
the radio showman has overworked and exhausted the popularity of
the type so that new ideas must be sought. After ten o’clock in the
evening, entertainment of a light nature is stressed, with dance orchestras
and musical programs predominating. As the evening grows later, sus-
taining programs are presented by the station and must be arranged in
such a way as to build up a listening audience that will attract sponsors
to these hours. Delayed broadcasts from the nets, which were tran-
scribed by the station, of programs presented earlier in the day are
scheduled at this time. These consist of sustaining programs and in some
instances of commercial programs which were delayed with the consent
of the sponsor. In some instances where there is a time change from
Eastern to Rocky Mountain time, these delayed broadcasts are an im-
provement in time for the advertiser.

General Requirements

All programs over radio are made up of music or talk; there are no
other fundamentals than these from which to draw. The builder of
programs must be ingenious in devising different arrangements. Music
by itself for a long period is not advisable; it is much better to have the
music interrupted by short skits or dialogues or monologues.

A radio program should be harmonious, that is, all features of the
program should fit together smoothly. If the parts are not properly re-
lated, the result is discord and lack of effectiveness. In constructing the
longer period for a sponsor, the builder may seek either a smooth har-
mony of entertainment or a contrast. As listening has been found to be
an arduous occupation, there is a trend toward a contrast of component
parts of the entertainment rather than a homogeneous linking of the
whole. This results in a demand for variety in comedy, drama, music, and
information; for unless the program contains a variety of entertainment
features, certain members of its audience who demand those features will
tune off. The tendency seems to be to present at least two features upon
every program—an excellent orchestra and dramatics, music and a co-
median, or amateurs, The feeling is that sponsors, by maintaining this
formula in the building of their programs, gain a larger audience than
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if they presented merely a single feature. The program must start off in
such a way as to attack the listener immediately and then must main-
tain that interest; however, the tempo of the musical numbers may be
changed. The broadcaster must keep abreast of the thought, activities,
and mental habits of the public. Audience interest is fickle. It is the
business of the radio showman to give the public what it wants today.
The program must be fresh and contain novelty from week to week.
Dramatic surprises should be permitted so that the director may infuse
new interest, new characters, and new entertainment ideas from time to
time. As in every entertainment field, the impresario must constantly be
seeking originality, ingenious combinations of old acts, new styles,
unusual rhythms, or unique humorous situations, and his finger must be
upon the pulse of public interest.

Radio networks and stations are at last beginning to realize that radio
is an excellent advertising medium. They have preached this principle
to sponsors for many years but have not practiced it themselves. The
result is that various commercial programs advertise other programs, and
in some instances performers upon commercial programs wander from
program to program to build up the listening audience for the net or
station. Station breaks and plugs are given to hold the listener to the
station for programs to come. The evening hours become more coordi-
nated instead of being individual acts in the over-all radio show.

Cyclical or block programming is used both in daytime and evening
hours. An audience is created for soap operas with the result that four
serials will follow each other; music, instead of running for a single
15-minute program, will run from the best in popular music through
operettas, semiclassical, and classical for a full hour or two. One evening
may be devoted to “who-done-its,” detective and mystery shows.

Each net and station is very conscious of what its competitor is pre-
senting and schedules programs to try to steal the audience of the
more popular show. As a sponsor is hesitant in purchasing the period
when another station has the big audience, every effort is put forth by
the program department to originate a novel and competitive program.
The weakest evening periods on the nets, 6 to 6:30 p.m. and 9:30 to 10
p.Mm. offer the best opportunity for competition by independent local
stations. Not everyone likes an evening of mystery and murder, so the
local station competes with music,

An extremely important factor in a musical program is variety. The
musical director in choosing selections will avoid having series of numbers
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in the same key or rhythm. Such selections are generally chosen with an
ear to their tempo, which is selected to fit the product being advertised.
Even in the selection of musical numbers for a 15- or 30-minute program,
variety is sought by the musical director in order that the appeal may
be wide. Variety is essential in any program, regardless of the type. The
hour at which the program is broadcast should be especially considered.
The type of music played on an afternoon program should usually be
different from that on the evening program. One must never forget the
mood of one’s audience. If the artist is a noted concert pianist, the public
will listen to an entire program of his over the air, but these occasions
are rare. Popular music is generally liked, but be-bop in most cases is
disliked.

It is difficult for a program director to say how long a successtul pro-
gram should be. The broadcaster must remember that the length of the
program is first of all determined by the amount of money the sponsor of
the program wishes to spend. He must then try to find out which will
have the greater advertising value—several short programs or fewer
long programs. In determining the length of each individual program or
“act” in this variety show of the air, the director must recognize the fact
that, regardless of the type of performance, the radio version should be
shorter than it would be if it were presented visually to an audience.

The element of timing is vital. A few seconds one way or another can,
and often does, spell disaster for the program director and result in the
loss of a long-time contract with a sponsor. The program builder must
have a fine sense of timing or tempo, for pauses are as important as
situations and gags. The listener must be given time to digest and appre-
ciate what he hears. The pause must be accurately timed as to its location
and duration.

Popularity of Programs

Radio stations, advertising agencies, and special agencies conduct
surveys to determine the popularity of programs and types of presenta-
tion. Tastes vary from time to time; however, there is slight change
evident in audience response to program types. Thus, the program type
has less to do with its popularity than has its presentation. In order of
wide appeal, the panel or quiz shows come first, followed by comedy
and drama. Then comes the sports broadcast, followed by music. The
speech programs are next in the popularity ranking, then news, talks,
religion, education, children’s programs, special features, and finally
women’s programs.
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The program builder should be familiar with all the programs that are
being broadcast by various stations. He must evaluate their ideas and
improve upon those that have been originated by others. He should have
a complete knowledge of just about everything in the broadcasting
station, particularly dramatics and music. He need not be the last word
as a dramatic director but he should be surrounded by persons in that
field who are capable.

Local Features

The alert program director will study the community in which his
station is located and build programs to appeal to listeners. One Detroit
station, recognizing the fact that that city has over 400,000 Polish lis-
teners, has arranged programs in Polish for the listeners. Because of the
large listening audience, this program is sponsored and the price that is
charged the sponsor is more than that charged for the ordinary program
in English. This station also presents programs in German, Czechoslo-
vakian, Bavarian, and Italian. A foreign resident speaking these languages
is put in charge of the program and sells time. The announcements are
all made in the language; and the musical portion of the program consists
of recordings, which are generally obtained from the native land, and
live talent from the local toreign settlement. These programs are present-
ed at hours when the small station would find it difficult to compete
with the excellent chain programs that are offered by local stations. They
are very popular and have a distinct and positive andience. Frequently
competition between various language groups makes for better programs.
Nearly 400 stations now accept foreign-language programs.

A few stations are recognizing the fact that a large proportion of
laborers work all night in the cities; thus some stations are on the air for
24 hours a day. One station broadcasts programs that would appeal to
the owners of beer gardens between twelve and two o’clock in the morn-
ing, presenting 10 minutes of dance music, followed by 10 minutes of
music of a character that will force the listener to sit at a table where it is
hoped he will drink beer. Such programs also find sponsors among the
all-night barbecue stands that are equipped to deliver food. The early-
morning programs from five-thirty on are excellent mediums to reach the
invalid, the milkman, and the all-night worker. They largely consist of
requested musical selections. Such programs furnish an excellent adver-
tising medium, building up a listening audience for the station. This is
one of the problems of the program director—the creating of an audience
that will be a sales factor for daylight programs.
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While the evening hours bring the finest programs from the networks,
the local station relies upon the daylight programs for its greatest audi-
ence and income; consequently its daylight and evening rates are usually
the same. In the evening the local manager must arrange special features,
such as the foreign-language programs, local news broadcasts, and club
programs, to attract the resident from the networks. Local merchants
would be wise to recognize that competition is less during the daytime.
A high proportion of existing radio stations are licensed to serve the
particular needs of the areas in which they are located. Station managers
are searching for good local-program material. The most important
developments in broadcasting will probably occur in the improvement of
local programs rather than in any change of national programs. The
gauge for the successful program is threefold: (1) the popularity of
programs which compete with the one being evaluated, (2) the attrac-
tiveness of the first two or three minutes of the program, (3) whether
the whole content of the program, rather than some part, holds the
interest to the end.

Special-day Programs

Various transcription services prepare a special-day program for the
use of those who have subscribed to its transcription library. Special-day
programs may be arranged by local stations. There are patriotic and
religious holidays, sentimental holidays, as well as national holidays.
Many excellent scripts have been written for Memorial Day, using the
theme of the Unknown Soldier. A brief sketch of this type follows.

THE UNKNOWN SOLDIER

ANNOUNCER: The scene is Somewhere in Heaven on Armistice Day. As the
scene opens, Red is looking down upon the earth. National airs can be
heard played by a band and the atmosphere is created of a dignified,
solemn, imposing ceremony at the dedication of the Tomb of the Un-
known Soldier being conducted below on earth. The presidents, kings,
emperors, and rulers of the countries of the world are in attendance to
pay tribute to the Unknown Soldier. Red is gazing attentively at the
ceremony.

Quinton: What's going on, Red?

Rep: Big doings down there—bands, speeches, and everything.

QuinTon: Boy, that’s a wonderful sight! Never saw so many people in one spot.
What’s it all about?

Rep: That's the Tomb of the Unknown Soldier and all the “head men” of the
world are there to—what do you call those affairs?

QuiNTON: Memorial Service.




RADIO AND TELEVISION PROGRAMMING 57

RED: That’s it. I've been watching and listening for half an hour—all the presi-
dents, kings, princes, generals, admirals, the Pope, bishops, rabbis—
they’re all there, from all over the world.

Quinton: What's the idea back of it all? I'm sorry I missed it.

Rep: It’s great—the finest notion that came out of the lousy war. It seems that
a little country preacher thought it up—with all the hate, blood, guns,
gases, subs, propaganda running wild, he donated to the world this simple,
wonderful thought. You know there were thousands killed in the big scrap
that were unidentified and their folks never heard from ’em. This preacher
thought up the idea of picking one from the unknown bunch and burying
him with great honors. You see, all the mothers of the missing thinks that’s
her boy—

Quinton: And she’s right—maybe it is her boy.

Rep: (Cynical laugh)

Quinton: Why the laugh—what’s funny?

RED: That’s me down there and all the world is around my tomb. (Laughs)

QuintoN: You lucky stiff, put it there. Glad and proud to meet you, kid. What’s
your name?

ReD: Red.

QuintoN: Red—what?

Rep: Just “Red.”

QuinTon: Cut the kidding. What’s your last name?

Rep: Don’t know—that’s why I'm laughing. Never had any. On the square.

Quinton: Never had a mother?

Rep: Never knew who she was—or a dad either.

QuinTon: You don’t mean to say you're a—

Rep: Yes, isn’t it funny, of all the thousands of guys unidentified they just
happened to pick on me. The Unknown Soldier. I'm a real Unknown
Soldier. When I tried to check up on myself T found out that T was left
on a doorstep—raised in an orphan asylum—ran away—peddled papers—
hung around the curbstones—worked in a factory—went to war and got
knocked off in the Argonne.

QuintoN: What a break!

Rep: Now you know why I laughed. But listen, kid! I know this is Heaven
"cause I got more mothers than any guy in the world!

Filling Time

The local station in a small community, where there is little talent,
and the educational broadcaster have the problem of filling their time
on the air at the least expense. Such stations average 84 hours a week on
the air—336 quarter-hour programs, 52 weeks in a year. Their greatest
blessings are the transcribed services which provide music and con-
tinuity. A station will use about 25 hours a week of transcriptions and
additional recorded programs. Many popular selections are received free
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for use upon disc jockey programs as promotional advertising for the
manufacturer. Victor, Columbia, Masque, Standard, and M.G.M. are but
a few who provide “special purpose” current recordings.

These stations will subscribe to a news service—Associated Press,
International News Service, United Press—and as a result will be able
to present about 18 hours of news, market reports, sports, features, and
commentaries.

Many excellent transcriptions are obtainable free from public-relations
sources such as those of foreign nations—French, Dutch, and British. In
addition the various departments of the United States government will
provide public-service programs which highlight the Army, the Treasury
Department, the U.S. Office of Education, the Navy, and the Veteran’s
Authority. The advertising on these programs is in the public interest
and is carried by the station gratis.

There are a number of manufacturers who provide free institutional
transcriptions with only indirect commercial material. The educational
stations in the region will gladly supply transcriptions of their programs
to gain greater coverage and to publicize their institutions. Other non-
profit organizations also provide programs, such as the American Medi-
cal Society and Alcoholics Anonymous.

These three program sources—transcription service and recordings,
news service, and public-service program transcriptions—should account
for about one-half of the weekly program fare.

Mass or Selected Audience for Radio and TV

The commercial broadcaster gears his program day to appeal to a
mass audience. Commercial radio and television are mass media in which
broad appeal is inherent. The programming of these media must be such
as to appeal to all kinds of people in all parts of the country, and in
different age, income, and educational brackets—all, or nearly all, the
different kinds of Americans there are. A mass medium must concern
itself with the common denominators of mass interest. Not that every
program broadcast will appeal to everyone, but the total program struc-
ture is intended to reach the widest possible audience. To do this the
appeal can not be unduly special or excessive or selective. Yet, the
listener and the viewer are not a mass. They are individuals, and in terms
of the construction of any audience they are separate segments of the
totality that is the listening and viewing public. It is the problem of
management, and specifically of the program department, to choose a
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menu for the many different segments and to satisty their average appe-
tites for interests and needs. It does not cater to one listener or one
viewer.

The true function of broadcasting relates quite specifically to the
community it serves. It bears upon the needs, the differential needs, of
that community. The function of the broadcaster is not to force his own
opinions or attitudes upon his audience but to listen to the voices of his
community which express the needs and problems of the individuals
who are his listeners and viewers and to attempt to satisfy these voices.

Not all the listeners in the 46,600,000 radio homes nor all the millions
of television viewers like the same things. With the networks and the
big commercial stations vying for the mass audience, the independent
locals and the educational stations have easy picking in the minority
groups. These stations can and do present the finest music, the best
experimental programs, and local events.

The independent station will go out after a share of a large potential
audience or seek to attract the whole of a smaller group which it can
more or less monopolize. Specification in a particular field, such as
classical music or sports, always poses difficult problems. More often
than not, there are as many people that do not like these programs as
there are that will tune them in. If, for example, an FM station expects to
counter AM and television with good music, it must first make certain that
a potential audience for such music is large enough to become a market
which will support the station. By the same token, if a TV station expects
to compete with the network outlets by stressing sports programs, it
must make certain that there is a sufficient audience in the market, as
well as suflicient events to make up a schedule.

The station which continues to specialize and hold an audience which
is essentially its own will continue to attract sponsors. Unfortunately
there is no magic formula for a specialized station. Success will depend
upon individual initiative, imagination, and experience.

TELEVISION PROGRAMMING

Television has grown up as a younger brother of radio. A high percent-
age of television stations are owned by companies that have been operat-
ing radio stations. The three major national networks in television are also
the big radio networks. Many performers, writers, directors, producers,
and executives who achieved success in radio have moved into television.
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The advertisers and advertising agencies have furthered the ties between
radio and television. Because of this sibling relationship it is only natural
that television programming should follow most of radio’s underlying
principles.

Television programs fill a large part of the day. Two of the major net-
works begin the TV day at 7 a.m., for both the Eastern and Central time
zones. Most stations stay on the air until midnight, or after. The early-
morning shows are geared to the family as they prepare to leave for work
or school, or to farmers. The late morning and early afternoon hours are
largely aimed at the busy homemaker. Late afternoon ushers in the chil-
dren’s programs. The dinner-hour shows are news, sports, or light musical
programs. The 7 to 10 .M. evening hours are the prime Class “A” time,
and it is here we find the high-budget entertainment programs. Audience
appeals and sponsor use of such appeals correspond very closely to radio.
More often than not the breadth of the appeal is the all-important factor.
The rating is the thing. Perhaps it is even more true in television than in
radio because of the greatly increased cost, and the advertiser wants his
message to reach enough people to justify this cost. Programs designed
for special audiences are rare.

The obvious conclusion is that in regard to programming television
operates according to the same principles, the same working philosophy,
as radio. The differences between radio and television programming arise
because of the addition of the visual element in television, and not be-
cause of different purposes or objectives.

The Elements of a TV Program

The television program, like its counterpart in radio, is cast into a
framework known in the industry as a “format.” The format provides for
some kind of opening (usually involving an effort to attract attention,
commercial identification, and credit), the body of the program, closing
credits, some type of pad that can be shortened or lengthened as time
demands, and a close. The body of the program, which is usually inter-
rupted at least once for a commercial, contains the main elements of the
program. These are usually identifiable as quite separate segments, most
of them rather short, and strung together with some kind of continuity.
Variety and tempo are determined by the length of these program seg-
ments and the manner in which they are strung together. Even in the
more formal program, such as a drama, scenes tend to be short, and an
effort is made to keep the story moving,.
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Try analyzing a variety show or a comedy show. Notice how many pro-
gram elements there are, in what order they are used, how long they last,
and how they are strung together. If you watch programs critically you
will soon find a tremendous similarity in the structural aspects of different
television programs. Then, too, take a stop watch and time the change of
scenes in a TV program or a film. Remember, photographically, it is a
change of scene every time there is a cut to another camera, a dissolve, or
a fade. If you have never done this you will be amazed at the fabulous
number of changes that occur in the moving panorama that passes before
your eyes. This is all a part of the conscious effort to keep the audience
interested.

Television uses the speech and music elements of radio and adds to
them the endless variety of visual impressions that can be achieved. It
is contrary to F.C.C. regulations to use a television channel for broadcast-
ing of audio only. However, it is perfectly legitimate, and perhaps prac-
tical, to broadcast a program that has no audio, or very little. The use of
pictures, motion, pantomime, gestures, demonstration, and the hundreds
of other visual patterns, greatly enhance the potential of television pro-
gramming. While the underlying program structure is the same for radio
and television, the variety and ultimate interest is greater in television. In
the field of sports, for example, listening to someone describe an athletic
contest is not as effective as watching it on a television screen. In some
sports, like boxing, the sport is better on television than it is for most of
the fans in the arena. On television, everyone has a ringside seat. Tele-
vision’s superiority is clear in any program area where sight adds to the
understanding or appreciation of what is going on. On the other hand,
what about programs like news and music? Television hasn’t solved the
problem of effective news reporting. The ever-popular disc jockey pro-
gram is usually dull fare on TV. So, it cannot be said that TV is better
for all types of programming.

The visual aspects of television also introduce some problems that must
be considered in connection with programming. Of greatest importance is
the added complexity of producing programs and its companion problem,
cost. The program planner is never free, in television, to let his imagina-
tion run completely wild. The hard facts of production will certainly slow
him down to a realistic pace. While a small studio crew can put on a
fairly complicated radio show, a similar show on TV will require five, six,
or even ten times as many people. Cost goes up proportionate]y, It is
common for major network shows to have a weekly production budget of
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between $30,000 and $50,000. Some single-shot TV programs cost the
sponsor a half million dollars. At these prices one can readily see that TV
programming is a compromise between creative ideas and the size of the
purse on which you have to draw.

Summary of TV Programs’

It is well-nigh impossible to indicate relative percentages of program
types without being guilty of generalizations which needn’t apply to all
stations. It happens that there is excellent data available for the seven
stations in New York City. This data was gathered over a four-year period,
and is quite generally typical because it contains all of the network pro-
gramming. It can safely be assumed that other stations throughout the
country will not vary significantly from this pattern. The four-year study
also indicates that programming trends have begun to stabilize to a great
extent,

In 1954, the programming was divided by percentages of total program
time into the following major categories:

Drama.......... ... ... ... .. 46.2
Information....... ............... 11.3
Variety.......... ... .. ......... 11.0
Music. .. ... 6.7
NeWS. oot 6.1
Quizzes, contests, ete.............. 5.0
Orientation. ... ................... 4.9
Personality....................... 4.8
All other entertainment............ 4.0
1009,

The summary shows that 77.7 per cent of the total time was devoted to
pure entertainment. Informational programs of all types, including news,
accounted for 17.4 per cent, and the orientation type of program supplied
the remaining 4.9 per cent. “Orientation programs,” as used here, means
areas such as family or personal relationships, religion, public affairs, dis-
cussions, debates.

1 Most of the statistical data in this section is taken from the television monitoring
studies done by the National Association of Educational Broadcasters, with financial
aid from the Fund for Adult Education, an independent agency established by the
Ford Foundation. There are seven such studies available from N.A.E.B., 14 Gregory
Hall, University of Illinois, Urbana, Illinois. Specifically, I have taken data from
studies number 6 and 7, Three Years of New York Television and Four Years of New
York Television.
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It will be noticed at once that sports are not specifically mentioned in
this table. Actually, televised sports accounted for 3.4 percent of the total
time. The four-year record shows a steady decline in the amount of time
devoted to spectator sports. These studies were also made during the
winter months, so we can safely assume that at other times of the year,
and in other markets, sports would occupy a more prominent place.

One interesting thing to note is the heavy reliance on drama. These fig-
ures include, of course, both live and film programs. Drama has become
to TV what music has always been to radio, the hard core around which
the rest of the programming structure is built. In TV, music takes but 6.7
per cent of the available time. This is easy to understand when you try to
figure out some way of adding visual appeal to popular music. Programs
built around cooking, sewing, fashions, and other homemaking tech-
niques, gardening, and handicrafts are responsible for the high percent-
age of informational programs. This type of show offers interesting and
usually easy-to-achieve visual appeal. It will be noted that comedy is not
listed as a separate category. TV comedy has found its way into more
basic formats. For example, approximately one-fourth of the drama can
be classified as comedy-drama. Comedy also appears in the larger frame-
work of variety shows, in the quizzes and contests, and in the personality
shows. So, while comedy is not shown separately it remains one of the
most common, and certainly one of the most successful, program types.

The order of programs in any popularity poll varies from season to
season. The basic tastes, however, remain about the same. It is possible
that the level of popular taste is ever upward—mobile, but the rate is
painfully slow. The amount of time given to different types of programs
is one clue to popularity. To this can be added the fact that representa-
tive programs of certain basic types are almost always included in the
“top ten.” There will always be at least one quiz or similar kind of show,
one or more situation comedy-dramas, one or more of the currently
popular comedians in a sort of personality show, at least one variety
show, and it appears that there will always be a mystery—a whodunnit—
a crime show.

Official popularity standings are determined by commercial survey
organizations. Stations and networks employ such concerns to keep them
abreast of how their audience compares with that of the competition for
every hour of the broadcast day. These ratings are combined into a
national picture and lists of the top ten programs are published. It is not
practical to include such a list in a book of this sort since it would be




64 HANDBOOK OF BROADCASTING

out of date before the book was off the presses. The current ratings can
always be found in the trade papers Broadcasting, Variety, and Tele-
vision.

The Program Year

In broadcasting, both radio and television, it has become standard
practice to sell time and to book programs for periods of 13 weeks. This
breaks the year into quarters, which have proved to be workable frac-
tions from the business point of view. A sponsor can buy a program for
13 weeks, 26 weeks, 39 weeks, or for the full 52 weeks. The most common
formula for the more or less permanent programs is to buy 39 weeks and
take a 13-week “hiatus” in the summer. This accounts for the rash of
fill-in programs through the summer months. Many advertisers feel that
the listening and viewing public is too small during the summer to war-
rant the cost of high-budget shows. So, the summer is used for lighter,
less expensive shows, and for trying out new program ideas or talent.

The summer hiatus is especially important in television because of the
high costs. The optimum audience must be available to justify the large
sums which the sponsor has to pay. When many thousands are off on
vacations, on picnics, or out riding in the family car, it is not the ideal
time for high-cost TV programs.

Another development in television programming which never became
common in radio is the alternating sponsorship of top programs. A show
will appear one week sponsored by a certain product, and come on the
next week with a different sponsor. This is another effort on the part of
advertisers to beat the high costs of TV programming. Participating
sponsorship is also popular in TV. Here, a major program will have sev-
eral sponsors, each getting equivalent time during the program. Perhaps
on an hour-long program there will be three sponsors, each having
bought 20 minutes of the show. Some programs are too costly and too
complicated for weekly production. They will be broadcast once a month,
or in some cases every two weeks. All of these exceptions to the old rule
of the same show, the same sponsor, the same time every week grow out
of television’s complicated and costly production requirements. Irregular
sponsorship is justified by the proven impact of TV advertising.

Live and Film Programs

A live program means that the show is actually being performed at
the time it is broadcast. The terms “filmed” and “recorded” are frequently




RADIO AND TELEVISION PROGRAMMING 65

used interchangeably and indicate that the program has been prepared
ahead of broadcast time. Some producers and performers believe that
the spontaneity and sense of immediacy attendant on a live show are im-
portant and desirable qualities. They have a good point. On the other
hand, a live show is always subject to flubs and other production mis-
takes. Also, there are some things which are possible on film and aren’t
practical for live productions. So, to make these things possible and to
achieve a slickness of production, many shows have turned to film. This
includes programs of all types except those that depend on immediacy
or current information, such as news programs, or remotes of actual
events,

In the early days of television most programs were done live. There
were few films available, and producers and performers were experiment-
ing with the new medium. Today, there are many companies making
films for television, and filming programs of types not normally made as
films, such as quiz programs, variety, etc.

In 1954, on the seven New York City stations, 44.9 per cent of all pro-
grams were on film. Of those programs classified as entertainment, an
even higher percentage prevailed, 52.4 per cent. The total percentage
was reduced by those programs that could not, by their very nature, be
filmed. The four-year record in New York City showed a decided trend
toward increased percentage of film programs up to 1954. It is possible
that the ratio has now more or less stabilized. The values of filming pro-
grams, as discussed above, are further enhanced by the residual uses.
There is always the possibility that a series of shows can be syndicated
and sold locally after the network run. Or they might be reused at a later
date. On some programs, the best shows from the winter season are used
again during the summer months. In this way the added cost of film is
turned to advantage, and the sponsor saves the production costs during
the summer months.

Whether there is an increase in film programs in the future will depend
largely on the types of program that appear on future schedules, and
such technical advances as are made. If magnetic recording of television
becomes a reality in the near future, this will be widely used for the pre-
production of complicated shows. It might be pointed out that this is a
very real possibility.




CHAPTER FIVE

RADIO AND TELEVISION
ANNOUNCING

RADIO ANNOUNCING

Radio announcing, as a profession, has come of age. The day of the
transient, station-to-station, journeyman announcer is past. Though all
qualifications are not firmly established as yet, this is largely due to the
fact that radio is still in a stage of transition. Television has added new
requirements to the general confusion; and announcing, as a profession,
needs unbiased analysis.

Announcers themselves have come to realize that training and experi-
ence must be an integral part of their equipment; that a good voice and
a pleasing personality are not enough, as they might have been even five
years ago. Many station managers still consider announcers as of little
consequence, limiting initiative and authority to the minimum. This atti-
tude may have been justified in the past, but today announcers must be
considered as belonging to a profession which is fast gaining both dignity
and respect, capable of attracting men and women of education and
ambition. The more progressive stations have trained their announcers to
shoulder responsibility and assist in planning programs. They have en-
couraged specialization in fields where the announcer seems to have
particular aptitude. It is true that many of the top-notch announcers of
today began with very little formal training and developed with the
growth of radio, but they, more than any others, realize the potentialities
of the profession and the need for adequate training,

As one radio executive has said, “an announcer should be such a
friendly voice in the house that the listener is tempted to answer him
back.” Like most things which sound easy, however, the mere fact that
an announcer can do this requires a background of intensive training and
specialized education, which must become so much a part of him that he

66
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and the listener both are unconscious of it. The radio announcer must
also bear in mind that he is the station’s representative while on the air.
The listener judges the caliber and character of the station by its an-
nouncing staff. Therefore, voice and speech training are a must for suc-
cess in announcing. The training must extend beyond the limits of formal
education. No one should consider radio announcing as a profession un-
less he has a healthy curiosity and interest in speech and in people. He
must be ready and willing to practice, drill, and study every day for the
rest of his life. Dramatic training is helpful, for the announcer must
sound convincing at all times and this occasionally requires acting ability.
Many good announcers have been either actors or singers.

Here is a note of warning to the careless radio announcer who may
tend to allow his lack of interest in or his disagreement with his an-
nouncements to reflect itself in his voice. An exercise in mental hygiene
seems to be indicated for one who would be successful. As Milton Cross
put it, “An announcer’s voice must be healthy, well dressed, and cheer-
ful.” A continued conscious effort must be made toward that end. Many
American colleges and universities offer excellent courses in speech
training which provide drill in pronunciation needed to free the an-
nouncer from the handicap of regional dialect and local peculiarities.
Here, he can study voice improvement, public speaking, and oral inter-
pretation.

Training

There is no better training for radio speaking than the reading aloud
of all types of material. Stumbling over an announcement is an unfor-
givable sin on the part of the announcer. There may be brief pauses—
the slight hesitancy used by speakers to emphasize the choice of a care-
fully selected word. Reading is a tremendous handicap to spontaneity,
and the difficulty is emphasized in the announcer’s case, for when a
man is giving various items daily, in many cases repeating what he has
read previously, the opportunity to wander mentally is all the more at-
tractive. To avoid the trap of this too easy job of reading words, one
must concentrate upon the mood and the meaning of the words. Proper
pause, stress, and intonation can be obtained only in this way. When
the announcer or speaker has completed his radio address, he should be
able to give a clear résumé of what he has just said.

William Shakespeare, although unacquainted with radio, once de-
livered some excellent advice to announcers when he said, “Speak the
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speech, I pray you, as I pronounce it to you, trippingly, on the tongue;
for if you mouth it, as many of you players do, I had as lief the town
cryer spake my lines.” To be acceptable to the radio listener, the an-
nouncer must avoid all forms of affectation such as gushing, evangeli-
cal exhortations, pleading sweetness, aggressive overemphasis, spiritual
ecstasy, and the precise pronunciation that results in an obvious divi-
sion of a word into its syllables. Today, sponsors prefer the chatty,
chummy type of announcing.

If you want to be an announcer, Pat Kelly recommends a college lib-
eral arts course, an English major, a course in speech, and as much act-
ing as you can work in. The announcer needs training in mike tech-
nique, which a small station can provide, though not so well as many
colleges and universities do. More important than either schooling or
dramatics for the beginner is a good education with an all-around knowl-
edge of music, sports, current events, and books. Along with this he
should have the ability to learn the actual mechanics of radio announc-
ing. Radio announcing is nothing more than an attempt to communicate
information; to make something known. Although the information may
reach millions, it is directed to the individual listener, and the com-
munication is complete only when the listener hears, comprehends, is
interested, and then acts upon what he hears. If the listener does not act
upon the announcer’s message the communication is still not complete,
because in radio, as in almost all other speech activities, the purpose is
the stimulation of action. The action may be merely that of remembering
something, or it may be that of doing something, but unless the an-
nouncer’s message is acted upon there is no real communication. If you
fail to send in your bottle top or fail to “stay tuned to your friendly
station” then the announcer has failed.

Skills

A partial list of skills, evolved from many discussions, although not
entirely inclusive, consists of communication of ideas and emotion, as
well as projection of the personality through naturalness, vitality, friend-
liness, adaptability, and pronunciation. Voice control is a skill which
depends upon pitch, volume, timing, and quality to a large degree.
Many other skills can be developed and added to these, but here, briefly,
are those which any announcer needs, plus whatever education and ex-
perience he can obtain.

An announcer can achieve complete success, in selling his idea to his
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listener, if he rethinks his copy and makes it his own without mechan-
ically employing the techniques of phrasing and emphasis. By knowing
and understanding technique he can fortify his natural ability for the
occasions when he is obliged to fall back upon them as aids when the
continual reiteration of an announcement has robbed it of its freshness.

Phrasing is indicated by inflection, and an inflection is either upward
or downward in pitch. In the English language such pitch comes at the
end of each phrase, uniting the words in the phrase and indicating by
the pitch movement whether the phrase is complete in itself or con-
nected with what follows. A downward glide in the pitch usually ex-
presses completion of the phrase; an upward glide, the opposite.
Inflection can be varied to express any mood or emphasis, such as in-
decision, disbelief, a question, and courtesy. A circumflex inflection of the
voice usually indicates insincerity or irony, or a state of mental con-
fusion.

Emphasis can be achieved by variations in tone or volume. A phrase
can be varied in this way to call attention to key words or can be in-
creased in a crescendo, as in music, to gain the required feeling of
mounting excitement and anticipation, as is sometimes used in variety
shows. Emphasis can also be achieved by variation in timing. Time
emphasis on a word or a phrase can be gained in the three following
ways:

1. By the use of a pause after or before the word or phrase.
2. By prolongation of the sounds within the word or phrase.
3. By variation in rhythm.

Relaxation of the body may also contribute to the emphasis of speech.
Within range of the microphone an announcer may move his arms or
body, just as he would to a visible audience, and thereby gain more
naturalness in his speech. Announcing and radio speaking, which is dealt
with elsewhere in this book, have much in common; the rules for one
apply also to the other. Genuine sincerity is, of course, one of the great-
est attractions in any speaker, but it is especially to be desired in an an-
nouncer. The microphone is a sensitive instrument and records with ut-
ter fidelity the slightest variation in tone or meaning.

The pause, if well used, is one of the most effective devices an an-
nouncer can use, and it is often the most frequently ignored. Some an-
nouncers are still afraid of silence. They are convinced that the air
must be constantly full of words. Sometimes this fear is conditioned by
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station managers who cling to the old methods and ideas of advertising.
Newspapers learned long ago that white space has as much value to the
advertiser as the printed word. The skilled and experienced announcer
realizes that silence, if effectively used, is radio’s “white space.”

“Personality is reflected in the voice.” We seldom think of personality
except in positive terms, and the radio announcer is expected to have
such a positive personality. That is, the listener enjoys hearing a voice
which suggests naturalness, sincerity, believability, vitality, friendliness,
and warmth as well as adaptability. The microphone picks up insin-
cerity, disinterest, guile, and irritability very clearly. The beginning an-
nouncer may be nagged by qualms of mike fright and will realize all at
once that he is addressing a mechanical instrument rather than an
audience. He must speak with his mind on time and on the second hand
of the clock ticking off each breath. He must say words that are not his
own in a voice which is supposed to sound natural. Under these circum-
stances this is difficult to do, but the words and thoughts must be mas-
tered until they are his own. He must imagine that he is speaking to just
one listener and direct his message to that one person, sell his thought
to that person. He will help himself most by following the advice which
actors and performers give themselves:

1. Everyone has had a similar experience and lived through it.

2. Don’t think how you feel. Think of what you are about to say.

3. Assume a vital, positive, assured manner and you will be more apt to be
just that.

4. Know what you are going to say so thoroughly that you are saying it
before you have a chance to worry about it.

5. Breathe as deeply and naturally as possible.

The would-be announcer should listen carefully to the station with
which he hopes to affiliate himself. He should try to emulate the better
announcers of that station but never to imitate them. The beginning an-
nouncer may be a “nobody,” but he is better as a nobody than as an
imitation of someone else. To be natural, to be himself, the announcer
must react normally to each announcing situation. This does not mean
that he must be colorless. It is as natural to be gay, enthusiastic, folksy,
or chatty, as it is to be dull, bored, or aloof. Vitality is a personality trait
most required of announcers, but even this can be overdone. Everyone
who listens to radio is aware of this; in fact, many listeners would be
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happier if some announcers were not quite so vigorous and full of
bounce.

The announcer should have a personality so varied that he can adapt
himself and his announcing style to the constantly changing demands of
the listener and the program. Listening audiences change from hour to
hour, program styles often change every 15 minutes. The announcer must
be ready to change with them without losing any of his individual in-
tegrity.

In the case of the radio announcer, the same individual is compelled
constantly to change his style from one form to another, so that he is
confronted with the difficult task of attempting to handle all types of
public speaking equally well. Very few announcers specialize in one type
of work. The average announcer must be prepared in the same day to
give the dramatic ballyhoo of a spectacular program, to read the
3-minute commercial advertisement for a so-called health salt, to read
the announcements for a program of classical music, and to introduce a
professor or a minister. All these variations and many more come as grist
to his mill.

The announcer should be aware that styles in pronunciation change
just as clothing styles do. He should keep his standards high but flexible,
for what was correct yesterday may not be acceptable today or preferred
tomorrow. The International Phonetic Alphabet, sometimes called the
“IPA,” transcribes all sounds of spoken language into symbols, each
representing only one sound. At first glance, it looks like an entirely
new alphabet and some announcers shy away from it because it looks
difficult. It is simple and is being utilized more and more in radio, and
is used in nearly all college foreign-language courses and in many speech
courses in vowel and consonant drill.

An announcer must be more conscious of time than of any other ele-
ment in broadcasting. Although he must continually think of his listener
and his message, he must always be aware of the clock and the constant
sweep of the second hand. He must know how and when to take up
the slack in a program when time is running short and how to stretch
it out by prolonging phrases and other variations of speech. At first this
is difficult to do unless one is born with a perfect sense of timing, as
sometimes happens. Generally, however, it is knowledge which must be
gained by constant observation and practice. It is one of the most essen-
tial skills an announcer can hzve.
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The announcer’s voice must be natural, a universal voice—one not tied
to any locality or sectional dialect; he must have ability to be formal
without being stiff, to be informal without gushing; he must be ver-
satile in his ability to handle names, musical terms, and foreign words.

The National Broadcasting Company, in the pamphlet on The Selec-
tion and Training of Radio Announcers, states:

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

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

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

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

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

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

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

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

Clapp’s Strained Baby Foods are made from tender, select vegetables, rushed
fresh from factory garden to spotless, sunlit kitchens where every step in their
preparation is carefully supervised by hospital-trained dieticians.
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The sponsor or his advertising agency infrequently gives instructions
to the announcer about emphasis and style of delivery, depending upon
his individual interpretation. Here, however, is one announcement with
instructions that appeared in The New Yorker:

AnNoOUNcCER: CIGARETTE STAIN ON YOUR FINGERS IS NOT NICE!
PELL MELL Famous Cigarettes are smoked wherever particular people
congregate—because independent research proves that with PELL MELL
there is noticeably less finger stain, or no finger stain at all. (Pause) Try
PELL MELL CRITICALLY!

Note to announcer:

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

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

Keep the emphasis—but forget the snarl.

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

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

The importance of a winning radio personality to a commercial an-
nouncer can hardly be overemphasized. His responsibility as the per-
sonal representative of his sponsor requires that his speech introduce
him as an individual rather than as a puppet. This individual must be
affable. He must be attractive in one respect or another. He must project
the picture of a person who would hold one’s attention if he were talking
in one’s living room. Most important of all, he must be different, in-
dividualized. He must call to mind a definite image, not simply the idea
of a man talking.
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Proper breath control is more important to the commercial announcer
than to the average radio speaker, because of the frequency in his scripts
of punch lines which require more voice volume than ordinary conver-
sation. He must be constantly prepared to deliver full volume when the
script demands it. He should always be sure of a reserve supply of lung
power to fall back on.

The application of this principle of suiting the style of delivery to the
type of listening audience and the type of product explains alike the
staccato, vigorous style of the sports announcer who “plugs” a product
during a sports résumé at suppertime; the easygoing banter interspersed
with the variety show; the weaving of plugs into the nonsensical plots
of a comedy program; and the dignified statement of sponsorship which
opens and closes the United States Steel program.

Perhaps the newest and most interesting innovation in style in com-
mercial announcing is the technique used on one of the “soap operas”
—a technique which already shows signs of spreading. It is one of
glorified informality, in which the announcer virtually twiddles his
thumb in the listener’s ear to the following words: “Well, ladies, you
admit there’s a definite problem connected with washing hosiery and
delicate fabrics, don’t you? Un-huh, I thought so. Well, you know, I've
just got an idea you've never thought about using . . . ” How far this
new naiveté in commercial speech will go, and how successful the Little
Boy Blue style of commercial announcing will prove, it is impossible to
tell. However, it will be interesting to watch its progress.

TELEVISION ANNOUNCING

Announcers are used in television in the same ways as in radio. An
announcer opens and closes the show, frequently connects segments of
the program, and does the commercials. It can be seen almost at a
glance that the announcer is no less important in television than in
radio. All television has done is to make the announcer’s job more dif-
ficult.

Many of the qualities of good radio announcing apply to television.
A good voice, clear speech, naturalness, intelligent and effective reading
are still important. The dependence of programs and stations on good
announcing has not changed. The addition of the visual elements has
divided television announcing into two types, one more difficult than
the other.
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Off-camera Announcing

There are many occasions in television where an announcer is used,
but need not be seen. Such instances include some commercials, station
breaks, promotional spots, narration, openings and closings. This job is
quite similar to radio. The announcer is usually located in an announce
booth somewhere near the main TV studio. He can sit comfortably at
a desk or table with the microphone in front of him. He can read the
copy. He need not be at all concerned about his appearance.

In some cases, off-camera announcements are but loosely tied to the
picture on the screen. At other times the audio is very intimately tied
to the picture. In this case the announcer must read with the picture.
In the announce booth a monitor (TV screen) will be available for this
purpose. Sometimes film is narrated live, or a commercial will consist of
audio copy and a series of slides. In this kind of situation the announcer
must fit his reading to the ever-changing video pattern. Thus, the major
difference between radio announcing and off-camera TV announcing is
the necessity for coordinating the delivery with pictures. An additional
minor difference is that cues are almost never received visually from
the control room. More often than not the control room cannot be seen
from the announce booth. The announcer is cued through a headset, by
a light, or directly from the picture itself. In most other respects, off-
camera announcing is just like radio announcing.

On-camera Announcing

When the announcer has to appear on camera a whole host of new
problems arise. On-camera announcing is far and away the most chal-
lenging task for an announcer. Let’s consider the problems one by one.

When he is on camera, the announcer can’t read his copy. At least he
can’t read it while holding sheets of paper in his hand in the usual
fashion. One solution to this problem is to memorize the copy. Fre-
quently, this is the best answer. If the material isn’t too long, if the an-
nouncer has a quick and accurate memory, and if exact word-for-word
reproduction is desired, memorization works well. However, if the copy
is long, or if rehearsal time is short, or if the announcer’s memory is not
of the best, memorization is a poor answer. One way of getting around
memorizing is the “Tele-Prompter.” This is a patented device that at-
taches to the camera and unrolls the copy, which has been typed in very
large letters. This system requires complete coordination on the part of
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the person controlling the speed of the roll so that he stays with the an-
nouncer. It also requires skill and practice by the announcer so he will
give the impression that he is looking into the lens, when actually he
isn't, and that he is talking to us rather than reading. The Tele-Prompter
is not for the inexperienced.

Another partial answer to the memory problem is the “idiot board.”
Here the copy, or part of it, is written or printed on large cards, a black-
board, or other large flat surface. Of course, its function is quite similar
to the Tele-Prompter, but not all stations have a Tele-Prompter. The
location of the idiot board is important, for announcing is usually de-
livered directly to the audience, and this is impossible if the board is any
distance from the camera lens.

On many shows where time is elastic, and where word-for-word detail
is not mandatory, the best answer is announcing from learned notes.
Here the main points and facts are memorized by the announcer but he
speaks the message in his own words. A Tele-Prompter or an idiot board
can be used for notes rather than full copy. If an announcer has a facility
for extemporaneous speaking, and he should if he is a good announcer,
it is possible in this last system to achieve a naturalness and conversa-
tional quality that is well-nigh impossible in any other way.

The minute the announcer steps in front of a camera his appearance
becomes of the utmost importance. His face, how he combs his hair, the
clothes he wears and how he wears them, his smile, the evenness of his
teeth—all of these things combine to give the viewer an impression
about the announcer. Moreover, his physical behavior adds to this im-
pression; how he stands, how he moves, what he does with his hands,
etc. The announcer is no longer a disembodied voice. He is a real person
standing where everyone can see as well as hear him. Now the an-
nouncer must become an actor, too.

The television industry is not concerned with whether an announcer
is the handsome, glamorous type. Rather, producers are interested in the
same qualities that radio looked for in the voice. A pleasant, natural per-
son both physically and vocally is the desired announcer. The voice and
the body must indicate a certain degree of harmony. It would be ridicu-
lous for a scrawny little man to appear and then to speak in a rich, full
bass voice. In the truest sense of the word it is personality, and not
beauty, that is at a premium. Of course, the television announcer must
also be able to sell, to read well, and to perform all the many jobs that
have come to be expected of him.
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The television announcer must always appear completely at ease and
avoid mannerisms which give the impression of self-consciousness. He
must walk well, stand well, sit well, know what to do with his hands,
and always look as though he were comfortable. This clearly indicates
that students looking forward to a career of television announcing need
to perform as much as possible before audiences—acting in legitimate
plays, speaking to groups, and getting live TV experience. Ease and
composure before audiences come only with long experience in such
situations.

The on-camera announcer must also be able to talk to a camera lens
with the same directness and sincerity that he would use in talking to a
person. Remember that television is like radio in that your audience is
really a large number of individuals or very small family groups. You
aren’t speaking to a large group, but many tiny groups. So, talk to the
lens as though it were a single person. The announcer talks to the camera
which is on the air, and this is indicated to him by red tally lights on
the front of the camera. As the director changes from one camera to an-
other the announcer must be able to shift smoothly to the new camera.
If the announcer fails to notice the tally lights go out on one camera
and come on on another, a very awkward picture can result. Another
awkward situation occurs if the announcer fails to notice his cue to
start talking. In this case his picture can be seen for several seconds be-
fore he starts to speak. Frequently the announcer is seen, obviously
waiting for a cue. His whole expression changes as he gets the cue, and
he starts to talk. Don't let this happen to you!

Placement of the microphone is seldom of concern to the on-camera
announcer. Either the microphone will be worn by the announcer or it
will be on a boom. In neither case does the announcer have much to
do with its location. He will trust the engineer who puts the mike around
his neck or on his lapel, or the boom operator who positions the mike
above his head. Naturally, he avoids looking around to see if the mike
is there, for this would appear most peculiar to the viewer.

In black-and-white television an appearance requires some attention
to the clothing worn. Very dark or very light suits or dresses are to be
avoided. Medium shades work much better. Pastel-colored shirts and
blouses are preferred to white. Remember that the television system is
limited in the tones of grey that can be reproduced. Enough contrast
to indicate a different color between garments is desired, but too much
contrast only causes trouble. Black and white together should always
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be avoided unless special arrangements are made with the engineers.
In color television it is necessary to check in detail, ahead of time, the
colors and fabrics that will be worn. Not only are certain colors desired
and others not, but the total color scheme among all of the talent must
be balanced and harmonious.

Success in television announcing depends on the same ingredients as
success in other performance-type fields. One must start with certain
physical and vocal characteristics, with a talent for this kind of work,
and then develop these through years of study, practice, and experience.




CHAPTER SIX

RADIO AND TELEVISION SPEAKING

RADIO SPEAKING

In discussing the problem of how to be effective via the microphone,
my task really is to adapt modern principles of effective speech to their
use in the particular case of radio. A study of speech principles will re-
veal the little-realized fact that, aside from a few allowances due to the
mechanical limitations of a microphone, the best radio speaker is the
one who follows most closely the dictates of a competent textbook on
public speaking. The added difficulty that lack of a visible audience
presents in broadcasting only increases the necessity of observing speech
rules. The often-remarked fact that many good announcers know noth-
ing of platform speaking, while many good platform speakers are a
failure on the air, is not a refutation of my statement. Reference to a
speech textbook would confirm the technique unconsciously used by
these announcers, while an analysis of the so-called good platform
speaker would show that his success grew more from showmanship and
dramatics than from effective speech. A textbook on speech usually is
divided into chapters devoted to advice concerning each type in turn:
the argumentative speech, the humorous talk, or the expository discus-
sion. Obviously, all these possible types of talks have their turn on the
air.

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

80
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All are interesting variations and require training different from that
given to the orator.

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

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

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

The radio speaker has only one set of stimuli to work with instead of
two. He can use only the audible speech symbols and he has no appeal
for the eye. To quote from the Little Book of Broadcasting put out by
the National Broadcasting Company, “Few of us realize, until put to the
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task, the extent to which the eye and the ear, when working together,
are influenced by the impressions that come through the eye. We early
found by experimentation that, when the sense of hearing alone is in-
volved, we have a very different and a much more difficult problem on
our hands.” The problem that must be met here is not merely that of
more strenuous effort at good speech, but it also involves more careful
attention in the writing of the speech.

Added to this complete dependence upon one set of stimuli is the fact
that this concentration seems to help the auditor more easily to detect
the mental attitude of a speaker. Harvard psychologists recently an-
nounced that insincerity seems to be detected more easily over the air
than from the lecture platform.

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

Style of Delivery

The cardinal principle of good speech is the use of a direct conversa-
tional tone. The whole emphasis is upon a sincere direct contact with
the members of an audience, which will achieve the effect of face-to-face
conversation. A moments thought will reveal that this is exactly the
effect the radio speaker desires to achieve. Many delivering their first
speech on the air seem to forget the distribution of their unseen audi-
ence and to remember only its size. While they are usually impressed
with the fact that their potential audience runs into the millions, they
fail to realize that this large number is divided into smaller groups of
usually not over three or four individuals. A radio speaker must con-
sider the atmosphere in which his voice is to be heard. He must visualize
a small family group, distributed about the living room, engaged in do-
mestic tasks or pleasures. People thus situated resent an oratorical or
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strident tone of voice in a guest, seen or unseen. They want the radio
voice to talk to them, not shout at them. The speaker must fill the role
of a guest, not that of an intruder.

Proceeding on this understanding, we have only to ask ourselves:
What are the most effective means of speech in an ordinary conversation?
What is the winning and attractive tone to use? The situation calls for
an intimate and informal tone; insincere gushing is to be avoided as in
everyday conversation. The speaker must be warm, sympathetic, and
sincere, eliminating any trace of ostentation. There is no need to raise
the voice—that instinctive lack of confidence in the microphone’s sen-
sitivity is entirely unjustified. A quiet, easy voice is the best.

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

Of course, to create the mood of a face-to-face conversation success-
fully requires the right mental attitude. The speaker must have a sincere
interest in the material he is delivering and in the people who are listen-
ing to him. This must be especially remembered by the radio announcer,
for the necessity of continually reading statements that he does not
believe makes it easy for him to allow a tone of insincerity or boredom,
the hint of a sneer, or an indication of a supercilious attitude to creep
into his voice.
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The necessity of reading from a manuscript adds greatly to this diffi-
culty of maintaining a sincere conversational tone. Reading is both the
easiest and the hardest manner of presenting a speech. It is the easiest
because all one has to do is to read the words without any effort at
choosing them except with the eye. But for that very reason it is difficult
to read them in an interest-compelling manner. It is so easy getting the
words that most people merely find them with their eyes, say them with
their mouths, and permit their minds to wander away from the subject.

There is no better training for radio speaking than the reading aloud
of all types of material. A person who is going on the air should sit down
with a friend and tell that friend what he intends to say and then read a
part of his talk. The listener can tell him just how his conversation
differs from his reading style and tone. It would be a better test if the
friend would close his eyes or turn from the speaker while listening. Of
course, the faults in diction, pronunciation, and construction which are
frequent in conversation must be avoided in good radio talking. Un-
fortunately the radio address must be read, but the speaker should be
so familiar with the material that he merely uses the manuscript as an
outline. Talk from the paper, follow what is written, but do not worry
about the exact phraseology of the written words.

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

Psychological experiment has shown that the muscles of the body
respond in perfect accord with speech efforts. If one were to record in
waves, on a strip of paper, the voice of a speaker and also the subcon-
scious movements of any part of his body, for instance the arm, one
would find that these two curves agree. A close correlation exists be-
tween body movements and thought processes. When we watch a prize
fight, we frequently become aware of the fact that we are duplicating
the motions of the fighters, clenching our fists and tensing our muscles.
Thus it is that, when we speak extemporaneously, our utterances are
controlled by our thought processes and the correct grouping and stress
are automatically achieved. While one is reading, one’s speech organs
are to a great degree controlled by the mechanical movements of the eye
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in following along the printed line. This uniformity of movement is
reflected in one’s delivery, and there is but one way to overcome this.
That is to think what one is reading. By so doing, the influence of
thought processes in controlling the speech organs can be made to
overrule the mechanical influence of eye motion. A little practice will
convince the most skeptical that thinking can easily solve most of the
problems of oral reading. The grouping of words into thought units, the
placing of emphasis, and correct pauses are easily achieved in this
manner, and the rewards are well worth the time spent.

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

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

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

I introduced the Duchess of Dundee
Over the facilitics of WABC.

Her organs internal

Made noises infernal

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

public.

Breathing

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

Position before the Microphone

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

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

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

Pitch and Volume

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

The microphone magnifies the qualities of the voice. If the microphone
and loud-speaker are properly adjusted, free tone has its resonance
enlarged. The good voice then comes over with all its qualities enhanced.
A speaker with such a voice may stand close to the microphone and talk
intimately into it. A speaker with a voice of less pure quality gets a
better effect by standing at right angles to the microphone. The volume
of voice that the speaker may use varies with the distance from the
microphone. As the volume of the voice is varied, the speaker should
move back and forth from the microphone. The rasp of the metallic
voice and the twang of the nasal are always magnified; when the current
of transmission is too great, they come over with ear-splitting harshness.
Excitement and nervousness are obvious and cannot be minimized.

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

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

Speed of Delivery

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

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

The Manuscript

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

TELEVISION SPEAKING

Delivering a speech over television is not like speaking from a plat-
form before a live audience, nor is it quite like giving a speech over
radio. There are similarities to both live speechmaking and radio speak-
ing. But, there are also major difterences.

Let us examine some of the elements of the television speech situation.
The speaker has the advantage of the microphone and electrical amplifi-
cation of his voice. There is the impersonal character of the microphone
and the camera, and rarely is there a live audience to provide feedback,
or audience reaction. As in radio, the audience is many small groups or
perhaps even individuals. Most of all, because of the ability of the
camera to obtain close-ups, a degree of intimacy is possible far beyond
that obtained in any other way. In television, the speaker has the oppor-
tunity to talk to his audience as intimately as he would if two or three
people were sitting across a desk from him. This intimate nature can be
a powerful speech weapon in the hands of an expert.

In preparing the speech for television the speaker has to decide what
method of delivery he will use. He can read the speech from a manu-
script, he can read it from a Tele-Prompter or idiot board, he can
memorize the speech, or he can speak extemporaneously from previously
learned notes or an outline. Of these methods the memorized speech is
by all odds the poorest choice. The memory can fail frequently for most
people, and it usually happens at just the critical moment. Then, too, it
requires a skilled actor to recite memorized speeches with meaning and
feeling. Reading the speech from manuscript is entirely acceptable for
speeches given at important events which are being televised. This is
not a television speech in the strictest sense of the word. Rather, tele-
vision is eavesdropping on the event at which a speech is given. There
are occasions when word-for-word accuracy is essential. This is true
when the President of the United States delivers an important policy




RADIO AND TELEVISION SPEAKING 91

address. In such cases the speech must be read. Whether it is read from
manuscript, or from a Tele-Prompter, depends on the personal prefer-
ence of the speaker and his facility at speechmaking. Generally it would
be better to read from a Tele-Prompter, since this method permits much
more vital eye contact with the audience. The most effective method of
speaking on television, in the majority of instances, is to speak extempo-
raneously from a prepared outline. Whether the notes are learned or
whether they are available on Tele-Prompter or idiot board is not
important. The important thing is that this style permits sincerity,
direct contact, naturalness, and genuine conversational communication.
Sincerity, simplicity, and intimacy are among the most significant
characteristics of television, and these are best achieved by a speaker
who speaks extemporaneously.

The Delivery

In television speaking the voice is not the speaker’s only ammunition.
The body, the face, the gesture, what you do and how you look are
almost as important as what the audience hears. Remember, when you
look into the lens of a TV camera you should see one, or two, or three
people very close, and looking back at you. They see you from a close
position and with an intimacy that has never been known before. It will
be impossible for you to kid them or trick them. You had better have
something to say and say it directly, sincerely, and conversationally.

To anyone who has watched Bishop Fulton J. Sheen deliver a tele-
vision talk there can be no doubt about the impact of a good speech on
television. It must be granted that Bishop Sheen is a brilliant speaker.
So, what does television add? Where else can you look, from close up,
into those snapping eyes, and watch at firsthand the set of the firm jaw
as he makes his major points? In an auditorium, a speech by Bishop
Sheen is stimulating. On television, where everyone sits across the
podium from him, the speech is electrifying.

It must also be pointed out here that Bishop Sheen does not read his
speeches. I don’t know for certain, but it seems safe to wager that he
doesn’t memorize them either. He talks to the audience. Lest someone
misunderstand, an extemporaneous speech is not an unprepared speech.
Just as much thought and effort can go into preparing such a speech as
into writing a manuscript. “Extemporaneous” applies to the manner of
delivery. Never assume that you can make a successful television speech,
or any other kind for that matter, without preparation. It is the well-
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planned and rehearsed casualness that is effective, not the aimless
wanderingg of the unprepared mind.

Microphone Placement

If the television speech is given from a lectern, or in some other
situation where the microphone position is fixed, the speaker observes
the same procedures as outlined for the radio talk. More often, in tele-
vision, the microphone position is not fixed. Perhaps the situation, or
the speaker’s preference, suggests that movement and more fluid action
would be desirable. In such cases, the microphone will be on a boom,
and the boom operator will see to it that the microphone is kept in the
proper position to pick up the speaker’s voice. It is well to remember
that a microphone is still used, and therefore the speaker doesn’t have
to project as much volume as he would if he were addressing a crowded
auditorium.

Appearance

The television speaker should be just as concerned with his dress, his
manner, and his naturalness as is the television announcer. Some of the
considerations in this regard are covered in the section on television
announcing. If the speaker provides any visual distraction, for whatever
reason, he is lessening the attention that the audience will pay to his
speech.

Make-up is rarely needed for television. Sometimes a man with a very
heavy, dark beard will need a little powder or pancake base to avoid
looking as if he hasn’t shaved. Occasionally, someone with sunken eyes
will look better if the caverns are lightened a little. For the most part a
speaker should not consider himself an actor, and should realize that if
he looks natural he is putting up his best possible appearance. Most of
the time a TV speaker needs adequate lighting rather than make-up.
Women can wear ordinary street make-up. A woman’s main concern
should be to avoid hats, veils, and other female accoutrements that
might provide distractions.

Dress and make-up are more critical for color television. If the speech
is to be given on color TV the speaker had better check with the station
in advance and follow the advice given him.

What to do with one’s body, feet, and hands is frequently a problem
for television speakers. The first rule to keep in mind is to fit your
behavior to the nature of the occasion. If the situation calls for dignity,
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that means one kind of behavior. If the situation is informal and friendly,
1t means something entirely different. In any case, try to appear natural
and relaxed. Because of the inherent intimacy of the television medium,
stiffness and exaggeration are painfully obvious.

Stand or sit naturally and comfortably, but never relaxing to the point
of sloppiness. It is well to remember that you are a guest in the home of
each viewer. Avoid petty, meaningless, nervous movements—they are
exceedingly wearing to an audience. If it is necessary to move about the
set, do so with ease and as naturally as you can.

Gestures become an important part of a television speech. If you are
ever in doubt about the use of a gesture, cut it out. Make every move-
ment count. If the gesture adds nothing definite, it will only annoy the
viewer. Gestures need to be smaller and more deliberate than those
used for platform speaking. Never forget that television is intimate! A
little movement goes a long way. Swift, darting movements are less
meaningful than more deliberate ones and frequently are impossible for
the cameraman to follow.

Facial expression is more useful than in platform speaking. The close-up
TV camera will catch even the slightest variation in facial expression.
Properly used, such expression can add to the effectiveness of a speech.
Exaggerated or insincere expression is only magnified and made worse.
Possibly the most effective expressions come without any effort on the
part of the speaker. If a speaker is at all animated, it is probable that his
face will also be animated. There is nothing quite so painful as the TV
performer who can be described as “a great stone face.”

If visual aids are to be used, check with the director as to their loca-
tion, how they will be used, where you will be in relation to them, and
how you will point to them, hold them, or whatever. Movements in rela-
tion to visuals must be slow, deliberate, and in accordance with the
plan previously arranged. If this kind of routine isn’t followed the di-
rector will be unable to get close shots of the visuals on the air.

When preparing for a television speech, consider your physical be-
havior in the light of the following guides:

1. Television is a highly intimate, close-up medium.

2. When in doubt, do less rather than more moving, gesturing, facial ex-
pression, etc. Economy of visual impressions is important. Make every one
count.

3. TV demands ease and naturalness. Don’t try to act!

4. Be as relaxed and informal as the dignity of the occasion allows, but never
be sloppy or allow any feelng of disrespect to show in your attitude or look.




CHAPTER SEVEN

PRONUNCIATION

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

The first requirement in improving one’s pronunciation is an ability to
hear the slight variations in enunciation which distinguish the correct
from the incorrect pronunciation. The ear must be trained to detect the
difference between the correct pronunciation of “catch,” which rhymes
with “patch,” and the incorrect pronunciation, which rhymes with “fetch.”

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

Last, the student must acquire the habit of using discriminatingly
correct pronunciation in his everyday conversation.

Drill

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

1. He did not seek to join the cligue. 3. The car looks de luze.
(Clique rhymes with seek, not sick.) (De lure rhymes with looks, not
2. Don’t rebuke the Duke. spooks.)

(Duke rhymes with rebuke, not spook.) 4. He bade the bad boy go.
(Bade rhymes with mad, not made.)
94
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CORRECT INCORRECT

RuyYME RuYME

Worp Worp Worp WoRrp

across®. ... ... toss........... tossed err........
again......... pen........... pin feat.. . .. ..
am. . dJam..o.ooo oL gem fete. .. ...
and.......... sand.......... send fish. ... ..
any.......... penny......... skinny flew.......
askedt........ masked....... .past flute. . .. ..
assume. . . . ... fume.......... doom for. ...
aye (yes). . ... pie............pay friendi. . ..
bade........ . mad...........made from. . ... .
because.......pause....... ... buzz gap.......
been.......... din. den gape. . ....
begin. ... tin. ten gel........
beyond. ... . ... fond........... fund ghoul
blew......... moo........... mew goal
blue. .. moo.......... mew grew. ... ..
brick......... slick.......... neck gross. .. ...
bruise. ... .. .. booze......... fuse guess
bury......... berry.......... hurry gum. .....
can.......... pan.. pin grin.......
catch. . ...... pateh......... fetch hoaz§. .. ..
cent.......... dent.......... dint hundred. . .
chew......... moo.......... mew oo
choose........ booze......... fuse ink.......
clique. ... .. .. seek.......... sick tnquiry.
clue.......... moo .. mew instead . . . .
college. .. ... .. edge.......... itch jowl.
corps. . .store.......... corpse Juice. . .. ..
creek... ... .. week . .wick June. ... ..
cruise. ... ... . booze......... abuse Just. ... ..
CTUT . .. ... .. trucks . .spooks last||......
de luze. . ... .. looks.......... spooks loot. ......
dew.......... mew.......... moo lure.... ...
did.......... d............ led lute. ... ...
do........... moo . .mew many. .. ...
doughty. . ... . gouty......... throaty maybe. .. . .
dour......... tour . .sour men.......
drew......... moo .. .mew merely
droll. .. ... .. dole . .doll mess. .. ...
drought...... .out........ ... mouth mien......
drouth....... .mouth ..out milk. . .. ..
due.......... mew.......... moo miss. .. ...
duke. ... ... .. rebuke...... .. spook miz.......
dune....... .. hewn ..soon most||. . ...
duty .beauty........ booty nap.......
egg. . ... ... peg........... vague nape. .. ...

*Don't add a ¢.
t Don’t drop the k.

1 Don’t drop the d.
§ Only one syllable.
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CORRECT INCORRECT
RuYME Ruyume
Worp Worp

couburr. oL air
cofeet. oL fate
Lo fate. ..l feet
coudish..oo L mesh
...moo. . mew
... boot....... ... cute
Or............. fur
...bend...... .. .. hen
oTom.......... sum
Loutap.. Ll tape
...tape.......... tap
U -1 A bit
.pool pole
.pole .pool
...Mmoo.. mew
...dose.......... toss
less........... kiss
co.glum. oo gloom
U )1 pen
...jokes.......... tax
...Mildred. ...... thundered
ol cleff
L.o.sink. oL “enk”’
wiry.......... bleary
c.o.bed. .o bid
howl...... .. .. hole
.. .goO0Se.......... abuse
...spoon......... hewn
L..must.L Ll mist
...past.. .lass
...boot.......... cute
...pure.......... your
...cute. boot
...penny . .skinny
.o.baby...oo webby
...ten ..tin
dearly .. barely
codess oL kiss
...mean main
311 S elk
Cokiss oL less
c.o.sticks. ...l necks
.. .ghost . .dose
RIS : ) « D tape
...tape. .. ... ... tap

|| Don’t drop the t.
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CORRECT INCORRECT CORRECT INcORRECT
RuYME Ruyme RuyMmEe RuymE

Worp Worp WorD Worp Worp Worp
new.......... mew.......... moo sutt. .. ... ... cute.......... .boot
next||.........vexed.... .. ... necks suite. . ....... sweet. ... ..... hoot
nude......... feud.......... food swell........ . bell.. . ...... .. bill
OUT. .. .. SOUr. . ........ are tell...........bell........... bill
pen.......... ten..... ..... tin them......... hem...........hum
plague....... .vague.. ... .. .. beg thick......... slick.......... deck
poor......... tour.......... sore think.........pink.......... “thenk
pour. ........ sore...........poor this.......... kiss........... less
pretly..... ... witty........ .. Betty to............mooO...........Mmew
program. .. . .. telegram....... glum too........... moo...........mew
queerly. . ... .. dearly.........barely loot.......... boot.......... cute
rather. ... . ... lather......... other true.......... moo...........mew
rid...........bid........... .bed tune..........hewn..........soon
TINSe... ... .. prince.........sense two.......... moo.......... mew
TOOMm. .. .. .. .. whom..... ... fume WAS. . ... rahs. . ........ buzz
rool.......... boot....... ... foot wash......... josh.......... harsh
rout..........bout... ... .. .. boot went. . ....... dent....... ... dint
roule....... .. boot....... ... bout what. . ....... dot... ........ rut
rude........ .. food.......... feud when.........pen........... pin
rule..........fool....... ... mule where. . ... ... bear... . ... ... whirr
sent.......... dent.......... dint which........ itch...........etch
sel...........let.......... . .lt whole. . ...... pole.......... hull
shoe..........MOO...........MeW will....... . o.omill..ooooo wool
Sure..........your.......... fur WIR. .. pin........... pen
since. .. ... .. prince. ........fence wish. . ....... fish........... bush
stnk..........pink....... ... “senk”’ very..........berry..........hurry
St lt............ let worst||....... first...........nurse
slew..........M00...........Mmew yes...........less...... .. ... kiss
s00t.......... foot.......... .boot YoU. . ........ moo.......... mew
stew.......... MeW.......... moo Your. ........ tour...........per
such.......... duteh......... fetch youth........ tooth...... ... smooth

ApprTioNaL WORDS

1. Bogey (bogeyman) rhymes with fogy (an old fogy).

2. Chic (smart) is pronounced sheik (Arab) not cheek or chick.

3. Chute (laundry) is pronounced shoot.

4. Elm is pronounced as one syllable to rhyme with helm.

5. February is pronounced Feb'-roo-ary not Feb'-u-ary.

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

7. Folk drops the [ to rhyme with joke.

8. Golf has the o in odd and the ! is pronounced; it is not gulf or goff.
9. Height drops the g and & to rhyme with bite.
10. Honk (a horn) has the o in odd, not the u in hunk.

11. Hoof rhymes with proof and does not have the oo in foot.
12. Kowlow (to toady to) drops the w in the first syllable to rhyme with go, not cow.
13. Length rhymes with strength, with the g pronounced.

14. Logy (dull, heavy, tired) rhymes with fogy (an old fogy).



PRONUNCIATION 97

15. Often is pronounced Off-en without the &.

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

17. Quote is pronounced kwote, not coat, with the w sounded.

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

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

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

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

25. Wednesday rhymes its first syllable with lens.

26. Who drops the w to rhyme with do.

27. Whom drops the w to rhyme with boom.

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

30. Yolk (egg) drops the [ to rhyme with joke, not elk.

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

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

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

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

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

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

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

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

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

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

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

Faust Fowst not Fawst
Tschaikowsky Chi kof skee not Chay kow ske
cantabile cahn tah be lay not can tab ih le
Chopin Sho pan not Sho pan
Berceuse Ber serz not Ber soose
Dvordk Dwor zhahk not De vor ak
Thais Tah ees not Tha is
Tannhiuser Tahn hoy zer not 7'an haus er
cello chel o not cell o

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

La Bohéme 1.a Boh em not La Bo heem
Mignon Meen yon not Min yon
Farrar Far rar not Far rar
Pagliacci Pahl yat chee not Pal e ah che
Cavalleria Cah vahl-lay ree a not Cav al lere a
Rusticana Roos tih cah na not Rus tih can a
Sextette Sex tet not Sez tet

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

Any person broadcasting over a medium that penetrates to the four

corners of the continent, however, cannot satisty all his listeners in his
use of the king’s English. In this country there is no fixed standard of
pronunciation that is nationally recognized. If large bodies of educated
people are using a certain pronunciation of a word, that form is good
American usage and has a chance of becoming accepted in our national
speech. Correct pronunciation is like correct behavior, depending upon
the custom of the educated and conforming to public taste. If this doc-
trine seems to open the door to degraded pronunciations, it must be re-
membered that the so-called correct pronunciations have been accepted
upon the same basis. The dictionaries record the usage of large bodies of
intelligent and cultured users of speech. A degraded pronunciation of the
past decade may be the accepted form today. Dictionaries go out of date
as rapidly as the public accepts new standards. Possibly the only criterion
to which pronunciation should conform is set up by Whitman. “The
subtle charm of beautiful pronunciation is not in dictionaries; it is in
perfect flexible vocal organs and in a developed harmonious soul.”
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A speaker should ask himself, “How shall I pronounce the word?” and
“How good are the reasons for pronouncing it some other way?” In
answering the first question, the speaker will consider two elements:
the placing of the accent and the sound of the letters, which may be
affected by their relations with other letters. Both the accent and the
sound element are of equal importance if the pronunciation is to be un-
derstood by, and be pleasing to, the listener. Here the speaker will ind
his first difficulty because, if rules are obeyed, the word may prove to be
an exception to the rule. Such rules found in dictionaries and handbooks
are confusing. It is better to study the pronunciations as given by the
phonetic key in the dictionary and then to follow the crowd. A good
dictionary will tell us what the majority say, what the correct fashion is
—except, of course, that the dictionary is always at least some years be-
hind time. Pronunciation also varies from district to district, from class
to class, from individual to individual, in proportion to the local, or
social, differences that separate them. Announcers must remember that
the intelligent listener’s ear is always right. Yet the pronunciation must
never be wholly wrong; it must be justified by authorities or by the usage
of the majority of the listeners who are to be pleased.

Notice that the best announcers will not add letters to the word that
are not in it—"idea” is not “idear”; they will pronounce the word as it
is spelled—"nothing” is not “nothin”; and they will not slur words into
one another—“don’t you” must not be broadcast as “donchew.” Possibly
these are not so much faults in pronunciation as laziness in the use of
lips, jaw, and tongue for articulation. Although on the stage “been” is
like “seen,” the American Standard and Webster’s New International
decree “bin.” “Either” and “neither” give up that long 1 under popular
pressure in favor of long & and are “éther” and “néther”; the public
likes to hear words its way. While the announcer is advised to use the
dictionary pronunciation that most closely conforms to immediate public
usage, he must not compromise to the extent of deliberate mispronuncia-
tion. Probably a neutral pronunciation is best, for, while “cement” may
be pronunced “sém’ ent” (as some authorities incline to prefer), such
pronunciation will be considered by the average listener as evidence of
ignorance or affectation.

When the radio writer finds that he has included in his script a word
whose pronunciation is diflicult or doubtful, he should refer to a thesaurus
for a satisfactory synonym, because the announcer is rigidly bound kv
the script.
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Classical Music

Titles of musical compositions and names of composers should be
pronounced with the correct foreign intonations. The larger network
stations require of their announcers a knowledge of foreign languages.
The announcers in smaller stations frequently have to rely upon the
pronunciations given by the directors of their orchestras, who, it is pre-
sumed, have a musical education or foreign training. The World Broad-
casting Company sends out with its transcribed programs a pronuncia-
tion sheet to be followed by the local announcer. Those who listen to
classical and operatic music are critical of the announcements and are
familiar with the names and titles; hence, the foreign pfonunciations will
not be foreign to their ears. Regardless of the research done by the
announcer and the care with which he pronounces the foreign names,
he will be criticized by his listeners.

Foreign Names in the News

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

Foreigners in the day’s news, on the other hand, are best introduced
in their native pronunciation. It is only courteous to pronounce a man’s
name so that he will understand it himself. “Pierre” should not become
“Peer” when he is introduced to the radio audience. We are all inclined
to be rather fond of our names, and incorrect pronunciation of them is
decidedly distasteful.

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

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

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

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

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

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

Despite the fact that their homelands may be hundreds or thousands of
miles apart, the radio announcers have no local speech. . . . The pronounced
localist cannot get a job as radio announcer nowadays. It is speech which is a
little of everything, a speech which is perhaps a little different from that of
any one locality but which is strange to none. It is the American speech, and
there won’t be any other henceforth until the broadcasting systems decide to
change it. You will find that the most highly cultured people of America, Eng-
land, and the Continent speak very much the same, but that the speech of less
cultured people is characterized by provincialism in pronunciation and rhythm,
American speech is already the most geographically homogeneous in the world.
Nowhere else in the world can the same speech be understood by all, over so

* Harper's Magazine, August, 1934,
*F¥. Purell, “Radio and the Language,” Commonuwealth, Apr. 10, 1929,
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large an area, as in this country. Our dialects are nowhere found in the extreme
variations characteristic of other tongues. So the radio here is in a comparatively
fortunate situation. While the mere demand for uniformity for its own sake
should not be pushed, there seems to be no justification for catering to what
sectional idiosyncrasies of speech do exist in this country. Strictly local stations
are inclined to cater to the dialect of their regions. Well-educated men may be
chosen as announcers but, as they have been educated in the district they serve,
they speak its language. The audience must be sold and the best way to ap-
pease the radio customers is by naturalness in dialect. This is to be found in
the form of educated speech as applied to the dialect of the region.

Time was when the pronunciation of New England was thought to be
far superior to that of the rest of the country. This superstition, however,
is virtually dead. The persons who use the New England pronunciation
are relatively so few in number that they may almost be said to speak
a special dialect. The aristocratic period has passed; we are now on a
thoroughly democratic basis. Hoosier and Wolverine, Badger and Sucker
may hold up their heads when they use their native vowels, and the
Southerners, who have always been justly proud of their beautiful
speech, need no longer take the trouble to defend it. Districts still guard
their local tendencies to dialect, and listeners may resent any effort made
by announcers to force them to standard usage.

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

MUSIC PRONUNCIATION GUIDES

Baxer, Dr. T.: A Pronouncing Pocket Manual of Musical Terms, G. Schirmer,
Inc., New York.

BarnHART, L. D.: A recorded “Pronunciation Guide to Names, Titles, and
Terminology in Classical Music.” 1711 Hinman Ave., Evanston, Illinois.
L.P—Microgroove.
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Evson, L. C.: Elson’s Music Dictionary, Oliver Ditson Company, New York.

Pronouncing aids.
FarjeoN, Harry: Musical Words Explained, Oxford University Press, London,
1933.
Hussarp, W. L.: American History and Encyclopedia of Music, Irving Squire,

Toledo, Ohio, 1908.
TuomesoN, Oscar: The International Cyclopedia of Music and Musicians,

Dodd, Mead & Company, Inc., New York, 1949.




CHAPTER EIGHT

ARTICULATION, INTONATION,
RHYTHM

Articulation

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

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

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

Lack of clarity through a guttural or mixed quality of speech is some-
times caused through overtenseness of the jaw muscles. Since every
normal individual uses a clear strident tone when he is excited and
shouting, evidently the essential element is mental. Create a mental

104




ARTICULATION, INTONATION, RHYTHM 105

picture of an exciting automobile wreck or of a football game. Get the
vivid picture well in your mind. Then describe the incident as vividly
as possible. Do not allow your excitement to decrease. Make it a short
description at first and increase its length with repetition. If you feel
that your excitement is decreasing, stop and start over.

Certain of the vowels, such as those in “way,” “cat,” “it,” and “my,”
are formed at the front of the mouth. The same vowels in other words
and additional sounds are created at the middle of the tongue, for ex-
ample, “above,” “but,” and “bird.” The location of the formation of the
letters can best be determined by “feeling” the sounds in the mouth.
Pucker the lips for sounds that come from the back of the mouth like
those in “go,” “put,” “rule,” “hole,” etc. Don’t be afraid to make faces
unless you are on television, when you are speaking before the micro-
phone. Certain sounds require jaw action, such as those in “father.”
There is a tendency on the part of the neophyte before the mike to
tighten his jaws, with the result that there is no richness in his articula-
tion. Before going on the air loosen up your face. Waggle the jaw up
and down repeatedly; do not try to control its movements more than is
strictly necessary to insure motion.

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

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

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

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

It is apparently no accident that so many singers have found perma-
nent employment as announcers. Singing by its very nature helps to vary
the pitch of the voice. Sing two or three songs a day, any tune at all so
long as it takes you a little bit higher or a little bit lower than you go in
ordinary speech. Then try to speak the words of the song while re-
membering the tune.

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

In certain words the articulation must be snapped out, while in others
the sound is prolonged. It takes longer to utter “see” than to chop oft
“sit.” Practice the long vowels and consonants. Wriggling the nose will
help in the pronunciation of “news,” which is apt to be pronounced
“noose.” However, when you are before the camera do not pucker your
lips, waggle the jaw, or wriggle your nose. Get the feeling of these ac-
tions in rehearsal and carry that sensation to the television microphone.
The yodler uses the correct method for pronouncing the diphthongs that
require two shapes of the mouth. “Way” is pronounced “wa-i”; “my”
is clearly heard when it is emphasized to “ma-i.”

In speech, as in many other social conventions, it is easier to explain
what disqualifies than what qualifies. It is easier to choose a speaker by
observing his bad spots than by noting his good ones. It is surprising
what an effect a small detail can produce upon the whole. Has he poor
voice quality? Is he too nasal? Is he monotonous (not giving a sufficient
variety of voice pitches)? Is he drawling (not giving a sufficient variety
of sounds)? Is he slipshod (underarticulating #'s and d’s)? Is he pedantic
(overarticulating sounds)? Is he clerical (using certain unusual details
of intonation)? Does he speak from high up in the head, from back in
the throat, or from the nose? The acceptable speaker launches his vol-
ume from the diaphragm and forms his sounds in a flexible mouth. Each
vowel requires a distinct shape of the mouth. Tongue, lips, and jaws are
all used. He is advised to practice vowels and consonants with spoken
words and in song to improve the articulation. “Nasal,” “thin,” “shrill,”
“metallic,” “twanging,” “throaty,” “muflled,” “growling,” “furry,” “breathy,”
“full,” “rich,” “free,” “resonant,” “unobstructed,” and “clear” are adjec-
tives used to describe various voices.

Rhythm and Intonation

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

Speech is an affair of rhythm and intonation, and these all have to do
with sound. Our speech has a clear-cut system of long vowel sounds and
short ones, and a very decided feature which we call the “accent,” with-
out knowing precisely what accent consists of. English speech is pre-
eminently a speech of strong rhythm, long and short sounds, long and
short pauses between sounds, clear-cut vowels, and obscure vowels. Just
as there is a peculiar English rhythm, so there is, although we are not
generally aware of it, a purely English speech melody. We are so used
to it that we are usually oblivious of its existence and generally ignorant
of its nature. But it is there, and we are wide awake indeed when we are
suddenly presented with a speech melody that is unfamiliar. We sense it
at once; there is probably no aspect of this speech business to which we
are so sensitive as we are to this intonation factor. What we call “expres-
sion” in reading is really the finesse of putting intonations, accents, and
rhythms onto the bare words so as to make them resemble speech.

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

Criticism and Analysis

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

The only way in which the radio speaker can get a convincing criticism
of his voice is for him to have an experienced teacher of speech analyze
a recording of his speech. The disc record permits him to make a short
cutting, listen to it, pick out the faults, and attempt to correct them in
the next short cutting. A student is inclined to be skeptical of criticisms
by teachers of faults which are not obvious to him, but the recorded talk
will accurately deliver to his ear matters of articulation, enunciation,
pronunciation, and rhythm. The tone quality may not be perfect but
variation in tone will also be obvious. Such recordings may be taken
home and used for constant analysis.
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Students of speech have found the magnetic-tape recorder helpful,
inspiring, and enjoyable. With such a device the student delivers to the
microphone a 1-minute announcement or speech which is preserved as
local variations in the magnetization of a steel tape. By turning a switch
the recorded speech is immediately played back. At any word the voice
may be silenced for analysis and then the speech resumed as many times
as desired. Turning another switch erases the recording and prepares the
tape for a new recording. This method is admirably suited to practice
techniques, but the recording is not kept to evidence improvement.

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




CHAPTER NINE

NEWS PROGRAMS

NEWS BY RADIO

Program types

There are many types of news broadcasts, each one presented in a
different manner and prepared in a different style. Probably the most
elementary type of news broadcast is the one presenting news carried
by the wire of the Associated Press, the United Press, or the International
News Service. These various American news services were originally
organized to service newspapers, and the items that came over the tele-
type were written in newspaper style rather than radio style. Conse-
quently, radio reporters found it necessary to “process” such items, mak-
ing them hearable rather than readable. Now, however, both the As-
sociated Press and the United Press offer prepared radio news services
designed for oral delivery. Programs made up from these sources stress
facts and, at regular intervals, comments of an analytical character.

Other sources for news include items adapted from newspapers. This
is a legal procedure, since stories have no property rights after publica-
tion unless they are copyrighted; however, to be doubly sure, change
the wording. While a newspaper item is not ordinarily copyrighted, the
newspaper may sue the radio or television station under the laws relat-
ing to unfair competition. A commercial station may not appropriate the
results of the efforts of a competitor, whether that competitor is another
station or a newspaper. A commercial station may not read from a news-
paper copy which might interfere with the sale of the paper without
first securing the consent of the publisher. The larger broadcasting sta-
tions maintain their own bureaus in Washington and other national
capitals, which are used as the basis for the manuscript prepared by the
local commentator. In many instances the commentator will endeavor to
bring in a personal touch by commenting upon his own experiences in
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the country concerned in the news, or his acquaintance with and ob-
servation of individuals. In many progressive stations there are facili-
ties for gathering local news.

Then there are the news commentators, who take the news of the
day, relate it to happenings of the past, and to those of the probable
future, and analyze its significance. These broadcasts are given in a
less formal manner by the speaker, who puts a great deal of his per-
sonality into such presentation. The news that is presented by the com-
mentator may be colored by his own attitude or by the policy of either
his station or his sponsor, if he is sponsored. Because listeners were
tuning in a program, newscasters formerly were inclined to save their
most important item for second place. An item of national or interna-
tional aspect is considered most important. In recent years, however, a
different practice has developed. The commentator begins with the
major headlines of his broadcast. The announcer then reads the com-
mercial, followed by the newsman with the complete detailed stories.
This system is tailor-made for the listener. Before the commercial he is
advised as to the exact content of the broadcast. Thus fully informed,
he can change programs if the prospectus fails to interest him. The re-
sult is that the headlines must be selected to hold the listener’s attention
for the expanded news reports and comments. The conversational news
of the commentator is not so immediate as that presented in press news
reports. Some commentators speak extemporaneously from notes, clev-
erly changing their pace and pitch to conform to the content of the
items and to make a change of subject. As the radio listener has been
taught to visualize what he hears from his receiving set, it is difficult for
him to jump from a New York item to Paris and then back to Washing-
ton. The news commentator writes his material so that the listener can
visualize the scene, feeling that he is an eyewitness.

During the course of his program the newscaster includes some hu-
man-interest stories. It is good practice occasionally to insert short,
bright, and fast-moving items between long news features; however, no
monotonous pattern should be created. As the editor of the invisible
newspaper, the commentator must have a sense of what will appeal to
the greatest number of his listeners. The commentator must not allow
his items to cause alarm or anxiety for the safety of friends or rela-
tives of the listeners.

Some newscasters introduce the commercial announcers with a sen-
tence which is a commercial plug in itself. The National Association of
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Radio and Television Standards of Practice [Revised 1955] suggests a
total of 1:15 minutes of commercial copy in a 5-minute program, and
three minutes in a 15-minute program. The announcer now delivers
the commercial announcements near the beginning and end of the
broadcast only. In this way the newsman is freed of commercialism.

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

Trying to tell a news story in dramatic terms takes practice, but a
finished product makes an absorbing program. As in any form of drama,
the suspense factor is important; important scenes should end with plenty
of punch to sustain interest.

One common device is used to achieve the realistic effect of a nar-
rator’s voice backed by less important incidental conversation. When,
as a writer, you want to bring this main voice into prominence (the
narrator perhaps), write in parallel columns, with the narrator’s speech
on the left, and background words on the right. Keep in mind that news
drama must have conflict and suspense, make the conflict clear at the
outset, and complete the picture with well-identified characters. Remem-
ber that natural, easy conversation will make your characters become
flesh-and-blood people in a real-life drama.

During the Second World War, news broadcasts dominated the radio
day. Because of their popularity, every conceivable type of news broad-
cast is being tried out in peacetime. News programs devoted to local,
church, society, health, and education items are tried out. The micro-
phone is taken into the marriage license bureau, the traffic court, police
department, to the railroad station to broadcast the departure of a fa-
mous train filled with famous travelers. There are garden, labor, sports,
civic, and campus news programs. There are news programs especially
designed for children or for women, programs which contain only hu-
man-interest stories, and those which are titled the “Sunny Side of the
Street,” the backwoods philosopher type. The person who can think up
a new and popular news program is assured a place in the air.

The great problems of the news broadcaster is that his program is a
daily feature. Newscasts run from 12 to 18 per day in 5- or 15-minute
programs. Most stations broadcast four major daily newscasts; the
morning eight o’clock news informs the office worker before he leaves,
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the noon-hour news sums up morning events. The six o’clock news is
designed to jibe with the dinner hour, and the late, eleven o'clock, is a
résumé of the day’s happenings. Finding material to fill all this time is a
real problem; new methods of presentation constitute an even greater
challenge. Most news commentators are former newspaper men who
have developed a sense of news values.

Selection of Material

The elements that enter into the selection of what is called in the
newspaper “front-page news” are the same for the radio commentator
as they are for the newspaper editor. Briefly, these may be considered as
the significance of the item and, in the case of feature stories, the con-
flict between man and other men, or with animals, things, ideas, or the
elements. There must be some sort of conflict. The second element is
the fact that people are always interested in placing themselves in the
role of the character who is making news. Consequently, an item about
an individual or in which an individual plays a part in the conflict is
better. The news should be of interest to a widely separated audience.

The “here and now” quality of radio news is an important requisite.
If an event “just happened” radio alone can report it immediately. Tele-
vision can literally be “on the spot” to give the story in some cases.
Equipment has been brought to the scene of a fire or riot in time for
the action to be televised to the video audience. That’s what the radio
audience wants—immediate news. Thus the radio and the newspaper
have clearly defined respective news functions. In one sense, they do
not compete but complement each other. Radio quickly sketches the
picture, the newspaper can use sufficient space to fill in the background
with all additional details.

Action is important in radio news. The listener interest in a conflict
of any kind has already been mentioned and conflict means action. The
four main news categories are local, state, national, and international.
Radio’s job is to bring to its audience up-to-the-minute major develop-
ments on all four levels. These divisions became customary in wartime
and remained as a legacy for a well-balanced newscast. The particular
interests of a listening area should be considered. In a highly indus-
trialized area, news of a special manufacturing process or labor prob-
lems would have appeal. In local stories, “follow-through” is a must.
The community is alerted when a child is bitten by a rabid dog. Listen-
ers will also want to know what medical treatment was given, how
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successful it was, and whether complete recovery was achieved. Thus,
follow-through is obligatory in many cases under libel laws in court
cases.

That brings us to human-interest stories, important for their universal
appeal. If such a story involves an amusing twist it is even better. Local
incidents are particularly good. Many stations and sponsors require that
their broadcasts combine information with entertainment, and conse-
quently humorous and human-interest stories are interspersed between
the more significant items or are used in the conclusion of the broad-
cast.

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

Accuracy is essential in the report of the newscaster. An inaccurate
news item cannot be killed on radio as it can be in a newspaper, and
a correction sometimes does more harm than the original statement. If
the news is based upon some previous report, it must be tied up with
what has gone before. The newscaster cannot assume that the listener
has heard the previous news report and consequently must summarize
very briefly.

Radio is a means of communication ideally suited to the pace of
modern life. It reduces news to its simplest terms and gets it across
in a small capsule of time. A complex situation of world-wide importance
will be dealt with very fully by a newspaper. But many individuals may
have neither the time nor inclination to study such an analysis with suf-
ficient care to gain a clear understanding of the related events. The radio
news version should make it relatively easy for the listener to grasp the
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significance of such events. As the United States assumes a role of in-
creasing prominence in world affairs, it is essential that the nation be
well and accurately informed. From knowledge comes understanding,
and this is the vital ingredient of the “one-world” concept. The radio
writer can further this aim by making the message clean-cut and simple.
Public attention and esteem is the result of such effort.

Diction

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

As in other forms of radio writing, the selection of just the right
word is all-important; because of the time limitation every word must
have real value from an informative or picture-producing standpoint.
Too many adjectives are inadvisable, although simple adjectives fre-
quently make the scene more vivid. For instance, it is better to say, “It is
a bitterly cold morning,” than merely, “It is a cold morning.” This is
where good radio jibes with good showmanship. Words that catch and
hold your listener’s attention are essential. Radio news must compete
for attention with countless diversions—conversation, reading, house-
hold duties and activities. Verbs are particularly helpful in portraying
action and in creating a mental picture and should be chosen with that
in mind. Words with double meanings should be avoided. The reader
of copy can differentiate between two words that sound alike but are
spelled differently and have a different meaning; however, this is not
at all possible for the radio listener. If there is the slightest chance of a
misunderstanding, change the word, because your audience is decidedly
critical. Some words are hard to pronounce over the air, particularly
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those containing sibilant sounds like “reminiscences.” If possible, a
svnonym should be found for all such cumbersome words. This means
that many expressive and descriptive words are eliminated from the radio
commentator’s vocabulary. Form the habit of eliminating these tongue
twisters by reading over your work to yourself. This will also help you
to build a good vocabulary of oral words.

Don’ts

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

Send something—don’t always “transmit” or “dispatch” it.

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

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

Act—don’t always “take action.”

Will—not always “is going to.”

Arrest or Seize—not “take into custody.”

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

Get—don’t always “obtain.”

Need—don't always “require.”

See—don’t always “witness.”

Can—not always “is able to.”

Help—not always “aid” or “assist.”

Hurt—not always “injured.”

Break—not always “fracture.”

Build and Building—not always “construct” and “construction.”
Meet—not always “confer,” “convene,” or “hold a conference.”
Doctor—not always “physician.”

Among journalists it has become customary never to draw attention
to the fact that information is lacking. This very fact may be of interest
to a radio audience—and may be one step in the follow-through process
mentioned before. If there has been a local jail break, for instance, resi-
dents want to know if the prisoners are still at large or if any one
district is even suspected as a possible hide-out. There is no reason to
avoid a negative news lead of this kind.

An important requirement of radio news is repetition. The first sen-
tence of a story may contain the essential facts, but perhaps key words
have only attracted the listencr from another simultaneous interest.
Now that his undivided attention is yours, give him one or even two
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more chances to get the story straight by presenting the facts in varied
forms.

Don't give the listener your opinion of an item before you present it;
that is not reporting. News is “good,” “bad,” or “interesting” according to
how you look at it, so get into the story immediately so the listener may
pass judgment.

Avoid introducing a story by asking a question. Instead of writing,
“Who will win the Big Ten Championship? that is the current question
tonight”; say-—“The question—Who will win the Big Ten Championship
—is current tonight.”

All regulations concerning offensive material, immorality, and sex
should be observed, and anything that is offensive to any race, sex, or
creed should be avoided. A word that has recently come into disrepute
is “blood.” In a recent broadcast of a prize fight, when one of the con-
testants was given a bloody nose, it was announced that his nose was red.
Other words, like “bugs” and names of vermin, should be avoided. The
newspaper reporter is very much inclined to use stock phrases; trite
expressions should be avoided. An interesting story about this practice
is “Calloway’s Code” by O. Henry. Certain words are overworked; for
instance, “rush” is too frequently used in place of “hurry” or just plain
“go.” Reporters and radio men consider that all kinds of motor cars are
“high-powered.” We are guilty of failing to differentiate between the
verbs “can” and “may.” There is some redundancy in news reports; for
instance, only a grand jury can indict and it is unnecessary to state that
a certain man was indicted by the grand jury. Transitional words and
connectives in writing are placed in the body of a sentence; however,
for radio they are generally placed at the beginning of a sentence. If
they are placed in the middle of the sentence, the thought is broken for
the ear.

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

The newspaper report, with a narrative news lead answering the six
questions (what, why, where, when, how, who) is too complicated for
the opening of a radio news report. Do not try to give too much
information in the opening sentence. The best policy is to permit the
listener to get the setting before proceeding to the important part of
the story. If you pile too many details into the first sentence, the listener
gets lost. Don’t start off with an unfamiliar name. It is wise to give the
source of the information quite near the start in the body of the report,
rather than as a date line for the story as it appears in the newspapers.

Some stations attempt to make transitions between the sources of
material. Either an announcer will come in and state “News from the
nation’s capital,” “The state in review,” “Now to foreign shores,” or the
commentator will in some like way transport the listener from locale to
locale.

Many newspapers resort to extreme caution in presenting items by
using some such phrase as, “It was learned.” There is no point in this
because it implies that the reporter is not sure of his facts. During the
war years there were exceptions to this rule. News was censored by the
warring nations and much of it was propaganda. Thus in many cases
it was entirely necessary to comment on the source or authenticity of an
item. Another style that is in bad repute is the use of the words “quote”
and “unquote” in reporting an interview or speech. The radio writer
should compose the material in such a way that these expressions can be
avoided. It can be done by introducing the quotation with such words as
“what he termed,” “what he called,” or “he said.” The combination of the
writing and of the delivery should make the listener understand that the
announcer is really quoting. Using pauses just before the quotation and
at the end of the quotation will to some extent take the place of quota-
tion marks. If the quotation used is a long one, the source should be
inserted again in a different form, sometimes in the middle of the sen-
tence, sometimes introducing the sentence. Such phrases as “the visiting
speaker continued” or “the lecturer added” may be used to make it
clear that the views are quoted, and the listener is not hearing the
opinions of the announcer. Make your source of information clear but
use “quote” and “quotation” as little as possible. If it is absolutely neces-
sary, weave them into your script as skillfully as you can. And a last re-
minder—don’t use “unquote.”

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

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

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

The radio news services give stations 24-hour service. Five- and fifteen-
minute summaries come through at specified intervals. These are de-
signed to be used as complete programs for those time periods. Between
summaries, numerous daily features are filed—sports, women’s com-
mentary programs, and farm news. Other items are individual stories,
1-minute roundups, and local and regional news.

Too much reliance must not be placed on this material however.
When a station must broadcast the same news it should be rewritter
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to avoid monotony. Initiative and imagination are needed to pep up a
stale story. Newswire stories may give you an important lead for a local
angle. Check up on a government announcement and point out how it
affects people in your community.

Before starting to edit and rewrite the news, take time to understand
the item fully yourself. This is the time to check the story if it isn’t clear.
Phrase the story your own way but take care not to be misleading. Com-
pare your version with the complete original story to be certain the
meaning is not obscured or changed. If you have more than one source
of information, pool all the facts and check differences of interpreta-
tion, then choose your rewrite facts from the total. Read your story out
loud; what looks well on paper may have many concealed pitfalls for
the announcer.

Style

Unless the newscaster is introduced by name, it is advisable for him
to open his program with some sort of greeting—"“Good evening,” or some
other such phrase. A person does not ordinarily walk into another’s
living room and immediately start to talk. While subtle humor which
results from a clever choice of phraseology enlivens the program and
brings lightness into it, the newscaster should never allow himself to be
considered silly. Sarcasm and irony are also dangerous since they are
frequently misunderstood. The news commentator is presenting facts,
and he should sound as though he considered these facts worthy of the
attention of his audience.

He should also sound familiar with the material because the public is
getting its information from him. To the listener he is the first reader of
the story. Words that are unfamiliar must be checked for accuracy of
meaning and pronunciation. Foreign place names and unusual personal
names warrant particular care. Write them out phonetically so there is
no danger of forgetting where the emphasis falls when you meet them
again on the air.

Frequent criticism is aimed at radio speakers for falling into one of
two equally bad categories. In their desire to read with expression, some
develop a “voice pattern,” a singsong sort of delivery with meaningless
rising and falling inflections. The other extreme is a monotone. It is most
important to keep the voice flexible, and vary pitch, speed, and tone.
But you will find that if you concentrate on the meaning behind the
words, a natural correct pacing will result. Words are merely symbols of
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thoughts and ideas—try to forget that they are on a printed page and
turn them into conversation. Find out what the seript is about and
then “tell” your listeners. Individual voice problems have to be worked
out, and there are many techniques that may be learned to make your
voice say just what you mean it to. The best advice to the would-be
commentator is to develop a personal plan or credo that will conform
to and establish his personality. Study the radio public and cater to it.
The listener is always right.

There is no reason to broadcast sitting down if you would prefer to
stand. Most telenewscasters are seated before a map or a picture screen.
A comfortable position generally results in better delivery. By the same
token, clearing your throat or coughing slightly is perfectly permissible
if you turn from the mike. Certainly it is better than finding it difficult
to use your voice properly because you have failed to do so. Some micro-
phones have a “cut-off switch” to take care of this, and some announcers
and commentators use the throat-cutting signal to the control room to get
them off the air momentarily. All radio speakers “muff” or “flub” words
at some time or another; most enjoy recounting their worst ones. If this
happens, a quick correction may be possible but going back may result in
a worse tangle than the first time. You can’t take back the mistake so go
on and let the listener forget it.

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

To announce a transition from one news item to another, the speaker
should pause briefly, change his voice slightly, or announce the transi-
tion. Frequently, it is good practice to present the news in the style that
one person might use in telling it to someone he does not know very
well. Crime stories are seldom broadcast unless the crime is one against
the public. A crime of passion committed in the slums or underworld
has little value as news to the radio listener. Certain stations have
definite policies forbidding unnecessary injury to any person’s feelings
by the spreading of news. Stations are inclined to be unbiased in political
attitudes, but news commentators frequently imply their personal bias.
Sponsored programs, however, too frequently are influenced.
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The speed with which most announcers speak is about 150 words
a minute. However, delivery is very deceptive inasmuch as some an-
nouncers dash along and then waste seconds upon unimportant transi-
tions. Frequently, those whose delivery sounds slow will put more
words into a minute than the speaker with the machine-gun type of
presentation. Placing emphasis upon every final syllable, giving it a
slight accent whether it truly should have a final accent or not, will en-
able the deliberate speaker to cover ground. The average is about 2500
words on a 15-minute program. Too rapid delivery of news copy is un-
satisfactory to the listener. While people hear at the average rate of 150
words a minute, they are accustomed to reading news at a little less
than 100 words a minute. If the news delivery is too speedy, the listener
has little left at the end of the report but a mixed impression that
somebody did something somewhere. The listener does not have an op-
portunity to absorb rapidly delivered news.

Code of Self-regulation

The provision about news broadcasts included in the Code of Self-
regulation of the National Association of Radio and Television Broad-
casters reads:

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

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

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

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

All standards of the company apply to news programs. Specifically, the fol-
lowing standards must be followed:
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L. All news shall be reported from an unbiased, non-partisan viewpoint.

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

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

4. News shall not be broadcast in such a manner as might unduly create
alarm or panic. No flash stories about accidents or disasters shall be broadcast
until adequate details are available.

5. No suicide shall be reported, except in the case of a nationally known
figure.

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

7. No libelous or slanderous news is permitted.

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

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

10. No legal or medical advice is allowed in news broadcasts except when it
is an essential part of legitimate news from official sources.

NEWS ON TELEVISION

Since television is part of the broadcasting industry, many of the prob-
lems of news presentation are the same as they are in radio. This is par-
ticularly true in such matters as fairness, accuracy, timeliness, aural
style, and interest. Thus, many of the basic principles discussed under
radio news apply equally to television.

Program types

The sources of television news, at least the verbal portions of it, are
the same as for radio. Most television stations have the A.P. or U.P.
radio wire, and many supplement this with a straight news wire. I.N.S.
also provides this type of service. The larger stations might add a state
wire service, and some method of gathering the local news. Where the
same company operates a radio and a television station it is common
practice to share the newsroom and the news-gathering sources. The
verbal parts of TV news present no new problems. Radio experience has
provided television with considerable know-how in assembling and edit-
ing the news information.

Visual Aids

The real problem in television news arises when some effort is made
to supply visual elements. What is gained when we can see the news-
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caster seated at a desk reading the news? Or to put it another way, and
very possibly more accurately, isn’t there danger that such a presentation
of the news will be distracting? What, then, can be done visually during
a news program?

The most obvious answer, film, is only a partial answer. Many difficul-
ties are encountered in the use of news film. Film of world and national
news events must be purchased from the major news-film companies.
How does film shot in Rome get to Ames, Iowa, in time to be used while
the story is still news? Clearly this isn’t easy to accomplish. Newsreel
film does supply part of the answer for network news programs. They
can get the film, process it quickly and have it on in a matter of hours.
News film of widespread events is not very practical for local-station
newscasts. Newsreel footage of local events can be incorporated into a
news program with marked success. It is an expensive operation, but
where the station can recover this cost it is a definite audience builder.
Station WHAS in Louisville, Kentucky, has done a remarkable job with
a local newsreel. This answers only a part of the problem of TV news,
but does provide something interesting and worthwhile. The use of
morgue film footage is fraught with dangers. In the first place, the job
of collecting, cataloguing, and filing film footage for future use is too
much of a job for the average local station. Then, too, incongruities oc-
cur so often between the pictures used and the current story being read
that the result is apt to be more distracting than enlightening.

Film also tends to overemphasize certain kinds of news stories. Fires,
floods, and other dramatic events which lend themselves well to filming
get a disproportionate amount of attention. Many of the most im-
portant news stories do not involve physical action, so do not lend them-
selves to film coverage. A good newscast is organized according to the
importance of the news and not by what makes the most dramatic pic-
tures.

Still pictures offer another partial answer. In many ways the timeliness
of stills is more valuable than the motion offered by outdated movies.
The major wire services have made their wire-photo pictures available
for TV use. Facsimile is also used to provide current news photos to
TV stations. At least one wire service, I.N.S. includes with its facsimile
pictures sound which can be tape recorded and used with the pictures.
In this way, two or three shots of the President might appear on the
screen while a brief highlight from an address is played on audio. The
continuing growth in the use of newspaper pictures indicates that the
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public does like news photos. There is no reason why they shouldn’t
like them on television as well, if they are properly used, and if they
are timely.

Yet another partial answer is the use of visuals such as maps, charts,
graphs, etc. These are valuable additions when they apply, and when a
definite contribution can be made by their use. There are many news
stories for which no such visual is appropriate.

All of this adds up to a difficult task in news reporting on television.
The only known answer is a combination of imagination, judgment, hard
work, many man-hours, and enough money to provide the necessary re-
sources. Despite the many difliculties, and even though there may be
no advantages in television news over radio news, stations should not
fail to provide this service on television. Whatever the merits of radio
over television in this field, if people are watching television, and not
listening to the radio, they will not get the news unless it is on TV.

" So, television owes it to the audience to provide this important service,
whether or not it can add a lot in the way of visual interest.

News Background Programs

In the area of news background programs, television proves its worth.
One need mention only the work of Edward R. Muwrrow and Eric
Sevareid in this connection. It is here that film and visuals take on sig-
nificance. It is, of course, an entirely different kind of thing from re-
porting the current news. In the background program there is time to
prepare the elaborate visual elements.

Television can add a major dimension to the public’s understanding
of important news events. If some unfamiliar geographical area becomes
important in the world news, a few TV programs can show what such
a place is like, who lives there and what they are like, and why it is all
important. A piece of documentary film on a slum area is worth many
words in an effort to make the subject clear to an audience.

Here is one news job that television can sink its teeth into, and can
develop into a powerful force for public enlightenment. Nor is this type
of program limited to the networks. Every community and every state
contain a wealth of information for background programs. The people
and the information are there. All that is needed is an imaginative per-
son on the station staff, and meaningful and interesting programs can be

developed.
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The TV Newscaster

In radio it is fairly common to find the newscast prepared by one per-
son and read by someone else. Frequently, the man who reads the news
is a capable announcer rather than a newsman. All too often, this same
situation obtains in television. It is best if the man who presents the news
on television is also a news specialist. The best delivery for TV involves
more than the straight reading of copy. Eye contact with the camera is
essential. It is helpful if parts of different stories can be embellished with
pertinent references, and ad-lib details. This helps to create a slightly
informal atmosphere. If such a technique is to be used, it is essential
that the announcer be a qualified newsman, who follows the news
closely, and whose remarks will be accurate. The impression to be made
is that the person is an expert and an authority on the news.

The good TV newscaster, then, is a person who knows the news. He
is able to do more than read wire copy. He can present the news with
authority. He is able to use visuals smoothly and to blend all of the ele-
ments available into a meaningful summary of what is going on. He
must avoid mannerisms that will distract from the information he is
presenting.

None of this should be understood as an excuse for corning up a
newscast. A news program is not a variety show. The information is the
important thing, and the manner of presentation should enhance that
information in the greatest possible degree. Anything that interferes
with clear understanding of the news should be avoided, no matter how
visually tempting.




CHAPTER TEN

SPORTS PROGRAMS

SPORTS ON RADIO

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

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

The Sports Announcer

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

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

When the announcer has received his assignment, he should go to the
scene of the contest well in advance of the event. There he will pick up
all the gossip about the game that he can. He will absorb local color,
stories about the participants, and the history of the competition. He
should find out what selections the band will play in between halves, so
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that the network will not be caught with an uncleared tune, and he
should otherwise anticipate any difficulties that might arise before or
after the program. If he is to broadcast a football game, he will get ac-
quainted with the players, watch their practice, learn their formations,
discover what plays are used under given circumstances. The sports
announcer is generally trusted by the coaches and is provided with the
records that have been brought in by scouts who have watched the op-
posing team in action. If possible, the announcer will attempt to get
the coach to tell him of any radical departures from the normal style of
play, so that he will not be unprepared. Bill Stern arrives nearly a week
before the game and has even practiced with the teams. All this prepara-
tion gives him confidence.

The announcer is supplied by the college publicity departments with
material concerning each player, his age, weight, experience, class in
college, where he played in preparatory school, home town, and position
on the team. From this advance information he prepares his opening
account to be used before the game, the filler material to be used be-
tween halves, and short fragments to be used when time out is taken.
This is all the material that is written in advance of the program. When
the whistle blows for the kickoff, the announcer is on his own. His
tongue and mind must be as quick and as trne as his eyes. Some colleges
supply a tabulation of the game to the announcer immediately after the
final whistle which he can use for his summary; other announcers have
a man with them who tabulates the game as it progresses. This tabulator
usually is capable of announcing his findings and in this way relieves the
announcer.

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

As the broadcaster takes his seat to begin work, he makes a mental
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calculation as to the dramatic possibilities of the pregame description.
He decides on how much time he will be able to devote to the various
subjects. He roughly allots a certain amount of time to the weather, the
spectators, distinguished guests, and perhaps music, cheering sections,
and the like. He calculates a certain length of time for announcement
of the personnel and sets aside the last 2 or 3 minutes for the commer-
cial, the anticipated high light of the contest, and the opening play. It

Fic. 26. Sportscaster’s spotter board. { University of Michigan.)

is customary to start a sports broadcast several minutes before a contest
is scheduled to begin. This permits the observer to set the scene.

Every sports man who is announcing football games makes a spotter
board (Fig. 26) which he uses to check on the players. This device has
two boards which are hinged together to form a folder, but the hinge
pins may be removed so that the two sides can become separate boards.
On the back of each section are hinged raisers at each end which tilt
the board when it is placed upon the shelf. These two sections are on
each side of the microphone during the game, placed as the two teams
are on the field. The board for each team is set up in its offensive forma-
tion. For instance, if Michigan is using a “T” formation its player cards
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are arranged that way, and if the opposing team uses the single wing,
that is the way the other side of the board is set up. When the teams
change positions on the field, the boards are reversed and turned end
for end.

Each card has the player’s name (last name in capitals), his number,
height, weight, home town, and class in school. In case of substitution,
the spotter makes the necessary change upon the board from a complete
roster of players arranged numerically. The spotter usually has a pointer,
a pencil, or stick with which he points to the card on the board naming
the man who is carrying the ball; the defensive spotter points out who
made the tackle. When the teams change at the quarters the spotters
shift to the other side of the announcer. Spotters are usually players who
are on the injured list or very familiar with the team.

In front of the announcer is a low microphone, as shown in Fig. 36,
placed so that the announcer’s vision will not be obstructed. He gen-
erally has a list of all players listed numerically and of the officials for
quick reference. He has cards with filler material to be used during time
out or between periods. Many announcers have a little egg timer to re-
mind them to announce the score every three minutes if possible. Listen-
ers who tune in late appreciate these announcements.

In the booth there is generally a second mike for a relief announcer
who gives the color and game statistics (which are furnished by the
college publicity department at the half and the end of the game); this
announcer usually does the commercial. At the rear of the booth is a
Western Union operator who receives scores of other games. Sometimes
there is a third mike on the field to pick up band music and the cheering.

The whistle blows as the announcer has worked his audience up to a
climax of suspense. He adopts the present tense in his account. He must
place himself in the position of one viewing the game and describe it
to his unseeing audience. He must assume that in his audience there are
those who are interested in the technical details of the play as well as
those to whom the dramatics of the contest hold the greatest interest.
The announcer at a football game concerns himself with only four things
—who is carrying the ball, what sort of play it was, who made the tackle,
and how far the ball was advanced. These four things must be answered.
Other descriptive material may be included, but if these four questions
are answered the listener can always locate the ball upon his imaginary
field. The description should reach the ear of the listener as if the play
were in progress as it is described. The play may be completed but still
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Frc. 28, WUOM sportscasters are equipped with a mimeographed record sheet
which enables them to keep track of the game as it progresses, and to report im-

mediately upon statistics
part of sheet).

both for the home team (top) and the opponent (lower

the present tense is used to denote action. Instead of saying “Branoff
tried to go around right end,” he says “Branoff has the ball. He is going
around right end.” At times the announcer may use the progressive

present tense; for instance, a tailback fades back:
But when the man is tackled the tense is changed

He is going to pass.”
to the past.

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

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

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

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

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

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

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

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

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

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

The broadcasting of baseball games appears to the neophyte sports-
caster as a job a great deal easier than broadcasting the faster sports of
football, basketball, and hockey. But, oddly enough, baseball is some-
times one of the most difficult sports to present to the radio listener. And
one of the reasons for the difficulty lies in the fact that time is not
pressing, whereas, in the faster-moving sports, the announcer has to be
with the play every second, literally “spitting out” words as fast as he
can articulate them. However, a good baseball announcer is really a
“parrator.” He makes his delivery slower and creates word pictures for
the fan sitting by the radio. Let’s take an example: Tippery of Michigan
is at bat; there’s a man on third base and one out; Tippery hits a long
fly ball to left field. It’s not enough for the announcer to say, “Tippery
hits a long fly ball to left field . . . and . . . it’s caught! Here comes
Eaddy home with another Michigan run.” As you can see, the listener
has to fill in a lot of blanks. Now let’s take the same situation with the
announcer using the “narration” style of delivery. “Tippery swings . . .

and there goes a long fly ball out to left field . . . the left fielder is mov-
ing back ... he flips down his sun glasses . . . Eaddy is tagged
up at third . . . helll try to score after the catch . . . there’s the put-out
in-left field . . . and here comes Eaddy racing for home ahead of the

throw for another Michigan run.” You can see in this instance how a
“word picture” is created for the listener, and he can visualize the par-
ticular play almost as if he were seeing it with his own eyes. Further-
more, the announcer should give frequent recaps of scoring, naming
each team and its score at every opportunity.

TELEVISED SPORTS

The coverage of sports events on television typifies the whole field
of remote telecasts. The radio remote has become a simple task. Tele-
phone lines are nearly always available to feed the program back to the
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station. A remote amplifier and a microphone constitute the basic equip-
ment. In television, none of this is true. Telephone lines will handle the
audio but will not take care of the video signal. A whole truckload of
equipment must be transported to the remote site. A very sizable crew
must be on hand hours, and sometimes days, before the broadcast goes
on. Television remotes are complicated and expensive.

Among the popular sports boxing, wrestling, football, basketball, base-
ball, hockey, golf, tennis, swimming, racing, and bowling have all been
televised successfully. The impetus given professional wrestling by tele-
vision is well known. Boxing, too, has hit its golden age, at least mone-
tarily if not quality-wise, since it went on television. Some might argue
whether wrestling and boxing are still sports, but, in any event, they do
belong in our discussion of televised sports. The potential effect of tele-
vision on football was clearly illustrated by the rigid N.C.A.A. policy
of strictly controlled telecasts of college football. Certainly, next to ac-
tual attendance, a sport on television is the most rewarding experience.
In some sports, like boxing, where the action is concentrated in a small
area, the TV fans have a better view than the great majority of those
actually attending. There are some Sunday morning quarterbacks who
think they see more football on TV than they do a quarter of a mile
up in a large stadium. Despite the appeal of a big sporting event on
TV, to many there is no substitute for attendance at the event itself,
with all of the atmosphere and color of the excited crowd. The ball
parks, gymnasiums, and the stadia are in no danger of replacement by
the TV camera.

Preparing for the Television Remote

The first requirement for televising a sporting event is to have a di-
rector who knows the sport to be covered. The camera positions, and
other details of the coverage, must be planned to present the sport ac-
curately and as realistically as possible. Assuming, then, that the person
doing the planning has a working knowledge of the sport to be covered,
he is ready to go to the site to survey the situation. If he has been in
television for more than a day or two he will take a competent engineer
with him. If his station does remotes often he will probably have a com-
plete check list to make certain that nothing is overlooked. There are
many things to be checked: camera positions, location of the mobile
unit, adequate source of electrical power, location of the announcer,
how cables can be run to the cameras, audio lines, lenses that will be
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needed, amount of available light and the direction of light if the event
is outdoors, and—frequently the worst problem of all—where to put the
microwave gear. Once it is decided that the event can be adequately
covered, there remains the problem of getting the video signal back to

Fic. 29. Placement of cameras on second deck at Comiskey Fark (Chicago) for
WGN-TV telecasts of White Sox baseball games. Note use of external sight on
foreground camera, and use of zoomar on the rear camera.

the station. The easiest answer, for the station, is to hire A.T. & T. to pro-
vide the video feed. Many stations, however, have found it more econcmi-
cal to use their own microwave equipment. In either case, the microwave
transmitter dish must be located where it will have a line-of-sight shot
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to the station or transmitter. Then a coaxial video cable must be run
from the truck to this transmitter.

The final arrangements for a remote pickup are always a compromise
between what the station would like to have and what the operators
of the event decide is feasible. There are usually good reasons why a
camera can be placed in one place and not another. It may interfere with
the view of too many fans. There may not be any structure capable of
holding the camera and the operator. TV stations never have a complete
carte blanche to do as they please. They settle for the best setup that
can be made under the existing circumstances.

In setting up the plan for a remote, the engineering department and
the program department have to work hand in hand. The arrangement
must be capable of working from the technical standpoint, and this is
not always easy to achieve. At the same time, the cameras must be lo-
cated in positions, and equipped with lenses, that will allow the event
to be adequately covered. This implies that the director has a plan for
the coverage in mind right from the outset.

This plan cannot remain the sole property of the director. Everyone
on the crew must be thoroughly familiar with it. For an example, take
a baseball game. There is a runner on first base. \We watch the pitcher
work on the batter and occasionally check the runner at first. The count
works its way to two balls and two strikes. On the next pitch the batter
hits a sharp grounder to the shortstop. He fields the ball, fires it to
second, and the second baseman fires it to first base for a double play.
The question is, how do you cover the action? Think first of all about
how much time you have between the crack of the bat on the baseball
and the throw to first ending the play. Clearly there isn’t enough time
for the director to make a decision and to relay this to the cameramen.
The plan is prearranged, and everyone follows the plan automatically.
The only other choice is to stay on an extremely wide shot for the entire
game, and this is completely unacceptable. This same situation exists in
all sports. TV coverage is not a catch-as-catch-can situation. A definite
plan, taking into account all of the things that can happen, is the only
method that will insure adequate coverage.

The Coverage

Every event, in every different location, presents special problems for
the TV crew. It is, therefore, impossible to cover every possible collec-
tion of circumstances. Furthermore, space in a book of this type doesn’t
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Fic. 30. WGN-TV (Chicago) baseball remote. Note side-by-side camera positions
in booth with the announcer.

permit detailed coverage of all aspects of TV production. For a more
comprehensive discussion of television remotes the reader is urged to
examine the chapter on this subject in Techniques of Television Produc-
tion by Rudy Bretz (McGraw-Hill). This outstanding book will supply
many of the details that must be omitted from this handbook.

The first problem encountered in covering a sports event on television
is the necessary dispersal of the crew. The cameramen are located at the
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Fic. 31. WGN-TV, Chicagp, mobile unit parked outside of Comiskey Park, home
of the White Sox.

I

.

ik

e = & ‘.
T T e— &

Fic. 32, Interior of WGN-TV remcte mobile unit. In the foreground, technical
director (switcher} position, and audio engineer position. '
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best possible positions for covering the event. The announcer is at an-
other location where he can view all of the proceedings. The mobile
unit, which serves as the control room on a remote, is located at an-
other point, usually just outside the stadium or gym. The director works
from inside the truck, and his only view is through the camera monitors.
The microwave gear is at still another point. All of these widely-spread
people must be coordinated into split-second production. A depend-
able intercom system becomes a

BOXING OR WRESTLING necessity. The director must give
his instructions clearly and without
hesitation. The cameramen must
be alert to what is happening and
tell the director if something is
going on which he should know

about but can’t see. A remote
crew becomes a highly efficient
team.

Some of the other basic problems
can best be illustrated by brief dis-
cussions of the coverage of several

popular sports.
Perhaps the easiest sports remotes

inl inl are wrestling and boxing. Here the
II| action is concentrated in the area of
the ring. Usually, two cameras will

Fic. 33. Camera positions for cover-

do a very satisfactory job. They must
ing boxing or wrestling bouts.

have a clear shot of the ring area,
which invariably means that they will need to be elevated so that spec-
tators’ heads will not get in the picture. The general plan would involve
a medium long shot and a medium close-up. The director could then cut
back and forth between these shots as the situation demanded. He is
always protected because he has the medium long shot to cut to if the
action gets more spread out and will not fit into the closer shot. In all
sports the audience wants to see the things that are important. So, the
moving of the contestants, footwork, etc., should be seen most of the
time. Excessive use of close-ups will result in inadequate coverage be-
cause they won't show all of the important details. Secondary require-
ments would include shots of the corners for use between rounds, the
referee, and the ring announcer.
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It is clear that in boxing and wrestling, as it is in all TV remotes, care
must be taken not to disorient the viewer. For instance, if we were to
put a camera on sides of the ring opposite each other, and then were to
cut from one to the other, what would the result be? Clearly the positions
would be reversed. To the viewer we have suddenly turned the direc-
tions 180 degrees. This is extremely confusing and can only be con-
demned as poor planning. For ring sports, it is generally best to keep
the two cameras fairly close to each other.

BASKETBALL

L L

1] [l

F1c. 34, Camera positions for covering basketball.

In basketball, a different problem is encountered. Here the action
moves rapidly from one end of the court to the other. We must be able
to see the offensive and defensive plays form as the action moves toward
a basket. We should be able to follow the ball as it is passed from player
to player. We should see the shots at the basket and whether or not
they go through the hoop. This coverage should be intercut with closer
shots of players dribbling, guarding, etc. Basketball can be handled
quite well from a point near the center line and, if possible, some dis-
tance back from the sideline, and slightly elevated. Two cameras placed
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side by side will be able to cover all essential play. Again care must be
taken to avoid excessively radical shifts in angle when cutting from
camera to camera. The system outlined above will avoid this disorienta-
tion. Some stations use a third camera on the floor for occasional
dramatic shots, but such a camera cannot add to the essential coverage
of the game. Coverage of a basketball game is not complete unless one
camera can get a clear shot of the scoreboard. The score changes rapidly
in basketball, and toward the end of a period, or at the end of the game,
time remaining is frequently of the essence. The director must be able
to flash the scoreboard on whenever it is called for.

FOOTBALL
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Fic. 35. Camera positions for covering football.
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Football is fairly well concentrated except for long pass plays, punts,
and kickoffs. Two cameras along the 50-yard line and elevated will pro-
vide excellent coverage. This is especially true if a vari-focal, or zoom,
camera lens is available. Because of physical limitations these cameras
are normally placed in or on top of the press box. This really makes for
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a sharper angle than would be desired, but serves very well if a lower
angle is impossible. Some network crews use two additional cameras
placed at the 35- or 40-yard lines and from a lower angle. This is nice
if the equipment and crew are available, but two cameras will provide
good coverage of a football game. Of course, the cameras must be on
the same side of the field to avoid any change in direction when cut-
ting. Actually, the basic coverage of the action can be handled on one
camera with a zoom-type lens, if the. camera operator is sufficiently
skilled. By zooming in and out he can stay with the play almost all the
way. The second camera is used primarily for cut-in shots, huddles,
cheers, and perhaps the widespread formations such as the kickoff. In
football, probably more than in other sports, the color, the crowd, the
cheers, and similar game-related activities are extremely important. The
director’s plan should include as much of this spectacle as possible.

BASEBALL
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Fic. 36. Camera positions for covering baseball.

Baseball is, without question, the most difficult game to televise. The
action is spread out over an enormous area. There are long periods of
relative inactivity alternating with bursts of lightning-fast action. A high
percentage of the game time involves only the pitcher, the catcher, the
batter and the umpire. A heavy share of the remaining time involves the
play at first base. Yet, anywhere in the infield or the outfield might be

-
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the location of the crucial play of the game. It is generally agreed that
there needs to be one camera behind home plate that will get a good
shot of the pitcher, catcher, batter, and umpire. Usually this camera is
a little bit to one side or the other of the plate, but a straight line shot
is good if a camera position can be found. Practice indicates that the
second camera is placed beside the first. There is no agreement on a
third camera. Some stations put one down the line toward first and try
to get it on a lower angle than the first two. Some have a third camera
at a ground level for dramatic shots of the batter, the pitcher, baserunner,
ete. The location of a third camera can only be determined at a given
ballpark. Each park has some peculiarities that make some positions im-
possible, and others entirely acceptable. The important thing in base-
ball is to get the two primary cameras situated, and then to make a pre-
cise and comprehensive plan to cover the game. This plan must be
known by all of the crew, and they must be rehearsed in it to the point
where they will automatically provide the necessary shots. Without this
plan, coverage of baseball on television is impossible.

In all sports the director must remember that his job is to provide the
audience with the essential information. The coverage of the game is the
important thing. This is not the opportunity for creative and dramatic
camera work. The viewer wants to see the game. The director’s job is
to analyze the important features of the particular game and then to
provide the means for showing them. After a director has been at sports
remotes for some time it is likely he will become bored by the same old
routine over and over. The tendency to change and be creative in an
effort to overcome this boredom must be resisted. The only reason to
change is if something is thought of to make the coverage more com-
plete. The viewer is not interested in the director’s mental state, he only
wants to see as much of the action as possible.

The TV Sports Announcer

The announcer for a TV sportscast is provided with a location similar
to that afforded the radio announcer. He usually has a vantage point
where he can see all of the action. He also is provided with a TV moni-
tor so that he will always know what picture is being fed to the audience.
The TV announcer must get accustomed to watching both the live action
and the TV screen. Sometimes the director will call for the cameras to
follow the announcer’s lead, because he can see the whole field of action
while the director sees only what is on his monitors. The announcer
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might say, “there’s a right-hander warming up in the bull pen.” On this
cue the director will try to get a shot of the bull pen. At other times the
announcer should follow the action on the screen and refer to it. He
will make references to the screen such as, “that was so-and-so that you
just saw make the key block,” or “that man on the left of your picture
is the head iinesman.” The exact working relationship between an-

Fic. 87. Jack Brickhouse, WGN-TV sports announcer, in booth at Wrigley Field,
with e;lrphOnes, is in touch with remote crew in mobile truck and cameramen on inter-
com system. Brickhouse has announced more than 1000 televised major league games.

nouncer and cameras must be evolved for each crew. A few times work-
ing together will result in coordination between the two.

From a completely objective point of view, it would be supposed that
the TV sports announcer would say considerably less than the radio
announcer, because the audience can see most of the action, and there
is little point in the announcer trying to describe what they can see.
This isn’t the case, however. Many TV announcers have come from radio,
and certainly the majority of vicewers are ex-radio listeners. The truth
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is that many TV sportscasters talk much more than is necessary, and for
many people more than is desirable.

The TV announcer’s job is to amplify and extend the video coverage.
He can explain things that the audience may not know. He can keep the
audience posted on the factual information accompanying the game,
such as the score, the outs, the balls and strikes, the yardage, time re-
maining, etc. He can add information on the players, coaches, teams,
and officials. He can explain the rulings of the officials. He can call
attention to good or poor plays, or other things of interest. In short, he
can add those things which the audience isn’t apt to see, or might not
understand, or can’t find out from watching. There is little to be gained
from the usual kind of coverage provided in baseball: “there’s the
stretch . . . and the pitch. It’s low and outside for ball two.” The viewer
can see the pitcher wind up and throw the ball. Why shouldn’t the TV
announcer simply say “that pitch was low and outside for ball two,” or
just “low and outside for ball two.” The TV announcer can also work in
an easier style than can the radio announcer. The excitement is right
there for the audience to see, it isn’t necessary for the announcer to
generate it. He should reflect the mood of the moment rather than
create it.

Accuracy is exceedingly important to the TV announcer. He cannot
be behind the action, and he can’t afford many miscalls. His sins are
there for all to see. Inaccuracies, excessive chatter, and artificial en-
thusiasm by the TV announcer can only detract from the visual coverage.




CHAPTER ELEVEN

UNWRITTEN TALK PROGRAMS

I have a feeling that impromptu and extempore speaking are neglected
by the student of broadcasting, as well as by the teacher. One of the out-
standing news commentators visited my classes and pointed out that
there are many programs being presented which require the ability to
speak spontaneously. Such programs as the round table, forum, inter-
view, man-on-the-street, disc jockey, on-the-spot broadcasts, and some
of the news-commentary programs require the broadcaster to be a fluent
and spontaneous speaker. The art of announcing has become so stand-
ardized that at present one small bit of impromptu radio speech can be
detected and frequently is a welcome relief if well done.

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

Another requirement for such extempore and impromptu programs is
an ability to time the material to be presented. The program will run for
a definite period, and the broadcaster must time himself so that he will
have rounded out his material, summarized if necessary, and come to a
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satisfactory conclusion at the second that he goes off the air. I place my
students before the microphone with one of those 3-minute glasses made
for the timing of boiling eggs and tell them they are to talk until the
sand has dropped to the last grain into the lower chamber and no longer.

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

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

Public Events; Special Features

Announcers are frequently sent out upon remote-control pickups when
the station manager feels that public interest in the event is adequate
(Fig. 38). From the skies the announcer will give a running account of
a trip in an airplane or dirigible; from the depths of the sea his voice will
come from a submarine. He describes vividly a flood from the banks of
a raging river which furnishes sound effects, or from the shore of the
sea he may bring all the thrill of a rescue from a burning ocean liner.
Listeners can hear the crackle of flames and imagine the smell of smoke
as the announcer carries his mike close to a burning building; they hear
the bands and tramp of feet as a parade passes by a microphone in the
reviewing stand. These announcers must have eyes that see what the
public will be interested in, vocabularies that contain the most vivid
and concise descriptive words, and tongues that wag conversationally
and constantly. Such announcers experience all the excitement that
comes to the newspaper reporter, they face danger, they must be alert to
act in emergencies. It is their job to induce public characters to speak to
the mike, to obtain the best placement for their equipment, and to satisfy
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the endless curiosity of the listener. These announcers work without
manuscript, although they may have notes which will give them facts
that are pertinent to their broadcast. They are the war correspondents
of the radio and consequently must not only have all the qualities of a
good announcer and of an excellent reporter, but must have a physique
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Fic. 38. Remote amplifier Collins Type 12Z, used for remote pickups where there
is no permanent installation. (Collins Radio Company.)

that will stand up under the strain and under the conditions in which
they work.

Round Table

Since it is the aim of the radio program containing information to come
into the home in the form of conversation, it is a good idea to project
more than one person into the living room of the listener to discuss
problems of the day. The radio listener cannot talk back but he finds that
the radio discussion is more natural if there is a give and take of opinion
by a group of radio speakers. This type of broadcast is the round-table
discussion. Probably the outstanding example of the round table is that
conducted by the University of Chicago.
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The purpose in these spontaneous discussions is to permit the exchange
of ideas, to attempt to arrive at some solution of a problem, and to avoid
the formality of a lecture by using conversation. For some topics it is
wiser to start the listener thinking, without arriving at a conclusion for
him on such programs, by merely fading out the speakers, leaving the
idea dangling before the listener. In order that this conversation may be
natural, those who are participating in the round table do not prepare
their parts in written form but merely outline the course of the discussion
and the attitude that each participant will adopt during the period of the
round table. In order to avoid any hesitation or divergence from the
topic being discussed, the program must be discussed and an outline
constructed with various parts assigned. The introduction may be written
by the leader of the round table; and the outline showing the various
subtopics, together with the individuals who will take np these sub-
topics, is in written form before the participants as they sit down at their
round table. In order to observe the time limitation, it is advisable to
show in this outline the time that is to be allotted to a discussion of each
of the points. The leader also may have his summary written out, which
is prepared after the rehearsal.

The conversational program may advantageously become a written
program before it goes on the air. Participants go through the routine
round-table procedure just as if they were to be on the air. However,
instead of presenting their talk for air, it is taken down by a stenotypist.
They are then given opportunity to look over the copy, change it to suit
their best judgment, and go on the air with a script discussion program.
By starting with this conversational basis, they are enabled to overcome
some of the difficulties of a writing style which is quite often wooden
and ineffective for broadcasting. This format is particularly appropriate
for medical and scientific topics.

Usually three people will participate in a round-table discussion. Two
of these will be experts holding different views or attacking the problem
from different viewpoints. The third should be an intelligent layman
desirous of information and questioning the opinions of the two experts.
It is advisable to identify the various speakers at the very beginning of
the discussion. Their questions and comments should also give their
attitudes toward the topic. In order that their voices may be impressed
upon the listener, they should be addressed by name for the first few
minutes of the discussion. This requires a variety in the form of saluta-
tion in order that the discussion may sound conversational. The round
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table is designed to present clashes of opinion and to bring out different
points of view, and yet it must arrive at some conclusion. It must not be
merely talk but must be organized skillfully before the program starts.
There cannot be too detailed discussion of any subtopic, and, while an
individual may be assigned a subtopic in the outline, there is no reason
for him to monopolize the discussion. It is incumbent upon the person
to whom the subtopic has been assigned to see that there are no pauses
while that topic is being discussed. In order to keep up the spontaneity
of the conversation, the leader should know the attitude of the various
participants and point to one or to the other when he desires an opinion
concerning a point raised. In order to make for the greatest realism, the
expression of personal opinion should not be hampered. In order that
the listener may gain the impression that he is to listen to a conversation,
the program may be faded in. This requires the speakers to be dis-
cussing some unimportant topic as their voices gradually become
audible.
Some “do’s and don’ts” for round-table panelists are:

1. Points made with enumeration—“1-2—-3"—are far more listenable than
three points made one after the other without such enumeration.

2. Everybody should participate. The program time should be balanced
equally among the participants. Don’t ever talk the ears off the other speakers,
but on the other extreme don’t be reticent!

3. Mention the names of fellow-participants whenever you speak, and have
a uniform method of identification.

4. Address other participants directly, rather than throw an idea into thin
air, or pick up another speaker’s point without attributing it to him. Frequently
a hesitant speaker may be drawn into the discussion in this way, or the conver-
sation may be steered away from a speaker who is dominating the microphone.
It is one of the surest ways of pinning a person down to an answer.

5. Normal conversation is the ideal pattern for a Round Table—normal
conversation with normal interruptions, normal jokes and laughter, normal
asides. Give your fellow-participants an opportunity to come in and break up
your remarks, Not only do long speeches destroy the feeling of informality and
spontaneity of the Round Table, but listeners do not have the benefit of a
critical examination of each point in the argument.

6. Elbows on the table, please! For in that way the producer may be sure
that each participant is the same distance from the microphone and, further,
that he stays that distance throughout the broadcast! Don't tilt forward—or
your voice will roar like Niagara! Don’t lean back—or your voice will resemble
a hoarse cry from the stadium bleachers!

7. Jot down facts, figures, and quotes on small cards for possible use on
the air.
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8. How the broadcast time should be apportioned will be decided before
the broadcast. Once the time is apportioned—stick to it. Watch the studio
clock and observe how much discussion time remains.

9. Emphasize your right to speak as an expert! Don’t be modest! Speakers
should document the authority of their colleagues; it is desirable for speakers
to personalize their authority.

10. Personalization is always first-rate on the Round Table, You'll do more
to hold the attention of listeners, authorize your remarks, and add life to the
discussion by referring to specific things you, yourself, have seen or done, or
to some piece of information you have obtained or have heard at firsthand.

11. Talk to the listener—as well as your fellow-participants. You know that
he’s listening. And hell enjoy listening the more if you occasionally acknowl-
edge his presence. Remember that you are speaking not to a large audience in
an auditorium but to individual listeners in their homes. A direct candid con-
versational approach is best.

12. Identification of the topic is very necessary three or four times during
the broadcast. Many listeners tune in after the opening announcement.

13. Human interest must be emphasized to make the problem one of per-
sonal importance to the listener; answer the questions of the public. Participants
should try to answer the normal questions of the average listener.

14. Humorous stories and anecdotes often add a friendly tone to the discus-
sion and succeed in making serious points too! And if what a fellow-participant
says is funny, laugh. If it isn’t, don’t hesitate to say so—even that’s funny.
Whatever happens, be natural.

15. Controversy may heighten the listeners’ interest in the discussion when
it serves to emphasize fundamental arguments on both sides of a dispute. But
controversy on minor points annoys rather than interests listeners. If you dis-
agree with a statement, don’t hesitate to say s0, and state your reasons clearly.
In building your case, don’t be timid—speak out for your point of view. Too
often participants are overpolite.

16. Avoid pauses by always being on your toes—you may have the “ball”
tossed into your lap when you least expect it. Snapping in on the heels of
another speaker adds to the pace and spontaneity of the discussion.

17. Don’t all speak at once. When you wish to interrupt, be sure that the
other speaker has completed the expression of his idea.

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

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

Radio Interviews

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

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

People who are well informed on special topics and who are close to
their subjects are inclined to overlook the interest of the public. This
form of broadcast gives an opportunity to the interviewer to bring out
points of general interest which might be overlooked by the specialist
himself. Long-winded generalization makes the interview a monologue;
the skillful interviewer avoids this by deftly breaking in to demand
particulars, concrete details, and answers to questions which will require
decisive comments, or he may start the discussion on a new or more
pertinent tack.

Other types of impromptu or extempore programs which are decidedly
popular at the present time are the “Forum,” and the “Town Meeting
of the Air” Two factors contribute to the popularity of these programs:
(1) the radio audience enjoys a dramatic verbal combat between
personages or individuals; and (2) the majority of such programs are
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concerned with highly controversial topics. In many instances, the
audience is permitted to inject questions; thus a cross section of the
American public is introduced as interviewers.

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

Probably the most successful ad-lib programs are the panel and the
quiz shows. These may be of either a serious or an amusing nature. The
quiz shows generally have a panel of four: (1) an individual who is
intent upon finding the correct answer, (2) a serious and determined
straight man, (3) a comic who enlivens the program but seldom finds
the answer, and (4) a well-known personality who slows down the pace
of the quiz but is more intent upon light personal comments. There is
also the moderator, who can control the panel members, maintain the
fast-moving pace, and cope with any unexpected situation. Panel mem-
bers do a great deal of preparatory research in the fields to be discussed
upon the program, searching magazines, trade papers, and the news for
topics that may arise. Panel members must listen carefully to avoid
repetition and to find a possible lead for a humorous remark or a clue
to the solution of the problem presented (many such clues come from
the studio-audience reactions). The start of such a program must be
entertaining and interesting; once the program is started the mood is
easy to sustain.

The Television Talk Program

Many of the common, informal talk programs that were born in radio
have been carried over into television. If anything, they are even more
popular than they were on radio. This, very likely, is due to the fact that
we can see the people, so they become more real. There is a widespread
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and genuine interest in people, and when they become real personalities
this interest is intensified.

The nature of the informal talk program has not changed by being
put on television. Most of the problems involved and the principles
followed in radio are likewise applicable to television. To the radio
technique must be added attention to the visual details: the appearance
and dress of the participants, the ability to look natural as well as sound
natural, the avoidance of annoying mannerisms, and the ability to move
with grace and dignity.

Experience seems to indicate that the informal talk program is easier
to do on television than on radio. Participants are usually arranged in a
more lifelike situation. Less attention to the impersonal microphone is
required. There is no necessity to avoid natural pauses. When you see
people talking, the inevitable hesitations, pauses for thinking, and similar
breaks seem natural and lifelike, rather than like gaping holes as they
do in radio. Gestures, business, and facial expressions can be used to
emphasize what is said. All of these things together tend to put people
at ease sooner, and to result in a more genuine process of communication.
Yet, the video medium is not all advantage. It is even more necessary in
television than in radio that people listen to each other and answer each
other. The most common fault in beginning interviewers is that they
don’t really listen to what the other person says. They are thinking about
the next question, or something else only remotely connected with what
is going on. Such a technique is bad on radio; on television it is murder!
Talk between two or more people is a form of communication, and to
communicate the participants must listen to the other people and re-
spond to what they say. This requires some mental activity. If this
genuine give and take of conversation isn’t present on TV, it is as readily
apparent as the loss of the picture on the receiver.

The same types of informal talk programs appear on television and
radio. There are forums, quiz programs, interviews, and panel shows.
Some of these programs are among the most popular on TV. Television
has developed to a fine art one type of informal talk program that can
only be classed with that venerable breed of drama known as the “tear
jerker.” Such programs use the unrehearsed talk formula to wring the
hearts and tear ducts of the audience. Strange it may be, but people
love it.

It is probably safe to say that the informal talk program will always
be popular on television. When well planned, and with a workable
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format, it is popular, easy to do, and is the real luxury of TV production
—a low-budget show. People cant very well read scripts on TV. Pro-
grams requiring memorization and a lot of rehearsal are extremely
expensive. The informal talk program offers one solution to the problem
of programs that sponsors with small budgets can afford. This empha-
sizes the point made at the opening of this chapter. Students planning
a career in radio and television need all of the experience they can get
at impromptu or extemporaneous speaking.




CHAPTER TWELVE

PREPARING THE BROADCAST ADDRESS

THE RADIO ADDRESS

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

As the radio speaker has been introduced into the home by the
announcer, it is unnecessary for him to open with any salutation; his
task is to prove himself to be immediately an interesting, bright, and
courteous guest. A pertinent anecdote that will lead quickly into the
subject, which has been wisely chosen to interest the majority of average
listeners, forms an excellent introduction. The speaker who uses homely
expressions and introduces into his broadcast illustrations drawn from
everyday life is much more likely to reach the intelligence of his lis-
teners.

The “great speaker,” the classroom lecturer, and the spellbinder
politician have no place in the living room of the home. The radio talk
must interweave information and human interest. Classroom methods
are taboo on the air. Education must be adapted to radio, not radio to
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education. It is essential that the writer of a radio address forget text-
books, auditorium audiences, and congregations and think more in terms
of human interest. Relate the subject to the listener, his life, his pocket-
book, his everyday realities. The choice of a subject is of primary im-
portance in order to compete with the entertainment on a neighboring
kilocycle.

Make it easy for the listener to follow your trend of thought by care-
fully organizing the talk. Consider first the limited time on the air
allotted to you and select a topic that can be adequately treated in that
period. You will speak about 140 words a minute. How many minutes
have you in the clear? Do not try to crowd too much into the ears and
minds of your listeners. Do not depend upon your listener to fill in any
gaps. Idea should follow idea with a naturalness that makes for clear
understanding.

A good formula for the organization of the radio talk is as follows:

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

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

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

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

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

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

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

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

Vocabulary

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

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

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

experience of the audience.
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Sentences

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

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

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

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

The use of other expressions to designate something that has gone
the former,” and “the latter,” is also out of

»

before, such as “the above,
place in the radio speech. Such expressions serve only to confuse the
listener, for the chances are he cannot remember the statement or idea to
which the speaker refers, if there has been any considerable amount of
material presented in the interval.

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

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

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

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

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

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

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

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

And here is the same, revised as it should be for radio:

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

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

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

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

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

It is wise for the radio speaker to furnish the announcer, well in ad-
vance, with brief introductory material to be used in presenting him to
the radio audience and in defining his subject matter. This procedure
assures the announcer of accurate and up-to-date information about the
qualifications of the speaker to discuss the chosen topic and increases
the attractiveness of the program.

THE TELEVISION ADDRESS

As was pointed out in Chap. VI, for most occasions the best kind of
television address is one delivered extemporaneously. This stvle of speak-
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ing demands as much preparation as the writing-out of a complete
manuscript. On the other hand, it offers the speaker a chance to be
natural and to talk directly to his audience. Reading speeches from
manuscript or from a Tele-Prompter is appropriate for certain occasions,
but these should be thought of as exceptions rather than the rule.

In preparing the extemporaneous address the material is thought
through and outlined in considerable detail. As in the radio address, or
any other speech, the organization is important. It is necessary to attract
attention and interest in the opening. The ideas must be presented
clearly, logically, and in the proper order. There should be a concise
summary and concluding section at the end of the talk. This kind of
preparation and organizing is essential for any kind of speech. When
it has been completed, the person who is going to speak from a manu-
script begins to write. The speaker who is going to talk extemporaneously
begins to rehearse and think through what he is going to say. In either
case, the preparation needs to be thorough.

Television is a slave to the clock, just like radio. This might tend to
discourage some people from attempting unwritten talks. It would be
well to compare the precise timing possible with a manuscript against
the more effective delivery possible with the extemporaneous technique.
Not all stations will have a Tele-Prompter for the use of speakers. Even
if they do, the use of this device requires considerable practice and skill.
Lacking that skill, the speaker is apt to look like a complete incompetent.
Reading from a printed manuscript is a high art that few are able to
master. It is easier on radio because you never have to take your eyes
from the page. Such a delivery on television would most certainly cause
a high rate of channel switching. What could be duller than someone
reading on TV with his head buried in a script? With the extempo-
raneous delivery the speaker is free to be completely natural. He can
use his own words, gestures, and mannerisms. He can look into the lens
of the camera, which is the eye of the audience. He can talk to the
audience with directness.

It is possible with practice and rehearsal to give a nonwritten speech
and make it fit quite closely into a time segment. This would indicate
that practice in extemporaneous speaking is the long-range answer to
the problem. There is no comparison between reading and talking on
television. One is highly effective, the other is just short of hopeless.
Is the precise time so important that it requires a tendency toward in-
effectiveness? It hardly seems possible. It is true that a speaker will prob-




PREPARING THE BROADCAST ADDRESS 169

ably be cut off if he runs overtime. He must, therefore, be careful that
this doesn’t. happen. On the other hand, if he is a few seconds short it
is no great tragedy.

Visual Aids

It is very easy, and sometimes effective, to use visual aids in tele-
vision talks. Such aids include maps, charts, graphs, slides, pictures, film,
and three-dimensional models. This should not be interpreted as a plea
to drag visual aids into a speech by the heels. There are many times
when visuals are of no help. However, when a visual aid will help
clarify a point, or give it greater emphasis, such a visual should be used.

Television stations are prepared to use these things and do use them
daily in their regular programming. In preparing the television address
the speaker should think carefully about any possible visual aids. They
present no problem if a few simple rules are observed. Television pic-
tures are always in a 3:4 aspect ratio, with the longer dimension being
the horizontal. Visuals that are approximately of this shape are easily
used. Visuals should be simple, with just the essential information shown
boldly and clearly. Avoid excessive detail. Maps, charts, pictures, etc.,
which are to be used live on a studio camera, should have a generous
border to allow the cameraman ample room to frame up on them. Colors
should provide sufficient contrast so that the information will stand out
clearly. Avoid black on white. The extremes of the black-white scale
exceed television’s capabilities, so almost-black on grey is better. All
television stations are equipped to use 2- by 2-inch 35-millimeter slides.
All stations are also equipped to show 16-millimeter motion-picture film,
providing it is of acceptable quality and was shot at sound speed, 24
frames per second. Normally, there will be opportunity for the speaker
to check details on the use of visual aids with the station over which he
is to speak. It would be wise for the speaker to do this, and be certain
that everything will work out as he hopes it will.

In planning the use of visual aids, it is important to remember that
the director will be responsible for coordinating their use and getting
them on the air at the right time. It is, therefore, necessary to devise
some way of supplying the director with all of the information he will
need to help you in using these aids.




CHAPTER THIRTEEN

BROADCASTING IN THE PUBLIC
SERVICE

Local Community Service

The local or regional station has an opportunity, which is crowded
out of the profitable life of the outlet station, of becoming a vital part of
the community existence. While there is no immediate profit in assisting
every worthwhile local project of the community, the good will and in-
terest of the public are assets that will ultimately bring a return. Listen-
ers and viewers are attracted to their local dial numbers by reports of
local activities in churches and schools, in civic and health problems,
in community-chest and Christmas drives. The wide-awake local station
will participate in every project to build up its listening audience so as to
attract advertisers. The local committees will plan and present sustain-
ing programs for the Red Cross or fire prevention, for the local library
or little theater, and all the friends of the actors or committees will be
enthusiastic listeners. These programs serve both the listener directly
and the organizations that indirectly serve the listener.

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

Such community programs also serve the organizations of the city,
such as churches, schools, clubs, and lodges. Social and business meet-
ings may be announced, and the radio may serve as a clearing house of
information. A definite daily program will be helpful to listeners, al-
though special bulletins may also be broadcast. The Better Business
Bureau may give warning to the citizens of some house-to-house swin-
dler who is obtaining money under false pretenses. Broadcasts from the
police department and the traffic court have been very successful in re-
ducing the number of accidents, and they are interesting; in some in-
stances they have reduced graft and favoritism upon the part of judges.
Committees that have charge of raising funds for the needy in Christmas
drives, for the local Boy Scout troop, for the Red Cross, or for the
Policemen’s ball, which raises funds for pensions, will do well to enlist
the services of the community-minded broadcasting station.

The most valuable program promotion for the local or regional station
is an evidenced interest in serving the local community. This service to
the local community builds up listener interest and appeals to local
sponsors. The station that does not do this is missing one of the easiest
ways to become a real factor and influence in the community. In some
instances local Junior League women take over the distribution of free
time by the station to local organizations, and in this way protect the
station from having to refuse time or to allocate certain periods. Many
local groups do not know what to do with radio time until a program
is outlined for them. Schools, amateur musical clubs, women’s clubs,
parent-teacher organizations, need guidance of someone experienced in
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radio, which should be provided by the station. Local and regional sta-
tions offer many opportunities for both sustaining and sponsored pro-
grams in local interest. The only requirement is that whoever produces
the show must do so under the supervision of those who are acquainted
with radio showmanship. The contribution of time and facilities by the
station must be enhanced by advice and leadership, also.

Programs may be arranged to inform the people of the community
and the surrounding territory concerning the industries, business houses,
banks, and outstanding public citizens of the city. A New York station
broadcast the annual meeting of the stockholders of a corporation.
While the station should assume no political influence it may present,
by unbiased announcements to the local voters, different candidates for
public office in election years. Local history and folklore may be pre-
sented in dramatic form. In the spring, summer, and autumn the beau-
ties of neighboring drives may be pictured to the local automobilist.
The search for missing persons, stray pets, and lost articles may be con-
ducted by radio and television. Local religious congregations, especially
the invalids who are unable to attend church, appreciate the broadcast-
ing of services. The studio may arrange a series of religious discussions
by various religious leaders, avoiding denominational controversies. Co-
operation with the local chamber of commerce in promoting local cele-
brations and “bargain days” will advertise the city, obtain commercial
announcements for the station, and increase public interest in all the
programs of the station.

Medical and Health Programs

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

Many firms, using radio and TV to advertise their products, carry on
a campaign by stressing the appeal of the audience’s health as a key-
note. Naturally, these are often farfetched, making it difficult for the
hearer to distinguish between the crystal gazer and the reliable physi-
cian. Hence, it is entirely justifiable for the medical profession to main-
tain a comprehensive popular health program to offset the broadcast-
ing of unreliable information. Such a program must necessarily reach
the greatest possible number of people. The programs must vary and
should be presented so as to give the maximum benefit for the health
of the individuals. Similarly, the frequency with which health talks may
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be given probably will vary in different communities, but once a week
seems to be the common practice and is probably sufficient. Epidemics
may also be combated by radio and television.

The purposes of medical and public-health programs are to attract
the attention of those who are not already interested in health and hy-
giene and who are in need of information, to disseminate up-to-the-
minute information by authorities, and to inspire listeners to health ex-
aminations and personal care and hygiene. It is important that the in-
dividual who wishes to present a worthwhile public-health program ac-
quaint himself with what is being done in public-health education in
other media.

The subject matter of health broadcasts should embrace all phases of
health, written in language which the laity understands and which is not
unpleasant to the hearer. Most talks in this type of broadcasting should
be fairly short, so as to hold the attention of the audience. The speaker
must answer in his talk any questions that may arise in the mind of the
listener. While the doctor is delivering such a medical talk, he must
take into consideration the fact that he might be developing a group of
neurasthenics, or people who feel that they have the disease symptoms
that are being discussed. Careful attention is necessary to avoid such
a condition,

The program director must also consider the hour at which the listener
is to hear the medical talk and should not offer talks on cancer or stom-
ach disorders during the meal hour or alarming prophecies at bedtime.
The radio-TV program committee must refuse all talks dealing with
controversial medical or health topics. In all medical broadcasts the
ethics of presentation must be watched carefully. Hence, programs must
be sponsored by local or state medical societies and not by individual
physicians. In some quarters the speaker remains unidentified; however,
stations object to unnamed speakers because they recognize the fact that
listeners, as a rule, desire to know the identity of the person to whom
they are listening. Big names do not always help the program. Chances
are that the lesser ones have more time to work upon the program, are
more willing to take suggestions, and are apt to turn out a better script.
Editing of talks by committees to eliminate uncontrolled expression of
individual opinion is held to be desirable. The health program secures
best results when supplemented by press releases and some amount of
newspaper advertising, which can best be obtained by local medical
groups.
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The most popular method from the listener’s viewpoint is the dra-
matic playlet. If the dramatic sketch is carefully constructed from the
standpoint of both play writing and the scientific facts presented, it will
hold more listeners and will reach them more effectively than either the
monologue or the interview. These dramas, based upon facts supplied
by the physician or group, should be written by a playwright and acted
by a professional group. The characters must represent the average
listener, and the subjects must be those health problems common in
everyday experience. The general tone may be light, but the serious
educational purpose must ever be present.

There have been good instances of dramatic programs using medical
themes on both radio and television. For example, “Medicine in the
News” on radio, and “The Medic” and “The March of Medicine” on
television. Some programs of this type have been resounding commercial
and audience successes. There is little doubt that the impact of such
programs can be powerful, or that major concepts about medicine and
health can be gotten across to the audience. However, despite their ap-
peal and effectiveness, programs of this kind need to exercise caution.
It is always a temptation to give too much weight to the dramatic ele-
ments. When this happens, the program can leave wrong or improperly
emphasized notions. It is also possible to give too much weight to rare
or medically unimportant diseases, accidents, and other health prob-
lems. This can only result in confusing—or, what is worse, unduly
alarming—the audience.

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

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

The fourth method of presenting medical subjects over the radio is
largely used by quacks and medical fakers; consequently it is inadvis-
able for the reputable doctor to adopt it. This consists of the question-
and-answer type of broadcast. Questions relating to medical subjects can-
not be answered by mail or radio except in very general terms, with
instructions to the writer to consult his local physician. In every type of
medical broadcast this advice should be given. A public-health program
is not to take the place of the advice of the family doctor. If the question-
and-answer method is used, it is advisable for the medical speaker to
phrase both the question and the answer. Such a method allows the
speaker to cover more ground and makes his monologue more human.

These program types, the straight talk, the interview, and the panel,
which developed in radio, can frequently be used to even greater ad-
vantage in television. Medicine and health are fields that abound in
visual material. There are all kinds of models, charts, pictures, slides,
X-ray photographs, and instruments. These can be used to accent and
make more interesting the material to be covered.

Another TV format that is appropriate to this field is the demonstra-
tion. Fascinating programs can be broadcast dealing with first aid, life-
saving, nutrition, infant care, and similar fields. There have also been
actual operations broadcast for public viewing. While the value of this
for doctors and technicians is unquestioned, there is some doubt as to the
precise effect on the lay public.

One of the most powerful television programs I have ever seen was
done by station WOI-TV, operated by Iowa State College in Ames, Iowa.
A motion-picture photographer had gone to one of the large hospitals
in New York City that specializes in the training and rehabilitation of
the physically handicapped. Naturally enough, the photographer con-
centrated on a few individuals undergoing treatment and, in particular,
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on a girl about seven years old. The footage obtained was edited and
then formed the basic unit of the program. The show opened on a nar-
rator in the studio, standing in front of a large picture of the small
girl featured in the film footage. He told about the problems of re-
habilitating the physically handicapped. He pointed out that the State
of Towa had no such facility. Then, via the film, we visited the New
York hospital. After several minutes of heart-tugging scenes showing the
young girl learning to walk and learning to do things for herself even
though she had been born without arms, we were entirely convinced
that specialists in this field could work near-miracles. We were then
returned to Iowa for an interview with a young mother. This woman,
the mother of two children, had been stricken with polio and was con-
fined to a wheelchair for the rest of her life. Local help was not available.
But there was a brighter side. Fortunately she was able to go to the
hospital in New York which we had just visited. There she learned to
operate her chair and to do many other things. As a result, a few changes
in her house enabled her to do all her housework, take care of her chil-
dren, cook for the family, and do all the many things that a homemaker
does. Film clips showed her washing dishes, cooking, and ironing.

After seeing this program no member of the audience could possibly
deny that the State of Iowa should have such a hospital and a staff of
experts in the field of rehabilitation of the physically handicapped. That,
of course, was the precise purpose of the show.

Generally speaking, the medical performer has a topic of interest for
every listener inasmuch as all are concerned with their own physical ail-
ments. However, this existing interest must be held by a program that is
distinctive, attractive, and authentic. As pointed out by Dr. W. W.
Bauer, “Ether, when used for the transmission of health education, is
not intended as an anesthetic. Nevertheless, if not tuned out first, certain
health talks have precisely that effect.”

Serving the Farmer

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

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

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

Television, too, has found the farm audience deserving of special pro-
grams. Many of the same things that are done on radio are also found
on television, The real and new contribution that television has made to
farm programming is the demonstration-type program. Farmers can be
shown the techniques of equipment maintenance, care of livestock, soil-
conservation measures, milk-handling procedures, and all the many com-
plicated processes that are a part of modern farming. The United States
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Department of Agriculture and the colleges of agriculture have carried
on far-flung extension programs for many years. The contribution of
these programs to the efficiency of American farming is enormous. The
extension workers are now finding television a valuable tool in further
expansion of this informational job.

Religious Broadcasts

A recent survey disclosed that an average of 1 hour daily is devoted to
religious programs by the average American radio station. The average
was 221 -hour periods weekly, with the peak load between ten and
twelve oclock on Sundays. Nearly all denominations are sending
forth sermons, services, and hymns to bring to the shut-ins as well as
to the unchurched the message of the gospel. Religious programs include
services, sermons, secular talks, music, charity appeals, inspirational ad-
dresses, prayers, Bible reading, religious news, and announcements.
However, I am concerned in this handbook only with the preparation
and delivery of the religious sermon or talk. The secular speaker who
talks on a religious subject should conform to the various requirements
set forth for radio speaking in general and for preparing the radio ad-
dress.

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

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

For a specially prepared radio sermon, the preacher may write his
sermon for the pulpit in the language of the clergy and then rewrite it
for the radio listener. The phraseology of the church will be toned down
to the language of the armchair listener. Figures of speech, colloqui-
alisms, and metaphors will enliven the sermon of the ecclesiastic show-
man, The speaker cannot be too intellectual, but must deal with things
vital to the life of the average listener in a human and direct manner.
The oratorical, ministerial style used in the pulpit will not have the
appeal that is found in a spiritually conversational style. The airway
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sermon is not of the ritualistic type but is nondenominational and non-
sectarian, condemning no faith.

The radio can be of great value to the churches if religious broadcasts
are kept on a high level. A well-known radio preacher has outlined his
“Ten Radio Commandments” for the effective broadcasting of religious
programs:

Speak in a conversational tone.
Take your sermons not from the Bible, but from life.
Leave out the word “1.”
Neglect the needless.
No bunk.
No sob stuff.
Make the web of your sermon optimistic, cheerful.
Check and recheck your script before delivering . . . for absolute fac-
tual accuracy.
9. Keep the word “not” out of your sermon script.
10. Use no introduction. Plunge right into the middle of the sermon.
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The radio preacher will use all the appeal of his personality. He will
use the rising and falling inflection and observe the value of the pause.
His enunciation must be sharp, clear, and decisive. He will be emphatic,
soothing, or inviting through his flow of words, but at all times he must
remember that he is speaking in a private home to an individual listener.

The straight religious program is also found on television, and usually
combines some music with a sermon. For TV, the minister should de-
velop the direct, intimate, informal technique discussed under the sec-
tions on speaking and announcing for television. From time to time, ac-
tual services are telecast from churches, especially on such occasions as
Christmas and Easter. Some of the national organizations have produced
stirring religious dramas for network presentation.

As in radio, it is necessary to blend the need for keeping the dignity
of the service with enough informality and humanness to keep the audi-
ence with the program. In his own home, the viewer does not have the
stimulation of the church atmosphere, the stained-glass windows, etc.,
to put him in the frame of mind for worship. The program must do
this for him.

For the networks, the responsibility of selecting those who spread the
gospel through the air has been placed under the control of such bodies
as the Federal Council of Churches in America, the National Council
of Catholic Men, and the United Jewish Laymen’s Committee. Local
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stations usually work through similar local groups. This method pro-
vides for an equal distribution of time and attention on a basis accept-
able to the religious organizations, and it relieves the stations and net-
works of a touchy responsibility. Programs arranged by such organiza-
tions are usually sustaining programs constituting a part of the public
service of the station.

Politics and Government

The first notable use of radio in the political field was the broadcast-
ing of the Republican and Democratic national conventions in 1924, To-
day, both political parties arrange their conventions with the radio and
television audiences as much in mind as the delegates in attendance.
The keynote speech and the nominations are staged in the evening, dur-
ing the best listening and viewing hours, in order that the vast network
audience may hear and see the proceedings of the convention. Radio
and television pervade the whole field of government and politics.

During the 1930s the increasing use of radio in national politics dras-
tically changed campaigns and campaign orators. No longer was the
spellbinder able to sway voters as he had from the political rally plat-
form. The flowery political speaker of the past has his career ended by
radio. Politicians found it necessary to adapt their personalities and
speeches to the microphone. The form of political campaigns changed.
Much of the party budget went into radio. Via the networks, the national
candidates could reach millions of people through one broadcast. This
made it essential for the candidate, and the party, to prepare the speech
with extreme care. This was something different from haranguing a few
hundred or a few thousand people in a town square, or at a fairground.
There was a marked trend toward more factual, more sincere, more
rational campaign speeches.

Television has furthered this process. Today, a very high percentage
of national campaign budgets goes into television. The candidate must
learn to make a good appearance before the TV camera. He must be
able to look and sound sincere, intelligent, and honest. He must realize
that the impact of repeated appearances on national television networks
is enormous. The entire voting public is now able to form very real im-
pressions about the character and personality of the candidates. It is
almost impossible to hide any secrets from the probing eye of the camera
and the intent ear of the microphone. The time factor of radio and tele-
vision has also helped political campaigning. Speeches must fit into a




BROADCASTING IN THE PUBLIC SERVICE 181

specific time segment. This prevents the candidate from becoming overly
long-winded, and it also requires him to organize his material better to
insure getting it all in, It can be said without argument that radio and
television now form the core around which national political campaigns
are built. Broadcasting carries the bulk of the load, and whistle-stop
oratory is secondary.

The Communications Act has some provisions which are highly im-
portant to political campaigns. This whole subject will be treated in
more detail in a later chapter, but it is appropriate now to mention some
of the things that relate directly to political campaigns and their use
of broadcasting facilities. Stations are not required to provide time for
the broadcasting of political speeches by candidates. However, if they
do provide time for this purpose, there are two vital requirements that
must be met. Equal time must be available to all candidates for the
office on exactly the same basis. That is, if the Republican candidate
for President obtains a half hour of time during evening hours for X
dollars, then the Democratic candidate is entitled to similar time for the
same amount of money. Stations are not required to give time to candi-
dates “for free.” However, if they do donate time to one, they must also
donate time to all. Generally, the tradition has grown up that campaign
time on radio and television is sold on the same basis that is used in
selling time to advertisers. The second major requirement established
by the Communications Act is that a station has no right of censorship
over speeches made by political candidates.

These rules apply only to broadcasts by political candidates. Officially,
a candidate is a person running for a specific office after having received
the nomination of his party. The F.C.C., however, has tended to apply
these same rules to political broadcasting in general. In this way, the
spirit of fairness intended by the Communications Act is spread to all
political broadcasting rather than being limited to actual speeches made
by candidates.

In addition to the profound effects made on political campaigns by
radio and television broadcasting, we need to consider in further detail
e effects on political conventions. As mentioned earlier, radio began
covering the conventions in 1924. Television has broadcast the 1948,
1952, and 1956 national conventions. The bulk of the voting population
now knows what goes on at these conventions and how the delegates
hehave. Thanks to the TV cameras and the radio microphones they
have even attended the meetings in the traditional “smoke-filled rooms”
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where the real decisions are made. This has resulted in a much better-
informed electorate and furthers the democratic process. Politicians
know these things, and conventions are staged and run with full knowl-
edge that the entire nation is attending.

President Franklin D. Roosevelt started a very important governmen-
tal use of radio and television. He took the nation’s problems directly
to the people in his radio “fireside chats.” They were enormously suc-
cessful and have since been continued on both radio and TV. It has be-
come almost routine for the President, the Secretary of State, and other
important government officials to make periodic reports to the nation
over the combined resources of the national networks. Again, it is easy
to see how this keeps the public informed about their government and
its operation.

Radio and television coverage of legislative bodies, the United Nations
sessions, committee hearings, etc., have added to the informing job that
the broadcasting industry has undertaken in the political and govern-
mental fields. The famous televised hearings of the Kefauver senate
committee on crime and the even more renowned debates between Sen-
ator McCarthy and the Army are dramatic examples of how broadcast
proceedings can alert the public. It is possible that these two events
drew larger audiences than any continuing events ever covered.

It is no doubt true that broadcasting has up-graded political cam-
paigning and the management of political conventions. Radio and TV
have made it possible for almost everyone to keep informed about our
government and the performance of its officials and agencies, Thus, in
the areas of politics and government, broadcasting’s influence has been
all to the good. However, this great success should cause us to give se-
rious consideration to the inherent dangers in political broadcasting. As
we have seen, radio and television are powerful political tools. What
happens when they are improperly used? We can look at the excellent
examples in Fascist Italy, Nazi Germany, and Communist Russia. The
inherent power of the broadcast media doesn’t necessarily mean that this
power will be used for worthy ends. It is up to us, as a democratic
people, to see that a free, fair, and honest use is made of this great
facility. It is not alarmism to say that the very survival of our democratic
society depends upon our ability to do just that. Everyone in the field
of broadcasting needs to realize that the political use of these media
is a serious trust, and prejudice, bias, and irresponsibility cannot govern
this use.
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Law-enforcement Programs

An interesting variation of the usual type of crime program is the
interview with the chicf of police of a city of smaller than metropolitan
size. Such a program might be broadcast for a 15-minute period during
the morning hours and for a like period during the evening in order to
reach different audiences. A veteran police reporter or a skilled inter-
viewer would discuss with the chief of police the daily events in the
activities of the local police department. Such an interview could take
place in the office of the chief of police, where the sounds that are asso-
ciated with the police department might be heard by the listener. If the
local department has a short-wave station, the log of this short-wave
station might be used as an outline for the interview. The chief should
give the facts of various matters that have been brought to his attention
during the period immediately preceding the interview. Evidences of
crime, reports of lost and stolen articles, descriptions of missing per-
sons, information concerning rackets that are being perpetrated upon
the citizens, and other happenings of local interest are but a few of the
topics that would interest and inform the public. These facts and the
evidence should be interpreted by the chief of police in statements that
are drawn out by the interviewer. Such a program would be a strong
force in the maintenance of law and order in a community; because ac-
tual facts, true names, and places would be given in a broadcast with
the same impartiality that they are given in the newspapers, the pro-
gram would create a wide public interest. Stolen cars might be recov-
ered if the general public were thus made aware of the theft. Rackets
being conducted by solicitors and others could be stopped and the
racketeers apprehended if advance notice were thus sent into the homes
of the city. Lost bicycles and other articles might be recovered as a result
of such broadcasts. Frequently, important witnesses of a crime or of an
accident would report their evidence to the police department if they
were appealed to through the local station. The police and sherifts of
surrounding cities and villages should be informed of the hours for these
programs and should be invited to send their bulletins to be used upon
this local program.

The types of program which I have described are but a few of those
that are broadcast in the public service. An excellent series of programs
has been presented to inform the taxpayers of one state about their
schools. Many stations have carried series of programs informing the
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public concerning the industries, natural resources, educational facilities,
and recreational opportunities of the state in which the station is located.
Town-hall programs and forums have been built upon the idea of the
old town hall and broadcast both nationally and locally. The com-
munity-minded station must originate new ideas and assume leadership
in conceiving methods, writing continuity, training the broadcasters, and
presenting the finished programs. Its reward will be a large and loyal
audience that will attract commercial accounts.

Generally speaking, the broadcasting industry can be proud of its
record in the field of public-service programming. Not that improve-
ments couldn’t be found, but year in and year out the industry has con-
tributed generously of its time and talents to keep the country informed,
and to assist in worthwhile campaigns. Several research studies have
shown that people tend to think of radio as more free from bias in the
handling of news and political matters than the other media of news-
paper and magazine. There is every reason to believe that radio and
television will continue this outstanding work.




CHAPTER FOURTEEN

MUSIC PROGRAMS

Radio Singing

Richness, smoothness, flexibility, expression, mellowness—these are
some of the adjectives that may be applied to a good radio voice. The
same adjectives may apply to an operatic voice, for today any voice that
is good for opera or concert stage is suitable for broadcasting. It is
only necessary that the singer be in a correct position before the AM or
FM microphone, and that the technicians test his particular type of
delivery.

In the case of an exceptionally powerful voice, it may be necessary to
place the singer a little farther from the microphone or a little to one
side. If the voice is capable of great range, and that range is to be
utilized, then the singer’s position should be such as to allow him com-
plete freedom of action to turn away from or toward the microphone.
It is true that the increased sensitivity of modern microphones has
greatly reduced the necessity for this movement on the part of the singer.
However, this increased sensitivity works against the singer as well as for
him, because it registers more readily faults in quality, tone, pitch, or
timbre. Hence the necessity for “smooth” voices.

The control of the voice is of greatest importance in radio. Operatic
stars whose looks or acting ability help to detract from their pitch devia-
tions are a disappointment to radio listeners when they are heard to “flat”
notes in a simple song such as “Carry Me Back to Old Virginny.” Con-
trol means maintaining the correct pitch and the acquisition and reten-
tion of a good tone, quality, and general technique. Expression is the
attribute of a good radio performer. It is in the expression given to words
and tones that real artistry lies. For instance, it is possible to say “I love
you” by bellowing it out like a bull. But it is also possible to say “I
love you” by drawing it out, sweetening it, and mellowing it. The dif-
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terence is obvious; in that difference lies the expression—and often the
greatness of a performer. Ezio Pinza is admired both for his expression
and his dramatic quality. Expression, important as it is to any singer,
is most important to the radio singer, because he must accomplish
through expression and fine shading what the concert or operatic singer
achieves through singing and partly through action. While voice quality
is essential and of primary importance, it is personality that singles the
vocalist from the crowd and stamps the voice with individuality. This
applies not only to the “voice” personality but to those little accidents
of voice and gesture and mannerism.

Microphone Position: Amplitude Modulation

The method of attaining the correct location or position before the
microphone depends on several things: the type of accompaniment, the
power and flexibility of the voice, the type of song, and the acoustics of
the studio. These in turn are dependent on the type of mike in use.
The rule most generally followed is to have the singer center up on the
microphone and stand about 20 to 30 inches away from it. There is too
great a tendency upon the part of the singer to hug the mike. (Leave
that to Perry Como.) One foot should be placed in advance of the other
—as on the stage—to assure balance and poise. When gradations in
volume are necessary, the singer may bend toward or away from the
microphone. A soft note is picked up better close to the microphone.
Sometimes the singer, when hitting a shrill note or when vocal strength
is necessary, will be told to turn his head away from the microphone.
(This has the same effect as stepping back but is not considered to be
so satisfactory.) Above all, the singer must observe the fundamental rule
of being at ease. His position should not be cramped or unnatural. This
is the procedure followed when singing with a piano accompaniment.

If the accompaniment is orchestral, the placing of the singer must be
tried out. The singer must not be drowned out or interfere with the re-
ception of any of the instruments. Often it is considered more satisfac-
tory to place the singer at a separate microphone.

Microphone Position: Frequency Modulation

The same principles that are set forth in the chapter on announcing
for the location of the announcer or speaker in relation to the FM micro-
phone apply to the radio singer. The singer just sings in the studio, ob-
livious of the microphone, using any volume desired. While the singer
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is rehearsing, the music director should have the technicians move the
microphone to various locations in the studio—above the singer—to one
side—in a corner—to try out the pickup until the reproduction is satis-
factory. The studio, it is to be presumed, is soundproof and acoustically
constructed so that extraneous sound will not pick up when the engineer
opens the gain. With such a setup in such a studio, the full range of the
soloist’s voice will be reproduced for the listeners, which is not possible
when the singer sings into a mike and is conscious of the microphone.

There are, obviously, conditions which require multiple miking. Where
vocalists are used, a special microphone is needed to provide the proper
balance for the radio listener between the musicians and the vocalist
or vocalists. The vocalist should be no closer than 3 feet to the micro-
phone when a high-fidelity microphone is used, depending upon the
volume range. In a solo with piano accompaniment, the mike is about
6 to 8 feet from the soloist, while well spaced from the piano. In the
previous AM practice, the mike is within arm’s reach of the singer and
directly at the side of the piano, but no listener would enjoy the pro-
gram if he stood where the mike is located.

The quality of a program is always conditioned by the equipment
used. Use the best microphones. In FM, the engineer should have little
or no control over the singer’s performance after the microphones are
satistactorily located. He should not ride gain. Don’t expect him to im-
prove the quality of the singer; in AM, he was an important factor.

In group singing the object is to achieve a balanced ensemble, and
this can best be done with the microphone suspended above the singers
on a boom, or hanging from the ceiling. For larger choral groups the
singers may be placed on risers. Their position will not vary to any ex-
tent from their position during rehearsal or concert. The melody should
be distinguishable in whatever part it appears; it is a rule of good
musicianship that all members of a choral group be sensitive to the
nuances which make first one part and then another stand out from the
rest.

Vocal Training

There is no longer any special training for the radio singer. The well-
trained voice is the best voice for radio today. The student can best
receive the fundamental principles of voice placement, vocal exercise,
and proper breathing from a vocal teacher. Besides this, he can make
a series of recordings which will allow him to hear for himself how he
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sounds to the radio listener. If these records are made using the same
microphone that he will use for broadcasting, he will be able to experi-
ment with his voice delivery and in placing himself before the micro-
phone.

One of the essentials of the radio soloist is clean-cut enunciation that
will carry words clearly to the listener. Proper speech training is vital.
The vocal organs must be free of tension, yet fully under control. Sing
before a mirror, but do not look into it for reflected beauty of features;
rather listen for beauty of articulation and tone. Do not mouth words.

The acquisition of a good voice is a tedious job. It involves hours of
lessons and practice. When one has acquired the attributes of a good
singer for radio performance, these attributes must be put into practice
until they become natural and easy.

Originality is the keynote to success in the radio showman. Conse-
quently the broadcasting soloist of popular tunes takes liberties with
the tempo of the song which will contrast with the rhythm of the or-
chestration. Nearly all singers of popular songs “pep up” their rendi-
tions. The radio has given the singer who lacks volume but who has
singing ability an opportunity that the auditorium or theater never off-
ered. But the voice of light volume must be true and the singer must
have an individual style. Singers of the “blues,” “torch songs,” the so-
called hit tunes, and hillbilly numbers are usually enhanced by the
amplification offered by radio. Only fresh, unsophisticated entertainment
will hold the listener.

Lucile Manners gave the following advice to radio singers:*

Fallacious ideas about “special radio technique.”

1. Simply stand far enough away from the mike (at least 214 feet), and
sing as you would to any audience.

2. Do not get into the habit of “saving” the voice, but do your best in every
performance.

3. Use free tone production and be as relaxed and natural as possible.

4. Radio will pick up “forcing” easier than you think.

Radio makes more exacting demands on the singer than either concert or
opera, in many ways.

1. Radio singer depends on himself alone, that is, his voice. No stage or
settings of any kind . . . nor pretty looks.

2. Repertoire is more exacting and can include less repeats. Learn to sing
“on the breath.”

Permit no breath to creep into the tone, however.

Do not use tones in public that do not lie naturally in your range.

! Etude, March, 1938.
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1. Use tones that are resonated in the head in the cavities behind the nose,
do not force.

2. Be careful of throat constrictions.

3. Writer uses “set” position for high notes; this, however, is different with
each singer.

4. Always warm up the voice with scales and exercises before doing arias
and demanding selections.

Need for a foundation of good musicianship.

1. One must be a well-rounded artist and work as hard for radio as one
would for the concert stage or opera.

2. Even crooners today are increasing their musicianship.

Music and repertoire.

1. Theoretically the audience is always the “same” in radio, and singers can-
not afford to repeat often.

2. There is a greater variety to radio repertoire than for concert or opera
work. Lieder, opera, art songs, musical comedy, ballads, good popular music,
and language songs are all to be mastered equally for success.

3. “Everyone” is in the radio audience, and an artist cannot sing specialized
music too much.

4. A radio singer’s greatest problem is to sing programs which contain some-
thing that everyone likes.

5. Such a list should include: a Schubert song, one of Liszt’s, Stephen Foster,
a Strauss waltz, a motion-picture hit song, etc.

6. Smooth, lovely melodies are best in the long run.

7. Don’t be either too high-brow or too low-brow; all good music is welcome
on the air.

Do not be a “prima donna,” that is, be a “good fellow” and be reasonable
in your relations with conductors and musicians in the station. Let your devel-
opment, vocally and artistically, come slowly. Do not be in a hurry to be a
“star”; this rating will come of itself in good time. Success will come as sud-
denly as failure has been persistent. Above all, never allow yourself to feel that
radio demands less than other fields of the vocal and musical arts!

Instrumental Setup: Amplitude Modulation

If we remember that a microphone is merely a mechanical device
which converts audible sounds into electrical impulses, it is only natural
to expect that there must be certain definite rules for its placement with
regard to the musical instruments whose music is to be broadcast. No
general rules can be set down which will adequately treat all possible
situations, but an understanding of the more important factors involved
will enable the broadcaster to solve his own specific problems.

One of the greatest difficulties encountered with this electrical ear
called the “microphone” is that it has no sense of discrimination and
faithfully reproduces all the sounds that reach it. A person attending an
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orchestral concert can focus his attention on the musical sounds being
produced and exclude most of the extraneous noises that may be pres-
ent (coughs, sneezes, reverberation, etc.), but not so with the micro-
phone. It hears all and tells all. Consequently, it must be placed so that
it will hear only what it should, namely, the orchestra and its component
parts. This means placing the microphone near the orchestra.

When the microphone is near enough to the orchestra to minimize un-
wanted sounds, a new problem arises—that of picking up just the right
amount of sound from each instrument. This is what the engineer refers
to when he talks about “balance”; in modern acoustically treated studios
it is really the only problem of technique with which operators and pro-
ducers must concern themselves.

The loudness of any instrument, as picked up by the microphone, de-
pends upon three things: (1) its distance from the microphone, (2) its
position relative to the sensitive face of the microphone, and (3) the
loudness and directionality of the instrument itself. By directionality I
mean that all instruments do not radiate tone equally in all directions. A
violin does, but certainly the loudness of a trumpet depends upon
whether one is in front of or beside the bell.

All microphones can be divided into three classes with regard to their
sensitivity. They are unidirectional, bidirectional, or nondirectional. Most
dynamics fall into the first classification. In the second are ribbons (or
velocities ). The Altec and the various condenser types make up the last
group. A unidirectional microphone of the diaphragm type has its maxi-
mum sensitivity in a line perpendicular to its face, and as one goes
around it the sensitivity falls off, so that at an angle of 40 degrees it is
only 75 per cent efficient and at an angle of 60 degrees only 50 per cent
efficient.

The proper height of the microphone can be determined only by ex-
perimentation. For a small orchestra, first try it at a height of 5 feet.
For a larger organization, try it at a height of from 6 to 8 feet. In a
live studio the microphone should be lower than in a dead studio, in
order to cut down on reverberation. Also, where there is much reverbera-
tion, the microphone should be placed closer to the orchestra. The
microphone is usually placed between the orchestra leader and his
musicians, but to one side.

For piano solos a microphone should be set facing the piano and
about 6 or 8 feet from the high-register side (Fig. 39). A separate micro-
phone is provided if there is to be a piano solo. When the piano is used
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with an orcliestra, it is located either far to one side or behind the
musicians,

The bidirectional microphone has a double sensitivity pattern. There
are two regions of sensitivity, on opposite sides of the microphone, each
having the same general fan shape as that of the unidirectional type. If
the musical group is on a stage or platform, the arrangement of instru-

F1c. 39. Microphone setup for piano solo.

ments already outlined can be used. However, there is always present
the possibility that the opposite sensitive tace will pick up unwanted
noises from the audience or auditorium. The microphone may be tilted
toward the archestra to lessen the sensitivity of the back face. In broad-
casting studios it is possible to set up the orchestra on both sides of the
microphone, keeping the same relative distances that have been outlined.

When a nondirectional microphone is used, sensitivity is the same
in all directions, so that the only factor that need be considered in
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placing instruments is that of distance, and this will, of course, depend
upon the instruments and the acoustics of the room.

When an instrumentalist is to play a solo part with orchestral ac-
companiment, he will leave his position in the orchestra and play from
a position nearer the microphone, so that his tones will stand out above
the other instruments. This is also true of a small group in the orchestra
who will rise when playing certain parts of the arrangement. In any
studio which has a live end, the orchestra is placed with its back to
that live end which acts as a shell for reflecting the sound.

The reader should bear in mind that what has been said here is a
very general summary arrived at through years of experimentation by
accredited broadcasters; it is not, by any stretch of the imagination, to
be construed as a solution to all problems. These facts should aid in
the preliminary setup of the orchestra or vocal group, but the final test
is the quality of the program as it issues from the audition loud-speaker
where the musical director is auditing the rehearsal. When special effects
are desired, there must, of course, be considerable deviation from
the general rules. Every leader has his individual effect to emphasize.
Some will bring the violins close to the microphone, others the brass
instruments.

Often a single studio orchestra must sound like three different or-
chestras upon different programs, with the result that the setup of
the orchestra will be different for each presentation. There will also be
varied musical arrangements. The final arrangement of the orchestra
will depend upon the balance heard from the loud-speaker during re-
hearsal. The musical director is concerned with what the listener hears,
not with how his orchestra looks in its radio setup.

Instrumental Pickup: F requency Modulation

Perhaps one of the most controversial issues relative to musical pick-
ups, whether in the studio or in auditoriums, is the single microphone
versus the multiple microphone pickup. There are convincing arguments
for each. In favor of the single mike pickup, it has been discovered that
when several mikes are in use simultaneously the control-room operator
becomes an associate musical conductor. If one microphone is located
above and behind the director, the responsibility for the performance
is not shared by the operator or the technicians, and the credit or
blame for the performance is the director’s, as it should be. From the
studio standpoint, the experience has tended to indicate to date that
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single microphone pickups are much more desirable whenever possible
than the multiple microphone setup being used extensively in AM
broadcasting. The use of microphones such as the Stephens Tru-Sonic,
the Altec, and the Electro-Voice, described briefly in Chap. 1, is highly
recommended for the single mike pickup of an orchestra.

Use a large studio for such instruments as the harp and the violin,
or for piano solos, with the mike at a considerable distance from the
performer. The separation should be about 15 feet.

There are musical programs which are produced best with multiple
microphones such as those in which special accentuation is needed for
soloists, for units within the orchestra, and quite frequently for dance-
orchestra pickups. When in night clubs, etc., extraneous noises may
require different microphone technique, in addition to special arrange-
ments of muted instruments, guitars, and the like, for which accentuation
is needed. The single-mike pickup is without doubt the best for a good
orchestra, but for an amateur group it does not permit the operator to
give greater strength to a weak violin section or to cut down upon an
overly strong brass section. The balancing must be done within the
orchestra, not by mechanical means.

High-fidelity

The past few years have seen a rapid growth in the number of people
who have become more critical in their music listening habits. Instead
of being content simply to listen to music, noting only its melody and
rhythm, today’s listener demands a quality in reproduction comparable
to the quality in performance. No two people hear music in exactly the
same way. Some prefer music soft, others loud; some respond to the
shrill notes of the piccolo, others thrill to the roll of the organ. All music
lovers agree, however, that most important is the need for “presence,”
the sense of feeling that the listener and the original performer are in
the same room. This is the feeling that is the objective of the present-
day “high-fidelity” system.

High-fidelity does not mean merely the reproduction of high notes or
the topmost notes audible to the human ear. Every musical instrument
has its own fundamental tones and its own special overtones which give
it its own individual character. These go as high as human hearing (the
extreme ranges of human hearing are 20 to 16,500 cycles). Without
these overtones musical notes sound flat like some of the old phonograph
records, which had top ranges below 5000 cycles. Thus, high-fidelity
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requires the extension of the top ranges in reproduction but requires
also that they be properly equalized to match the original sound and
accompanied by an extension of the bass range to provide proper
balance. Attention to high notes alone can result in distorted reproduc-
tion with consequent dissatisfaction by the listener.

Ordinarily AM radio programs, especially network programs carried
over telephone lines, are limited to 7500 cycles. In addition, AM recep-
tion is faced with the impossibility of overcoming noise from electrical
appliances, hissing background noise on weak stations, or interference
from adjacent stations.

In FM an entirely new method of transmission was developed which
made possible the elimination of static, noise, fading, and interference
by adjacent stations. Most important to the music lover, however, is the
fact that FM can reproduce a full frequency range of 15,000 cycles.
Thus, given a high-fidelity installation in the home, the music lover can
have full “presence” of the performing artist, whether it is a recording
played in the home, a live broadcast from an FM studio, or a broadcast
of a recording played on professional equipment.

The Music Library

One of the most important divisions of a broadcasting station is the
music library. The more music programs carried and produced by the
station, the more important is the functioning of the music library.
Where orchestras and other performers are employed by a station, the
sheet music is purchased and filed by the music department. Also,
recordings are bought, audited, timed, and catalogued. Programming of
selections, preparation of music listings, and writing of continuity take
place in the music library.

There are several different ways in which records and tapes can be
catalogued, but the main test of the method chosen is whether it allows
for a smooth operation in finding, “pulling,” and refiling records. Some-
times a music department will have first to undergo a trial-and-error
period in order to determine what system of cataloguing suits it best.
One factor to be considered in setting up the catalogues is whether the
music librarians will be “pulling” the discs for record programs, or
whether the announcers themselves will be taking and replacing the
records.

Programming of live and disc music programs will be prepared in the
music library. This is nsually done reasonably far in advance, with




MUSIC PROGRAMS 195

written notations made of the music to be performed, so there will be
no overlapping or duplicating of selections broadcast within a short
period of time.

Continuity written for music programs should be informal, accurate
and interesting. Names of composers, compositions, etc., must always
be correctly spelled, sometimes with the phonetic symbols written out.
To help in the preparation of continuity, the librarian will want to have
a comprehensive file of clippings, tear sheets and other information on
composers and performers. These should be kept up to date and con-
stantly expanded. It has been found that a satisfactory way to keep
information contained on the backs of commercial record albums with-
out having to file the cardboard bulk is to remove the record and then
soak the cardboard jacket in a tub of water. The thin sheet containing
the information is then easily removed, dried and filed in filing folders.
This method of saving information is recommended for use when the
cataloguing system requires the records to be removed from their com-
mercial jackets and stored in plain, numbered sleeves.

The music department should be prepared to suggest ideas for new
music programs, and should be able to carry these out. When the station
policy permits the programming of serious music, it should be kept in
mind that the music department has a certain responsibility for raising
the general standards of music appreciation and understanding. The
music department has a chance, then, to lead the way in the develop-
ment of musical taste.

Music on Television

Some types of popular music programs have been transferred to
television with outstanding success. The most notable example is “Your
Hit Parade.” To one who has seen this program it must be clear how
much more difficult this program is on TV than it was on radio. Such a
program is, of course, limited to high-budget network production. Some
of the simpler music shows like the “Jo Stafford Show” have succeeded
by building the program around a strong personality. A popular music
show can also develop appeal where it is set in a specific locale, where a
definite mood is developed, and where the music is interspersed with
dialogne and dancing. These programs all utilize live music. TV has
found no counterpart for the omnipresent disc jockey show on radio.
Many different gimmicks have been tried, but I don’t know of one that
is in any degree as successful as a good radio d.j. show.
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Operas, operettas, and musical comedies make excellent television fare,
especially if they are staged and arranged for TV. A remote pickup of
a stage production is less effective. The N.B.C. Opera Theatre has been
eminently successful in bringing opera to television. They select operas
that fit into the medium, and they have met with even more success
when operas have been written especially for television. Gian-Carlo
Menotti’s Christmas opera, “Amahl and the Night Visitors,” is perhaps

Fic. 40. N.B.C. spectacular production of “Naughty Marietta” being televised in
color.

the best example. There are differences between the large stage of the
theatre and the TV screen, but where these differences are accounted
tor, dramatic or semidramatic musical works can be shown on TV with
great success.

The presentation of serious music on television involves more difficult
problems. This is true whether the music is vocal or instrumental, solo
or ensemble,

In the first place, what can pictures add to serious music? Is it true,
as many have claimed, that pictures can add nothing, and in fact may be
distracting? Well, let’s think about it for a moment. People still go to
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the concert hall. It must be granted that the true music lover goes to
the concert because it is only in this situation that he hears the music
at its best. Despite the constant improvement, electronically amplified
music is still a relatively poor substitute for the live sound. On the other
hand, dont most people at a concert watch the performers as well as
listen? Isn’t the stage usually lighted to show the soloist or the orchestra
to best advantage? Why, then, shouldn’t the audience watch the per-
former on television?

It is indeed true that the TV picture can interfere with the music. By
excessive cutting, use of weird angles, and other complicated TV effects,
the director can take the audience’s attention away from the sound. But
“can” doesn’t necessarily imply “does.” Music can be presented on
television in such a way that the visual and aural elements are not in
conflict. The first principle to fix in mind is that in music the sound is of
primary importance.

It follows, then, that the director’s first job is to insure a good audio
pickup. This must be done even at the expense of possible visual effects.
The technique followed is the same as pickup for FM radio, since TV
sound is broadcast by FM. Microphone placement, volume control, and
similar subjects are covered in the radio section of this chapter.

All pieces of music have definite characteristics. They have a tempo,
a mood, and a kind of dynamic personality. Music is written in segments
such as measures, phrases, and movements. These factors determine
how the director plans and cuts a music program. To do this it is neces-
sary to plan and direct the show from the score. This implies that the
TV director will have a sufficient knowledge of music to enable him to
work in this fashion. The musically naive person has no business trying
to direct a music program, for once the character of the music has been
violated by the camera the purpose of the music program has been lost.
For example, it would rile the sensibilities of an audience if the director
made rapid and violent cuts during a slow, legato piece of music. The
visualization must be in keeping with the music. In this regard, as in
the playing of music itself, there is no substitute for taste and musical
experience.

When music programs are staged and directed by someone qualified
in both music and television, they can be very pleasing. Experience
tends to show that many people do like to watch the performers as long
as the watching doesn’t get in the way of the hearing. Trouble develops
in putting music programs on TV when some inept soul tries to make
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something visually exciting where no such thing exists. He only succeeds
in botching the job completely.

Another type of TV musical program that shows promise but is still
in the experimental stage is the combination of music sounds and visual
symbols. This method of programming also allows the use of recorded
music on television. As examples, we can consider two programs pre-
pared by Ted Hoffman and Jack Crist of the University of Illinois. In one
program, three short works by Debussy and Ravel were played. Through-
out the program the audience saw nothing but paintings done by artists
of the French impressionistic school. Approximately 25 paintings were
used, and they were carefully studied by the TV cameras. It was all
worked out carefully with the mood and tempo of the music. The second
program consisted of religious paintings from the Renaissance period
viewed to the music of Bach’s “Magnificat.” This may sound like a simple
procedure, but by the time the paintings are selected, their coverage
rehearsed, and it is all fitted to the music, many hours of preparation
have been used. The results, when well done, constitute a significant
aesthetic experience.

Hillbilly, western, or country-style music fits into television with the
greatest of ease. The performers are in costume. They are invariably
accustomed to informal, easy presentations. They generate an atmos-
phere of fun and cordiality. The instruments played in this type of music
lend themselves to interesting camera shots. A group of talented hill-
billy artists can put on a good TV show with a minimum of fuss and
planning, and on a very low production budget. Add an occasional bit
of square dancing or a comedy routine and you have the makings of a
highly appealing show. Again, this applies to live musicians, but in
many parts of the country there is an ample supply of quite acceptable
hillbilly talent.

As in the case of news, music programs should be offered on television
because an audience that is watching television is not going to hear
music played on radio, no matter how good that music may be. The
continuing appeal of popular music indicates that a way will be found
to use it on television. If you want a guaranteed career in television, just
Jevise a program that will be the equivalent of the d.j. show on radio.



CHAPTER FIFTEEN

THE PREPARATION OF PROGRAMS
FOR CHILDREN

It is not my purpose to enter into the controversy between child
psychologists and commercial advertisers as to the validity of the con-
tention that the majority of the children’s programs now on the air are
emotionally overstimulating and have undesirable effects upon the
characters of the young listeners. It is more in keeping, in a handbook
of this sort, to point out certain principles and techniques for the prepar-
ation and presentation of all kinds of programs directed toward an
audience of children. Consideration of these principles will perhaps
determine the program that the children themselves want, purposefully
disregarding the preferences of commercial interests.

Writing for Children

The writer of children’s programs must be well informed. He must
know. If the script deals with current or historical events, it has to be
true to underlying facts. If it is frankly fantastic and imaginary, it has
to be conceivably genuine and not just fantasy used as an excuse for
blood and thunder. Authenticity does not mean that the script contains
all plodding details of everyday life. The writer must have a story, and
it must move. Whether it is an original script or an adaptation of a
literary classic, the writer may permit himself to telescope events and
to select high points that keep interest in the program. A primary rule
is not to pad a story. Trying to paint too complete