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PREFACE

Television and Radio Announcing is designed to help users become more
effective broadcast communicators during their formal study in an-
nouncing courses and throughout their broadcasting careers. Like its
predecessors, the fourth edition continues to emphasize the communi-
cation and performance skills that are essential to becoming a success-
ful announcer. But major changes have been made in this edition,
reflecting suggestions from those who have used the text in the past
and recent changes in the field of broadcasting.

New to this edition is a chapter on performance. It includes tips for
overcoming microphone and camera fright and discusses the proper
handling of this equipment. The chapter also explains how to work
with scripts, cue cards, and prompters, and offers criteria for self-
evaluation as a way of improving performance skills.

New cxercises for practice inside and outside the classroom have
been added throughout the text. Chapter 2 now contains exercises for
developing competency in ad-lib announcing. New exercises for im-
proving voice and diction are found in Chapter 5. This chapter also
contains new diagnostic readings designed to reveal—and through
practice, to correct—problems of vowel and diphthong distortion and
articulation. Exercises in conducting interviews have been added to
Chapter 10, and practice suggestions for delivering commercials and
public-service announcements are found in Chapter 11. In addition,
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Appendix A provides more than forty scripts for practicing analysis
and delivery of radio and television commercials and public-service
announcements.

Detailed discussions of wire-service phonetics and diacritical marks
have been added to the chapter on phonetic transcription, which in-
cludes a thorough explanation of the International Phonetic Alphabet.
Supplementing the textual material on phonetic transcription and pro-
nunciation is the new Appendix B, “‘Pronunciation.” This appendix
consists of 300 unusual or frequently mispronounced words that may
well appear in broadcast copy. Each word is transcribed into the Inter-
national Phonetic Alphabet, diacritics, and wirc-service phonctics.
Thus, the appendix can be used to practice the various systems of
transcription and also serves as an invaluable guide to correct pronun-
ciation.

Material retained from the third edition has been revised to conform
to current broadcasting practices. Chapter 7, “The Technical Side,”
has been updated with the most recent information on broadcast
equipment and production procedures. Chapters 8 and 9 have also
been updated to reflect current usage preferences and recent changes in
the language.

For the first time, an Instructor’s Manual is available with the text.
The Instructor’'s Manual gives suggestions for structuring the an-
nouncing course and cvaluating student performance, tips on teaching
the IPA, and additional performance cxcrcises.

Individuals familiar with earlicr editions of this text are aware that it
advocates no single approach to the teaching of announcing. Rather,
the text offers a wealth of useful material on both the mechanics and
communicative valuc of announcing that permits instructors and stu-
dents to evaluate and select the material most applicable to their needs.
While it may be said that the text provides too much information to be
covered casily in a single semester, it is also true that the text provides
ample material for subsequent years of study, practice, and refercnce.

Finally, a bit of advice for students who arc using this book for a
required course. Though you may not intend to become an an-
nouncer, a study of announcing will be of great benefit to you for
other reasons. Everyone talks, not just announcers. In fact, most of
our contact with other persons involves spoken communication. Con-
scquently, an cffort to improve your voice quality, diction, vocabu-
lary, and ability to express yourself will pay high dividends.
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For students who are interested in other aspects of broadcasting, a
course in announcing will benefit you in several ways. Aside from
improvements in your ability to express yourself with confidence,
you will profit from this study whether you intend to become a
writer, a producer, a director, or an executive. In short, a course in
announcing deserves your best efforts, for in a certain sense, broad-
casting centers on the performer.

S. W. H.
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1. ELECTRONIC
COMMUNICATION

This is a book about human communication, with a focus on the
clectronic media of radio and television. It is designed to help you
become a more effective communicator. Because of the ever-growing
importance of clectronic communication, studying this subject can be
of lasting bencfit to you, regardless of whether you intend to spend
your carcer broadcasting. To study electronic communication—of
which radio and television announcing arc important parts—is to pre-
pare for a time when competence in the use of clectronic media will be
nearly as important as litcracy.

In onc sensc, then, this is a book about radio and television an-
nouncing. It discusses announcing as a profession, it treats both the
technical and the performance aspects of announcing, it covers correct
usage of American English, it contains chapters on the major arcas of
specialization within the ficld, and it provides broadcast copy for
practicing performance skills.

As we have said, whether or not you intend to become an an-
nouncer, your study of this subject can benefit you in many ways.
Specifically, if you apply vourself to the task, you can look forward to_
noticeable improvements in your abilities to (1) make speech sounds,

(2) articulate the speech sounds of the English language, (3) pronounce
words according to-accepted. standards, (4) sclect and usc_words,
phrases. and metaphors effectively, (5) express yourself confidently
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Figure 1.1 Radio disc jockey Larry Matson working a1 audio console. (Courtesy
WWL, New Orleans)

before others, (6) interpret copy, (7) speak ad-lib, and (B) communi-

\ cate ideas to others, both orally and throug‘ffccuxe.nznmha.Qom-

/‘7 munication.
e cal

/ \ The regular use of audiotape recorders and videotape recorders will
pen up for you an important possibility for personal growth. Before
¢ era of tape recording, there was no satisfactory way of aflowing
——
students to sce and hear themselves with objectivity. Disc recording
_S-bTcn®s 10 sce and hear ODjectivity.
and motion pictures were of some help, but both processes are expen-
sive and time-consuming. Further, film does not allow for instanta-
neous feedback, and the cost and effort of making a film tend to
intimidate the performer.

Both audio and video recorders are inexpensive, are readily avail-
able, and can be opcrated at low cost. They have another advantage
w mcrc1fully erased. Tape recorders give students of
announcing many regular GppoTtunities to see and/or hear them-
selves. Nearly cvery college department of broadcasting owns and
uses audiotape and videotape recorders as aids in the teaching of radio
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and tclevision announcing. After secing and hearing yourself perform
over a period of several wecks, you will find yourself noting and
correcting annoying mannerisms, speech malpractices, voice defici-
encices, and personal idiosyncracics that displease you. As you make
adjustments and improve, you will gain confidence, and this, in turn,
should guarantce further improvement.

The announcer is a product of the clectronic age, but scveral related
profcssions preceded that of the broadcast announcer by centurics, or
cven by millennia. Preliterate storytellers, troubadours, the singers of
psalms, town cricrs, and newspaper journalists of a later age all per-
formed roles similar to those of modern announcers, for cach was
charged with providing a service to a public. With some, the emphasis
was on the deligery of information; with others the emphasis was on
cntertainmcnﬁnnounccrs arc rclated to storytellers in that they
spcak dircctly’ to their audicnces. Radio announcers also resemble
writers of the print medium, in that they often describe events not
personally scen by their audiences. Television reporters and news an-

e

|

Ry

Figure 1.2 News anchor Wendy Tokuda delivers news headlines live as a tease for the
upcoming newscast. (Courtesy KPIX-TV, San Francisco)
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Figure 1.3 News reporter, with hand-held microphone, delivers a report from the
field. (Courtesy WCVB-TV, Boston)

/

,_,. hors, on the other hand, frequently describe cvents while viewers arc
secing live or on tape the event being described. In this, television
reporters and news anchors can only be compared with the narrators
of ncwsrecls of pre-television days.

Despite the similaritics that announcers share with people of carlier
professions, there are some important differences. Both radio and
television xcach vast audiences, scattered over thousands of miles. In
additiouﬁadio and tclevision possess instantancousncss. It was onc
thing for an oral historian to describe for the pcople of Macedonia the
triumph of Alexander over the Persians; it was quite another thing for
millions of Americans to hear H. V Kaltenborn give a live report of a
battle during the Spanish civil wag{Radio made it possible for the first
time.in history to describe to millions of people events happening at

that very-moment. [t was because of the opportunities radio presented
for instantancous communication over great distances, together with
the fact that radio is a “blind’”’ medium, that announcers became indis-
pensable. Radio could not function without the services of people who
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provided direct oral communication and who described cvents, in-
ytoduced entertainers, or rcad the news.

X On radio, the announcer is the clarifying link between the audience
and otherwisce incomprchensible sound, noise, or silence. On televi-
sion, the announcer is the presenter, the communicator, and the in-
tcrprcb@iy?.(/‘?l’hc announcer is thus as important to the broadcast media
as any person can be. Without such performers, both radio and televi-
sion as we know them would be impossible. Because announcers
usually make direct presentations to their audiences, they represent
economy as well. No other means of disseminating information is so
swift or nced be so brief as the word spoken directly to the listener.
Small wonder, then, that radio and television announcers must be
equipped with native talent, undergo intensive training, posscss broad
educational backgrounds, and work diligently at practicing the skill.
Their function is important and the responsibility is considerable.

We' sc a varicty of terms to describc announcers, among them
hosts,”” “narrators,” and “report-
ers.”” Some people in several categories of broadcast performance do
not like to be called announcers. Among them arc news anchors, re-
porters, commentators, sportscasters, and narrators. Specialization
and codification have certainly made more precisc nomenclature pos-
sible; when clarity demands it, it should be used. The term announcer
will be used throughout this book for cconomy whenever the profes-
sion is being discussed in gencral terms. It would be tedious and
unnccessary to qualify cach statement made about an announcer with

" < LI

a catalogue of the various specializations included within this generic
term. In this book, an announcer is anyone who spcaks to an audience
through a medium using the clectronic device of radio or television
transmission over the public airwaves, cabled or other closed-circuit
audio or vidco distribution, or clectronic amplification, as in an au-
ditorium or a theater. Singers, actresses and actors, and other enter-
tainers are considered announcers only when they perform that
specific function, as in commercial presentations.

A According to the U.S. Depattment of Labor, approximately seven-

P é\ teen thousand men and women presently are employed full time as

commercial staff announcers. Another ten thousand to fifteen

thousand are part-time or free-lance announcers. Because many free-
lance announcers work sporadically, we may assume that not more
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than twenty-five thousand men and women carn their full incomes as
announcers for radio and television stations and networks. The rapid
cxpansion of cable tclevision scrvices, including all-news and all-
sports cablc opcrations, has crcated additional opportunities for an-
nouncers, but the ficld remains limited and highly competitive. The
announcer who can offer a station more than announcing skills has a

better chance for initial employment and career_advancement than
does a narrowly trainced specialist. It should also be obscrved that
between 80% and 85% of all broadcast announcers work for radio
stations and radio nctworks. Your chances for success as an an-
nouncer, then, will be enhanced if you prepare chiefly for radio and if
you bring to your job the ability to scll time, write and produce
local commercials, prepare weather reports, write or rewrite the

news, or program the computer at an automated station.

A growing number of men and women_werk not in broadcast
stations but in industrial mcdia. Audiotapcs, vidco casscttes, and slide-
tapc presentations arc madc for a varicty of purposes, including em-
ployce training, introduction of new products, dissemination of infor-

Figure 1.4 News reporter Aleta Carpenter records a field report for a newscast. (Cour-
tesy KDIA, Oakland, California)
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Figure 1.5 Typical announce booth arrangement for baseball play-by-play announc-
ing. (Courtesy WCCO, Minneapolis)

mation to distant branches, and similar in-house communications.
The term industrial media is a loose one, for it applies to the media
operations of hospitals, government agencies schools, prisons, and
the military, as well as those of industries. Few training or media
departments can afford the scrvices of a full-time announcer or nar-
rator, so, if such work appeals to you, you should prepare for media
writing and producing as well as announcing. Onc or more courses in
message design and testing would serve you well.

The following chapters indicate the working conditions and the
kinds of abilitics you will need to succeed in cach of the major an-
nouncing spccializations. If you arc a typical student of announcing,
you probably are interested in onc of threc attractive job possibilitics:
Ncws reporting, sports announcing, or music announcing. Fcw stu-
dents show much enthusiasm for commercial delivery or for inter-
viewing. This may be understandable, but you should resist the temp-
tation to concentratc on onc kind of announcing. It is truc that most
radio stations follow a single format—all music, all talk, all news—
but the chances are that you will not find your first job at a station that
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features the format of your choice. You should work on every facet of
announcing, even while you emphasize the arca of announcing in
which you ultimately hope to specialize.

Television stations provide multiprogram service, but aside from
the news and public affairs departments, they employ relatively few
announcers. There are far more employees working in sales, traffic,
and engineering than there are in announcing. Local television stations
do produce commercials, and they also run commercials produced by
local and regional production companies. This means that even the
smallest community with a commercial television station may offer
some work for announcers. If this field interests you, you can get
specific information about how announcers are hired by calling the
production unit of the sales or promotion department of the station. If
a talent agency is involved in local production, you can find *“Agen-
cies, Theatrical” in your local telephone directory. A call to such an
agency will provide you with information about how to present your-
self for possible employment.

The subject matter of radio is not radio, nor is the content of television
television. Both these influential media devote their hours of broadcast
to nonbroadcast disciplines such as news, weather, music, sports, and
drama. Though you should learn performance techniques and the
history and theory of mass communication, you should not limit your
study to these areas. The ability to talk knowledgeably about broad-
casting, to manipulate consoles, turntables, and tape cartridge units,
and to interpret skillfully a script prepared by someone else is neces-
sary for employment, but you must offcr more to the station and the
public. Radio and television have little room for empty-headed an-
nouncers. For onc thing, the broadcast announcer is being evaluated
by increasingly sophisticated listeners. Americans are better informed

today than they used to be. Informational media are reaching more
people with more messages than ever before. A television generation
has grown up that is quick to spot clichés and gimmicks.

Morecover, as radio stations have moved away from the policy of
offering something for everyone toward special-appeal formats, they
have attracted more homogencous audiences that know and carce
about the program material being offered. Hence the majority of lis-
teners to a single-format radio station are quick to detect and resent an
announcer’s lack of knowledge.
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Figure 1.6 Weather reporter Jim O'Brien begins his report as he receives a toss from a
news anchor. (Courtesy WPVI-TV, Philadelphia)

The dramatic explosion of knowledge in the past scveral years will
make announcers of the 1960s and 1970s who do not grow with the
times inadequate for the 1980s. The makers of dictionaries have been
adding new words to their editions at an unprecedented pace; cach
represents to an announcer not only a new word to pronounce but a
ncw concept, a new technological breakthrough, a newly perceived
human condition, or a new phenomenon to know about.

Finally, both radio and television have increased considerably the
number of broadcast hours devoted to unscripted presentations. Tcle-
vision program hosts and hostesses, radio disc jockeys, interviewers,
announcers covering sports and special events, and talk-show per-
sonalitics usc written material only occasionally; most of the time they
arc on their own. With such independence comes the need to have
much information at hand to share with the audience.

What should you study if you intend to _become an announcer?
There are three general areas to consider. First, you should pursug
subjects that will most obviously prepare you4oryour first announc-
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Figure 1.7 Bessie Moses translates the news into the Inupiaq Eskimo language. (Cour-
tesy KICY, Nome, Alaska)

ing job: sccond, vou should select courses that will enable you to offer
“one or more specializations beyond straight announcing; third, you
must obtain a broad background in the liberal arts and sciences. The
following lists of courses arc arranged under these headings. You may
not be able to study in all arcas suggested, but you should at lcast
discuss them with an advisor. If you arc scrious about an announcing
carcer, you should understand that your education must have breadth.

Look for courses teaching

radio and tclevision announcing, concentrating on interpretation, ar-
ticulation, phonation, microphone use, camera presence, pronuncia-
tion, ad-libbing, script reading, and adapting the individual personal-
ity to the broadcast media



~

Educatio

e

n for Specialized
Duties

eneral Education

ELECTRONIC COMMUNICATION 11

the International Phonetic Alphabet (IPA) (If your broadcasting de-
partment docs not tcach this, look to the specch department.)

forcign language pronunciation (Most departments of music offer a
course in “lyric diction,” tecaching principles of pronunciation of
French, German, Italian, and occasionally Russian or Spanish.)

skills of control room operations, including practice in manipulating
audio consoles, tape cartridge machines, recl-to-reel tape recorders,
and turntables

small-format video production and editing (Some television stations
cxpect field reporters to be able to tape and edit news stories.)
writing for radio and television (Many stations cxpect announcers to
writc commercial copy, news, public service announcements, and
station promotional picces.)

Look for courses tecaching

mctcorology—courses preparing students to qualify as weather re-
porters

advertising, selling, and promotion

basic statistics (The ability to interpret audience-measurement statis-
tics depends on some training in fundamental concepts of research
design and principles of sampling.)

investigative reporting and mass communication law

the principles, nomenclature, and strategics of a varicty of major
sports

Look for courses in

departments of broadcasting that view broadcast communication
from social, cthical, aesthetic, and historical perspectives

onc or more of the nonclectronic arts—music, theatre, literature, or
art

social and behavioral sciences—courses in psychology, sociology,
political science, urban studics, and/or ethnic studies

quantitative rcasoning—esscntially, mathematics and computational
methods
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Figure 1.8 Disc jockey Reiko Crane reads a news bulletin. (Courtesy KPLS, Santa
Rosa, California)

Onc arca of preparation is so important that it requircs scparate
mention and explanation. Broadcast stations rely heavily on the use of
computerized information systems. For ycars computers have been
used at automated stations; now there arc few arcas of broadcast oper-
ations that do not make somec use of computers. Among other applica-
tions, computers arc central to most vidcotape editing systcms,
character generators, word processors (computer-operated video dis-
play terminals used to write and distribute scripts), some graphics
systems, scheduling and billing systems, and data-recricval sys-
tems. In most of these applications, specialized “language”—such as
FORTRAN and COBOL—is not rcquired. Some familiarity with
information systems is highly desirable, and an ability to type well
is mandatory. A coursc in information science should be selected with
carc, for most arc not geared toward applications common in the
broadcasting industry.

Certainly you must evaluate these suggestions in the light of your
own aptitude, interests, and carcer plans. Any college counselor can
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~help you determine their appropriateness and that of other disciplines.
N~ The important point is that all nonbroadcasting courses will be of

lasting benefit and practical valuc to you only insofar as you usc your
growing knowledge constantly and increasingly in your daily work.

Attempting to separate practical and theorcetical studics could lead to
considerable misunderstanding. The typical degree-granting college
or university requires about 125 semester hours for the B.A. or B.S.
degree, of which usually no more than 45 arc in broadcasting. Less
than one-fourth of these, or 9 hours, are directly related to announc-
ing training. Modern broadcasting departments invariably require
courses in broadcast law and regulation; historical, social, and cco-
nomic aspects of broadcasting; communication thcory; writing for
radio and television; station management; international and compara-
tive broadcasting; and any of a number of other courses that do not
obviously reclate to the work of an on-the-air announcer. Such
courses, whether taught by a department of broadcasting or a
cooperating department, arc in the category of liberal education rather
than skills training.

Consequently, if your goal is only to get your personality on the air
or if you feel that you have a good liberal arts education, perhaps you
should go to the most efficient and cconomical source of skills train-
ing: a good and reputable trade school. A strong word of caution is
warranted. Some trade schools arc neither reputable nor economical.
Beware of broadcasting schools that try to convince you that scores of
stations will want your services, that announcing is all glamour and
little work, that “‘anyone can make it as an announcer,” that all an-
nouncers earn huge sums of money, or that “agc is no barrier to
employment.” Before enrolling in any broadcasting school, seck the
advice of practicing broadcasters or professors of broadcasting. Eth-
ical trade schools will welcome your caution and may even refer you
to responsible pcople for advice.

As you have secn, announcing encompasses a wide range of activi-
tics. Most modern liberal arts colleges and their broadcasting depart-
ments arc well equipped to help you begin the process of becoming a
competent and versatile communicator, for that is what you must be if
you cxpect to be able to face such challenges as these:

1. You are a staff announcer, and you are to rcad a commercial for a
local restaurant featuring international cuisine. You must pro-
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Figure 1.9 Combo operator Kay Rogers reads the news from a Braille script. (Cour-
tesy KEAR, San Francisco)

nounce corrcctly vichysoisse, coq au vin, paella, saltimbocca alla
Romana, and Hasenpfeffer.

2. You arc a staff announcer, and you must rcad news hecadlines
including the place names Sault Sante Maric, Schleswig-Holstein,
Santa Rosa de Copin, Sio Paulo, and Leicester.

3. You are the announcer on a “good music” program, and you
need to know the meanings and correct pronunciation of scherzo,
andante cantabile, Die Gotterdimmerung, and L’Aprés-midi d’'un
faune.

4. You are a commercial announcer, and the copy for a pharmaceu-
tical company demands that you correctly pronounce hexachloro-
phene, prophylaxis, and epidermis.

5. You are a play analyst on a sports broadcast, and you necd to
obtain extensive historical and statistical information on football
in order to fill inevitable moments of inactivity.

6. You arc the play-by-play announcer for a scmipro bascball game,
and you must pronounce the following Amecrican names: Mar-
tincau, Buchignani, Yturri, Sockolow, Watanabe, Engebrecht,
and MacLcod.
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7. You have been sent to interview a Nobel Prize winner in as-
trophysics, and you need to obtain basic information about the
subject as well as biographical data.

8. You are narrating a documentary, and you must analyze the in-
tent and content of the program to determine the mood, rhythm,
structurc, and interrclationship of sound, picture, and script.

9. You are covering a riot, and you arc expected to assess respon-
sibly the human dynamics of the incident.

10. You are a radio disc jockey, and you arc on duty when word is
reccived of the unexpected death of a great American (a politician,
an entertainer, or a scientist). Until the news department can take
over, you must ad-lib appropriately.

Obviously, no one type of course will completely educate you as an
announcetr.

Before committing yourself to a carcer as a broadcast announcer, you
should ponder the fact that, along with the undeniable privileges and
rewards that accrue to pecople working in this field, there are several
areas of responsibility as well. First of all, and most obvious, there is
the obligation any performer owes to the audience: that of being
informative objective, fair, accurate, and entertaining. Not everyone
who goes before an audience deserves respect. Announcers who are
sloppy, unprepared, given to poor American English usage, or just
plain boring get what they deserve—a two-week notice. But there are
others who work hard, possess outstanding skill, and never want for
work but who, at the same time, pollute the public air. These are the
announcers who sensationalize or slant the news, who seriously mis-
represent shoddy products, who circulate unfounded rumors, or who
fan the flames of prejudice by displaying misguided fervor. In a free
society, such announcers arc protected by the First Amendment to the
Constitution; the only protection the audience has resides in the integ-
rity of each individual announcer.

Another area of responsibility is that of emergency notification.
During times of floods, hurricanes, tornadocs, and other natural disas-
ters, broadcast announcers arc frequently in a position to save lives
through carly warnings. The U.S. government has established an
cmergency broadcast system that relics on broadcast licensees to dis-
seminate disaster information. It is imperative that all broadcast an-
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nouncers study the disaster manual (it is found at all stations) and be
prepared to act swiftly and appropriately in an ecmergency.

Finally, therc is the arca of social responsibility. This goes beyond
the normal responsibility of performer to audience. Nearly all an-
nouncers, whether they like it or not, influence society by their visibil-
ity and prestige. Yecars ago, Paul F. Lazarsfeld and Robert K. Merton
perceived and described the “‘status-conferral function” of the mass
media. In essence, they said, the general public attaches prestige to
people who appear on the mass media and are more readily influenced
by prestigious people than by equals. The public’s reasoning 1s circu-
lar: ““If you really matter, you will be at the focus of attention; and, if
you are at the focus of mass attention, then you must really matter.” A
newscaster, then, is not simply an efficient conveyor of information;
as a radio or television “‘star,” the newscaster is trusted and believed in
as a qualified authority. Even the entertainment show announcer or
the disc jockey has automatic, though sometimes unwarranted, pres-

Figure 1.10 Close-up of Kay Rogers reading the time on a specially adapted clock. For
closer timing, she uses a darkroom timer with Braille markings. (Courtesy KEAR, San
Francisco)
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Figure 1.11 Actress Katie Leigh records a child’s voice for a television cartoon series.
(Courtesy Hanna-Barbera Productions)

tige.\As an announcer in any of the broadcast media, you should be
aware of your status and mecasurc up to it.

Not all announcers have a sensc of social commitment, and not all
who do arc in a position to accomplish very much. Still, you should
be aware of the opportunities you may have to enlighten or confuse
the public. As a nation, we have been slow to perceive and attack
serious problems of urban deterioration; increasing crime; pollution of
land, air, and water; racial incquities; poverty; the rise of antidemo-
cratic action groups; and increased use of drugs. If you are committed
to using the mass media to make a better society, you are already
responsible and potentially important as the kind of communicator
demanded by our times.



2. THE ANNOUNCER AS
COMMUNICATOR

“Your goal as a radio or television announcer is to effectively communicate

\ideas or feelings to other human beings. This brief and rather obvious
statcment is the key to success in announcing. Understanding that
effective communication ought to be your goal is by no means the
same thing as achieving it. For some, the ability to communicate
comes easily and is readily adapted to radio or television performance.
For most, however, the difficulties in being effective, economical, and
accurate cven in daily conversation are constant reminders that much
work lies ahead. This chapter discusses the communicative process
and offers specific advice on interpreting copy. At the end of the
chapter, ad-lib announcing is briefly considered.

Unfortunately, many announcing students fecl that they have suc-
cceded when they have developed the ability to sound like an announc-
er. American broadcasting has been scrved by several generations of
announcers, and a distinct style has ecvolved. Tune across the radio dial
in any part of the country, and you will soon hear someone trying
very hard to approximate the phonation, articulation, phrasing, and
pronunciation of the stereotyped announcer. Such effort is misplaced.

'To “ad-lib” is to improvise and deliver one's remarks spontancously. It is an ab-
breviation of the Latin ad libitum (literally “to the desire”), but it means “to be per-
formed with freedom.”

18
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Good announcing is not imitation; it is communication. Most outstand-
ing announcers succeed because they are unique. They retain their
individuality as they focus on getting their messages across. True
communication as an announcer begins when you learn who you are,
reflect yourself in your delivery, and know that you are speaking to individ-
uals, not to a crowd. Merely developing your vocal apparatus or ex-
panding your vocabulary cannot guarantee that you will become an
effective communicator. Try always to be aware of two other aspects
of effective oral communication: reflecting your personality and com-
municating the ideas or feelings inherent in the words you are
uttering,.

Announcers must be effective in cach of several modes: ad-libbing,
ad-libbing from notes, script reading with preparation, sight script
reading, and delivering memorized scripts. Typical of ad-lib announc-
ers are radio disc jockeys and talk show hosts and hostesses. Field
reporters often ad-lib their reports from notes they have taken at the
scene of a news story or at a news conference. Narrators of docu-
mentaries and announcers of recorded commercials almost always
have ample preparation time for reviewing and rehearsing. News an-
chors frequently sce their copy for the first time as it rolls up a
prompting device during the newscast. And, though the task is no
longer common, some commercial announcers are required to
memorize a script prior to going before television cameras. You
should practice each of these modes until you are comfortable with
them all.

One of your most challenging tasks as an announcer is to read in an
effective manner copy written by someone else. You are the middle
link in a communication chain that begins with a writer and ends with
a listener. Itis your responsibility to bridge the two in such a way that
the writer’s ideas are faithfully represented in the minds of your lis-
teners.

Copy begins not as a script but as an idea in the mind of a news writer,
an agency copywriter, a station sales representative, or some other
specialist in broadcast scriptwriting. Having conceived the idea, the
writer’s next step is to cast the idea into words (and, in television, into
pictures) that will best communicate the thought. The ability to select
the most effective and fresh words and arrange them well is the art of
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writing; the ability to communicate these words to a listener in an
effective manner is the art of announcing.

Radio and television are media of oral communication. As a profes-
sional announcer, you can make messages more effective than they
would be if communicated directly via the written word. On a basic
level, you will not misread or mispronounce words; on another level,
you will convey an emotion appropriate to your copy—enthusiasm,
seriousness, jocularity—and will thereby provide variety and in-
terpretation for your listeners; on yet another level, you will show the
relative importance of the various parts of your message, thus enhanc-
ing its meaning. In short, you will present the material in its most
persuasive and readily understood form.

Oral communication, however, can be ineffective when radio or
television announcers fail to present their material clearly and convinc-
ingly. Too many professional announcers merely read words and con-
sider themselves successful if they avoid stumbling over them. A
word is a symbol of an idea; if the idea is not clear in your mind, or if
you lack the ability to transmit it effectively through your spoken
words, you reduce your chances of communicating the idea to your
listener. Of course, reading words with little or poor interpretation
conveys some of the ideas from writer to listener, but this is not good
announcing, and no amount of rationalizing can justify it. Announcers
are paid to be effective, and this means that they must develop far
more than adequate oral reading skills.

Some radio announcers feel that, if they have read all the words in a
message aloud with no mispronunciations and in low resonant toncs,
they have discharged their obligation to the material. This, of course,
is not true. Make it a point to listen to as many news reporters and
commercial announcers as you can and study their deliveries. Listen
especially to those you have come to avoid. Decide for yourself who
among then are mere readers of words and who are true com-
municators. In all probability you will discover that you have uncon-
sciously formed the habit of tuning in the announcers who communi-
cate best and tuning out those who communicate least. Lay persons
may not think in terms of the communicative ability of a given an-
nouncer, but they are nonetheless affected by it. They find themselves
unconsciously listening to those who are best able to help them receive
and assimilate ideas. They arc being swayed to causes, concepts, and
products at the same time, however subtly.
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Many announcers on tclevision do a consistently better job of com-
municating than their counterparts on radio becausc they are virtually
forced to give some physical interpretation to their copy. Their cyes,
mouths, hands, and arms all convey meaning to the viewer. Though
facial expressions and gesturcs sometimes achieve only a relatively low
level of communication, they enhance and extend the shades of mean-
ings when combined with good vocal delivery. Perhaps most impor-
tant, the fact that appropriate physical interpretation is expected of
television announcers gives them a rather compelling reason for thor-
oughly analyzing their copy. Having to demonstrate a product, point
to visual materials, or cue a tape adds to the amount of preparation
needed for even an adequate job. Though the radio announcer, cspe-
cially the overworked disc jockey, may read much copy cold, in tele-
vision it is not uncommon to spend weeks producing a thirty-second
filmed commercial. As a matter of fact, some filmed commercials are
more expensive and take longer to produce than many half-hour en-
tertainment programs. This cxtra investment of time and money does
not automatically ensure a successful commercial; only a good script
and a first-rate performance can do that. Failurc to be spontancous and
convincing, failure to usc the intimate nature of the medium, or failure
to use face, hands, and other tools of nonverbal communication can
make an announcer seem an uninspired voice working at odds with an
unrelated face and body.

Radio announcers who believe that only their voices are important
may attempt to project vitality without moving their arms or torsos.
Such playacting is unlikely to be convincing. Energy is casy to simu-
late, but unless the speaker is genuinely motivated by the content of
the message, it usually scems phony. Uncalled-for enthusiasm hinders
communication. To avoid it, you should announce for radio as
though your listener were in the booth with you. You should use your
face, hands, and body as you speak, as you do in ordinary conversa-
tion. Integrating all the tools of communication should help clarify
and intensify your message, despite the fact that your listener cannot
sce you. Good physical gesturing for both radio and television is
marked by two considerations: (1) honest motivation and (2) harmony
with the size and moods of the ideas being expressed. Oversized grins,
frowns, and grimaces and sweeping arm movements taught to gener-
ations of declaimers are seldom appropriate in radio and television.

If mercly reading words constitutes a low level of oral communica-
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tion, what is good oral communication? Good communication occurs
when the listener or viewer receives an undistorted and effective impression of
the ideas of the writer or of the ad-lib speaker, with proper emphasis on each of
the parts that make up the whole. Basic to good interpretation is a thor-
ough understanding of the material to be presented. Just as a musician
or conductor must understand the intentions of the composer, so the
announcer must understand the intentions of the writer. With the
exceptions of the ad-lib announcer, the disc jockey, and people who
write their own copy, the announcer is an interpretative rather than a
creative artist. Announcers, like musicians, often create their own
material, but most serve as a link between creator and audience.

Furthermore, the art of the musician is not just manufacturing beau-
tiful tones or demonstrating great technical skill; it is also faithfully
interpreting and executing the intention of the composer. If beautiful
tones and technical proficiency are integral to correct interpretation,
then the musician should aim for both. If, on the other hand, the
composer has asked for thin, strident, or ugly tones, correct interpre-
tation may demand sacrificing the interpreter’s sense of beauty. How-
ever beautiful your voice may be and however rapidly and unfalter-
ingly you may be able to rcad copy, you are not truly a good
announcer unless you use your ability to communicate the ideas and
the values of the writer as the writer originally conceived them.

Understanding the intention of the writer is more difficult and de-
manding than is commonly thought. Many specific considerations
must be discussed at length. Stanley T. Donner, Professor Emeritus of
the University of Texas at Austin, has prepared an excellent approach
to analyzing copy. He suggests that you work very seriously with the
following points, using them as a check list when approaching new
copy. Newscasters and disc jockeys very often read their copy with-
out preparation, because the pressures of their work do not allow for
it. But it is no exaggeration to say that their effectiveness in interpret-
ing copy quickly is possible only because, at some time in their ca-
reers, they undertook deliberate and methodical practice. Using the
suggested checklist for serious analysis of various types of copy, you
will become able to size up new copy almost unconsciously. While
you still have the luxury of time, establish a solid foundation for the
analysis of copy.
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Read the copy twice to get the general meaning.

State the specific purpose of the copy in one bricf sentence.
What is the general mood of the copy?

Where does the mood change?

What are the parts of the copy? What is the structure of the copy?
What help is the punctuation in rcading the copy?

Arc there any words or allusions you do not fully understand or

SRS

cannot pronounce?
Read the copy aloud.
9. Do you have any genuine interest in the subject matter of the

copy? Do you revcal this interest? A

10. Who is your listencr? Can you visualize him or her? Are you able
to cstablish rapport? Are you actually talking to him or her?

11. If the copy is literary, who is the author?

12. Should you know anything about the origin and background of
this copy?

13. Do you need to do any characterization?

®

This list of considerations suggests much more than might scem obvi-
ous at first reading. Let us elaborate on Donner’s points.

(% 1. Read the copy twice to get the general meaning. Onc problem con-
|

fronting anyonc who spends timc and effort preparing copy for oral
delivery is that too much concentration on pronunciation or timing
may obscure the overall meaning and purposc. You should form an
impression of the wholc piece by silently rcading through it at least
twice before undertaking any of the more detailed work of prepara-
tion.

2. State the specific purpose of the copy in one brief sentence. This is the
most important decision you will make. You must discern the major
objectives of the copy. Just as it is pointless to begin a trip to some
undetermined destination only to wonder why you did not arrive at a
satisfactory place, so it is foolish to begin interpreting copy without
first knowing its goal. Your job as an oral interpreter is choosing
appropriate means; it is first nccessary to determine appropriate ends.
The interpretations of two identical sentences will differ if the sen-
tences arc uscd in different contexts or for different purposes; simi-
larly, picces of broadcast copy that scem superficially to call for the
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same delivery may actually require quite different interpretations.
Raising questions about the purpose of the copy will help detcrmine
this.

Read this commercial and determine its specific purpose:

See the all-new Jaguar, on display tomorrow at the For-
eign Motorcar Centre, 16th and Grand. You'll love the
Jaguar's styling and appointments. If you love automo—

biles, come see the new Jaguar tomorrow!

If you decided that the purpose of this copy is to awaken curiosity and
interest in the new Jaguar, you analyzed the copy correctly. If you
decided that its purposc is to promote the name and address of the
sponsor, you were incorrect. The phrase “at the Forcign Motorcar
Centre, 16th and Grand” is subordinate to the idea of the “all-new
Jaguar.” Though it is somewhat unusual to subordinate the name and
address of the sponsor, the copy clearly indicates that it should be
done in this instance. Perhaps the sponsor has the only foreign car
agency in town, or perhaps sponsor identification has been built up
over a long time by more conventional commercials. The moral here
is that it is unsafe to decide automatically that the name and address of
the sponsor is the phrase to be stressed in all copy.
Now read another commercial for the same sponsor:

See the fabulous Jaguar at the Foreign Motorcar Centre,
at 16th and Grand. Serving you since 1933, it's the
Foreign Motorcar Centre, 16th and Grand in downtown

River City!

Here phrases from the other commercial have been used, but it is
obvious that in this version the name of the automobile is subordinate
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to the name and address of the sponsor. If you decided in analyzing
this copy that its chicf purposc was to impress on the audience the
dealer’s name, address, and reliability, you analyzed it correctly.

3. What is the general mood of the copy? Having determined the pur-
pose of the copy, you may now determine its mood. To some extent
the number of words in the copy limits the degree to which you can
control the mood, especially in commercial copy. In the commercials
for the Forcign Motorcar Centre, you must read 30 words in 10
scconds, or 180 words a minute, which is just about as rapidly as one
should rcad aloud. In much radio and television work, excluding
commercial announcements written with inflexible time limits in
mind, the copy may be shortened or lengthened to allow for a rate of
delivery geared to a particular mood. The length of time taken for still
other kinds of announcements—the introduction to a musical compo-
sition, for example—is not a particularly important consideration,
although split-sccond timing frequently is (as we will see in Chapter
13 on the disc jockey). In sportscasting, the determinants of mood are
sct by the action of the game.

The mood of a piece of copy can be described as being ironic,
jocular, scrious, sombre, urgent, sad, light, gloomy, sarcastic—or
any of a number of other adjectives. Some copy is to be read in a
straightforward manner with no apparent attempt to communicate a
“mood.” Read the following news items, and jot down in the margin
the dominant mood of each, including those that call for a straightfor-
ward delivery. Following these items, adjectives describing the mood
of each are listed; they were supplied by Doreen Nagle of the news
and public affairs staff of KTIM-AM and FM, San Rafael, California.
Except for the tornado reports, the mood of each item is to be revealed
via only a hint of the emotion mentioned.

1. (CHICAGO) THE NATIONAL WEATHER SERVICE HAS
ISSUED TORNADO WARNINGS FOR THE ENTIRE UPPER MIDWEST.
OFFICIALS SAY THAT CONDITIONS ARE SIMILAR TO THOSE THAT
ACCOMPANIED THE DEVASTATING STORMS OF MAY FIFTEENTH, IN
WHICH SEVENTY-ONE PERSONS WERE KILLED. SMALL-CRAFT WARN-

INGS HAVE BEEN RAISED FOR LAKE MICHIGAN, AND BOAT OWNERS
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ARE URGED TO SECURE THEIR CRAFTS AGAINST THE EXPECTED

HEAVY WEATHER.

2. (CLEVELAND) AUTHORITIES HAVE CALLED OFF THE
SEARCH FOR A MISSING EIGHT-YEAR-OLD GIRL, SAYING THAT
SHE MAY HAVE BECOME THE THIRD VICTIM OF CLEVELAND'S PARK-
SIDE KILLER. THE BODIES OF TWO GRADE-SCHOOL GIRLS WERE
FOUND IN THE WATERFRONT PARK LAST MONTH. THE MISSING
GIRL, LYNN JAMESON, DID NOT RETURN FROM SCHOOL LAST FRI-
DAY. HER LUNCH PAIL AND SCHOOL BOOKS WERE FOUND IN THE

PARK.

3. (MIAMI) A COAST GUARD OFFICIAL REPORT SAYS
THAT A CIVILIAN PILOT HAS REPORTED SIGHTING TWO MORE OIL
SLICKS OFF THE COAST OF FLORIDA NEAR FORT LAUDERDALE AND
WEST PALM BEACH. CLEAN-UP CREWS ARE STILL AT WORK ON A

MASSIVE OIL SLICK THAT SPREAD ONE WEEK AGO.

4. (WASHINGTON) THE FEDERAL ELECTION COMMIS—
SION HAS VOTED TO HALT SECRET CONGRESSIONAL ' ‘SLUSH
FUNDS, '' A PRACTICE IN WHICH LAWMAKERS USE PRIVATE DONA-
TIONS TO PAY PERSONAL AND OFFICE EXPENSES. THE COMMIS-—
SION UNANIMOUSLY VOTED TO REQUIRE THAT ALL SUCH FUNDS BE
PUBLICLY REPORTED. THE DECISION REQUIRES THAT THE FUNDS

COUNT TOWARD LAWMAKERS' CAMPAIGN SPENDING LIMIT.

5. A BULLETIN HAS JUST BEEN HANDED ME THAT SAYS A
TORNADO HAS BEEN SPOTTED ABOUT TWENTY MILES FROM DULUTH.

THERE ARE NO ADDITIONAL DETAILS AT THIS TIME.
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6. (WASHINGTON) THE GOVERNMENT SAID YESTERDAY
THAT PEOPLE ARE TAKING BETTER CARE OF THEMSELVES NOW THAN
EVER BEFORE, AND THAT THE PROBLEM NOW IS TO FIND WAYS TO
CARE FOR THE LARGE NUMBER OF PEOPLE WHO LIVE LONGER AS A
RESULT. THE REPORT SAID THAT SOCIETY'S SUCCESS IN KEEP-
ING PEOPLE HEALTHY AND HELPING THEM TO LIVE LONGER IS
PLACING GREAT STRESS ON THE NATION'S HEALTH CARE RE-
SOURCES.

7. (QUEBEC) A CANADIAN RESEARCHER SAYS A SOLAR
DISTILLATION UNIT IS PROVIDING CLEAN WATER ON A DROUGHT-
STRICKEN ISLAND. RESEARCHER RON ALWARD OF QUEBEC SAYS
HIS WORK DEALS WITH THE USE OF SOLAR ENERGY ON THE ISLAND
OF LA GONAVE, OFF THE COAST OF HAITI. ALWARD SAYS RESI-
DENTS OF THE SMALL FISHING AND FARMING COMMUNITY FORMED A
COOPERATIVE TO BUILD A SOLAR DISTILLATION SYSTEM TO PRO-
VIDE CLEAN WATER AFTER YEARS OF DROUGHT HAD DEPLETED THE

NATURAL SUPPLY.

8. (HUGO, OKLAHOMA) IT TOOK EIGHTEEN DAYS, BUT
SEARCHERS HAVE FINALLY TRANQUILIZED ONE OF THE BABY
ELEPHANTS LOST IN THE DENSE SOUTHEASTERN OKLAHOMA BRUSH.
THE MANAGER OF THE CARSON AND BARNES CIRCUS SAYS THE
ELEPHANT WILL BE TIED TO A TREE IN AN EFFORT TO LURE THE

OTHER OUT OF HIDING.

Hecre are adjectives for these stories suggested by Doreen Nagle: (1)
urgent, (2) sombre, (3) angry, (4) slight note of “‘victory”’—winning
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onc for the public, (5) urgent, (6) light, (7) straightforward, (8) light,
slightly humorous.

4. Where does the mood change? A long piece of copy may contain
several moods, though the dominant one may remain constant. In
commercial copy, one common construction calls for a change from
gloom to joy as the announcer first describes a common problem
(halitosis, loosc dentures, irregularity) and then tells the listener how
Product X can solve it. Spot such changes as you give your commer-
cial a preliminary reading, and indicate them on your script. Unless
the script calls for mock-scrious delivery, be careful not to exaggerate
the moods.

In narrating an extended television or film documentary or pre-
senting a five-minute or thirty-minutc newscast, changes of mood are
morc numerous and more apparent. The next time you watch a news-
cast, make it a point to notice those changes; note too the devices the
speaker uses to reflect the shifting moods. In carefully working out
such changes in mood, the narrator or announcer contributes to the
flow, unity, and overall meaning of the presentation.

In newscasting, as we have seen, changes in mood usually coincide
with changes in news items. But many newscasts begin with brief
headlines that call for several changes within a short span of time.
Rcad thesc headlines, and determine the mood of each:

HERE IS THE LATEST NEWS:

OVER EIGHT INCHES OF RAIN HAS FALLEN ON SOUTH-
EAST TEXAS IN THE LAST TWENTY-FOUR HOURS, AND THERE ARE

REPORTS OF WIDESPREAD DAMAGE AND SOME DEATHS.

A CHICAGO WOMAN WHO CLAIMED SHE KILLED HER HUS-
BAND IN SELF-DEFENSE AFTER TEN YEARS OF BEATINGS HAS BEEN

ACQUITTED BY AN ALL-MALE JURY.

A FOURTEEN-YEAR OLD BOY HAS BEEN AWARDED THE
CITY'S HEROISM MEDAL FOR RESCUING AN INFANT FROM A SWIM-
MING POOL.
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ON THE INTERNATIONAL SCENE, THERE IS RENEWED
FIGHTING IN EL SALVADOR BETWEEN GOVERNMENT TROOPS AND

GUERRILLAS, WITH HEAVY CASUALTIES REPORTED ON BOTH SIDES.

A THREATENED STRIKE OF MUSICIANS AND STAGE HANDS
AT THE CITY OPERA HAS BEEN AVERTED, AND THE SEASON WILL

TAKE PLACE AS SCHEDULED.

AND, THERE'S JOY AT THE Z0O TONIGHT BECAUSE OF
THE BIRTH OF A LITTER OF LIGERS —— OR IS IT TIGONS? —

ANYWAY, THE FATHER IS A LION, AND THE MOTHER IS A TIGER.

I'LL HAVE DETAILS OF THESE AND OTHER STORIES AF-

TER THESE MESSAGES.

The mood implicit in cach of these headlines requires flexibility in
delivery with rapid changes of mood—a challenge facing newscasters
daily.

5. What are the parts of the copy? What is the structure of the copy? Al-
most any example of well-written copy shows rather clearly differ-
entiated parts. On the most basic level, copy may be broken down
into its beginning, middle, and end. The beginning is the introduction
and customarily is used to gain attention. The middle, or body, con-
tains most of the information. In commercials, the middle tells us the
advantages of this product over all others. The end is generally used
for summing up the most important points. It frequently urges action
or repeats the name, address, and telephone number of the sponsor.

In most copy these three parts may be further subdivided. Com-
mercial copy frequently follows this organization:

getting the attention of the listener or viewer

giving some concrete reason for further interest and attention
explaining step by step why this product or service is superior
mentioning or implying a price lower than the listener has been led
to expect

a0 o
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c. repeating some of the selling points
f. repeating the name and address of the sponsor

This is the structure of a typical commercial. With practice, you will
become able to size up the structure of such commercials in a matter of
moments.

Here is an example of a commercial written according to this “for-
mula.” Look for the parts of this commercial, and notice how they
conform to the six-part outline given above.

Deming Advertising, Inc.
Mertel Coffee Mills

60 seconds

Are you a coffee lover? Most Americans are. Would you
like to enter the world of gourmet coffees? Mertel's can
help.

SOUND OF COFFEE BEING POURED INTO CUP

Gourmet coffee begins with whole beans, carefully se—
lected, and freshly roasted.

SOUND OF COFFEE BEANS BEING GROUND

Gourmet coffee is ground at home, just before brewing.
Choose your coffee according to your taste, and the time
of day. A rich, but mild Mocha-Java for breakfast. A
hearty light French Roast for that mid-day pick-up. A
nutty Arabian with dinner. And a Colombian de—caf before
bed. Sound inviting? You bet. Sound expensive? Not so.
Mertel's Coffee Mills feature forty types of coffee
beans from around the world, and some are only pennies

more per pound than canned coffees. And, there's always a
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weekly special. This week, it's Celebes Kalossi, at just
two ninety-nine ($2.99) a pound! Remember—if you want
gourmet coffee, you must begin with whole beans, and
grind them just before brewing. So, come to Mertel's Cof-
fee Mills, and move into the world of gourmet coffee!
We're located at the Eastside Mall, and on Fifth Street

in downtown Russell. Mertel Coffee Mills.

Outstanding commercials arc both subtle and complex. Special
consideration of the analysis of superior commercials will be found in
Chapter 11.

6. What help is the punctuation in reading the copy? In addition to the
symbols of ideas that we call words, writers have at their disposal a
number of other marks that we call punctuation. They are of great
potential help to the announcer, for they show the author’s intentions
regarding mood and meaning. They are equivalent to the marks indi-
cating volume, tempo, and mood used by composers; no musician or
conductor would consider disregarding these signs.

A famous example of disregarded punctuation occurs in Shake-
speare’s A Midsummer Night’s Dream. Quince, one of the clowns, en-
ters before the nobles of the realm and reads his prologue to the play
Pyramus and Thisbe as though it were punctuated as follows:

If we offend, it is with our good will.

That you should think, we come not to offend,
But with good will. To show our simple skill,

That is the true beginning of our end.
Consider then we come but in despite.

We do not come as minding to content you,
Our true intent is. All for your delight,

We are not here. That you should here repent you,
The actors are at hand; and, by their show,
You shall know all that you are like to know.
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You may have a good grasp of punctuation, but the scction that
follows is intended to relate that knowledge to broadcast copy. It asks
for consistency and accuracy in the use of cllipses; it suggests an un-
usual usc of question and cxclamation marks; it states how certain
marks, including quotation marks and dashes, should be vocally inter-
preted; and it lists several marks that you may use to mark your copy.
Punctuation marks, like diacritical marks used to indicate pronuncia-
tion, arc so small and differ so subtly that they cause occasional
difficulties for an announcer—especially when the sight reading of
copy is required. Announcers working with written matcrial must
always maintain near-perfect eyesight; some announcers wear reading
glasses during their air shifts although they nced glasses at no other
time. Wherever possible, you should review your copy prior to air
time and, if you find it helpful or necessary, add to and/or cnlarge
punctuation marks. Some suggestions for the use of “emphatic”
punctuation marks may be found on page 37. The section that follows
reviews the chief marks and suggests their pertinence to announcers.

a. The period is used to mark the end of a sentence or to show that a
word has been abbreviated. In copy written for broadcast, abbrevia-
tions such as FBI, NATO, and AFL-CIO are written without peri-
ods. Abbreviations such as Ms. and Mr. may appear with or without
concluding periods. News writers often use cllipses to mark the ends
of sentences and as a substitute for commas, dashes, semicolons, and
colons—for example, “The Mayor was late to his swearing-in cere-
mony today . . . He told those who had gathered for the cecremony

.. some two hundred supporters . . . that he had been held up in
traffic.”” This practice is regrettable, but it is so widespread that you
can cxpect, at some time, to be asked to work from copy so punc-
tuated. And, should you become a news writer, chances are you will
be expected to write copy in this style. Quite obviously, such punctu-
ation is workable; the problem is that cllipses cannot indicate the
shades of meaning conveyed by six other punctuation marks.

b. The question mark appears at the end of a sentence that asks a
question. In marking copy it is helpful to follow the Spanish practice
of placing an upside-down question mark (;) at the beginning of a
question, so that you will know it is interrogatory as you begin to read
1t.
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c. The exclamation mark is used at the end of a sentence that de-
mands some stress or emphasis. As with question marks, it is helpful
to place an upside-down exclamation mark (j) at the beginning of a
sentence.

d. Quotation marks are used in broadcast copy for two different
purposes: to indicate that the words between the marks are a word-
for-word quotation and to substitute for italics. The first use is found
extensively in news copy:

. HE SAID AN ANONYMOUS MALE CALLER TOLD HIM
TO ‘'GET OUT OF THE CASE OR YOU WILL GET BUMPED OFF.''
In reading this sentence, you can indicate the quotation by the inflec-

tion of your voice, or you can add words of your own to make it clear
that it is a direct quotation:

. HE SAID AN ANONYMOUS MALE CALLER TOLD HIM
TO QUOTE, ‘‘GET OUT OF THE CASE OR YOU WILL GET BUMPED

OFF.'' END OF QUOTE.

In any event, do not say “‘unquote,” since you cannot cancel out the
quotation you have given.
Quotation marks are often used in news copy in place of italics:

. HIS NEW BOOK, '‘'READING FOR FUN,'' HAS

BEEN ON THE TIMES BEST SELLER LIST FOR THREE MONTHS.

e. The semicolon is used between main clauses that are not joined by
and, or, for, nor, or but.

ANNCR: The little boy dashed away through the night; his feet
made no sound on the dry pavement.

In reading a sentence that contains a semicolon, you should pause
between the two clauses separated by the mark, but you should also
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indicate by inflection (in the example, on the words “night” and
*his™) that the two thoughts are related.

f. The colon is frequently used to introduce a long quotation such
as the following:

ANNCR: Scnator Marble’s reply was as follows: “‘I cannot con-
ceive of any period in our nation’s history when we were
more in need of determined leadership than at present.
We stand, today, at a crossroads.”

A colon is also used before a list of several items, as in the following
example:

EARTHQUAKES ARE COMMON TO CENTRAL AMERICAN NA-
TIONS: GUATEMALA, HONDURAS, NICARAGUA, EL SALVADOR,
COSTA RICA, PANAMA, AND BELIZE.

In reading a sentence that uses a colon, you should pause between
the two words separated by the colon, but, as with the semicolon (to
which the colon is related), you must indicate by inflection that the
two phrases or clauses are related.

g. The dash (—) is a straight line, longer than but in the same posi-
tion as the hyphen. In typewritten copy, the dash is customarily repre-
sented by two hyphens as ~. It indicates hesitance, an omission of
letters or a name, or a sudden breaking of thought. Examples follow:

ANNCR: We—we need to know.

ANNCR: See “The Earrings of Madame De —.”

ANNCR: He looked around the room, but he couldn’t seem to—
wait a moment. Wasn’t that a figure in the corner?

The dash is also used to summarize a preceding statement:

ANNCR: Senator Marble has never lost sight of one very impor-
tant fact of life—national defense.

(\,.

\

| In reading copy that uses a dash, you should first determine which
//K\of the rather different meanings just given is intended. If the purpose is
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to show hesitation or a break in the thought pattern, then the words
preceding the dash should be read as though they are going to con-
tinue beyond thc dash. When the brcak comes, it should come
abruptly, as though you had no idea until you did so that you were
going to stop. An exception to this occurs when the dash is combined
with a mood of slowness and deliberation.

In using the dash to summarizc a preceding statement, you should
read the first part of the sentence as a build-up to the final statement,
and the final statcment should be read, after a pausc, as though it is a
summation and a crystallization of the cntire idea expressed before the
dash.

Dashes used in pairs may also sct off a thought that interrupts or
needs emphasis within a sentence. In this usage, the dashes could be
replaced by commas, but emphasis would be lost.

ANNCR: Scnator Marble hoped that nothing—partisan politics,
foreign pressures, or economic stresses—would causc a
reduction in our armed forces.

When you are reading such a sentence, the phrase sct oft by dashes
should be set apart by pauscs, beforc and after. And, becausc the
author set it apart for rcasons of emphasis, it should be stressed by
manipulating pacc, volume, and voice quality.

h. Although parenthctical remarks (remarks that arc important but
not necessary to the remainder of the sentence) are used occasionally in
radio and television copy, the same result is usually achicved with
pairs of dashes. Parentheses arc used in radio and tclevision work to sct
apart the instructions to the audio opecrator, to indicate music cucs,
and to contain instructions or interprctations for the announcer, the
actor, or the television camera director.

Parenthctical remarks are sometimes added to newspaper copy, usu-
ally for purposes of clarification, as in this examplc:

Senator Johnson said that he called the widow and demanded that
she “‘return my (lovce) letters immediately.”

In this cxample, we sce bad print journalism, but at lcast a rcader can
sce that (love) has been added by a reporter or editor. Identical copy
uscd on the air could scriously misrepresent the Scnator’s statement.
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i. An ellipsis is an omission of words in a sentence. The mark that
indicates such an omission is a sequence of three or four periods, as in
the following example:

ANNCR: Senator Marble stated yesterday, “I do not care what the
opposition may think, [ . . . want only what is best for
my country.”

In this example (which is rare in broadcast copy) ellipsis marks have
been used to indicate that one or several words have been omitted
from the original quotation. As mentioned before, some broadcast
copywriters use a series of periods to indicate, not an omission, but a
number of other things more properly accomplished by dashes, peri-
ods, commas, or colons:

ANNCR: We hear next on the Sunday Symphony ... Bee-
thoven’s “Eroica.” Written in 1803—4, the work gives
promise of the power which Beethoven . . . already 33
years of age . . . was just beginning to develop. Tre-
mendous strength is the keynote of this composition
. . strength which flowed from a profound belief in his
own ability.

To work with copy written with a series of periods taking the place of
proper punctuation, you should repunctuate the copy, using appropri-
ate marks.

J- The comma has several specific purposes but, generally speaking,
it indicates a separation of words, phrases, or clauses from others to
which they may be related but with which they are not necessarily
closely connected in the structure of the sentence. Commas may link
main clauses, separate a number of items in a series, separate a nonre-
strictive modifier from the remainder of the sentence, indicate the
name of a person being addressed or referred to (“I want you, John, to
leave™), set apart an interjection (‘I want you, let’s see, at about five
o’clock™), or set apart items in dates or addresses (Fresno, California,
July 16, 1892).

The comma usually marks a pause in broadcast speech. Although
the number of variations in the use of the comma prevents our making
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an cxhaustive list of the ways in which it should be regarded, the
comma frequently gives you an opportunity to pausc bricfly for
breathing.

Because punctuation marks are quite small, most announcers have
worked out systems of marking their copy that make use of marks
that are much larger and, therefore, more readily seen. These are far
from standard, but a few of the more commonly used marks follow.

a. A slanted linc (/), called a virgule, is placed between words to
approximate thc comma.

b. Two virgules (//) arc placed between sentences, or between words,

to indicate a longer pause.

Words to be stressed are underlined.

d. Question marks and exclamation marks are enlarged.

e. Crescendo (/\) and decrescendo (\/) marks indicate that a passage is
to receive an increase or a decrease in stress.

i

7. Are there any words or allusions you do not fully understand or cannot
pronounce? To interpret someonc clse’s copy, you must understand
the meanings of the words. You should cultivate the habit of looking
up all unfamiliar words in an authoritative dictionary. This mecans
devcloping a healthy skepticism about your own vocabulary; through
years of silent reading, you have probably lcarned to scttle for approx-
imatc meanings of many words. For a quick test, how many of these
words can you define and usc correctly?

peer impassible
burlesque ordnance
fulsome immerge
mendicant apposite
catholic ascetic

Check the definitions of these words in any standard dictionary. Some
of these words are seen and hcard frequently, whereas others only
sound or look familiar. If you have correctly defined more than four
of these words, you have an unusually large vocabulary.

Correct pronunciation of words is as important as accurate under-
standing. You should therefore be skeptical about your ability to pro-
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nounce words correctly. Check your familiarity with these words by
writing them out phonetically:

drought accessories

forchead quay

toward worsted

diphtheria pestle

asterisk primer (schoolbook)

These words are correctly pronounced as follows:

International

Phonetic

Word Alphabet Diacritics
drought [draut] drout
forehead ['forid] for'id
toward [tord] tord
diphtheria [dif'0rria] dif-thir'é-a
asterisk ['zsta,risk] is'ta-risk
accessorics [xk'sesariz] ik-s&s'ar-cz
quay [ki] ke
worsted ['wustid] woos'tid
pestle ['pes,] pés’al
primer ['prima] prim’ar

In addition to using and pronouncing words correctly, you must
understand allusions in your copy. Look at a few common ones and
again check your knowledge:

“He was hoist with his own petard.”

“He found himself between Scylla and Charybdis.”
“He was considered a quisling.”

“She has a Shavian wit.”

“She was given to spoonerisms.”

“She was falsc as Cressida.”

“He had the temper of Hotspur.”

“He suffered as mightily as Prometheus.”
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You cannot expect to be familiar with all allusions in every picce of
copy. During your career you may read copy written by hundreds or
even thousands of people, each drawing on a separate fund of knowl-
edge. You can, however, cultivate the habit of finding out about
allusions initially beyond your ken. Self-discipline is required, because
it is easy to convince yourself that context will make an allusion clear
to an audience even if you do not understand it. The Bible, Shake-
speare, and classical works are common sources; dictionaries of word
origins, encyclopedias, and guides to mythology are also useful.

8. Read the copy aloud. Because you will perform aloud, you should
practice aloud. Copy written for radio or television differs from copy
written for newspapers, magazines, and books. Good broadcast copy
usually makes poor silent reading. Short, incomplete, or ungrammat-
ical sentences are often found in perfectly acceptable radio and televi-
sion scripts:

ANNCR: Been extra tired lately? You know, sort of logy and
dull? Tired and weary—maybe a little cranky, too?
Common enough, this time of year. The time of year
when colds are going around. And when we have to be
especially careful of what we eat. Vitamin deficiency
can be the cause of that “down-and-out” feeling. And
Supertabs, the multiple vitamin, can be the answer . . .

This is quite different from the copy an agency would write to adver-
tise the same product in a newspaper. Reading it correctly requires a
kind of skill developed most rapidly by practicing aloud.

Reading a long script can be difficult. You cannot afford to make
even the minor crrors the silent reader may make, such as skipping
over words or sentences, passing over difficult material or unfamiliar
words, and resting your eyes when they become tired. As an an-
nouncer, you must read constantly, read everything before you, rcad
it accurately and with appropriate expression, and do all this with little
opportunity to rest your eyes. As your eyes tire, you are more and
more likely to make reading mistakes. One way of giving your eyes
the rest they need is by reading ahead: When your voice is at about this
point, your eyes should be about here. When your eyes have reached
the end of the sentence, you should be able to glance away from your
script while you finish speaking the words. Practice this, and you



40 CHAPTER 2

should be able to read even lengthy newscasts without excessive eye-
strain. But as you practice, make certain you do not fall into an irritat-
ing habit of many announcers who read ahead: going into a monoto-
nous, decelerating speech pattern at the end of every sentence. Unless
you guard against it, you may be unconsciously relaxing your in-
terpretation as you rest your eyes.

Another way to avoid eyestrain is to use oversized type in broadcast
copy. Many radio and television stations make typewriters of this
kind available to members of the news department. Commercials are
reproduced with conventional type, but their brevity makes eyestrain
unlikely.

9. Do you have any genuine interest in the subject matter of the copy? Do
you reveal this interest? Whatever the purpose or nature of the copy to
be read, you must show an interest in it if you are to interpret it
cffectively. In many instances you will have a genuine interest in the
subject; in others, as in introducing a candidate you dislike or in
reading commercial copy for a product you have never tried, you may
have to work hard to generate interest. But as a professional, you
cannot afford to show indifference or disrespect for persons, products,
or musical selections. You must try to put your feelings and biases
aside, even though some successful announcers have made their repu-
tations on their prejudices. You are an intermediary between people
who supply information and people who receive it. You act as a
magnifying glass: to enhance perceptions with the least possible dis-
tortion. In introducing Tannhduser, it should not matter that you like
Bach and detest Wagner; such prejudice has no place in your work.
The admirers of any type of music deserve to have it introduced
without antipathy.

In reading commercial announcements, the problem can be more
critical. Any sensible announcer will find it difficult to deliver a paean
of praise for a questionable product. Even harder is delivering copy
that offends listeners and announcer alike. Especially tasteless are radio
commercials intended for youthful audiences in which the disc jockey
is required to use slang that is thought by some misguided copywriter
to reflect the speech in vogue:

ANNCR: (To be read in a jivey, groovy, jazzy style, man.) Hey,
there, you hip chicks, like hearken to the word from
THE MAN! Wanta flip the hip of that guy in your life?
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Well then, y’all come hitherwards to THE THREAD,
that groovy, grooviest den for young hens this side of
clsewhere! Cast a glance at swim suits that y’hafta look
at twice to see!

Some stations refuse to run such commercials; some ask permission to
rewrite or paraphrase the material; some allow announcers to express
disdain for the copy; but most stations demand that the commercial be
delivered effectively and without comment. How do you develop a
belief in the product you are selling under such circumstances? If you
are smart, you will not try. If you are smart and sensitive, you will try
to persuade your station’s management that bad copy results in bad
business for station and advertiser alike.

At least as offensive as slang copy is the kind written for the radio
and television “‘pitchman.” The time may come when you will be
asked to sound like a contemporary counterpart of the old carnival
barker. Regardless of the financial rewards, beware and be wary; re-
spectable employers do not hire pitchmen. As with other offensive
copy, the announcer who receives pitchman copy must decide
whether or not to help disseminate it.

Even with good or merely acceptable copy, you may find yourself
reading commercials for literally hundreds of different products; you
cannot possibly develop a belief in each of them. Perhaps these guide-
lines will prove helpful. (a) Where you must read a great many com-
mercials, including those for competing products, and where it is
impossible to generate honest enthusiasm for all of them, the best you
can do is read every one with as much effectiveness and interpretive
skill as possible. (b) Where you are the exclusive speaker for a product
or have had a long personal relationship with a sponsor, try to gain
firsthand knowledge of the product and communicate your honest
belief in it. (c) Where you find yourself reading copy that is offensive
or advertises products you know to be inferior, work to have the copy
changed or the account dropped. (d) Where your best efforts are un-
successful in changing or dropping bad copy and the problem is too
serious to ignore, look for another job.

Assuming that your announcing copy deserves genuine interest,
how can you reflect it in your interpretation? Certainly not by ranting,
raving, table-thumping, or fender-pounding. Honest enthusiasm is
seldom noisy or obtrusive. It manifests itself in inner vitality and quiet
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conviction. As a radio or television commercial announcer, you will
seldom be dealing with life-or-death matters—advertisers to the con-
trary notwithstanding—and you will be speaking to small groups of
people who are, in cffect, only a few feet away. In a sense, you are
their guest. Your conviction is revealed through a steady focus on
your listeners, your carnestness, and your personality. This does not
rule out the possibility of a humorous commercial or introduction.
Being sincere does not necessarily mean being somber!

10. Who is your listener? Can you visualize him or her? Are you able
to establish rapport? Are you actually talking to him or her? Several aspects
of this problem of communication have alrcady been mentioned, but
one more point should be made. Most of this chapter has emphasized
the problems of reading scripts. It might be better if you considered
your job to be onc of talking scripts. Even though you work from a
script and your listencrs know it, they appreciate it when you sound as
though you are not merely reading aloud. The best way to achieve a
conversational style is to visualize the person to whom you are speak-
ing and “‘talk” your message to him or her. Of course, some commer-
cials lend themselves to intimate delivery and others do not.

The following two commercials, one written for a woman and the
other for a man, may be used for practice in talking your scripts.
Either script may, of course, be used for practice and class perfor-
mances by both men and women students. The commercial for
Peaches & Cream may be delivered in a style that is sultry or naive;
choose the style that best suits your personality. The Six Flags com-
mercial is a marvelous exercisc for practicing changes in rate of deliv-
ery, pitch, and volume, as well as for practice at conversational read-
ing. Both commercials defy conventional “rules” of structure, and
both profit from their originality. The Peaches & Cream commercial
will benefit from background music, as indicated on the script, while
the Six Flags commercial will be more effective if both music and
sound cffects are used.
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RAGTIME PIANO, UP AND UNDER

This is __ (first name only), for Peaches & Cream .
about nightgowns. Now, some of you are saying, '‘Well, I
never wear nightgowns,'' but there are a 1ot of good rea—

sons for wearing nightgowns besides covering things up.
We have all the right nightgowns for all the right rea-
sons. We have long flannel nightgowns, like you wore when
you were a kid, and they're excellent when you're feeling
small and insecure, and want to go curl up somewhere. And
there's a long, soft Victorian lace nightgown, which is
good for looking elegant and rich when you're walking
around the house. And, there's our long, slippery, black
nightgown that's slit up the front, which is good for
taking off. Now, all these nightgowns are at Peaches &
Cream, and they're 15 dollars or less. And, if you're a
man, they're perfect for giving your lady. And, if you're
a lady, they're perfect for giving yourself——in. There's
a Peaches & Cream in Sausalito, and in Mill Valley in The
Port, at 393 Miller Avenue, and at Vintage 1870, up in
the Wine Country. Peaches & Cream.?

UP AND OUT

2 Courtesy of Mia Detrick of Peaches & Cream.
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McDonald & Little Advertising
Six Flags

New season

60 seconds

IT STARTS OFF SLOWLY

It starts off slowly at first, climbing upward at maybe
two miles an hour. Then it hits the cre