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Preface

In 1891, George Bernard Shaw wrote The Quintessence of Ib-
senism, a lengthy commentary on the dramas of the great Norwe-
gian playwright, Henrik Ibsen. A second edition was published
twenty-two years later and, in his preface to that edition, Shaw
wrote:

In the pages that follow I have made no attempt to tamper with the
work of the bygone man of thirty-five who wrote them. I have never
admitted the right of an elderly author to alter the work of a younger
author, even when the younger author happens to be his former self.

As I look back at the thirty-five-year-old “former self” who wrote
the first edition of Television and Radio Announcing, I find myself
eager to “tamper” with what I wrote then—and in all the editions
that followed!

I’m an admirer of George Bernard Shaw, but I can’t adopt his
logic in the case of this textbook. Ibsen had written all of his major
plays when Shaw published his evaluation in 1891, so at the time of
his new edition he found it acceptable to merely add commentary
on the few plays written after that date. So, while I've long sus-
pected that Shaw’s reluctance to “tamper” with his earlier writing
was actually due to laziness, there was at least some justification
for leaving his earlier effort intact.

Mine is a much different reality. When I wrote the first edition
of this text, television was in its infancy, and radio was the most
pervasive medium of communication in the world. One feature of
the first edition was a description of how baseball games were
“re-created” by taking the scanty information sent by Western
Union (“FOUL LINER TO LEFT FIELD, S1. FB IN NET, S2. B1
low wide”)! and turning it into a full-scale audio production, com-
plete with recorded crowd sounds, the crack of a mallet on a sus-
pended bat or catcher’s mitt, and the narration of an imaginative
sports announcer.

1 Announcer: “The pitch to Kaline. He swings, (CRACK OF BAT, CROWD SOUNDS UP) he
rips it to left field . . . just a few feet foul. (NOISE OF CROWD) The pitch. (CRACK OF BAT
ON BALL) Another foul, this time into the net. It's O and two on Kaline. Donovan into the
wind up. Ball one, outside.”

xiii
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To mention a few other outdated items, in 1959 nearly all an-
nouncers needed to earn a first-class radiotelephone operator li-
cense—a “first phone.” A public-service announcement promoted
the Ground Observer Corps, asking for volunteers to become “sky-
watchers,” to help thwart an enemy bomber attack. A section of the
chapter on interviewing gave tips on interviewing “for the women’s
audience,” and the text often used the masculine gender to
mean everyone, as in “Who is your listener? Can you visualize
him?” A commercial by a national advertiser presented a “humor-
ous” stereotype of an Asian infant in an insensitive manner that
wouldn’t be tolerated today.

Following the publication of each edition, I found myself eager
to begin working on the next—change had already occurred be-
tween the writing of the manuscript and its printing! The electronic
media will always be in the process of evolution, and new technol-
ogy, production methods, economics, and audience preferences will
sooner or later make any text on media performance obsolete in
many ways. The very title of this text is, in a literal sense, obsolete.
A more accurate name would be “Communicating Through the
Electronic Media,” and I’d make that change were the present title
not so firmly established.

In this edition, as in previous ones, I’ve attempted to satisfy
two major criteria: to provide information on the most recent de-
velopments in technology and practices in the broad field of elec-
tronic communication; and to present material that is, in a sense
that Shaw would appreciate, timeless and forever relevant.

The fourteen chapters and five appendixes of this text divide
into two categories: those that present material that’s unchanging
(or nearly so), such as voice and articulation improvement, inter-
pretation skills, interviewing techniques, American English usage,
foreign pronunciation, and phonetic transcription; and those that
address that which undergoes rapid and sometimes drastic change,
such as descriptions of equipment, production practices, distribu-
tion methods, and styles in news, narration, music, and sports per-
formance.

Some parts of this text will serve you well for many years, while
others will not. But, that’s the nature of this fascinating field we both
love—certain change but unchanging relevance. Those who use the
public airwaves are expected to entertain, challenge, and enlighten,
and this has always been so. While this text may be described accu-
rately as a guidebook for success in announcing, its real focus is on



Preface Xv

you—its overriding goal is to help you become an effective and re-
sponsible communicator; that’s what this text is really all about.

New to this Edition

Changes to the eighth edition are of many kinds. Previous editions
were reviewed to verify, update, eliminate, and add information.
Most noticeable are changes in equipment, production procedures,
and rules and regulations, and these are discussed wherever appro-
priate.

New Spotlights include “Voice Lessons,” a concise article on
speech improvement by noted author Barbara Lazear Ascher. Her
focus is on unlearning bad attitudes toward oneself that prevent
the development of a pleasing and expressive voice. Ascher cites a
voice coach who says, “Our voice conveys who we are. The problem
is that too often it still carries inflections of who we were.” In this
Spotlight, students are given a number of exercises to help develop
a more self-confident and authoritative delivery.

In “Learning to Sound Local,” Radio & Records writer Dan
O’Day stresses the importance of quickly learning local preferences
in usage and pronunciation when relocating to a new town. He tells
us, for example, that “in the North, ‘people go to movies.” In the
Deep South, ‘folks go to the show’,” and he asks, “do locals pro-
nounce the word route as ‘root’ or ‘rowt’?” O’Day correctly states
that listeners will “turn off” if you mispronounce local place names,
or call such things as activities or foods by names not used by locals.

Samantha Paris, whose Spotlight “Tips from a Voice-over Pro”
was a source of valuable information in the last edition, has rewrit-
ten and updated this feature. Samantha remains at the top of her
field as a voice-over actress and coach, and her article tells readers
about the determination, hard work, and perseverance that got her
where she is today.

The Spotlight, “The Art of Interviewing,” by professor Arthur
Hough focuses on specific techniques of interviewing, including
how to prepare, how to listen, and how to break a guest’s “tape”—
his expression for memorized responses that many guests develop
after being interviewed a number of times: “Many guests are obvi-
ously well prepared on some topics; they’ve been interviewed be-
fore and have developed an inner tape that they play for you. You
must get the guest to think rather than recite; break in with the
pertinent but unexpected question. Break the tape.”
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Dave Morey, one of San Francisco’s most successful DJs, is the
subject of a Spotlight, “On Being a DJ.” In this piece, we follow the
roundabout path of his career, from DJ on a ten-watt high school ra-
dio station in Detroit, to his success on a top station in a major mar-
ket. The Spotlight takes us through a typical workday and gives us
several of Morey’s “thoughts” about being in radio—among them
attitude, mentors, college, skills, and performance.

In “Talking Sports With the Babe,” New York Times author
Mike Wise entertains us with the fabulous success of Nanci Donn-
ellen, the “Sports Babe.” Through this spot—as well as in a brilliant
essay on sports by Joan Ryan in Appendix A—we’re made aware of
the growing importance of women in sports reporting, analysis, and
commentary.

Appendix A, “Scripts to Develop Performance Skills,” includes
many new award-winning commercials and PSAs, but it also has
been expanded to include practice copy of several other kinds: es-
says, commentaries, sports analysis, and a type of essay I call an
“impression.” Most of the commercials and PSAs are new to this
edition. Suggestions are offered on using the Internet to find, se-
lect, and print fresh copy.

One of the most useful additions may be found in Appendix E,
“Suggested Resources.” Once limited to the listing of books, it now
includes information on using the Internet. Resources never before
available are accessible to anyone with a computer, a modem, and a
service provider. Available are daily news scripts, scripts of sitcoms
and comedy sketches, analyses and commentaries on sports,
movies, politics, and business, and advice from top DJs on building
audiences. Moving from printed to spoken words, voiced material,
including audition tapes made by professional voice-over announc-
ers, may be heard and recorded through a program such as Real-
Audio.?

Aside from changes in content, I’ve also worked to make this
edition more “readable” than ever. It's always been my goal to
write in a straightforward, easily understood manner, and I believe
I've been successful in that. I'm excited about our field—electronic

*You don't need to be a computer whiz to find valuable information on the Internet. You need
basic computer skills and a computer, a modem, and a service provider to find information on
the Internet, a world-wide network that links computers. The information is found on web
sites or web pages that collectively contain an enormous amount of information.
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human communication—and believe that words written about it
should be direct, spirited, fresh in outlook, and convey honest en-
thusiasm. I hope I’ve succeeded in achieving this goal.

So, in this eighth edition, Television and Radio Announcing
has been “tampered with” to use Shaw’s words, but altered with
justification. Shaw ended his 1913 preface with these words: “I
therefore, without further apology, launch my old torpedo with the
old charge in it.” It’s my hope that the “torpedo” represented by
this text carries in it a new and more potent charge, one that you'll
find both useful and readable. I wish you a great, productive, and
constructive career as a communicator!

Instructional Features

Television and Radio Announcing combines the theory and prac-
tice of announcing to serve as a valuable tool and reference for
both new and experienced announcers. The following features help
readers connect broadcast theory with practical skills to enhance
their understanding and performance of all types of broadcast
material.

Spotlights In each chapter, Spotlights offer readers information
on current personalities and issues in the field of broadcasting.
Each reading is designed to illustrate and highlight chapter princi-
ples at work in the field.

Assessment Throughout the text, Checklists provide readers an
at-a-glance review of the practical broadcasting skills discussed in
the chapters. Checklists can also help students evaluate their un-
derstanding of concepts or mastery of skills.

Practice Exercises Practice exercises help students improve
their broadcast performance by allowing them to apply and prac-
tice chapter principles. Other performance exercises are provided
in the Instructors Resource Manual.

Appendixes The most helpful reference material from the chap-
ters is organized into accessible guides and lists at the end of the
text for easy reference during and after the course. Appendixes
also include information on phonetic transcription and foreign pro-
nunciation.
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Glossary Following the appendixes, readers will find a useful
glossary that includes key words, phrases, and technical terms
used in the textbook.

Instructor’s Resource Manual An updated Instructor’s Re-
source Manual is available to instructors adopting the eighth edi-
tion. The manual features suggestions from the author about how
to structure an announcing course, a sample syllabus, advice for
teaching each chapter, quizzes (with answers included), and tips for
using the Internet as an instructional resource.
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Announcing for
the Electronic Media

CHAPTER OUTLINE

The Announcer for the Electronic Media

Employment as an Announcer

Education and Training
Coursework Considerations

= The Announcer’s Responsibility

= SPOTLIGHT: Broadcast Ethics
and the Announcer’s Responsibility

This book is about human ecommunication, with a focus on the elec-
tronic media. Its purpose is to help you improve your communica-
tion skills, which can be of lasting benefit, whether or not you
intend to become a performer on radio or television. Confident, ef-
fective expression has always been an invaluable tool. The ever-in-
creasing significance of electronic media means that competent
communication skills may become nearly as important as literacy
was a century ago.

In one sense, then, this book is about television and radio an-
nouncing. It discusses announcing as a profession, treats both the
technical and the performance aspects of the field, covers correct
usage of American and Canadian English, describes major areas of
specialization within the field, provides copy for practicing perfor-
mance skills, and offers job-seeking information and suggestions.

In a broader sense this book is about communication. If you ap-
ply yourself, you can look forward to noticeable improvement in your
ability to (1) make pleasant speech sounds, (2) clearly articulate the

1
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Figure 1.1

Afternoon drive time
news anchors Ed Bax-
ter and Rosie Allen are
a popular and exceed-
ingly compatible an-
nouncing team. They
combine straight news
delivery with human in-
terest sidelights. (Cour-
tesy of KGO NewsTalk
Radio)

sounds of the English language, (3) vary pitch and volume effectively,
(4) pronounce words according to accepted standards, (5) select and
use words, phrases, similes, and metaphors effectively, (6) express
yourself confidently, (7) interpret copy, (8) speak ad lib or impromptu,
and (9) communicate ideas clearly, both orally and nonverbally.

The Announcer for the Electronic Media

Media performers, including announcers, are essentially products
of the electronic age, but several related professions preceded them
by centuries. Preliterate storytellers, troubadours, the singers of
psalms, town criers, and early newspaper journalists were all fore-
runners of medern announcers. Each provided a service to a public.
With some, the emphasis was on the delivery of information; with
others it was on entertainment. Announcers are like storytellers in
that they speak directly to their audiences. Radio announcers also
resemble writers for the print media in that they often describe
events their audiences can’t see. Television reporters and news an-
chors frequently describe events as audiences view them.
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Figure 1.2

Sports director and
reporter Hal Ramey
reviews and edits au-
diotaped interviews.
Ramey attends numer-
ous sporting events and
tapes brief interviews
with athletes, coaches,
managers, and front-
office personnel for
later inclusion as actu-
alities on his twice-
hourly sports reports.
Hal received his B.A.
degree in telecommuni-
cations from San Jose
State University.
(Courtesy of Hal
Ramey and KCBS, San
Francisco) Imagine some major event—a hurricane, the Superbowl, elec-

tion returns, even war—and then try to imagine coverage of these
events without the comments and explanations of on-the-scene re-
porters. In the mid-1990s, television kept millions of viewers in-
formed of events in the Balkans as civil war raged between citizens
of the former Yugoslavia. For live coverage of significant occur-
rences, earlier times offer no model to parallel the television an-
nouncer commenting on events as they happen.

Despite the similarities between announcing and earlier profes-
sions, some important differences also exist. Radio and television
instantaneously reach vast audiences scattered over thousands of
miles. Radio allowed announcers for the first time in history to de-
scribe to millions of people events as they were oceurring. Because
radio presented instantaneous communication over great distances
and because radio is a “blind” medium, announcers became in-
dispensable. Radio couldn’t function without those who provided
direct oral communication by describing events, introducing enter-
tainers, and reporting the news.

The radio announcer is the clarifying link between listeners and
what would otherwise be a jumble of sound, noise, or silence. The
television announcer is the presenter, the communicator, and the in-
terpreter. Without such performers neither radio nor television as
we know them would be possible. Announcers are important to
many types of programs and through many electronic distribution
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systems. Their responsibility is substantial and, because announc-
ers usually make direct presentations to their audiences, they also
are efficient and economical. No other means of disseminating in-
formation is so direct and swift as the word spoken directly to the
listener. Small wonder, then, that radio and television announcers
must possess native talent, acquire a broad educational back-
ground, and then undergo intensive training and consistent prac-
tice as they develop professional competencies.

Some broadcast performers don’t like to be called “announc-
ers,” preferring instead to be known by their area of specialization:
anchor, talent, DJ, program host, commentator, sportscaster, voice-
over artist, or narrator.! Precise terminology is used in this text
when appropriate, but the term announcer is used for simplicity
whenever the profession is discussed in general terms.

As used in this book, an announcer is anyone who communi-
cates over the public airwaves, as on radio or television broadeasts;
through cable ehannels into homes, schools, offices, and such; or
over closed-circuit audio or video distribution by electrowic ampli-
fication, as in an auditorium, stadium, arena, or theater. Singers,

* actors, and actresses are considered announcers only when they per-
form that specific function—in commercial presentations, for exam-
ple. The field of announcing includes many areas of specialization:s

Broadcast Journalism

Anchors or news readers
Field reporters—special assignment or general assignment
Feature reporters (often taking a humorous or satiric view of a
current event)
Analysts
~ Commentators
Weather reporters
Consumer affairs reporters
Environmental reporters
Science reporters

'The term disc jockey was coined may years ago and was a slangy but useful term until re-
cent times. Popular music announcers once selected, cued, introduced on the air, and played
phonograph records, so they did “jockey” the records in the sense of manipulating them.
Now that most announcers work with musie stored on hard drives, the term has lost its lit-
eral meaning. A survey of a number of successful announcers who perform this function
found that nearly all prefer the term DJ, or DeeJay because it parallels music television’s VJ.
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Entertainment reporters

Farm news reporters

Business news reporters

Medical reporters (frequently doctors)
Traffic reporters

Sports Coverage on Radio and Television

Play-by-play announcers
Play and game analysts
Sports reporters

Music

Announcers on popular music stations (variously referred to as
DJs, deejays, or “on-air talent”)

Musie video jockeys (VJs or veejays)

Classical musie announcers (for both live and recorded performances)

Public Affairs

Interviewers
Panel moderators

Commercials

Voice-over announcers (radio and television)

Demonstration and commerecial announcers (television)

“Infomercial” announcers (television)—those who present lengthy
commercials that involve displaying and demonstrating products

Salespersons on shopping channels such as Home Shopping Net-
work or QVC

Narration

Narrators of documentaries such as National Geographic specials,
and A&E’s Biography and Mysteries of the Bible

Readers of scripts for industrial or corporate presentations

Readers of essays, editorials, feature reports, and “impressions”
for both radio and television. Such readers almost always write
the pieces they deliver on the air.

Hosting Special Programs

Talk shows
Interview and phone-in shows (television and radio)
Remote live shows (radio)
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Figure 1.3

Like most music an-
nouncers on radio, vet-
eran jazz announcer
Bob Parlocha operates
his audio console and all
other units of broadeast
equipment. He ad-libs
comments based on al-
bum notes and his own
encyclopedic knowledge
of jazz musie. (Courtesy
of Bob Parlocha)

Magazine shows such as Entertainment Tonight, Hard Copy, and
Frontline, (television)

Food, gardening, home repair, and similar specialty shows

Dance and popular music shows (television)

Children’s programs

Game shows

Introducers of feature films on television

Single-subject specialists also appear regularly on talk shows
or newscasts on topics such as gardening, cooking, exercise, con-
sumerism, science, art, and health. These specialists sometimes
perform “solo” on brief segments of one to five minutes; others
work with station staff announcers who serve as hosts. During
televised parades (Macy’s Thanksgiving Day Parade, the Rose Pa-
rade), announcing teams identify participants, explain float con-
struction, and provide color.?

2Color was coined for radio to mean the description of things of interest that couldn't be seen
by the listeners; today. in both television and radio usage, color announcers are those who
provide stories of human interest as well as anecdotes of an informative, amusing, or offbeat
nature.
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Figure 1.4

As the media industries
expand, more jobs are
created for announcers
and narrators in cable
and industrial produc-
tion, local news pro-
grams, and specialized
formats that address
environmental, politi-
cal, and consumer is-
sues. (Ken Robert
Buck, The Picture
Cube)

Employment as an Announcer

According to the Occupational Outlook Handbook, published by
the U.S. Department of Labor, approximately fifty thousand men
and women are currently employed as announcers.? Most are full-
time employees of radio and television stations, cable operations,
and broadcast networks. Some are full- or part-time freelance an-
nouncers who perform as DJs under contract. Other freelance an-
nouncers narrate documentaries and instructional tapes or perform
both on-camera and off-camera voice-overs for commerecials.

The rapid expansion of cable television services has created addi-
tional openings for announcers. In 1975, most citizens of the United
States and Canada could receive between seven and fifteen televi-
sion channels. These included network affiliates, public broadcast-
ing and other noncommercial stations, and independent commercial
stations. As cable began its rapid growth, options for viewers mul-
tiplied. Predictions are that by the year 2000, home subscribers will
have access to hundreds of cable channels. With this dramatic expan-
sion of cable channels will come new opportunities for announcers.

30ccupational Outlook Handbook, U.S. Department of Labor, Jantary, 1996. The Encyclo-
pedia of Careers and Vocational Guidance, ninth edition, estimates the number of announc-
ers and newscasters at “about fifty-seven thousand.”
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Cable television began as community antenna services (CATV),
originally devised to collect broadcast signals and feed them by
wire to homes where television reception was poor. By the mid-
1960s, enterprising CATV operators saw opportunities beyond the
distribution of signals from existing stations. They developed and
installed equipment to receive transmissions from far-off stations
and to add those programs to local offerings. By the early 1970s ca-
ble capacity had increased to more than one hundred channels. So-
called “superstations” began sending their programming to all
parts of the country.* Companies devoted to creating or bringing
back programs of the past soon followed. Cable television as we
now know it was born.

Today, cable companies continue to offer programming from
both local and distant on-air stations, but they also offer such non-
broadcast services as the Discovery Channel, Comedy Central,
Cable News Network (CNN), Entertainment and Sports Pro-
gramming Network (ESPN), American Movie Classics (AMC),
Lifetime, Nickelodeon, Arts and Entertainment (A&E), Black En-
tertainment Television, MTV, and “shopping channels.” So-called
premium channels—channels for which subscribers pay fees be-
yond the basic rate for cable service—include Home Box Office
(HBO), Showtime, The Movie Channel, Bravo, and the Disney
Channel, as well as regional sports channels. Most cable systems
also offer pay-per-view programming, which usually features re-
cent motion pictures and prime sports events.

With the impending availability of dozens of new channels
through “digitally compressed” cable and satellite downlinks, cable
companies are planning even more comprehensive narrowcasting
or microcasting than now exists. Under discussion (or already
available in some areas) are channels devoted to such narrowly fo-
cused interests as golf, tennis, gymnastics, health, war movies and
documentaries, western movies and television dramas, detective
dramas, cooking shows, game shows, specialized music channels,
and daytime serials. Some foresee television channels for all major
political parties, for seniors, automobile enthusiasts, small-business
owners, pet owners, and so on. And—one hopes—all this in addition

4In 1976, WTBS, the Atlanta station owned by Turner Broadcasting, was the first to go “na-
tional” by way of cable TV.
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Figure 1.5

Stan Burford reports
from a helicopter to in-
form television viewers
of traffic conditions dur-
ing morning commutes,
5:30 to 7:00 A.M. each
weekday. During after-
noon drive time, he
works in a radio news-
room with a bank of au-
dio monitors to keep
drivers informed of
traffic problems and al-
ternate routes they
may take. (Courtesy of
Stan Burford and KGO-
TV and KGO NewsTalk
Radio)

to a considerable growth in self-improvement and instructional
programs.

Although much of the programming no doubt will be recyecled
movies, syndicated television packages, classic sports events, and
television miniseries, it’s safe to predict an increased demand for
on-camera and voice-over announcers who are prepared to commu-
nicate effectively.

Your best preparation for this revolution in television is to de-
velop the skills discussed in this text and plan an educational pro-
gram that will help you become an expert on at least some of the
categories of programming now in use or on the horizon. Regard-
less of the number of job openings, competition for them will con-
tinue to.be keen.

A growing number of men and women work, not in broadcast
stations or cable, but in industrials—also called corporate media.
Audiotapes, videocassettes, and CD-ROM presentations serve
many purposes including employee training, new-produect introdue-
tions, dissemination of information to distant branches, and in-
house communicgtion. The term industrial media is a loose one
because it applies to media operations of hospitals, government
agencies, schools, prizons, and the military, as well as businesses.
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Few training or inedia departments can afford the services of a full-
time announcer or narrator; if this sort of work appeals to you, you
should prepare for media writing and producing as well as an-
nouncing. One or more courses in message design and testing
would serve you well. (Chapter 14, “Starting Your Announcing Ca-
reer,” provides specific information on job seeking.)

The chapters that follow this introductory overview describe
working conditions and the kinds of abilities you'll need to succeed
in each of the major announcing specializations. You should work on
every facet of announcing while emphasizing the area in which you
hope to specialize.

Local television stations provide multiprogram service, but
aside from daily newscasts and interview talk shows they offer rel-
atively few openings for announcers. Far more television employ-
ees work in sales, traffic, and engineering than in announcing. On
the other hand, local television stations do produce commercials,
and they also run commerecials produced by local and regional pro-
duction companies. Therefore, even the smallest community with a
commercial television station may offer some work for announcers.
If this field interests you, call a station’s sales or promotion depart-
ment production unit for specific information about how they hire
announcers. To scout for talent agencies working with local produc-
tions, look under “Agencies, Theatrical” in the classified section of
telephone directories for medium to large cities in your area. A call
to a theatrical agency may provide you with information about how
to present yourself for possible employment.

Education and Training

Radio and television stations devote their hours of operation not to
talking about radio and television, but to news, weather, music,
sports, and drama. Your studies in a broadcasting department will
teach you much about this broad field, but you must be able to offer
more to an employer and the public than knowledge about broad-
casting. Assuming that you’re majoring in “electronic communica-
tion,” or whatever term is used at your school, you also should
consider enrolling in one or more minor programs in such content
areas as history, political science, urban studies, literature, sociol-
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ogy, economics, or geography. Consider also career-oriented courses N
such as journalism, sports history, and meteorology.

Informational media are reaching millions of people with more
and more messages of critical importance to their future, and they
have little room for narrowly educated announcers. For one thing,
the influence—for good or ill—of radio and television performers is
immense and mustn’t be underestimated. Announcers are address-
ing and being evaluated by increasingly sophisticated listeners.
Americans are better informed today than ever before, and they
are quick to spot shallowness or ignorance.

The dramatic explosion of knowledge in the past several years
requires announcers to grow with the times. Dictionaries are add-
ing new entries at an unprecedented pace. To an announcer each
addition represents not only a new word to pronounce but a new
concept, a new technological breakthrough, a newly perceived hu-
man condition, or a new phenomenon to understand.

Finally, both radio and television have significantly increased
the number of program hours they devote to unscripted presenta-
tions. Television program hosts, DJs, interviewers, announcers
covering sports and special events, and talk-show personalities
only occasionally use written material; most of the time they’re on
their own. Radio and television field reporters covering breaking
stories never work from scripts; they ad-lib their reports from
hastily scribbled notes that are limited to basic information. The
opportunity to frame your personal thoughts in words of your own
choosing carries with it the responsibility to have much information
at hand to share with your audience.

Coursework Considerations

Your career goals should determine your choice among courses of
study. Also, employers have their own ideas about the best prepa-
ration for the position of announcer. Above all, they look for well-
educated men and women who possess certain basic skills: good
writing ability and outstanding proficiency in spoken communica-
tion, computational skills (basic math), and critical thinking. They
also look for people who are hardworking, self-motivated, and
pleasant to be around.

In studying to be a broadcast announcer, pursue subjects that
prepare you for your first announcing job. You also should select
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Figure 1.6

Announcers of the
1990s must be trained
not only in a wide range
of writing, editing, and
performing duties but
also in operating broad-
cast equipment. Work
at college stations and
in local internships will
help you prepare for
success in a first job.
Here TV reporter Car-
oline Chang edits her
stories and then trans-
mits them from a bu-
reau to her station in
Wilmington, North Car-
olina. (1989 Michael
Edrington/The Image
Works)

'

courses that qualify you for one or more specializations beyond
straight announecing. If you're serious about an announcing career,
your education must have breadth, which is best supplied by a
broad background in the liberal arts and sciences. You probably
will not be able to study all the areas suggested in the following
checklist, but you should at least discuss them with an adviser.

A few notes: Courses in control-room operations should include
practice in manipulating audio consoles, tape cartridge machines,
compact dise (CD) players, digital audiotape (DAT) players, reel-to-
reel tape recorders, and turntables. Because many television sta-
tions expect field reporters to tape and edit their own news stories
you'll also need courses in video production and editing. News an-
chors and reporters alike must learn to write news copy. Most sta-
tions in medium to small markets expect announcers to write
commercial copy and station promotional pieces as well.

Expand your ability to pronounce names and words in the most
commonly used languages. Many departments of music offer a
course in lyric diction, which teaches principles of pronunciation of
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L \ ) CHECKLIST

Courses to Build Your Career

Basic Preparation for Announcing

Take courses that focus on the following subjects:

= Interpretation

= Articulation

= Phonation

= Phonetic transcription

= Microphone use

= Camera presence

= Ad-libbing

® Script reading

= Adapting one’s personality to the broadcast media
= Foreign language pronunciation

= Control room operations

= Small-format video production and editing
= Writing for radio and television

Specialized Courses to Prepare You for Specific Duties

= Broadcast journalism—courses in journalism, inter-
national relations, political science, economics, history,
and geography

= Broadcast sales and advertising—courses in busi-
ness, marketing, accounting, sales techniques, sales
promotion, and audience research

= Sports, including play-by-play announcing—
courses in the history of sports, sports officiating, and
the sociology of sport

= Weather reporting—courses in meteorology,
weather analysis, weather forecasting, and geography




14

Chapter 1

Courses to Further Your General Education

= Social, ethical, aesthetic, and historical perspectives
on electronic communication

= The arts—music, theater, literature, or the graphic
and plastic arts

= Social and behavioral sciences—psychology, sociol-
ogy, urban studies, and ethnic studies

= Quantitative reasoning—essentially mathematics
and computational methods

= Critical thinking—the study of skills crucial to clear

and constructive thought

Media law and regulation

Writing, writing, writing

French, German, and Italian. Some also offer Russian or Spanish
pronunciation.

Most departments of broadcasting require a course in writing
for the electronic media; note, however, that it isn’t sufficient to
study writing within your major department. Aside from funda-
mental composition courses, departments of English offer courses
in expository writing, essay writing, creative writing, and dramatic
writing; and journalism departments offer courses in news writing.
It’s impossible to get too much writing experience!

One area of preparation is important enough to warrant sepa-
rate mention. Broadcast stations rely heavily on the use of com-
puterized information systems.> Computers are central to most
video editing systems, character generators, word processors,
graphics systems, scheduling and billing systems, and data-re-
trieval systems. Newsrooms rely almost exclusively on computers
for writing and editing news copy. Familiarity with information
systems is highly desirable, and the ability to type well is manda-
tory. Courses in “information science” may or may not be appropri-

SPreparation for work at a highly sophisticated radio station is the subject of a detailed dis-
cussion in Chapter 6, Broadcast Equipment.
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Figure 1.7

Sports reporter Steve
Bitker delivers his re-
ports ad-lib, working
from notes jotted down
just prior to air time.
Steve studied journal-
ism at San Diego State
University and later re-
ceived a degree in soci-
ology at the University
of California, Berkeley.
(Courtesy of Steve
Bitker and KCBS, San
Francisco)

ate. For most students of announcing, basic courses in the use of
both Macintosh and IBM-compatible computers may be sufficient.

Evaluate these suggestions in light of your own aptitudes, in-
terests, and career plans. Any college counselor can help you deter-
mine the appropriateness of the courses available to you. The
important point is that only you can apply your growing knowledge
to your announcing practice.

Most community colleges require sixty semester-hours for an
associate in arts or associate in science degree. Four-year colleges
or universities require about 125 semester-hours for a bachelor’s
degree. Whether you'’re enrolled in a two- or four-year program, it’s
unlikely that you’ll be offered more than six semester-hours of per-
formance courses. You should, therefore, look for performance op-
portunities wherever they present themselves—on a campus radio
station, in television directing and producing classes, or on public ac-
cess cable stations. Remember, though, that you’ll spend most of your
broadcasting class hours in nonperformance courses, all of which
are important to your development as a well-rounded broadcaster.

Clearly, announcing encompasses a wide range of activities, and
no one type of course will completely educate you as an announcer.
Most modern liberal arts colleges and their broadcasting depart-
ments are well equipped to help you begin the process of becoming
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a competent and versatile communicator—which is what you must
become if you’re to manage challenges such as these:

You're a staff announcer. You are to read a commerecial for a local
restaurant featuring international cuisine and must pronounce
correctly vichyssoise, cog au vin, paella, saltimbocca alla Ro-
mana, and hasenpfeffer.

You're a staff announcer and must read news headlines that con-
tain the place names Sault Sainte Marie, Schleswig-Holstein,
Mogadishu, Bosnia-Herzegovina, Santa Rosa de Copdn, Sdo
Paulo, and Leicester.

As the announcer on a classical music program, you need to know
the meaning and correct pronunciation of scherzo, andante can-
tabile, Gotterdimmerung, and L’'Apres-midi d’'un faune.

You're a commercial announcer. The copy for a pharmaceutical
company demands that you correctly pronounce hexachloro-
phene, prophylactics, gingivitis, fungicide, and ketoconazole.
You're a play analyst on a sports broadcast. You need to obtain
extensive historical and statistical information on football in or-
der to fill the inevitable moments of inactivity.

You're the play-by-play announcer for a semipro baseball team
and must pronounce such “American” names as Martineau,
Buchignani, Yturri, Ulloa, Sockolow, Watanabe, Engebrecht, and
MacLeod.

You've been assigned to interview a Nobel Prize winner in astro-
physies. You must obtain basic information about the field as well
as biographical data on the winner—and do so under extreme
time limitations.

You're narrating a documentary, which requires you to analyze
the intent and content of the program to determine the mood,
rhythm, structure, and interrelationship of sound, picture, and
seript.

You're covering a crowd scene that could deteriorate into a riot.
You're expected to assess responsibly the human dynamics of the
scene while carefully avoiding comments or activities that could
precipitate violence in this already dangerous situation.

You're a radio DJ, and you're on duty when word is received of
the unexpected death of a great American (a politician, an enter-
tainer, or a scientist). Until the news department can take over,
you must ad-lib appropriately.
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It’s obvious that no single course of study will adequately prepare
you for an announcing career.

The Announcer’s Responsibility

Before committing yourself to a career as an announcer, you should
recognize that, along with the undeniable privileges and rewards
that come to people working in this field, come responsibilities.
First is the obligation all performers owe their audiences: to be in-
formative, objective, fair, accurate, and entertaining. Announcers
who are sloppy, unprepared, given to poor usage, or just plain bor-
ing may get what they deserve—two weeks’ notice.

Some announcers who work hard and possess outstanding skill
nevertheless pollute the public air, chiefly on radio and television
talk and interview shows.® They are willing to say almost anything,
however outrageous or hurtful to others, in order to attract and
hold an audience. In our free society such announcers are protected
by the First Amendment to the Constitution; the only protection
the audience has resides in the integrity of each announcer. Most
college broadcasting departments offer courses in ethics and social
responsibility. A grounding in this subject, together with serious
consideration of the effects of mass communication, is vitally im-
portant to your development as a public communicator.

Social responsibility goes beyond the normal responsibility of
performer to audience. Nearly all announcers gain influence through
their visibility and prestige. Years ago, Paul F. Lazarsfeld and
Robert K. Merton perceived and described what they called the
status-conferral function of the mass media. In essence, they
said the general public attaches prestige to people who appear in
the mass media, and the average person is more readily influenced
by prestigious people than by equals. The public’s reasoning is cir-
cular: “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 conveyer of
information; as a radio or television star, the newscaster is trusted

SFor additional discussion of irresponsible behavior, see the opening section of Chapter 9, In-
terview and Talk Programs.
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and believed as a qualified authority. Even an entertainment
show announcer or a DJ has automatic—though sometimes unwar-
ranted—authority. As an announcer for any of the electronic media,
you should be aware of your status and measure up to it.

Announcers must demonstrate a sense of social commitment.
Be aware of opportunities you may have to either enlighten or con-
fuse the public. As a nation we’ve been slow to perceive and attack
the serious problems of urban deterioration, increasing crime, envi-
ronmental pollution, racial inequities, world hunger, poverty, home-
lessness, AIDS, the rise of antidemocratic action groups, and
increased drug use. If you're committed to using the mass media to
help build a better society, you're already socially responsible and
potentially important as the kind of communicator demanded by
our times.

Announcers also share in the responsibility of emergency noti-
fication. When floods, hurricanes, earthquakes, tornadoes, and
other disasters occur, broadcast announcers are in a position to
save lives through early warnings and post-disaster information.
The federal government has established the Emergency Alert
System (EAS) to replace the long-established Emergency Broad-
cast System (EBS). The alert system requires broadcast licensees
to disseminate disaster information. It’s imperative that all broad-
cast announcers study the disaster manual (found at all stations)
and be prepared to act swiftly and appropriately in emergencies.”

BN 5POTLIGHT

Broadcast Ethics
and the Announcer’s Responsibility

Ethics comprises a broad range of decisions you'll have to make on your job.
Here are some hypothetical situations in which you could find yourself as a radio
or television announcer:

"Automated stations classified as “unattended operations” must opt out of the EAS system;
during emergencies. Their programming is terminated, and other stations take over their
emergency broadcast duties.
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= You're a music director on a radio station where you select all songs to be
played on the air. A friend offers you one thousand dollars to play a song he’s
produced. Because you think the music is quite good, you accept the one thou-
sand dollars and schedule the record at least once during each of the daily air
shifts. You justify your action on the grounds that you would have pro-
grammed the piece even without the gift of money.

= You're a television reporter, and youw've heen told by a reliable witness that
some children at the scene of a disturbance threw rocks at a police car before
you arrived. You pay the children five dollars each to throw rocks again while
you make a videotape of the action. Your position is that you taped an event
that actually ocemrred and you brought back to the station some high-impact
footage for the nightly news.

= You're a talk show host on an early evening radio show. Your guest is an out-
spoken advocate of free speech on radio who argues against any language re-
strictions whatever. During your interview you speak a number of words that
are generally considered indecent. You maintain that only by saying the words
on the air can you test her conviction.

» Your morning drive-time partner takes a two-week vacation. In order to stir
up a little audience interest, you announce that he’s been kidnapped. For most
of the two-week period, you broadeast regular “flashes” on the status of the
“event.” Audience ratings skyrocket as you report on phony ransom notes, po-
lice chases, and so on. You believe that your reputation as an on-air jokester
justifies this hoax.

= You host a television talk show, and you feel insulted and angered by the be-
havior of a hostile guest. The next day you launch an attack on that person by
questioning his integrity, honesty, and character. Viewer reactions strongly
support your attack. You decide that, having had your revenge, you can let the
matter drop.

» As the business reporter for a talk radio station, you decide to mention with
favor a company in which you own stock. The interest you generate causes lis-
teners to invest in the company, and the value of its stock rises. You feel justi-
fied in the favorable comments you made, because you didn’t receive payment
from the company in return.

= As a television reporter, you receive some highly sensitive information about
the misdeeds of an important local politician. You report the details as accu-
rately as you can, but in order to protect the person who gave you the informa-
tion, you invent a fictitious informant.

These scenarios share a common problem: each violates a law, a regulation, or a
provision of a professional code of ethics. As an announcer, your words reach
and influence vast numbers of people; because of the potential for wrongdoing,
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your freedoms to speak and act are restricted. Freedom of speech, as guaranteed
by the First Amendment to the Constitution, doesn’t always apply to those using
the public airwaves. Areas of restriction are obscenity, fraud, defamation (mak-
ing libelous statements), plagiarism, inciting insurrection, and invasion of pri-
vacy.

Generally speaking, laws regarding obscenity, indecency, and profanity are
governed by the United States Criminal Code. Obscenity may be defined as “of-
fensive to accepted standards of decency or modesty.” Indecency is defined as
that which is “offensive to public moral values.” Profanity is defined as “abusive,
vulgar, or irreverent language.”®

Payola and drugola refer to the acceptance of money, drugs, or other induce-
ments in return for playing specific recordings on the air; plugola refers to fa-
vorable mentions of a product, company, or service in which the announcer has a
financial interest. The Federal Communications Commission (FCC), the chief
regulatory agency for broadcasters, prohibits acceptance of any sort of bribe in
return for favors.

The Code of Broadcast News Ethics of the Radio and Television News Direc-
tors Association (RTNDA) specifically labels as irresponsible and unethical such
practices as staging news events, misrepresenting the source of a news story,
sensationalizing the news, and invading the privacy of those with whom the
news deals.

The FCC'’s personal attack rule requires that persons who are attacked on
the air be furnished with a transeript of the attack within a specified period of
time and that provision be made for the attacked person to reply on the air.

The radio and television codes of the National Association of Broadeasters
were invalidated by a 1980s court decision, but many broadcasters continue to
use the ethics portions of those codes as models for professional and ethical be-
havior. Among the provisions still widely honored are those that prohibit broad-
cast of any matter that is deemed fraudulent and the provision that requires
clear identification of sponsored or paid-for material.

Most libelous statements are civil, not criminal, offenses. The person of-
fended can sue another person—such as an announcer—and the government acts
as arbiter. Laws regarding libel vary from state to state, but in no state is an an-
nouncer given total freedom to make accusations against others.

As an announcer, you must be thoroughly aware of the realities of broadecast
law and ethies; only through in-depth knowledge of the applicable laws and codes
can you routinely avoid violating them in your behavior or words.

8The American Heritage Dictionary of the English Language, 3d ed., s.v. “profanity” and “indecency.”




Announcing for the Electronic Media 21

Talk-shew host Ronn Owens possesses a master’s degree in sociology and adds to his store
of information by regularly reading newspapers, magazines, and books, and tuning to
information programs on radio and televisicn. His wealth of knowledge enables him to
perform an important service not true of many talk-show hosts: that of correcting
misinformation from some callers and challenging unsupported accusations or assertions.
(Courtesy of Ronn Owens and KGO NewsTalk Radio)

i !\ \ PRACTICE
Practicing with Equipment

Regular practice in using audio and video recorders can
be of immense help in your development as a broadcast
performer. After hearing and seeing yourself perform
over a period of several weeks, you should begin to note
and correct annoying mannerisms, faulty speech habits,
and voice deficiencies that displease you. Ask others to
comment on your performances, because you may fail to
detect some of your shortcomings. As you make adjust-
ments and improve, you’ll gain confidence; this, in turn,
should guarantee further improvement.
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The price of a small video recorder is now within the
reach of many students. If you buy or rent a camera
with a built-in microphone, try to find one that will ac-
cept an external microphone; the built-in mic is ade-
quate for some uses, but it’s incapable of giving you the
voice reproduction quality you need because your voice,
when picked up by the internal mic from ten or more
feet away, will be weak and distorted.

If the cost of a camcorder is beyond your reach, you
may have to rely on a department of communication
arts, mass communication, or broadcasting for regular
practice with a video recorder; you can, however, obtain
an audio recorder of adequate quality at a reasonable
cost, and you can use it to help improve articulation,
pronunciation, and communication skills. Choose your
recorder carefully, testing it before purchase under the
conditions of intended use. For real improvement to
take place, you must work with a recorder that doesn’t
mislead you. A poor-quality machine can distort your
voice or exaggerate problems of sibilance and popping.
It may cause you to waste time working on nonexistent
problems, while failing to alert you to problems that do
exist. Microcassette recorders, which are useful in many
applications, lack sufficient fidelity to help you improve
your speech.

Nearly all audio recorders have built-in micro-
phones, but you should make sure that the one you buy
has a jack to receive an external mic. Built-in mics, even
in good quality tape machines, are in most cases “after-
thoughts,” included to give salespersons one more sell-
ing point, and will produce unsatisfactory results.

You can also work on speech improvement without
equipment of any kind. You speak with others for a con-
siderable amount of time each day. Without sounding af-
fected you can practice speaking clearly in ordinary
conversations. Many college students tend to slur words
as they speak. Make note of the number of times each
day someone asks you to repeat what you’ve just said,
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often by uttering a monosyllabic “Huh?” Frequent re-
quests of this kind are an indication that you’re not
speaking clearly enough for broadcast work.

For improvement of nonverbal communication
skills, you can practice in front of a mirror. Note the de-
gree—too pronounced, just right, or too weak—of your
facial expressions and head movements. Watch for
physical mannerisms that may be annoying or that in-
terfere with clear communication. Through practice you
can improve your performance abilities significantly,
even without the use of recording equipment.

Closely related to performance ability is ear train-
ing. It’s doubtful that anyone who doesn’t hear well can
speak well. Develop a critical ear as you listen to televi-
sion and radio performers. Listen for vowel variations,
mispronunciations, poor interpretation, and other quali-
ties of spoken English that may interfere with good
communication. Listen, as well, for those who articulate
clearly, who have a pleasant voice quality, and who are
effective in communicating thoughts and ideas. Decide
who impresses you as an outstanding user of spoken
language. Identify speakers who make you pay atten-
tion, as well as those who cause you to tune out. Try to
determine the positive and negative characteristics and
qualities of speakers, and apply what you learn to your
own work. (Speech diagnosis, speech problems, and sug-
gestions for improvement are covered in Chapters 3 and
4, “Voice Analysis and Improvement” and “Pronuncia-
tion and Articulation.”)
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L.
\ PRACTICE

Establishing Ethical
Guidelines

Find copies of various codes that pertain to announcers,
such as the Radio and Television News Directors Asso-
ciation (RTNDA) code and the ethics code of the Ameri-
can Society of Newspaper Editors (ASNE). Prepare a
list of the most important canons of professional ethics.

Backgrounds of Successful
Announcers

Using such resources as Current Biography and com-
puterized searches for articles about outstanding an-
nouncers, compile information about several announcers
whose work you admire. Where did they grow up?
Where did they attend school? What were their major
and minor subjects? Where did they begin their an-
nouncing careers? What steps did they take to reach the
heights of their profession? What advice do they offer to
those who want to succeed in the announcing profes-
sion?
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The Announcer
as Communicator

CHAPTER OUTLINE

= Principles of Effective Communication
= Interpreting Copy
Identifying the General Meaning
Stating the Specific Purpose
Identifying the General Mood
Determining Changes in Mood
Determining Parts and Structure

s Analyzing Punctuation Marks Used in Seripts
= Marking Copy
= Verifying Meaning and Pronunciation

= Reading Aloud
Reading Ahead

= Conveying Interest in Your Material

Talking to the Listener
SPOTLIGHT: Learning to Sound Local
Researching Background about Authors and Copy

Employing Characterization
Dramatized Commercials

Radio and television announcers have one overriding purpose: to ef-
fectively communicate ideas and feelings to others. This apparently
simple statement is the key to success in announcing. Some lucky
announcers have learned to be effective—and even engaging—as
they communicate with others. They readily adapt their ability to

25
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Figure 2.1

Cooperation is vital be-
tween on-air personnel
and production staff.
News co-anchors Don
Sanchez and Cheryl
Jennings wait for the
cue that tells them to
resume the newscast
after a commercial
break. Don graduated
from the University of
Southern California,
majoring in Telecom-
munication, Cheryl
from San Francisco
State University with a
major in Broadcast
Communication Arts.
(Courtesy of KGO-TV,
San Francisco)

communicate to radio or television performing. Others, however,
must continue to work at the difficult task of being effective, eco-
nomical, and accurate in daily conversation. This chapter discusses
the communicative process and offers specific advice on interpret-
ing copy.

Unfortunately, some students of announcing believe they’ve be-
come successful announcers when they develop the ability to
“sound like an announcer.”! They suffer from the most common
shortcoming of ineffective announcers: they’ve put aside their indi-
vidual personalities and developed the ability to act the part of an
announcer. They become only capable imitators.

Good announcing isn’t imitation—it’'s communication. Top an-
nouncers retain their individuality as they concentrate on getting
their messages across. True communication as an announcer begins
when you learn who you are, reflect yourself in your delivery, and
realize that you're speaking to individuals, not to a crowd. It’s im-
portant for you to improve your voice quality, further develop ar-
ticulation and pronunciation, and expand your vocabulary, but
these alone won’t guarantee that you'll become an effective com-

'See the Spotlight “The Debate over Standard American Speech” in Chapter 4. The discus-
sion, which focuses mainly on pronunciation, includes a brief history of radio announcing
styles.
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municator. You also must constantly employ two other aspects of
successful oral communiecation: reflecting your personality and
sharing with your audience the ideas and feelings inherent in the
words you speak.

Announcers must be skilled in several kinds of performance:
ad-libbing, ad-libbing from notes, impromptu speaking, script read-
ing with preparation, and script reading from cold copy—material
not seen until the moment of delivery. Typical ad-lib announcers—-
those who have thought through what they’re going to say but have
no seript to work from—are radio and television field reporters,
weather and traffic reporters, and popular music personalities. Im-
promptu announcers—those who have no opportunity to plan their
comments in advance—include television talk show hosts, radio
and television phone-in hosts, and sports play-by-play announcers.
News anchors often see some of their copy for the first time when it
appears on a prompter. At the other extreme are documentary nar-
rators and readers of recorded commercials; they work for hours—
and sometimes days—to deliver the performance demanded by a
producer. You should practice these modes until you’re comfortable
with them all.

One of your toughest challenges as an announcer is to be effec-
tive when reading copy written by someone else. You’re the middle
link in a chain that begins with a writer and ends with a listener or
viewer. It’s your responsibility to ensure that the writer’s ideas are
faithfully transmitted to the minds of your listeners.

Principles of Effective Communication

Copy begins not as a script but as ideas in the mind of a writer—an
ad agency copywriter, a newswriter, a documentary scriptwriter, a
station sales representative, or some other specialist in broadcast
writing. Having conceived the idea, the writer next casts it into
words—in words and pictures for television—that will best com-
municate the thoughts. The ability to select fresh, meaningful
words and arrange them well is the art of broadcast writing; the
ability to communicate these words effectively is the art of an-
nouncing.

Radio communicates by spoken and sung language, instrumen-
tal music, and sound effects. Television has a vital visual compo-
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nent, yet the sound aspects of television are also important in
getting messages across. As a professional announcer, you can
make spoken messages more effective than they would be if com-
municated in writing. Beyond the basic level of accurate reading
and pronunciation, you can convey an emotion appropriate to your
copy—enthusiasm, seriousness, or humor—and in doing so provide
variety and meaning to your listeners. You can clarify its meaning
by communicating the relative importance of various parts of the
message. In short, you’ll present the material in its most persuasive
and readily understandable form.

Oral communication, however, loses its effect when announcers
fail to present their material clearly and with conviction. Too many
professional announcers merely read the scripts before them and
consider themselves successful if they don’t stumble over any
words. A word is a symbol of an idea; if the announcer can’t grasp
the idea or read it compellingly, the chance of transmitting the idea
to listeners is slight. Although even poorly delivered words have
some effect, this isn’t good announcing. Announcers are paid to be
effective, and to do this they must develop oral reading skills that
are far more than adequate.

Make it a point to listen to as many music station radio person-
alities, newscasters, and documentary narrators as you can and
study their deliveries. Decide for yourself who among them are
true communicators. Few people think consciously about the com-
municative ability of announcers, but we are all certainly affected
by it. We listen more to those who are best able to help us receive
and assimilate ideas.

Radio announcers who believe that only their voices matter
may attempt to project vitality without using body motion. Such
playacting isn’t likely to be convincing. Learn to announce for radio
and television as though your listener were sitting nearby. Use
your face, hands, and body just as you do in ordinary conversation.
Integrating all tools of communication—verbal and nonverbal—
will help you clarify and intensify your message, despite the fact
that radio listeners can’t see you. Appropriate gesturing for both
radio and television is marked by two considerations: honest moti-
vation and harmony with the importance and the mood of the ideas
being expressed. Energy is easy to simulate, but unless a speaker
is genuinely motivated by the content and purpose of a message, it
usually comes across as phony. Uncalled-for enthusiasm hinders
communication. Oversized grins, frowns, and grimaces and sweep-
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Figure 2.2

Classical music an-
nouncer Al Covaia uses
gestures as he ad-libs
the introduction to a fa-
vorite work. Good oral
communication requires
that announcers give
tone and interpretation
to the words they
speak. Al Covaia speaks
not just with his voice
but with his entire
body; the result is an
animated, conversa-
tional style that sounds
like one person talking
with another. (Courtesy
of Al Covaia, producer/
host KKHI-AM/F'M,
Corte Madera, CA)

ing arm movements are seldom appropriate to these intimate
media. Good communication occurs when the listener or viewer re-
ceives an undistorted and meaningful impression of the ideas of the
writer with appropriate emphasis given to each part of the message.

Interpreting Copy

Superior interpretation demands a thorough understanding of the
material to be presented. An announcer’s top priority is under-
standing the intention of the writer. Announcers who speak words
written by others are interpretive artists; even news anchors who
write their own material must interpret copy. However beautiful
your voice may be and however rapidly and unfalteringly you read
copy, youre not truly a good announcer until you can communicate
the ideas and values as the writer originally conceived them.
News anchors read some stories without preparation, as when
they receive new or changed stories after they’ve gone on the air.
They can work effectively with new or revised copy because at
some earlier time in their careers they engaged in copy analysis
and in deliberate and methodical practice. The best time to estab-
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Figure 2.3

No news announcer
should go on the air
without studying the
seript to establish the
pace, tone, and mood of
each item. Bessie
Moses, the radio an-
nouncer shown here,
must do more than ana-
lyze the news—she also
translates it into the In-
upiaq Eskimo language.
(Courtesy of KICY,
Nome, Alaska)

lish a solid foundation in copy analysis is before your career de-
pends on it.

Stanley T. Donner, professor emeritus of the University of
Texas at Austin, has prepared an excellent approach to analyzing
copy. He suggests using the checklist “Analyzing Broadcast Copy”
to approach new copy. If you use this checklist for serious analysis
of many different types of copy, you should develop the ability to
size up new copy almost unconsciously.?

e \ | CHECKLIST

Analyzing Broadcast Copy

=> 1. Read the copy as often as necessary to get the gen-
eral meaning. If the message is brief and clearly
written, perhaps one reading is enough; a longer or
more complex seript may require two or more read-
ings to ferret out its meaning.

“Source: handout by Stanley Donner for a course in media performance.
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. Determine the objective of the message: state the

specific purpose of the copy in one brief sentence.

. Identify the general mood of the copy. Most short

messages have one overriding mood; longer scripts
often have shifts in mood.

After determining the general mood, locate any
places where the mood changes.

Determine the copy’s structure and its parts and
mark the beginning and the end of each part.
Longer scripts are composed of several parts.
Analyze punctuation to see what help it provides.
Note any words you don’t fully understand or can’t
pronounce. It’s good practice to underline for later
research any words that are unclear or new to you.
Read the copy aloud.

. Think about how you can convey interest in the

copy’s subject matter.

. Visualize your listener. Establish a mental rapport

and imagine you're actually talking to that person.

. Find out any pertinent information about the origin

<12

and background of the copy.?
Decide if the copy calls for “straight” delivery or is
written for a specific character type.

3As noted elsewhere, news seripts are written with little time for preparation
by news anchors, so careful analysis just isn’t possible. However, the questions
in this list are important for anyone preparing for a career as a news anchor,
At a later date, when you're asked to read news stories handed to you just be-
fore air time, the hours of practice you now commit to reading and analyzing
news copy will pay off.

Let’s take a closer look at each of Donner’s points.

Identifying the General Meaning

Too much concentration on pronunciation or timing may obscure a
script’s overall meaning and purpose. Form an impression of the
whole piece by silently reading through it at least twice—more
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times, if necessary—before undertaking any of the more detailed
work of preparation. Remember, though, that after these silent
readings to determine meaning and purpose all subsequent read-
ings should be performed aloud.

Stating the Specific Purpose

Stating the specific purpose is the most important point on Don-
ner’s checklist. Just as it’s pointless to begin a trip without deciding
where you're going, it’s foolish to begin interpreting copy without
first knowing its goal. Sentences can be read in different ways de-
pending on their context or purpose. Raising questions about the
purpose of the copy will help you determine the most appropriate
delivery.

Here’s a recent example of an announcer failing to communicate
the intent of a writer: In reading “Most of us want to succeed, not
just get by” the announcer stressed want whereas the writer
wanted to contrast two outlooks on life—getting by and succeeding.
The sentence, as performed, was “Most of us want to succeed, not
just get by” rather than “Most of us want to succeed, not just get
by.” This may seem a small point, but announcers who earn their
living delivering messages risk their careers by such carelessness.
Read this fifteen-second commercial and decide on its specific pur-
pose:

See the all-new Jupiter, on display at Berger’'s Motor-
car Center, 16th and Grand. You’ll love its all-leather
interior, high-tech styling, and out-of-this-world

performance. If you want luxury in an automobile, come

meet the Jupiter. America’s answer to imports!

If you decided that the purpose of this copy is to awaken curiosity
and interest in the new Jupiter, you analyzed it correctly. If you de-
cided that its purpose is to promote the name and address of the
sponsor, you were incorrect. The phrase at Berger’s Motorcar Cen-
ter, 16th and Grand is subordinate to the idea of the all-new Jupiter.
Although it’s unusual to subordinate the sponsor’s name and ad-
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dress, this copy clearly indicates that it should be done. Perhaps
other commercials have built up sponsor identification over time.
The moral here is that it’s unsafe to assume that the name and ad-
dress of the sponsor is to be stressed in all commerecial copy. Now
read this commercial for the same sponsor:

See the all-new Jupiter at Berger’s Motorcar Center.
Serving you since 1933, we offer total service and
complete repair and parts departments. Credit cards
gladly accepted. No appointment necessary. That'’s

Berger'’'s Motorcar Center, 16th and Grand.

This version uses phrases from the first commercial, but it’s obvi-
ous that in the second version the name of the automobile is subor-
dinate to the name of the sponsor. If, in analyzing this copy, you
decided that its chief purpose is to impress on the audience the
dealer’s name, address, and reliability, you were correct.

Identifying the General Mood

Having determined the purpose of the copy you next identify its
mood, which will influence your attitude as you read it. The num-
ber of words in the copy will somewhat limit your control of mood,
especially with commercial copy. Many commerecials, particularly
those written to send a fast-paced, high-energy message, may re-
quire you to read at your top rate of speed, and this will automati-
cally lock you into the mood desired by the sponsor. In contrast, the
commercials for Berger’s Motorcar Center require you to read 44
words in about 15 seconds—or 176 words per minute—a comfort-
able rate for oral delivery that allows an opportunity to communi-
cate a mood of interest as well as enthusiasm.

The commercial for Dairyland Longhorn Cheese (see Chapter
3, page 86) uses only seventy-eight words for a thirty-second spot.
You should be able to “milk” this commercial as you gently evoke
warm feelings about the product, nostalgia for the “good old days,”
and (perhaps) hunger for Longhorn Cheese.

Excluding commercial announcements, which are written
within rigid time limits, radio and television copy may be shortened
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(CHICAGO)

(MIAMI)

(WASHINGTON)

or lengthened to match the rate of delivery to a particular mood.
For still other kinds of announcements—introductions of musi-
cal compositions, for example—mood more frequently relies on
split-second timing than on length of time taken (as pointed out in
Chapter 12, which discusses popular-music announcing). In sports-
casting, the mood is set by the action of the game.

Because the mood of a piece of copy determines your attitude,
you may find it helpful to attach an adjective to your script. Atti-
tudes are described as ironic, jocular, serious, somber, urgent, sad,
light, gloomy, and sarcastic. Read the following items aloud and
communicate the indicated attitude of each. Convey the mood of
each item, except the tornado reports, with only a hint of the sug-
gested emotion.

Urgent

THE NATIONAL WEATHER SERVICE HAS ISSUED TORNADO
WARNINGS FOR THE ENTIRE UPPER MIDWEST. SMALL-CRAFT
WARNINGS HAVE BEEN RAISED FOR LAKE MICHIGAN, AND BOAT
OWNERS ARE URGED TO SECURE THEIR CRAFT AGAINST THE

EXPECTED HEAVY WEATHER.

Somewhat Angry

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.

Slight Note of Victory—Winning One for the People

THE FEDERAL ELECTION COMMISSION HAS VOTED TO HALT
SECRET CONGRESSIONAL “SLUSH FUNDS,” A PRACTICE IN
WHICH LAWMAKERS USE PRIVATE DONATIONS TO PAY PERSONAL

AND OFFICE EXPENSES.
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(WASHINGTON)

(MONTPELIER,

VERMONT)

Very Urgent

I'VE JUST BEEN GIVEN A BULLETIN THAT SAYS A TORNADO
HAS BEEN SPOTTED ABOUT TWENTY MILES FROM DULUTH. THERE
ARE NO ADDITIONAL DETAILS AT THIS TIME, BUT WE'LL GIVE

YOU MORE DETAILS AS WE RECEIVE THEM.

Straightforward

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.
OUR NATION'S SUCCESS IN KEEPING PEOPLE HEALTHY AND
HELPING THEM TO LIVE LONGER IS PLACING GREAT STRESS ON

THE NATION'S HEALTH CARE RESOURCES.

Light, Slightly Humorous

IT TOOK EIGHTEEN DAYS, BUT SEARCHERS HAVE FINALLY
TRANQUILIZED ONE OF THE BABY ELEPHANTS LOST IN THE
WOODS. 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.

Determining Changes in Mood

A long piece of copy may contain several moods even if the domi-
nant mood remains constant. A familiar construction for commer-
cial copy calls for a change from concern to joy as the announcer
first describes a common problem and then tells how Product X can
solve it. Spot such changes in mood as you give your copy a prelim-
inary reading and note them on your script. Unless the script calls
for mock-serious delivery, be careful not to exaggerate the moods.
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In alengthy television documentary or a thirty- or sixty-minute
radio or television newscast, changes of mood come more often and
should be reflected in your delivery. When you monitor newscasts,
notice such changes and how speakers reflect the shifting moods.
Effective use of variations in mood add much to the flow, unity, and
overall meaning of a presentation. As you practice, try to find tran-
sitional words or phrases to shift mood; meanwhile, locally, in
other news, or on a lighter note are examples of this.

In newscasting, changes in mood usually take place between
the end of one story and the opening lines of the next. Many news-
casts, however, begin with brief headlines that call for abrupt
changes in mood within a short span of time. Read the following
headlines and determine the mood of each:

HERE IS THE LATEST NEWS: OVER EIGHT INCHES OF RAIN HAS
FALLEN ON EASTERN IOWA IN THE PAST TWENTY-FOUR HOURS,
AND THERE ARE REPORTS OF WIDESPREAD DAMAGE AND SOME

DEATHS.

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

QUITTED BY AN ALL-MALE JURY.

A FOURTEEN-YEAR-OLD MILWAUKEE BOY HAS BEEN AWARDED THE
CITY'S HEROISM MEDAL FOR RESCUING AN INFANT FROM A

SWIMMING POOL.

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

AS SCHEDULED.

AND, THERE'S JOY AT THE Z0OO 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.
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AGENCY:

CLIENT:

LENGTH:

I'LL HAVE DETAILS ON THESE AND OTHER STORIES AFTER

THESE MESSAGES.

The range of emotions inherent in these stories requires rapid
changes of mood—a challenge that newscasters face daily.

Determining Parts and Structure

Almost any example of well-written copy shows clearly defined
parts. On the most basic level, copy may be broken down into a
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 often
states the advantages of this product over all others. A news story
carries most of the information in the middle. The end generally
sums up the most important points. Commerecials frequently urge
action or repeat the name, address, and telephone number of the
sponsor.

In most copy these three parts may be further subdivided.
Commerecial copy that attempts to give rational reasons for buying
a particular product frequently follows this organization:

Capture the attention of the listener or viewer.

Give some concrete reason for further interest and attention.
Explain why this product or service is superior.

Mention or imply a price lower than the listener has been led to
expect.

Repeat some of the selling points.

6. Repeat the sponsor’s name and address or phone number.

L N

e

Here’s an example of a commercial written according to this
formula that represents a type of commercial often heard on radio.
Look for the parts and notice how they conform to the six-part out-
line. (SFX is an abbreviation for sound effects.)

Reist Advertising, Inc.
Mertel’s Coffee Mills

60 seconds
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SFX:
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SFX:

ANNCR:

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, 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 French roast for that midday pickup. A nutty
Arabian with dinner. And a Colombian decaf before bed.
Sound inviting? You bet. Sound expensive? Not so. Mer-
tel’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
weekly special. This week, it’s Celebes Kalossi, at
just $6.99 a pound! Remember—if you want gourmet cof-
fee, begin with whole beans and grind them just before
brewing. So, come to Mertel’s Coffee Mills, and move
into the world of gourmet coffee! We’'re located at the
Eastside Mall, and on Fifth Street in downtown Dickin-

son. Mertel’'s Coffee Mills.

Outstanding commercials are both subtle and complex. Chapter
8 provides analyses of superior commerecials.
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Analyzing Punctuation Marks Used in Scripts

In addition to the symbols of ideas we call words, writers use punc-
tuation marks to show their intentions regarding mood and mean-
ing. Although you should pay attention to the punctuation in your
copy, you needn’t be a slave to it. Writers punctuate copy to suit
their ideas of how it should be interpreted. When you perform it,
you need to make the copy your own—to make it true to your par-
ticular personality. Therefore, repunctuate as appropriate.

Punctuation marks such as diacritical marks that indicate pro-
nunciation are so small and differ so subtly that they may cause oc-
casional difficulties for an announcer—especially when copy must
be sight read. Announcers working with written material need
near-perfect eyesight; some wear reading glasses during their air
shifts or recording sessions even though they wear reading glasses
at no other time. Whenever possible, review your copy prior to air
time and, if you find it helpful or necessary, add to and enlarge punc-
tuation marks. (Some suggestions for adding enlarged punctuation
marks are found on pages 43-44.)

You probably already have a good grasp of punctuation, so the
review that follows discusses only a few specific punctuation marks
and comments only on their uses as they relate to writing and in-
terpreting scripts.

The Period The period is used to mark the end of a sentence or tq
é‘how that a word has been abbreviated. In written copy, abbrevia-
tions and acronyms such as FBI, NATO, and AFL-CIO appear
without periods. Some news departments ask writers to place hy-
phens between letters in abbreviations that are not acronyms, for
example, F-B-1. Abbreviations such as Ms. and M». may appear
with or without concluding periods.

Periods at the ends of sentences mark places for the oral reader
to take a breath. Use periods for this purpose but let the mood of
the copy tell you how long to pause.

The Comma The comma usually marks a slight pause in broad-
cast speech that also gives you an opportunity to breathe. For this
reason, good writing for oral delivery uses commas with precision
and with frequency. As a student, you may find it appropriate to use
many commas when writing copy for broadecasting classes and con-
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Figure 2.4

Sports play-by-play an-
nouncer Ted Robinson
calls nearly 200 baseball
games a season, start-
ing in spring training
and (if successful on the
field) through the post-
season. [t takes a
healthy vocal mecha-
nism to sustain such a
challenge. (Courtesy of
Ted Robinson and San
Francisco Giants)

siderably fewer when writing papers and essays for, say, English
composition teachers who might favor long, complex sentences.

The Question Mark The question mark appears at the end of a
sentence that asks a question. In marking copy you may find it help-
ful to follow the Spanish practice of placing an upside-down ques-
tion mark (;) at the beginning of a question so that you'll know it’s
interrogatory as you begin to read it.

Quotation Marks Quotation marks are used in broadcast copy for
two purposes: to indicate that words between the marks are a
word-for-word quotation and as a 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 the next sentence you can indicate the presence of a quo-
tation by the inflection of your voice or you can add words of your
own to make clear that it’s a direct quotation:
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. . HE SATD AN ANONYMOUS MALE CALLER TOLD HIM TO, AND
THIS IS A QUOTATION (or AND I QUOTE), “GET OUT OF THE

CASE OR YOU WILL GET BUMPED OFF.”

Don’t say “unquote” at the end of a quotation; you can’t cancel out a
quotation you’ve just given.

Quotation marks sometimes replace italics in news copy, al-
though this practice is disappearing as computers allow writers to
easily italicize words:

. . HIS NEW BOOK, “READING FOR FUN,” HAS BEEN ON THE

“TIMES” BESTSELLER LIST FOR THREE MONTHS.

Parentheses Although parenthetical remarks—remarks that are
important but not necessary to the remainder of the sentence and
are separated from the rest of the sentence by parentheses—ap-
pear occasionally in radio and television copy, the same result is
achieved with dashes as in this sentence. Parentheses in radio and
television copy set apart instructions to the audio operator, indicate
music cues, and contain instructions or interpretations for the an-
nouncer or the performer:

(SFX: OFFICE SOUNDS)
(MUSIC UP AND UNDER)
(SLIGHT PAUSE)

(MOVE TO SOFA)

Words and sentences within parentheses are not read aloud by an-
nouncers.

Parenthetical remarks sometimes appear in newspaper copy,
usually for purposes of clarification:

Senator Johnson said that he called the widow and demanded that she
“return my (love) letters immediately.”
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Figure 2.5

Al Hart marks copy
prior to air time. Al-
though he’s had years
of professional experi-
ence as a news anchor
and voice-over an-
nouncer, he takes noth-
ing for granted; he
continues to prepare
thoroughly for each air
shift and commercial
assignment. Figure 2.6
is a commercial marked
by Al Hart before
recording. (Courtesy of
Al Hart and KCBS, San
Francisco)

A newspaper reader can see that the word love has been added by
a reporter or editor. If this copy were used on the air, the announcer
must indicate that (love) had been added by an editor or a writer or
risk misrepresenting the senator’s statement.

Ellipses An ellipsis marks an omission of words in a sentence.
This punctuation is a sequence of three or four periods called el-
lipses. These rarely appear in broadcast copy but may appear in
newspaper copy:

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

In this example ellipses indicate that one or several words have
been omitted froni the original quotation. Because there’s no way to
indicate this on the air, this and similar edited quotations should be
avoided.

Newswriters often use ellipses to mark the ends of sentences
and as a substitute for commas, dashes, semicolons, and colons:

“The mayor was late to his swearing-in ceremony today. ... He told
those who had gathered for the ceremony . .. some two hundred sup-
porters . .. that he had been held up in traffic.”
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Figure 2.6

A commercial marked
by Al Hart before being
recorded.

GALLO SALAME, INC. Edward J. McElroy, Inc.
60 SECONDS

In this day and age when everybody seems to be in a hurry,
maybe you'd like to hear about a food that takes its own sweet
time. That food is/Gallo Italian Dry Salame. Gallo is made the
fine old Italian way, with no spices or herbs added. It starts
with superb beef and pork (mixed together,) then slowly and
patiently aged/to develop its unique, tantalizing flavor...a
flavor you simply can’t get in a hurry. Maybe that’s why Gallo
Italian Dry Salame is the choice of people who take the time to
appreciate/the finer things in life. Maybe that’s why Gallo
Italian Dry Salame adds so much pleasure to that “quiet
hour” before dinner. Tomorrow night, serve a tray of thin
Gallo Italian Dry Salame slices with your favorite beverage.
It’s a beautiful Italian way to relax /and unwind. Gallo Italian
Dry Salame is waiting in the deli case . . . waiting patiently for

you ... very patiently.

This practice is regrettable but so widespread that you can expect
to be asked at some time to work from copy so punctuated. Should
you become a newswriter, you may be expected to write copy in
this style. Such punctuation is workable, but ellipses flatten the
shades of meaning conveyed by more specific punctuation marks.

Marking Copy

Because punctuation marks are quite small, most announcers sub-
stitute nonstandard punctuation marks that are much larger and
easier to read:

s A slanted line called a virgule (/) is placed between words to ap-

proximate the comma.
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= Two virgules (/) are placed between sentences or between words
to indicate a longer pause.

» Words to be stressed are underlined. Some announcers mark
copy with a colored highlighter to indicate words, phrases, and
sentences to be stressed. Of course, this practice applies only
when working with printed scripts—as when recording voice
tracks for commercials or documentaries. Copy read from a
prompter or a computer screen can’t be highlighted.

s Question marks and exclamation marks are enlarged.

= An upside-down question mark (;) is placed at the beginning of
any interrogatory sentence.

= An upside-down exclamation point (j) is placed at the beginning
of any exclamatory sentence.

= Crescendo (A) and decrescendo (V) marks indicate that a passage
is to receive an increase or a decrease in stress.

e USL A CLOAD RMROUND K&y \NOR 05 (NTWE PMZTICLE

Verifying Meaning and Pronunciation

To interpret someone else’s copy you must understand the mean-
ings of the words used. Most copy makes use of familiar words, so
questions about the meaning or the pronunciation of words in your
script are rare. However, some scripts are written for narrow tar-
get audiences, and unfamiliar words may cause you problems in in-
terpretation or pronunciation. Cultivate the habit of looking up all
unfamiliar words in an authoritative dictionary. Develop a healthy
skepticism about your own vocabulary; through years of silent
reading you've probably learned to settle for approximate mean-
ings of many words. As a quick test, how many of these words can
you define and use correctly?

voila (French) fulsome

impassible rhetoric
burlesque capricious
ordnance catholie (uncapitalized)

Check your definitions against those in any standard dictionary. We
frequently see and hear some of these words; others only sound or
look familiar.

Be equally skeptical of your ability to pronounce words cor-
rectly. Correct pronunciation is as important as accurate under-
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standing. Check your pronunciation of each word in Table 2.1
against the correct pronunciation, which is shown with three differ-
ent systems of phonetic transcription.

Appendix B is a pronunciation guide for 303 often-mispronounced
words. Use it to enlarge your speaking vocabulary.

In addition to using and pronouncing words correctly, you must
understand allusions in your copy. An allusion is an indirect but
pointed or meaningful reference. Writers sometimes use phrases
from the Bible, mythology, Shakespeare, and other sources from
past or current literature. Explanations of the following phrases
appear in dictionaries, encyclopedias, and collections of well-known
myths. These allusions aren’t common but might appear in your
copy. If you don’t know their origins, search them out. (All four may
be found in the American Heritage Dictionary.)

He was considered a quisling.
She was given to malapropisms.
He added his John Hancock.

He suffered as painfully as Job.

During your career you may read copy written by hundreds of
people, each drawing on a separate fund of knowledge. You can’t
expect to recognize every allusion in every piece. You can, however,
cultivate the self-discipline to track down unfamiliar allusions and
not assume that the context will clarify an allusion for the audience
even if you don’t understand it.

TABLE 2.1 Correct Pronunciation of Some Tricky Words

Wire-Service

Word IPA Diacritics System

drought [draovt] /drout/ (DROWHT)

forehead ['forid] /for'Td/ (FOR'-IHD)

toward [tord] /tord/ (TAWRD)

diphtheria [dif ‘Biria] /dif-thir'-é-of (DIFF-THIR -EE-UH)
accessories [2ek'sesariz] /ak-sés’ar-ez/ (AK-SESS'-UH-REEZ)
quay [ki] kel (KEE)

pestle ['pesl] /pés’al/ (PES'-UHL)

worsted ['wustid] /woos'tid/ (WUHSS'-TIHD)
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Reading Aloud

ANNCR:

Because you’ll perform aloud, you should practice reading 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 ungrammatical
sentences often appear in perfectly acceptable radio and television
scripts:

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

pertabs, the multiple vitamin, can be the answer . . .

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

Reading Ahead

A lengthy script requires reading for extended periods of time,
reading everything before you, reading it accurately and with ap-
propriate expression, and doing all of this with little opportunity to
rest your eyes. You can’t afford to make even the minor errors 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.

One way of giving your eyes the rest they need is by reading
ahead. Reading ahead means that your eyes are several words
ahead of your voice as you read the copy. When your eyes have
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reached the end of the sentence, you can glance away from your
seript while you finish speaking the words. In this sentence, when
your voice is at about this point, your eyes should be about here.
Practice this technique, and you should be able to read even
lengthy scripts without excessive eyestrain. But as you practice
make certain you don’t fall into the irritating habit of reading ahead
and then developing a monotonous, decelerating speech pattern at
the end of every sentence. Guard against unconsciously relaxing
your interpretation as you rest your eyes.

Conveying Interest in Your Material

Whatever its purpose or nature, you must show interest in the copy
you read if you're to communicate it effectively. Most of the time, as
when delivering the news or narrating a documentary, you’ll have a
genuine interest in the subject. At other times, for example when
reading a commercial for a product you don’t use or perhaps even
dislike, you may have difficulty feeling genuine interest. As a pro-
fessional, you can’t afford to show disinterest in or disrespect for
the copy you're paid to read. You must put your biases aside and be-
come an intermediary between people who supply information and
people who receive it. You act as a magnifying glass: it’s your job to
enhance perceptions with the least possible distortion.

If you're asked to perform a commercial for a product you know
to be shoddy or misrepresented, then your conscience should take
over. And, if you are asked to read copy that you find offensive, find
out if it’s possible to have the copy changed.

Established professionals may occasionally decline an announc-
ing assignment to avoid being associated with a particular product.
As a beginner, though, you’ll jeopardize future job opportunities if
you're seen as being too “choosy.” The problem cited here may
never arise but, if it does, your response should be based on your
personal values; long before such a predicament arises, you should
have determined the lengths to which you’ll go to advance your ca-
reer, and the point at which you’ll walk away from a job. Only you
can make such decisions.
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Even when working with good copy for reputable advertisers,
it’s impossible to develop a belief in every commercial cause. Here
are two suggestions that may help you:

1. When you must read commercials for many different produets,
and you find it impossible to develop honest enthusiasm for all of
them, your best option is to read each with as much effectiveness
and interpretive skill as possible. '

2. When you're in the enviable position of being the exclusive
speaker for a product or have had a long personal relationship
with a sponsor, gain firsthand knowledge of the product and
communicate your honest belief in it.

Assuming that your announcing copy deserves genuine inter-
est, how can you reflect it in your interpretation? Honest enthusi-
asm is seldom noisy or obtrusive. It manifests itself in inner vitality
and quiet conviction. As a radio or television commercial an-
nouncer, you won’t be dealing with life-or-death matters, and you’ll
be speaking, in effect, to small groups of people who are only a few
feet away. In a sense you're their guest. Your conviction is revealed
through a steady focus on your listeners and through your earnest-
ness and your personality. These recommendations don’t rule out
the possibility of a humorous commercial or introduction. Being sin-
cere doesn’t mean being somber!

Talking to the Listener

Most of this chapter has emphasized the challenge of reading
scripts. It might be better to consider your job one of talking
scripts. Even though you work from a script, and your listeners
know it, they appreciate it when you sound as though you're not
merely reading aloud. The best way to achieve a conversational
style is to visualize the person to whom you’re speaking and “talk”
your message to that person. Of course, some seripts lend them-
selves more readily to intimate delivery than others.

When asked to interpret a piece of copy, ask yourself several
questions:

Who am I as I read this piece?
To whom am [ speaking?
To how many people am I speaking?
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How old is the person to whom I'm speaking?
Where am I as I speak?

See also the section “Achieving a Conversational Style” in Chapter
7, “Performance.”

Learning to Sound Local
By Dan O'Day

As a transplanted DJ, new to an unfamiliar market, one of your most urgent re-
quirements is to learn about your new community as quickly as possible. Listen-
ers will “turn off” in short order if you mispronounce local place names or call
activities or foods by names the locals don’t use. To learn how to “sound local,”
leave the station and enlist the aid of others—friends, landlords, strangers, shop-
keepers, taxi drivers—to get answers to basic questions about your new home
town. Don’t accept one person’s answer as correct, though; look for a consensus.
Here are some particularly important areas to research.

Lingo
In the North, people “go to movies.” In the Deep South, folks “go to the show.”
Similarly, New Englanders have a “cookout,” and Westerners have a “barbecue.”

What words will brand you as an outsider if you pronounce them the “wrong”
way? For instance, do locals pronounce route as root or rowt? Pay special atten-
tion to people or places that outsiders are known to mangle. South Florida has a
town named Riviera Beach. The first word is pronounced riv-ee-air-uh, right?
Not if you're a local. Only a tourist enunciates all four syllables. Locals say
“Rivera”—as in Geraldo.

I was raised in a big city, but my first radio job was in rural Virginia. When I
read a live spot for farm equipment, I pronounced Deere—as in John Deere—
Deerie. Local listeners knew right away I was a foreigner. Make a list of twenty
difficult-to-pronounce names of streets, parks, or prominent citizens.

This list of questions applies to some kinds of copy, especially to commercials, documentary
narratives, essays, and public service announcements (PSAs). The questions don’t apply to
reading news reports, because time limits restrict opportunities to study news copy.
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Government

Does your community have a mayoy, city manager, or both? If it has a board, who
is in charge—a city council or board of supervisors? Are these officials elected in
general or district elections? How long are the terms of office?

Find out which politicians have been on the scene forever. Ask how long the
mayor has been in office. Talk to people about current political controversies.
What's the best-known political scandal of the past ten years? What about the
police department? Does the police chief get along with the mayor? What was
the last big police department controversy?

Education

Find out the hottest issue in the public school system. Learn which schools are
considered the best acacdemically and which are the worst. How do the schools
compare to schools in other regions of the country? Which schools are the best in
sports?

Sports

Speaking of sports, what are the local high school dynasties, rivalries, and mas-
cots? Who are the leading coaches? Connecticut has duckpin bowling. Florida
has jai-alai. What sports are played in your region but unknown to many others?

Food Facts
In Philadelphia, you order a hoagie. To get the same thing in New York, you ask
for a hero. In some places it’s a submarine; in others, a grinder.

Local dishes may sound odd to out-of-towners but may be sources of pride to
the community. What are they? And what about the bread served in local restau-
rants? San Francisco’s big on sourdough; Los Angeles restaurants often serve
multigrain. These little details are important.

Avre people health-conscious—or do they think a bran muffin is some sort of
Danish roll? What are the most common ethnic restaurants? What are the most
expensive, romantic, or famous restaurants? Which restaurants are famous for
their bad food?

Heroes

There are bound to be local heroes. Find out who they are and don’t make fun of
them. Who are the high school, college, and professional sports legends? Which
celebrities were born or reared in the community?




The Announcer as Communicator

51

Working World

Research the top ten industries or biggest employers. Which companies are pop-
ular or unpopular? What’s the local unemployment rate—and how does it com-
pare to the rest of the region? What is the starting salary of a policeman? Of a
teacher?

Getting Around

Some places have subways, some have buses, some have both. What’s the mass
transit system, how much does it cost, and who uses it? What is its reputation
for safety, cleanliness, comfort, reliability, and convenience?

What cars dominate the streets and highways? Toyotas and Nissans are ubig-
uitous in Southern California, but are rare—and sometimes reviled—in Michi-
gan. What models are the most popular—subcompacts, luxury sedans, station
wagons, cars with four-wheel drive? Do people have car phones or CB radios?

What are the most dangerous intersections? Where will you be stuck the
longest at a red light? Which freeways (or sections of freeway) are most con-
gested at what times?

Neighborhoods

Discover the names of various ethnie neighborhoods and where they are located.
Is there a gay section? What’s the most expensive area? Which neighborhoods
are the most crime-ridden?

Lifestyles

Investigate the locals’ favorite weekend activities. Where are the hot spots for
singles? Where do teens, yuppies, seniors, and other groups hang out? Where is
the local lovers’ lane? When do people eat dinner—5:30, 9:00 p.m.?

One local newspaper is probably read more than the others. Certain movies
do better than others. And the community is bound to have particular political
and social leanings. Find out what they are. Do any seemingly mundane subjects
lead to controversy? What are the worst bugs or pests? What do the locals think
of their drinking water? Is there one tragedy in the community’s history you
should never joke about?

Finally, discover the local tourist attractions and what people think of them.

Copyright © 1996 Radio & Records, Inc. Reprinted by permission.
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Researching Background about Authors and Copy

Figure 2.7

For commerecials, indus-
trial videos, or feature
productions, you may
need to employ charac-
terization to convey dif-
ferent sorts of
personalities and
voices. Here actress
Katie Leigh records a
child’s voice for a televi-
sion cartoon series.
(Courtesy of Hanna-
Barbera Productions)

Unlike reading brief commercials, which tend to be self-explanatory,
you'll be better able to interpret longer and more complex pieces of
copy if you know something about the author and the author’s in-
tentions.

What should you find out before narrating the following pieces?

A miniseries of television packages on the problems of inner cities
A program on world hunger

A program on the works of a great painter

An instructional tape on the use of a particular personal computer

Each of these topics requires some specialized knowledge and an un-
derstanding of the author’s intentions. Commerecials are designed
to sell products or services, but what are the purposes of programs
such as those listed? One good way to find out is by talking to writ-
ers, producers, and directors. On a basic level, you’ll learn whether
the program is intended to be objective and factual or a position
statement. You may also discover the mood the writer intends to
convey. You can question passages that puzzle you, as when there’s
an allusion that’s unfamiliar, and you can suggest changes when, for
example, you feel that a specific word might be misunderstood or
when a passage contains too many sibilant or plosive sounds.

You also can check on the pronunciation of names or words.
Usually you’ll ask only about those that are unfamiliar to you and
where you've had no chance to check on pronunciation before ar-
riving at the studio. When narrating a travel documentary, for
example, you may ask, “What’s the correct pronunciation of Catal-
hoytk?” or, “How do I say Trondheim?” At other times, you'll ask
about a name that’s ambiguous in our culture: “Do you want ‘Braun’
pronounced BRAWN or BROWN?” or “Is Christiansen ‘KRIS-
chun-sun’ or ‘KRIS-ten-sun’?” A mature working relationship pre-
vails when those in charge understand that any instruction that
helps you “get it right,” ensures a better production.

Employing Characterization

You may be asked at times to read copy that requires you to use a
regional or “foreign” accent, or project a specific “personality,” such
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as a bully or a wimp. Before starting to practice with such copy,
make all of your key decisions about the purpose of the copy, its
mood, the person or persons to whom you are speaking, and so on.
First get the interpretation down, and then add the character voice.
Courses in acting and participation in plays (stage and television
plays) will help you learn character development and interpretation.

Make sure that when a reading calls for a regional dialect or for-
eign accent you don’t project an offensive stereotype. Today’s
world of broadcasting has no room for messages that demean any
segment of society. Commercials that offend an ethnic group or
people living in a particular region have been taken off the air. See
Chapter 8, “Commercials and Public-Service Announcements,” for
a discussion of accents, dialects, and character voices. The Chapter
8 Spotlight, “Tips from a Voice-over Pro,” offers many suggestions
on interpreting copy.

Dramatized Commercials

Most of the commercials used so far to illustrate prineiples of inter-
pretation and delivery have been straight narrative spots. But
many commercials are written as brief dramatic sketches, and
voice-over announcers must be as versatile and effective when act-
ing a part as when delivering straight commercial messages.
Dramatized spots are likely to require “characterization,”
briefly defined as the depiction of the personality, mood, and other
qualities that make one person—the person portrayed—different
from others. Good characterization in a drama (even in a thirty- or
sixty-second dramatized commercial) helps an audience quickly
identify the nature of the person speaking. Think of Dana Carvey
when he adopts the personality of Ross Perot, or of Seinfeld’s pal,
George, as he whines his way through life, and you immediately
recognize key aspects of the personalities of those being portrayed.
The following commercial for Hostess Lights features two per-
formers. Here are some suggestions for individualizing them. First,
although the script calls for two male performers, it’s equally effec-
tive with two women or one actor of each gender. If both actors are
of the same gender, it’s important that listeners be able to distin-
guish one voice from the other. This can be achieved in several
ways: one voice can be higher in pitch, one can show more energy
than the other, one can speak slowly and the other rapidly, one can
speak Standard American English and the other a regional dialect,
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AGENCY:
CLIENT:

PRODUCT:

SFX:

. GUY:

GUY:

GUY:

GUY:

GUY:

or one voice can be full and resonant and the other thin and flat.
When adopting any of these means of individualizing a character,
make sure you avoid cliché-ridden stereotypes.®

As you read the commercial, remember that the key to effective
performance is timing; be certain to pick up most cues rapidly, but
pause slightly when interpretation calls for it.

SPLASH RADIO
HOSTESS
HOSTESS LIGHTS

“Fat Farm” as produced

BIRDS CHIRPING

So, let me get this straight. You grow fat?

Uh-huh, I'm a fat farmer.

Where do you grow this fat?.

Right here. On my fat farm.

Mra-hrm.,

See, I plant the little fat globules in the furrows
and they grow into these giant, majestic stalks of
fat!

Stalks of fat . ..

Well, you know all those fatty snack foods you ate as
a kid. . . |

Uh-huh . . .

Well, I grow the fat they put in ‘em.

So, you’ll be closing down soon? . . .

5The commercial for Hostess Lights was created by Eric Poole, founder of Splash Radio.
Several other commercials by this award-winning writer may be found in Appendix A.
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(GASP) Closing down?

Now that Hostess has introduced the world’s first light
snack cakes . . .

Light snack cakes?

Hostess Lights. Four different mouthwatering snack
cakes, like chocolate cake with raspberry filling.

Oh, boy . . .

And they’'re light?

Yep. No cholesterol, and 97% fat free.

Fat free?

Fat free.

But this is a fat farm. I grow fat!

I know you do.

If Hostess is making fat-free snack cakes, what’ll I
grow?

Well, they’ll still need all those delicious fillings.
Well, there you go. I‘1ll plant pudding.

New Hostess Lights snack cakes in four delicious
flavors. No cholesterol and 97% fat free. Now you can

have your cake and eat it, too.

Two sections of Appendix A, “Commercials” and “PSAs,” in-
cludes several dramatized commercials. Practicing with them will
improve your ability to play a role, sharpen your timing, and en-
hance your ability to work with other voice-over performers.

You can't, of course, apply every one of the points discussed in
this chapter each time you pick up a piece of copy. Use the sugges-
tions to help you spot your weaknesses and measure your progress.
In time you’ll develop a conditioned reflex that allows you to size up
a script and interpret it effectively without relying on a checklist.
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i PRACTICE

Analyzing the Delivery
of Professional Announcers

Make an audio recording of a radio or television news-
cast or a talk show and listen to it as often as necessary
to analyze each of these factors:

= Voice quality of announcers

® Quality of articulation

® Too much or too little vitality

® Avoidance or use of predictable pitch patterns
= Ability to get a point across

= Ability to hold attention

= Ability to communicate appropriate emotions

@&
lk! PRACTICE

Effecting Mood Changes

Make an audiotape of a news anchor delivering three
stories, each of which calls for a different mood. Deter-
mine the techniques used to change from one mood to
another.
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A PRACTICE

Talking a Script

- | Use the following two scripts to practice talking scripts.
| The Blue Cross script should be delivered in a straight-
. | forward, matter-of-fact manner. The Six Flags commer-
| cialis marvelous for practicing changes in rate of

i.-'-".; delivery, pitch, and volume, as well as for practicing con-
‘,.,}4 versational style. Both commercials defy conventional
"lll;';i rules of structure, and both benefit from their original-
4|

ity. Sound effects enhance both.

AGENCY: Allen and Dorward
CLIENT: Blue Cross of Northern California
LENGTH: 60 seconds

MUSIC: LOUD MUSIC

MOM: Annie . . . would you turn that down, please?

MUSIC: MUSIC DOWN AND UNDER

MOM: Thank you, dear. I'm a working mother with two teenage
girls. Sometimes, it seems that they’'re at that diffi-
cult age. Sometimes, it seems they’ve been there for
years. I've got my own business and we’re all healthy.
When I opened my shop, I signed up for Blue Cross pro-
tection. I looked at other health plans, but it was
obvious that the Blue Cross Concept One Hundred Plan

had everything we needed . . . and, I can afford it!
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(START FADE)

ANNCR:

MOM:

AGENCY:
CLIENT:
CAMPAIGN:
LENGTH:

TITLE:

ANNCR:

Last spring, Cindy was in the hospital for a few days.
Nothing serious . . . but I know how much it would have

cost me. Believe me. Plenty!

I just couldn’t handle a bill like that alone.

There’s no reason for you to handle it alone. Our Blue
Cross Concept One Hundred Plan offers a full range of
benefits for your growing family. See our ad in this
Sunday’s magazine section or TV Guide or call eight
hundred . . . six, four, eight . . . forty-eight hun-

dred. Blue Cross.

As a single parent, I‘'ve made a lot of decisions. Blue

Cross was one of the best.

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 crest, picks up
speed, and before you know it, it happens. The ground
is gone. The world is a blur far below; look down if
you dare. And don’t think about the fact that you’'re
moving at almost a mile a minute and headed straight

down into a lake. Or that you’'re screaming and laugh-
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ing at the same time. It’s all in good fun. Here on
the biggest, fastest, highest roller coaster in the
world. The Great American Scream Machine. Just one of
the many, many new experiences now at the new Six
Flags Over Georgia. There’'s a whole lot of new to do
this year at Six Flags. Things you’ll never forget.

Because good times here are not forgotten.
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Voice Analysis
and Improvement

CHAPTER OUTLINE

s The Importance of Voice Improvement
= Speech Personality
= Analyzing Your Speech

= Voice Analysis

Pitch

Volume

Tempo

Vitality, Energy
= Voice Quality

Resonance versus Thinness

Breathing and Breathing Exercises
» SPOTLIGHT: Improving Your Voice Personality
= Common Voice Problems

Nasality and Denasality

Huskiness

Excessive Sibilance

Your voice is the most important instrument of communication you
possess. Whether or not you intend to enter the field of announcing,
you'll use your voice daily for the rest of your life. You should make
every effort to polish your speaking voice, to eliminate harsh or
shrill sounds, and to articulate words clearly—in short, to develop
the most pleasant and effective speaking voice you're capable of
producing.

60
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The Importance of Voice Improvement

It’s impossible to overemphasize the importance of voice training
for those who intend to spend a career speaking to others through
the electronic media of audio and video. Announcers often are un-
seen (as in radio and in television voice-overs), but they always are
heard. Few of us reach adulthood with voices that are developed to
their full potential. The sound—the tonal quality, the resonance,
the “music”—of an announcer’s voice requires training and prac-
tice. This text offers many suggestions for analyzing voice quality
and thereby pinpointing what needs work. It also provides many
readings designed to help you improve your voice quality. No one
but you can improve your voice; teachers and voice coaches can, of
course, provide assistance and encouragement, but they have no
magic wand to wave. They can’t “confer” voice improvement on
you. Only by taking seriously the challenge of improving your voice
and by practicing regularly can you develop your vocal instrument
into one that reaches its full potential. If you want to succeed in a
career that is basically the art of talking to others through the elec-
tronic media, a serious and thorough analysis and many hours of
subsequent practice are mandatory.

This chapter will help you identify problems of voice quality,
and provide you with exercises for speech improvement. Chapter 4
is devoted to the analysis and improvement of pronunciation and
articulation. Please understand that neither chapter is a substltute
for speech therapy where significant problems exist.

In discussing speech sounds of American English, the symbols
of wire-service transcription, diacritical marks, and the Interna-
tional Phonetic Alphabet (IPA) are used. However, these chapters
(and, indeed, the entire book) can be studied without knowledge of
any system of phonetic transcription.

Even if yours is a naturally pleasant voice, you can improve its
quality. Just as some people exercise to strengthen their biceps or
thigh muscles, you can exercise to strengthen your voice. Most au-
thorities on voice improvement suggest that students read nearly
everything—newspapers, magazines, textbooks—aloud. As you
exercise your voice in this way, you'll find that you’re able to speak
without strain for long periods of time (some on-air shifts are four
or more hours in duration) and that your pitch range has increased
by at least half an octave.
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Most professional announcers have excellent voices. Both male
and female announcers tend to have moderately low, resonant
voices. They speak at an ideal rate of speed for easy comprehen-
sion, and they articulate words and phrases with clarity and pre-
cision. Some sports announcers and commercial pitch “artists”
(announcers of commercials who speak at a rate in excess of two
hundred words per minute) are exceptions. News anchors and re-
porters, documentary narrators, talk-show hosts, interviewers,
and classical and popular music announcers must have pleasant
voices and speak at a comfortable and easily understood rate of de-
livery.

As a radio announcer, you’ll rely totally on your voice for the
communication of messages; on television, your voice is only
slightly less important. It’s essential that you protect this instru-
ment. Yelling until hoarse at sports events and smoking are two
ways of “losing” or seriously impairing your voice. In addition to af-
fecting voice quality, smoking cigarettes will decrease your lung ca-
pacity, and this in turn will negatively affect your breathing. At
worst, smoking can cause a permanently hoarse voice, a rasping
cough, and, eventually, emphysema or lung cancer. If you have a
smoking habit, yet want to succeed as a professional announcer, you
should seriously reassess your priorities. Quitting smoking be-
comes more and more difficult as you grow older. There’s never
been a better time to quit than now!

Speech Personality

Your speech personality is the way you sound and what makes you
instantly recognizable when you speak to a friend on the telephone.
A speech personality is made up of seven variables: (1) pitch, in-
cluding pitch range and inflection patterns; (2) volume (degree of
loudness); (3) tempo, or rate of delivery; (4) vitality, or energy; (5)
voice quality, including resonance, timbre, and tone; (6) pronunci-
ation; and (7) articulation, sometimes referred to as diction or
enunciation (the movement of speech organs to make speech
sounds). The overall sound of your voice is shaped by the first six of
these variables. In addition to vocal sounds, you have a distinctive
manner of articulation—the way in which you break up both
phonated tones (voiced consonants, diphthongs, and vowels) and
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unphonated sounds (the unvoiced consonants discussed in Chap-
ter 4, p. 114) into words and phrases. Pronunciation and articulation
are closely linked and are examined in detail in Chapter 4. Chapter
3 focuses on pitch, volume, tempo, vitality, and voice quality.

You can, to a degree, isolate each of these speech qualities and
characteristics and work on them for speech improvement. Using
appropriate exercises, you can concentrate on your pitch, for exam-
ple, without at the same time working on volume or tempo. Even-
tually, however, your efforts must come together if your speech is
to avoid affectation and to blend successfully into the aural repre-
sentation of the personality you want to project. You may not like
some aspects of your speech personality, but one of the most posi-
tive results you can expect through your study and practice of an-
nouncing is a considerable improvement in your speech.

Analyzing Your Speech

The two readings that follow are designed to help in evaluating
your speaking voice. Every speech sound of American English ap-
pears in initial, medial, and final positions in each reading if it oc-
curs in those positions. The exercises are intended to meet four
objectives: (1) to require you to manufacture all speech sounds to
help detect possible speech problems; (2) to use the more difficult
sounds several times; (3) to detect any problems of slurring over
words; and (4) to make the reading as brief as possible. The pas-
sages may seem nonsensical, but you should read them as though
they make a great deal of sense. Try to use your regular patterns of
inflection and stress and your normal rate of delivery; only by doing
so can voice or articulation problems be detected. It’s highly rec-
ommended that you record your readings so that, after detecting
specific problems, you can work on them and use your original
recording to measure progress.
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William and His Friends

This is the story of a little boy named William. He
lived in a small town called Marshville. Friends he
had galore, if one may judge by the vast numbers of
children who visited his abode (UH-BODE'’'). Every day
after school through the pathway leading to his house,
the little boys and girls trudged along, singing as
though in church. Out into the yard they came, a vi-
sion of juvenile (JOOV’'-UH-NUHL) happiness. But, joy-
ous though they were, they served only to work little
William up into a lather. For, although he assuaged
(UH-SWAYDGD’) his pain with comic books and the drink-
ing of milk, William abhorred the daily routine. Even
Zero, his dog, was aghast at the daily appearance of
the running, singing, shuffling, open-mouthed fellows
and girls. Beautiful though the sight may have been,
William felt that they used the avenue leading to his
abode as an awesome item of lush malfeasance (MAL-
FEEZ'-UNCE). Their little oily voices only added fuel
to the fire, for William hated music. “0Oooo,” he would
say, “they mew like cats, baa like sheep, and moo like
a cow. My nerves are raw.” Then back into his menage
(MAY-NAZH’') the little joker (JO’'-KER) would scamper,

fast action earnestly being his desire.

Here’s an alternate diagnostic reading:
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The Battle of Atterbury

The big battle was on! Cannon thundered and machine
guns chattered. The troops, weary after months of con-
stant struggle, found themselves rejuvenated by a vi-
sion of triumph. Atterbury, the junction of three main
roads, was on the horizon. Using whatever annoying
tricks he could, Jacques (ZHOCK) Deatheridge, the for-
mer millionaire playboy, was much in charge as he eyed
the o0il capital of the feudal republic. Few would say
that the Beige Berets had not cashed in on Jacques's
flash of genius. Then the rather uncommon English fel-
low, a zany half-wit to many who now would writhe in
agony, looked puzzled for a moment; the mob on top of
Manhasset Hill was frantically throwing him a signal.
He snatched the message from the courier. “My gra-
cious,” he muttered. “Atterbury is our own capital!”
Elated, nonetheless, he invited his overawed band to
play in his honor. After a solo on the drums, Jacques
spoke to the multitude. “Rejoice, my fellow citizens!
All is not bad! At least our troops have won one vic-

tory!”

Voice Analysis

To describe the way a person speaks, we say the voice is of high or
low pitch; that the speaker’s volume is loud or soft; that the
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Figure 3.1

Vocal sounds are emit-
ted through the vocal
folds (cords), shown
open and relaxed (up-
per right) and tensed
and closed (lower
right). Vocal folds are
small bands of tissue
that stretch across the
larynx. When you begin
to speak, larynx mus-
cles pull on the vocal
folds, narrowing the
opening. Air emerging
from the lungs vibrates
against the tensed folds
and forms the sounds
you produce.

Nasat cavity
Nares (nostrits)
Hard palate

Alveolus (gum ridge)

—— Soft palate open

Labia (lips) ~ Pharynx

Teeth Larynx

Lingua (tongue) Vocal folds

Trachea {windpipe)

speaker’s tempo is fast or slow; that the speaker shows energy, or
vitality or the lack of it; that the speaker’s voice quality is pleas-
ing, grating, resonant, or “thin”; that words are or are not spoken
according to established pronunciation; and that the speaker
clearly enunciates or slurs words, which refers to articulation. In
the sections that follow, pitch, volume, tempo, vitality, and voice
quality are examined in some detail.

Pitch

In audio terminology, pitch is determined by the frequency of vi-
bration of sound waves. Medium- to low-pitched voices are gener-
ally more pleasant than high-pitched voices. An exception occurs
when a voice is pushed so far down the pitch scale as to sound gut-
tural, unnatural, or even grotesque. You should speak near a pitch
level that is comfortable and easy to vary for emphasis or variety
and that doesn’t strain your voice. Whatever your pitch range,
make sure you don’t consistently speak at your lowest level, be-
cause good speech demands variety in pitch (inflection). If you al-
ways speak at your lowest level, you have no way of lowering your
piteh for selected words.

Pitch in human speech is determined by the rate of vibration of
the vocal folds, sometimes referred to as the vocal cords; the faster
they vibrate, the higher the pitch. The vocal folds of a mature
woman generally vibrate about twice as fast as those of a mature
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man, so female voices are generally about an octave higher than
male voices.

To make the best use of your voice, find and develop your opti-
mum pitch—the pitch at which you feel most comfortable and are
able to produce your most pleasant sounds. Most of us sound best
when we're speaking in the lower half of our available pitch range.
Although careless speakers make little use of their available range,
with practice nearly everyone can achieve a range of between one
and two octaves.

You can determine your optimum pitch in several ways. One
effective system is based on the theory that your optimum piteh is
that level at which you produce the greatest amount of resonance.
Resonance is the amplification of vocal tones during speech as the
result of vibrations of the chief resonators: the bones of the chest
and face, the trachea (windpipe), the larynx (which connects thé
.trachea and the pharynx and contains the vocal folds), the pharynx
(between the mouth and the nasal passages), the mouth, the nose,
and the sinuses and cheekbones. When you resonate, you can feel
these vibrations most noticeably alongside your nose. Place your
palms on your cheekbones and your fingers on the sides of your
nose. Now read a series of short sentences, each at a different pitch
level. You should be able to feel it when you hit your optimum pitch.
And, by recording and playing back the test sentences, you’ll hear,
without the distraction of bone-conducted sound, what you sound
like when you're at or very near your optimum pitch.

Another useful method for determining optimum pitch involves
a piano. Sitting at the piano, sing the scale as low and as high as you
comfortably can, striking the note that corresponds with each
sound. If your singing voice covers two octaves, your optimum
speaking voice should be at about the midpoint in the lower of the
two octaves. In other words, optimum pitch is very close to a quar-
ter of the way up from your lowest pitch to your highest. Having
found the note that corresponds to your optimum pitch, start read-
ing a prose passage. When you reach a vowel sound that can be pro-
longed, hold the tone and strike the note that matches your
optimum pitch. You can easily tell if you're consistently above, on,
or below your optimum pitch level. .

Because your vocal folds are actually two muscles, they're sub-
jeet to contraction. In a taut, contracted state, they vibrate at a
more rapid rate than when they’re relaxed. The faster they vibrate,
the higher the pitch. Because of this, your pitch may become more
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pleasant-sounding if you can relax your vocal folds. To relax your
throat muscles, however, you must simultaneously relax the rest of
your body. Because announcing is a performing art, and because
performing usually causes tension, it’s important that you learn to
relax. Professional announcers with several years of work experi-
ence behind them usually have no problem with nervousness. But
inexperienced students of announcing who perform before an in-
structor and fellow students or audition for that coveted first job
can expect to be nervous. Some experience mic fright or a raised
pitch or stumble over words. (Chapter 7, “Performance,” discusses
causes and cures of these common problems.)

Some radio and television announcers speak above their opti-
mum pitch level. Many sports reporters apparently believe that a
loud, frenetic, mile-a-minute delivery enhances the significance
of their reports, and both the frenzy and the volume level tend to
raise their pitch. On-the-scene reporters sending eyewitness sto-
ries to their stations amid high levels of ambient noise sometimes
must raise their volume level—and with it, their pitch—to be
heard. And some television performers unconsciously attempt to
project their voices to a camera positioned several feet distant,
rather than to the lavaliere mic that’s only ten or twelve inches
from their mouths. This habit raises both the volume level and the
pitch. Use your medium: electronic communication doesn’t usually
require high volume. Speak softly, and the pitch of your voice will
remain pleasingly low.

Inflection refers to the altering of the pitch or tone of the
voice. Repetitious inflection creates a singsong voice, and lack of in-
flection causes monotone speech. Good speech avoids the extremes
and reaches a happy medium. Untrained speakers often fail to use
variations in pitch sufficiently, and the result is a boring perfor-
mance. On the other hand, some poorly advised speakers—told,
perhaps, that they must avoid a monotone delivery—employ pitch
patterns that regularly and repetitiously go up and down without

" regard to the meaning of the words spoken. When you practice to

increase pitch variety, avoid falling into predictable patterns in
which you raise and drop your pitch every so many words. Alter
your pitch to emphasize words that are important to the meaning of
your message. Always use inflection to stress words that should be
underscored, as indicated in this sentence by the use of italics.
Listen intently and critically to tape recordings of your speech.
If you believe that you need to improve the degree and style of your
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pitch variations, use the exercises at the end of this chapter. Re-
member to speak aloud and to tape, replay, and note your progress.
To practice increasing your pitch range, see the drill material in Ap-
pendix A.

Volume

Volume level is seldom a problem in broadcast speech, except for
laypersons unfamiliar with microphone use and reporters or sports-
casters who cover events that produce high levels of ambient noise.
In a studio or control room, sensitive microphones pick up and am-
plify all but the weakest of voices. An audio console, properly oper-
ated, ensures that the correct volume of speech is going through
the board and on to the transmitter. Always remember that your
listener is close to you. Speak in a normal voice, as you would in a
face-to-face conversation.

Outside the studio environment, volume level can be a problem.
The noise from a parade, a political convention, or a sports event
may make it necessary to use a louder voice. Under these circum-
stances you may achieve the best results by moving closer to the
mic and actually reducing your volume level. On the other hand, if
conveying the excitement of the event dictates an increased vol-
ume, back away from the mic and speak up. Your pitch may go up as
you do so, but that might enhance the excitement of your report.

Most radio and television speech is best when delivered at a
conversational level. Because this level remains relatively constant
for all of us, an optimum distance from mouth to mic achieves
speech that’s suited to the event. A weak voice too distant from
the microphone requires an increase in the gain (volume level) of
the console or tape recorder; this in turn increases the volume
of the ambient noise. On the other hand, a strong voice too close to
the microphone can produce popping, excessive sibilance, or an un-
pleasant aspirate quality. Sibilance is the hissing sound heard in
speaking words that include the letters s, sh, and sometimes z. Pop-
ping is the blast of air heard when speaking the plosive sounds p, b,
t,d, k, and g. To aspirate is to release a puff of breath, as when say-
ing the word unhitch. Aspirate sounds, like sibilance, are a part of
our spoken language and tend to be exaggerated by microphones.
A windscreen or pop filter, as well as an audio device called a de-
esser, will reduce popping and excessive sibilance, but any such de-
vice will also eliminate the higher frequencies.
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Figure 3.2

Based on the content of
the copy, an announcer
will adjust the tempo to
match the mood—quick
and light, slow and
grave, or punchy and
businesslike. This re-
porter in Houston
keeps his tempo mea-
sured to match the
news of the day. (Cour-
tesy of KUHF-FM,
Houston)

Establishing your optimum volume level and microphone place-
ment (distance from the mouth) should be one of your first priori-
ties as a student of announcing. Because microphones vary in
sensitivity, pickup pattern, and tonal reproduction, it’s important to
experiment with each type of microphone you're likely to use.

Tempo

Your tempo, or rate of delivery, is sometimes determined by the
number of words to be read in a specified time, and sometimes by
the mood or nature of the occasion. In general, newscasts and hard-
sell commercials are read quite rapidly, whereas documentary nar-
ration, classical music copy, announcements on many popular music
stations, and institutional commercials are spoken more slowly.
When ad-libbing, you must judge what speed is appropriate to the
mood of the event (whether it’s an interview, a live report from the
field, or a description of a sports event) and adjust your rate of de-
livery accordingly.

There’s no single correct rate at which to speak or read. When
you have no time limit, gear your speed to the mood of the occasion
or of your script. But keep in mind that most of us speak too rapidly
much of the time. Speed is often the enemy of clear articulation. If
read at too rapid a rate, the sentence “So give to the college of your
choice” becomes “So give tuhthukallage uvyer choice.” There’s an
absolute limit to the reading speed you can achieve without sacri-
ficing good articulation. Few of us are good judges of our own
speech; this is doubly true when it comes to judging tempo. Aside
from requesting help from others, the best way to learn to achieve
your optimum speaking or reading rate is by frequent use of an au-
dio tape recorder. Isolate the one problem of tempo and work on it
until a good rate of speed becomes automatic. If you detect slurring
in your speech, the discussion and exercises in Chapter 4 should
help you improve the clarity of your speech.

Aside from a good basic rate of delivery, you should also work
for variety in speed. Speeding up for throwaway phrases and
slowing down for emphatic words or phrases will help give more
meaning to your message. Throwaway phrases include “member,
FDIC,” “substantial penalty for early withdrawal,” and “your
mileage may vary.”

The diagnostic reading called “William and His Friends” (page
64) includes two rather obvious “speed traps” that may cause you
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to trip over your tongue. Other less obvious traps in the piece may
lead you into slurring if you read it too fast. Your challenge is to
keep your reading moving while avoiding stumbles.

Vitality, Energy

Two speakers with nearly identical speech characteristics may
sound quite different if they vary greatly in vitality, or energy.!
Though a sense of vitality is easily communicated through rapid
speaking or an increase of volume, you needn’t rush your delivery
or speak loudly to convey vitality. Many speakers are able to com-
municate feelings of energy or enthusiasm even when speaking
slowly and softly; others may speak rapidly but use little energy
and therefore come across as unenthusiastic. Many DJs and sports
announcers speak with a fairly low volume level, but attain a feel-
ing of vitality by speaking rapidly.

Working toward two objectives will help you project vitality:
first, use a degree of energy that’s appropriate to your personality,
and, second, gear the degree of vitality to the mood or significance
of the event you're describing. Above all, don’t push yourself up to
a forced or unnatural level of vitality or one inappropriate for the
occasion. Most announcers are at their best when they’re being
themselves. You may need years of study and practice to develop
your latent speaking potential, but you shouldn’t try to hasten the
process by copying the speech personality of an announcer whose
work you admire; you'll certainly waste your time if you try to sub-
stitute someone else’s personality for your own.

Many beginning students of announcing are more subdued (and
therefore show less energy) in performing assignments than they
are in their normal, out-of-class speech exchanges with friends.
When performing, your objective might well be to lift yourself up to
your customary level of vitality when driving home a point in a
spirited discussion. If, however, you're a “low-key” person, you may
want to capitalize on your natural qualities as you project vitality
through restrained wurgency. This is accomplished by using a rela-
tively low volume—speaking with an almost hushed voice—and a
measured delivery. In doing this, you stress key words by prolong-
ing them or by pausing slightly before and after them and by using

The terms vitality, energy, and intensity are used interchangeably in this discussion.
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whatever other means you possess to indicate that you're “holding
back” your emotions.

Here are two readings that ask for differing degrees of energy.
The first radio commercial demands a great deal of vitality. You
should read and record this first with subdued volume but high-
level intensity, as the author intended. You next may want to try it
with all the stops pulled out: use as much volume, energy, and vocal
pyrotechnics as you can muster. Try it several more times, varying
different elements of speech production with each reading: use a
faster pace, a slower pace, more inflection, and then a limited pitch
range. Try it with reduced vitality and increased volume. Listening
to and judging the results of each variation should help you gain an
understanding of the ways your interpretation changes both the
impression you convey to listeners and how you feel about your
performance.

The second reading asks for a more restrained delivery. It’s
whimsical, slow-paced, and is to be read in a tongue-in-cheek man-
ner. After recording it in the style indicated, try it in every varia-
tion of mood, rate, volume level, pitch, and degree of energy you
can conjure up.

Note that the first spot was created several years ago, before
Eastern Airlines folded. It is revived here because it’s an excellent
illustration of a hard-hitting, staccato, and brash writing style that
mirrors the brash qualities of the city it promotes.

EASTERN AIRLINES
Young and Rubicam, Inc.

60 SECONDS
MUSIC: (UP-TEMPO FULL ORCHESTRA)

ANNCR: For sheer brass, nothing can touch it. Hous-
ton. The big rich. Brash. Confident. A brawler. That
just opened the finest opera house in the Southwest.
That calls itself one of the world’s fashion cen-

ters. And is. Houston. It’s oil. Hard cash. Enchi-
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ladas in the Mexican quarter. It’s a fast quip. A
millionaire who rode before he could walk. The NASA
space center. If ever there was a frontier, Houston
is it. If ever there was a cosmopolitan city, call

it Houston. But mostly, call it guts.

SFX: (SOUND OF JET TAKEOFF)

Houston . . . an Eastern address. Eastern Airlines
has 3 nonstop jets going there every business day—
throughout the business day. A lot of people want
to get to Houston. We’'d like to make it easier for

every one of them. We want everyone to fly.

The next commercial sets a much different mood. It, too, re-
quires energy, because without energy a reading can be boring. The
energy asked for, though, is that born of conviction; to be successful
in the performance of an announcement such as this, you need to
project restrained belief in the story you're telling and the product
you’re selling.

AGENCY: Allen and Dorward
CLIENT: New Century Beverage Company

LENGTH: 60 seconds

ANNCR: Here is your one-minute gnu (NEW) training
lesson for today. Gnu is spelled G-N-U, The first
question most new trainers ask is, “What'’s gnu?”
The gnu is part ox, part antelope, and part horse.

This gives him a slight identity complex and makes
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Figure 3.3

Michele Flannery, mu-
sie director for noncom-
mercial station KPFA,
operates her own board
and associated broad-
cast equipment.
Michele received her
B.A. degree in commu-
nications arts, with an
emphasis in radio, tele-
vision, and film, from
the University of Wis-
consin, Madison.
(Courtesy of Michele
Flannery and KPFA)

him mean. He may charge, hook you with his horns,

throw you down, and stomp on you. That’s when you
start the lesson. Remember, you can’t teach an old
gnu new tricks. Give the command, “Pay attention.”
If he hooks you and throws you and stomps you
again . . . you have his attention. So stop the
lesson and pour yourself a frosty, ice-cold Mug
0l1d Fashioned Root Beer. Mug Root Beer is the ideal
drink for gnu trainers and old gnu trainers. Mug
0ld Fashioned Root Beer. Regular or Diet. You

haven’t tasted root beer like this in years.
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Voice Quality

Resonance versus Thinness

A good voice for the electronic media is one with resonance (an in-
tensification of vocal tones during articulation as a result of vibra-
tions). A sensitive, top-quality microphone such as a condenser
mic can enhance your natural resonance. But even the best equip-
ment can only work with what you give it, and a voice that’s thin or
lacking in resonance can be significantly improved only by its
owner.

The sound vibrations that originate with your vocal folds are
weak and colorless. As described in the section on pitch, sound vi-
brations need resonators to strengthen and improve the quality of
sound. The chief resonators are the bones of the chest and face,
windpipe (trachea), larynx, pharynx, mouth, nose, cheekbones,
and the sinuses.

In general, thinness of voice is caused by one or more of
three factors: shallow, weak breathing; speaking at too high a pitch
(in general, the higher the pitch, the less resonance); and inade-
quate use of the movable resonators (the pharynx, larynx, and
tongue).

As with any other speech problem, the first step in assessing a
voice problem is diagnosis. Do you have a thin voice? What causes
it? What do you need to do about it? Read the following passage
slowly, with your best resonant quality. Record it, using a sensitive
professional microphone and a high-quality tape recorder. If possi-
ble, ask help from a person qualified to assess both voice quality and
the apparent causes of thinness. Begin this reading approximately
five feet from the microphone, speaking at a volume level appropri-
ate to that distance. At each number, move forward about six
inches, until you're reading the final sentence about eight inches
from the mic. Lower your volume as you move in. On playback, de-
termine whether your resonance is significantly affected by dis-
tance and volume level. Unless other negative qualities interfere
(excessive sibilance, popping, nasality), this test should help you
find and use your optimum microphone position to bring out reso-
nance.
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1. Johnny has an IQ of 170, but he can’t read. The
words are jumbled, upside down. Mirrored.

2. He has dyslexia. A learning disability that af-
fects one out of every ten children.

3. Johnny goes to school and faces frustration, hu-
miliation, and ridicule.

4. It’s a tragedy because the techniques are there to
help the dyslexic child. They can learn to read
and write. And survive in school.

5. They can even go to college. If-and only if-—
dyslexia is diagnosed early. And dealt with.

6. Today, more than a dozen centers in Massachusetts
can diagnose dyslexia—even among preschoolers.

7. To find out more, call 1-555-6880.

8. 1-555-6880.

9. One out of every ten kids has dyslexia.

10. And every one of them needs help.?

If yours is a thin, colorless voice, you should be able to increase res-
onance by following these suggestions:

= Practice deep breathing. Learn to breathe from the diaphragm.
Your diaphragm is a large muscle that separates your chest from
your stomach (the bottom of the chest from the top of the ab-
domen). Shallow breathing will result in a shallow or thin voice.
While you speak or read, consciously try to increase the force of
air coming from your lungs.

» Make sure you're moving your articulators. Use the exercises in
Chapter 4 to work on an exaggerated use of jaw, tongue, and lips.

2Courtesy of Ingalls Associates, Boston.
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= Make sure that there’s no blockage of your nasal passages.

= Try to lower your pitch. (See the suggestions given earlier in this
chapter.)

= Read passages that emphasize vowel sounds (nineteenth-century
British poetry is excellent for this purpose). Prolong those
sounds when they occur and try to keep your throat as open as
possible. Among the suggested readings for this chapter are sev-
eral standard speech-improvement books that include exercises.

= If you have a choice of microphones, discover the best instrument
for your voice, and establish your optimum distance from it. (A
ribbon mic will generally make your voice sound more resonant
than will a dynamic mic.)

Breathing and Breathing Exercises

It’s all but impossible to have a strong, resonant voice if you have
poor posture and shallow breathing. Correct breathing requires
that you maintain good posture, that your neck, shoulders, and face
be relaxed, and that you breathe from the diaphragm. Good posture
means sitting or standing with a straight spine and with your shoul-
ders drawn back. It’s impossible to breathe properly when you're
hunched over. Check your posture frequently throughout the day—
every day. Become aware of when you stand or sit erect instead of
slumping in your seat or slouching. When speaking or reading
aloud, first check your posture and then eliminate any tension that
may be present in your neck, shoulders, or face. In time, you should
become so conditioned that good posture will be natural.

In the glory days of radio, those who announced, acted, sang, re-
lated stories, read the news, told jokes, or did play-by-play cover-
age of sports typically stood as they performed. Sound quality was
even more vital then than now, because of the inferior fidelity of
sending and receiving equipment. To gain every possible advantage
of clear reception, announcers used every means to project strong
and easily understood speech. Standing reduces pressure on the
upper torso and the diaphragm and increases lung capacity. Even
today, voice-over specialists stand as they rehearse and record
commercials and documentary narrative. Most radio and television
reporters stand as they record introductions, tags, and other bits of
speech to be edited into “packages”—complete taped reports of a
story. Some sports announcers also stand as they describe football
and other high-intensity games. Whenever possible and appropri-
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ate, stand as you perform announcing assignments—your voice
quality and general effectiveness will be enhanced if you do so.

As described earlier, your diaphragm is a muscular membrane
that separates your stomach from your chest cavity (lungs). Place
your fingers just at the point where your upper abdomen meets
your lowest ribs. When you breathe in, you should be able to feel
outward movement, as air fills the lungs.

You simply can’t have a strong, resonant voice if you're manu-
facturing speech sounds mainly in your mouth. Speech sounds
other than sibilants and plosives are initiated by the vibration of
the vocal folds. These sounds are then broken up into speech by the

* articulators. To produce a strong and healthy voice, the air stream
that vibrates the vocal folds must be strong, which means that the
stream should be forced up by the diaphragm. When you speak, you
should try to “push” your voice all the way up from your di-
aphragm.

To begin a regimen of breathing exercises, you need only to
count aloud and see how many numbers you can say without effort.
As you practice this exercise several times each day, you should
soon find yourself able to count to thirty before beginning to run
out of breath. Along with the counting exercise, begin to read aloud
whenever you can. Work to strengthen your breathing by taking
care to always push your voice up from your diaphragm.

Other exercises to develop good breathing habits may be found
in a number of texts on speech improvement, including those men-
tioned as suggested readings in Appendix E.

Improving Your Voice Personality

Your voice is the most important instrument of communication you possess.
This is a strong statement, but it’s by no means an exaggeration. Diagnostic ex-
ercises can help identify whatever problems you may have in voicing and articu-
lating the words you use, but there’s more to developing a pleasing, effective
voice than articulation. Equally important is the unlearning of bad attitudes to-
ward oneself that developed in childhood.

Barbara Lazear Ascher has done an excellent job of identifying a variety of
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Barbara Lazear Ascher is a noted essayist, novelist,
poet, and lecturer. She's written and read essays

for NPR's “Morning Edition.” A lawyer-turned-
Jjournalist, she’s most at home with essays because,

she says, “I'm impatient,” and short pieces enable

you to “get to the point right away.” Her article,

“Voice Lessons,” is an example of a short piece,

loaded with useful information. (Courtesy of

Barbara Lazear Ascher) i

attitudes and physical postures that contribute to good and bad use of our vocal
mechanism. It’s reprinted here in a slightly abridged form through the generous
permission of Ms. Ascher and Self magazine.?

Voice Lessons

The right voice can persuade a desperate person not to jump. It can extract a
raise from your reluctant boss. It can calm a cranky pet. A dog trainer once told
me: “Always speak in a low, quiet voice. You can yell and scream and it’ll never
work, but the minute you speak softly, vou've got his attention.” Could it be that
what works on pups also works on people?

The voice I'm talking about flows from gentleness—a firm, adult gentleness
not to be confused with timidity. Our voice conveys who we are, according to
New York City acting coach Elizabeth Parrish. The problem is that too often it
still earries inflections of who we were. We all know those voices that survive
childhood. The don’t-expect-too-much-of-me voice. The whiny life-is-unfair voice.
To change your tone and your future, says Parrish, “you have to break a barrier
as to who you think you are—the barrier you grew up with.”

Tune in to your tone To convey gentleness and authority in an attractive, per-
suasive tone, we first have to hear ourselves. Voice specialist Arthur Joseph sug-
gests you record and play back samples of your speech. What if you don't like
what you hear? First, identify what you're conveying about yourself with your
voice. Then, Joseph tells his students, “choose your vocal persona.” He has them
write down how they think they’re perceived and how they’d like to be per-
ceived. “What you write becomes a mission statement.”

“Barbara Lazear Ascher, Self, August 1995, p. 132.
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Say who you want to be You can use your voice as a tool for change, says
New York City psychotherapist David S. Wilson, Ph.D. He has discovered that if
his patients speak about themselves positively and aloud, they become what
they say. Do this positive “self-talk” as many times a day as possible, he says,
and your own voice will begin to replace the formative voices of childhood that
scolded you to “Be quiet!” or to “Speak up.”

But first, according to Dr. Wilson, you need to hear your negative “self-talk,”
those self-defeating opinions about yourself, whether it's “I'm fat” or “I'm no
good at languages.” You must hear yourself speak the accusation aloud because
hearing it is how the thought originally got planted. Wilson points out that little
children will say, “I'm a bad girl (boy)” because they hear their parents say it.
“By the time you're in your teens their opinion has become your belief, a primal
belief, so that even if you're a winner you think you've a loser,” Wilson says.
“People start saying, ‘I’'m no good at languages’ or ‘I'm no good at numbers,” and
it becomes self-fulfilling.”

Once you hear it, you can stop the negative self-tulk and replace it with a posi-
tive statement that says what you want to be. Speak statements that contain no
negatives: “I'm thin” rather than “I'm not fat,” for example.

Repeat your positive statement aloud every chance you get, urges Wilson,
and keep it simple. “I'm successful,” for instance, or “I'm an adult in eontrol.” “If
people stick with this,” he says, “their self-image is changed—and the change be-
gins with the first utterance.”

Stand or sit tall Physical tension and body position affect the sound of your
voice, according to New York City veteran voice teacher Ralph Proodian. If your
lower back is tight, then your chest tightens and that tension radiates into the
larynx. Relax your shoulders and neck; when tense, they also raise the pitch.
The free flow of breath that will bring the most beautiful resonance to your voice
requires perfect posture.

Proodian recommends testing your posture by standing with your back to a
wall with your heels almost against it, your shoulders touching it. Then, with
your palm facing the wall, run your hand behind your lower back. If there is just
enough space to slide your hand in and out, then your posture is speech perfect.

Take a deep breath The vocal muscles are the only muscles that function
through air pressure, according to Arthur Joseph. The velocity of air moving
through the vocal folds creates vibration and piteh. “Inner conflict can stifle the
airflow and prevent functioning,” he says. When were holding back feelings, we
don’t breathe properly and our voice is thin, unpersuasive. We need to breathe
freely in order to promote the richest cadence and melody in the sounds we muke.
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To breathe properly, Joseph reminds his students that breath is both emo-
tional and physical. He instructs them to “allow a silent and loving breath” to
move through the body before speaking. Then take another deep breath and
send your voice out in an are, as though it were a ski jumper.

Explore the emotional power of sound Vocal sounds, even more than words,
have tremendous power to release emotions and bodily tension. Don Campbell,
founder and senior adviser of the Institute for Music, Health and Education in
Boulder, Colorado, recommends making long vowel sounds like aaaali, eee and
0000l to “learn the depths of your own personal voice.” To do this, sit comfort-
ably in a chaiy, close your eyes and begin with «aai. Make the sound as long and
at as many different pitches as you like.

Experiment—Ilet it sound like a yawn or a moan or a sigh. Go wherever your
impulse leads you. Do this for three minutes and notice how you feel. Work your
way through each vowel, noting how different sounds evoke different feelings,
pitches and rhythms. For most people, low slow sounds are soothing, while higher
pitched sounds (like eee) are energizing and lift the spirits. Like deep breathing,
vocalizing can calm you down, which is erucial to a melodic speaking voice.

Hear the music “Listen to the French and Italians,” suggests Dwight Owsley,
a cabaret singer in New York City with a voice you’d want to curl up with. “No-
tice how many different pitches their voices have. Americans tend to be very
limited in their range, so that their voices, by comparison, seem flat.”

It’s true about the French. One of the many reasons that we find French
women beautiful is the sound of their voices. Listen for a moment to the lilt, to
the upward inflection and then the dip to a deeper range. She is able to convey
tenderness and aloofness through the melody of her basic speaking voice.

The music of the voice is aesthetice, it’s character forming and, according to
Campbell, it can be good for your health. Campbell teaches that the sound of
one’s voice affects the body. Our voice, he says, is capable of harmonizing our in-
ner and outer worlds—as the shamans and the singers of Gregorian chants know.
Campbell tells the story of a French physician called in to treat a general malaise
affecting monks in a Benedictine monastery. Following the reforms of Vatican II,
the life of the monastery had changed radically. The physician determined that
the problem was audiological—not physiological—and prescribed a return to the
pre—Vatican II “diet of Gregorian chant.” The monks returned to their former
practice of chanting eight or nine times a day for ten to twenty-five minutes, and
appetites returned and their fatigue vanished. “Within six months the
monastery was intact,” says Campbell.

The sound of their voices healed them.
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Common Voice Problems

Nasality and Denasality

Nasality is caused by allowing air to exit through the nose, rather
than the mouth, when sounding m, n, and ng. Denasality is caused
by a blocked nasal passage, as when you have a cold. Pinch your
nostrils and speak a sentence or two; you'll find that by preventing
air from passing through your nose, you’ve produced a certain vo-
cal quality—this is denasality. Now, without holding your nose, try
to speak with a nasal tone. You’'ll find that the sound can be gen-
erated only by foreing air up through the nasal passage—this is
nasality.

Proper use of the nasal passage involves selectively closing off
sound with the lips or the front or rear of the tongue, to force sound
through the nasal cavity. If you say, in turn, sim, sin, and sing, hold-
ing on to the last sound of each word, you'll find that for sim
your lips close off the M sound, for sin the front of your tongue
against the upper gum ridge (alveolus) creates the N sound, and for
sing the rear of your tongue against the soft palate (or velum) pro-
duces the NG sound. These three nasal sounds are properly pro-
duced only by the correct placement of your articulators and an
unblocked nasal passage.

If you have a nasal voice quality, your first problem is to deter-
mine whether it’s caused by not properly sending the M, N, and NG
sounds up through your nose, or whether it’s the result of sending
nonnasal sounds through the nasal passage. The following sentence
should help you determine this. Read it slowly, pausing to prolong
every vowel sound that can be held without change. Record and
play back the results.

Many men and women can do this in many differing manners.

All the sustained M, N, and NG sounds should have nasal reso-
nance associated with them (as a matter of fact, unless these sounds
are allowed to pass through the nose, they can barely be sustained).
All nonnasal vowels should have no trace of nasality.

You can check for nasal resonance by placing the tips of your
fingers lightly on either side of your nose. When holding a nasal
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consonant, you should feel a distinet vibration; when prolonging a
nonnasal vowel, you should not. If you speak the word women, for
example, the first prolonged vowel sound, WIII, should not have
nasal resonance; you shouldn’t feel vibration. The WIIIII gives way
to WIMMMMM, which should produce nasal vibration. The next
vowel sound is IHHHHHH, which should be free from vibration.
The final sound, NNNNNNN, should bring back the vibration. If
you find that your nose doesn’t produce vibrations on the nasal con-
sonants, your problem is typical of the most common type of nasal-
ity. If, on the other hand, you find that you're nasalizing vowels that
should not be nasalized, you have a less common and more difficult
problem to work on.

If you’re not nasalizing the nasal consonants m, n, and ng, your
problem may be a physiological blockage, or you may simply be ex-
periencing nasal congestion. In either case, there’s no point in
working on speech exercises as long as the blockage exists. Do
whatever is appropriate to end the blockage, even if it means a trip
to a speech therapist, an allergist, or a nasopharyngologist. If you
have no physiological problem or congestion and still lack reso-
nance on the nasal consonants, the exercises on resonance at the
end of this chapter should help. If your problem is nasalization of
nonnasal vowels, those exercises should also help. Work to avoid
any nasal resonance in nonnasal words, but don’t try to eliminate it
from words that legitimately call for nasality.

Huskiness

There is such a thing as a pleasant husky voice, one that suits a par-
ticular personality and is neither raspy nor grating, but an exces-
sively husky or hoarse voice usually indicates a medical problem.
Laryngitis, smoker’s throat, infected tonsils, or infected sinuses ecan
cause a husky voice. You should see an appropriate medical special-
ist for any of these conditions, which are handicaps for any type of
voice work.

To some extent, huskiness can arise as the result of excessive
nervous tension. If yours is an unpleasantly husky voice that has no
medical explanation, you might improve your performance by
drinking warm liquids such as tea or water and by using exercises
designed to relieve tension. A section of Chapter 7, under the head-
ing “Lack of Mental Preparation,” presents one such relaxation ex-




84

Chapter 3

ercise. Vocal exercises will help you overcome excessive huskiness
or hoarseness only if your problem is the result of a misuse of your
speech organs.

Excessive Sibilance

Because the sibilant s is a common source of trouble to announcers,
a diagnostic exercise is included here. Read the following passage
into an audio recorder, play it back, and determine whether you
have the problem of excessive sibilance. Before working to soften
this sound, however, you should experiment with microphone
placement and even the use of a windscreen or pop filter, for you
may find that the problem is with the equipment or the way you’re
using it, rather than in your speech.

How long has it been since you saw a first-rate
sideshow? Some of us certainly should be sad over the
disappearance of the classic circus sideshow, once a
staple of civic celebrations—six or seven acts, set
forth in circumstances that seemed awesome, or at
least mysterious. Certainly, sideshows were sometimes
scandalous, and sometimes in guestionable taste, but
they served to keep our curiosity in a steady state of

astonishment.

Exercises to work on the excessively sibilant s may be found on
page 115.
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Achieving a Low Pitch

There’s nothing intrinsically better about a low-pitched
voice than a high-pitched one; either extreme can be un-
pleasant to the ears. A high-pitched voice can remind
listeners of fingernails being scratched across a chalk
board. An excessively low-pitched, guttural voice can
sound one step removed from grunting. Many producers
of commerecials and documentaries are convinced that
low-pitched male voices carry with them a certain “au-
thority,” despite the fact that many outstanding perfor-
mances are regularly accomplished by both women and
men with mid-pitch range voices. Extremely low voices
continue to be heard on voice-over introductions to
news programs and televised feature films, on “muscle”
car commercials, and for products of any kind that have
“macho-type” men as their target.

Although you may not be set on driving your pitch
down into the cellar, you may believe that your voice
would benefit from a slightly lowered pitch. Many of us,
male and female alike, speak at a higher than desirable
pitch. You can evaluate the appropriateness of your
pitch by recording some of the exercises found in Chap-
ter 4, “Pronunciation and Articulation.” If an analysis of
your voice makes you decide to lower your pitch level,
use the following commercial to see just how much
lower you want to (or are able to) go. You should read
and record this piece several times, listening between
takes to judge each performance. If you already have a
low voice, make sure you don’t creep along the bottom.
Remember to work for variety in pitch (inflection). In
addition to concentrating on pitch, try to read the com-
mercial in exactly thirty seconds. If you read it in less
time, you're probably not savoring the key selling
words, and your speed may be interfering with the
achievement of optimum pitch.
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Mellow. Smooth and mellow. That’s the way to
describe Dairyland Longhorn Cheese. We use
the finest Grade A milk from happy cows. Noth-
ing but pure, natural ingredients. We take
our time, letting the cheese age to the peak
of perfect taste. We package Dairyland Long-
horn in cheesecloth and wax, just like in the
old days. And we speed it to your grocer, so
that you get it at its flavorful best. Dairy-

land Longhorn Cheese. It’s smooth and mellow.
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words:

When did you get here?
I hope you're right.
Which one is it?

Which one is it?

We lost the game!
Don't say that.

She found the key.

The dog ate the steak.

What?
Certainly!
Maybe.
Awful!
Sure!
Try!

Go!

{ii PRACTICE

Varying Your Pitch

Say these sentences, inflecting on the italicized word or

When did you get here?
I hope you're right.
Which one is it?

Which one is it?

We lost the game!
Don’t say that.

She found the key.

The dog ate the steak.

Inflect these words in isolation:

Tremendous!
Ridiculous!
Surely.

Life?

How?

Stop.
Caught?

Note that the challenge is greatest with one-syllable
words. The word life, for example, asked as a question,
can accommodate both an upward and a downward in-
flection without becoming a two- or three-syllable word.
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PRACTICE
Varying Your Tempo

The following commercial provides good opportunities
for employing shifts in reading speed. (SFX is the stan-
dard abbreviation for sound effects.)

SFX:

ANNCR:

SOUND OF GRIZZLY MOTORCYCLE IN

DISTANCE, GRADUALLY APPROACHING.

I can hear it in the distance.
(PAUSE) Can you? (PAUSE) The “grrr-
ing” of the Grizzly motorbike.
(PAUSE) No, not a “purring,” a “grrr-
ing.” What’'s the difference? A “purr”
comes from a contented cat—a “grrr”
is made by a hefty Grizzly, looking
for adventure. Cats are great, but
they’'re usually gentle. The Grizzly

is wild, but not unmanageable.

GRIZZLY VOLUME CONTINUES TO INCREASE.

The Grizzly doesn'’t “putt-putt,” and
it doesn’'t purr. It has a warm, furry

sound, as befits a creature of the
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SFX:

ANNCR:

SFX:

wild. (PAUSE) Here’'s the Grizzly,

speaking for itself. (PAUSE)

SOUND UP FULL, THEN BEGIN FADE.

There it goes! (PAUSE) “Grrrr-ing”
its way to where it’s going. Hear the
“grrr”? You can own the “grrr”—if you
don’t want a pussycat and think you
can tame a Grizzly. Check us out.
(PAUSE) We’'re in the Yellow Pages.
The Grizzly. (PAUSE) It’'s for people

who want womething on the wild side.

SOUND OF GRIZZLY TO CLOSE.
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PRACTICE

Working on Nasal Resonance

Speak each pair of nasal and nonnasal words, keeping
the tips of your fingers lightly touching the sides of your
nose. Work for vibration with the first word of each pair
and for lack of it with the second.

M

aim—aid
beam—Dbeet
arm—art
farmer—father

N

earn—earth
barn—bard
bin—Dbit
bane—bathe
win—will

NG

link—lick
bunko—bucko
bank—back
tongue—tuck
blank—Dblack

atom—attar
balm—back
calm—cot
ram-—rat

bend—Dbet
fawn—fall
own—oath
band—bat
friend—Fred

ming—mick
wink—wick
Manx—Max
singer—sitter
trunk—truck

bump—butt
summer—Sutter
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m Variations in United States and Canadian Speech
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Speech Sounds of American English

Vowels

Diphthongs

Consonant Sounds
s SPOTLIGHT: The Debate over Standard American Speech
® Phonetic Transeription

= Articulation
Articulation Problems

After driving his motor home through nearly forty states of the
United States mainland, Nobel laureate John Steinbeck recorded
these impressions in Travels with Charley:!

One of my purposes [for making this trip] was to listen, to hear speech,
accent, speech rhythms, overtones and emphasis. For speech is so
much more than words and sentences. I did listen everywhere. It
seemed to me that regional speech is in the process of disappearing,
not gone but going. Forty years of radio and twenty years of televi-
sion must have this impact. Communications must destroy localness,
by a slow, inevitable process. ... It is a rare house or building that is

ISteinbeck, John. Travels with Charley. New York: Penguin Books, reprinted 1986, p. 106.
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Chapter 4

Figure 4.1

Television’s spirited
Bill Bellamy is a popu-
lar host on the Music
Television Channel
(MTV). Bill got his
start as a stand-up
comic in New York
comedy clubs and has
been a guest on many
television shows. He
says that “it’s possible
to make people laugh
and think at the same
time without being
heavy-handed.”
(Courtesy Bill Bel-
lamy and MTV Net-
works)

not rigged with spiky combers of the air. Radio and television speech
becomes standardized, perhaps better English than we have ever
used. Just as our bread, mixed and baked, packaged and sold without
benefit of accident or human frailty, is uniformly good and uniformly
tasteless, so will our speech become one speech.

These words, written in 1960, have not proved prophetic. Peo-
ple continue to speak with regional accents, despite the fact that, as
John Steinbeck observed, an overwhelming percentage of broad-
cast announcers at both the local and national levels speak the
“homogenized” English of broadecasting. The American Heritage
Dictionary defines accent as “a characteristic pronunciation,” so, in
truth, everyone speaks with an accent. There are many different
but acceptable ways of pronouncing American English. Think of
differences in the speech of a native-born Georgian, a Texan, a New
Englander, a New Yorker, a Hoosier (Indianan), an Oregonian, and
a person from Ontario Province. The first section of this chapter in-
vestigates pronunciation, the way words are accented and in-
flected by a given speaker, and the second discusses a closely
related topic—articulation—the breaking up of the sounds of
speech into recognizable words. Pronunciation has to do with ac-
cent or dialect; articulation with the precision or lack of it in sound-
ing words and syllables.
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Figure 4.2

News anchor Rosie
Allen prepares for her
afternoon drive-time
newscast. Born in
Louisiana and reared in
Denver, Rosie speaks
Standard American
English. Her career has
taken many turns, in-
cluding vocalist for a
band at age eighteen,
three years in the U.S.
Army, radio station
news director, and head
of public affairs. She’s
worked as co-anchor
with Ed Baxter since
1984. (Courtesy of
Rosie Allen and KGO-
AM, San Francisco)

Variations in United States and Canadian Speech

Despite the richness represented by regional differences in pro-
nunciation, most broadeast executives have always favored what is
called broadcast speech. More precise terms are Standard Ameri-
can Speech and Standard American Dialect. Although these
terms are roughly defined as the native speech of well-educated
Americans and Canadians of the Midwest and Far West, many ac-
ceptable variations of English are spoken in this vast geographical
area. Many successful announcers have regional or other accents—
among them Jim Lehrer (NewsHour With Jim Lehrer ) and Ray
Suarez (Talk of the Nation), both on PBS; Jeannie Moos, Myron
Kandel, and Christiane Amanpour of CNN; Howard Stern; some
sports announcers and announcers for “Grand Ol Opry”; Regis
Philbin; the late Bill Moyers and Jacaues Cousteau; and Louis
Ruckeyser; among many, many others.

Additionally, announcers who do cartoon voices and commercial
voice-overs often empioy accents or dialects. Announcers on for-
eign language stations that broadcast in many languages from Ko-
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rean to Spanish to Polish certainly do not employ Standard Ameri-
can speech!

Local announcers in every part of the United States speak
Standard American, as do most television network announcers, and
the prevalence of this mode of speech means that many broadecast
executives still cling to belief in a “correct” way of speaking.

There are signs of change, most noticeable on cable and at the
local station level. It's now possible to hear on stations in nearly
every part of the United States and Canada voices that are identi-
fiably African-American, Hispanic, southern, British, “country,”
and from New York/New Jersey or New England. This trend will
undoubtedly continue. At the same time, your chances of succeed-
ing in many types of announcing work may improve if you speak
with a so-called broadcast standard accent. ‘

As a student of announcing, if you don’t speak standard broad-
cast speech, you must decide whether or not you want to cultivate
it. Such a decision should not be made lightly—overall pronuncia-
tion is an important part of your speech personality. Keep this in
mind: if you're truly an outstanding communicator with important
words, the skill to say them clearly, and the ability to project an en-
gaging personality, your regional, international, or ethnic dialect,
whatever it may be, is of reduced importance.

Causes of Mispronunciation

Aside from regional differences from Standard American or stan-
dard broadcast speech, some deviations in pronunciation are not re-
gional and are simply unprofessional. If we accept that speech that
differs from Standard American is not substandard (except in the
eyes of many broadcast executives), what do we define as incorrect
pronunciation? One or more of the following problems can cause
mispronunciation.

Sloppy or Incorrect Articulation If you say AIR for error or
WIH-YUM for William, you're mispronouncing because of laziness
in the use of your articulators. Say the words air and error aloud.
Note that air can be sounded by a simple closing of the mouth and
a drawing back of the tongue; error, however, requires more ef-
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fort—two distinct movements of the lips and two movements of the
tongue. Other words often mispronounced because of sloppy artic-
ulation include variable pronounced VAR'-UH BUHL instead
of VAR-EE-UH-BUHL and government pronounced as GUV'-
MUNT instead of GUV’-ERN-MENT. Articulation, which is re-
lated to pronunciation, is discussed in detail later in this chapter. If
you're guilty of sloppy articulation, you should work extensively
with the practice exercises on voice quality and articulation.

Physical Impairment Missing teeth, a fissure in the upper lip, a
cleft palate, nasal blockage, or any degree of facial paralysis may
make it impossible for a speaker to pronounce words clearly. If you
have a correctable physical impairment that interferes with effec-
tive speech, such as missing teeth, you should consult an appropri-
ate specialist.

Misreading Mispronunciations may result from a simple mistake,
such as reading amendable for amenable, outrage for outage, med-
itation for mediation, or through for though. If you're a consistent
misreader of words, you may have a learning impairment such as
dyslexia and related challenges or a problem with your vision; ei-
ther condition calls for consultation with a specialist.

Affectation Some Americans who employ Standard American for
nearly all their speech pick up a Briticism here and there, and this
practice can be jarring to a listener. Saying EYE'-THUH for either
works well with New England or southern speech, but it usually
sounds out of place when used by a westerner or a midwesterner.
Affectation can be worked on and eliminated, but this task requires
a keen ear and, in many instances, calls for the help of a qualified
speech teacher. ‘

Unfamiliarity with Correct Pronunciation Most of us have a
reading vocabulary that’s far more extensive than our speaking vo-
cabulary. From time to time, we err (correctly pronounced ER, not
AIR) when we attempt to use a word known to us only through our
eyes. The word coup (pronounced KOO), for example, might be pro-
nounced KOOP by one who knew it only from the printed page.
People who've grown up in homes where American English was
poorly pronounced, or who've learned English as a second lan-
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guage, sometimes must overcome a limited speaking vocabulary
and unfamiliarity with correct pronunciation by making a system-
atic effort to become somewhat of a linguist.

To be truly professional, you must develop an extensive vocab-
ulary and cultivate clarity and consistency in pronunciation. Many
books ean help you build your vocabulary, but be sure you're not °
simply adding to your reading vocabulary. Appendix B provides a
list of about three hundred words that are often mispronounced or
are uncommon but likely to turn up in broadcast copy.

Pronunciation

Speech Sounds of American English

In this discussion of the speech sounds of American and Canadian
English, wire-service phonetics and diacritics are used to illus-
trate sounds. For the benefit of those who’ve learned—or are learn-
ing—the International Phonetic Alphabet (IPA), those symbols
are also given. Wire-service symbols are always enclosed in paren-
theses: (PUH-REN'-THUH-SEEZ). Diacritical marks appear be-
tween virgules: /vir'gyoolz/. IPA symbols are enclosed in brackets:
['breekoats].

Speech sounds may be classified as vowels, diphthongs, and
consonants. You may have been taught that the English language
has five vowels—a, e, 1, 0, u. This is true of written English, but the
statement is misleading. Our language actually requires us to man-
ufacture twelve vowel sounds. A vowel is defined as a pure
phonated (sounded) tone that doesn’t use the articulators and can
be held indefinitely without changing. If you say aloud the vowel
(AH) /a/ [a] as in father, you’ll note that you can hold it as long as
your breath lasts without substantial change in its sound. If you say
the diphthong (OY) /oi/ [o1] as in toy, you'll notice that it glides from
(AW) /6/ [5] to (IH) /1/ [1] and that you can’t hold its entire sound.
You can hold the last part of this diphthong indefinitely, but only
because it’s actually the pure vowel (IH) /i/[1] as in t.

Now say aloud the consonant p. You'll notice that you can’t do so
unless you add some vowel sound, such as 0. The p sound is merely
exploded air and ean’t be prolonged. Other consonants, such as 7,
can be prolonged; but as soon as you stop using your articulators (in
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the case of 7, the tip of the tongue has been placed on the gum ridge
behind the upper front teeth), the sound turns into a vowel sound
such as (UH) /o/ [3]. Consonants, then, may or may not require
phonation but always involve use of the articulators.

In some cases it becomes impossible to say whether an un-
acceptably uttered word has been mispronounced or sloppily artic-
ulated. Saying MIRR for mirror, for example, could be the result
of either not knowing the correct pronunciation or simply not
bothering to force the articulators to do their job. Many so-called
pronunciation problems can be overcome by frequent use of the ar-
ticulation exercises in this chapter.

Vowels

The English language contains twelve vowel sounds, if we ignore
the three or four sounds that lie between some of these twelve and
occeur rarely—and only regionally—in American speech. Vowel
sounds are usually classified according to the placement of the
tongue in the mouth, the tongue being the only articulator that ma-
terially affects their production. The front vowels are produced
through the vibration of the vocal folds and are articulated by the
tongue and teeth near the front of the mouth. The back vowels are
produced in nearly the same way but are articulated by the tongue
and the opening in the rear of the mouth.
These are the front vowels:

(EE) /é/ [i] as in beet
(IH) /1/[1] as in bit
(AY) /a/ [e] as in bait
(EH) /é/ [e] as in bet
(AAH) /a/[] as in bat

If you pronounce each of these sounds in turn, beginning at the top
of the list and running to the bottom, you'll find your mouth open-
ing wider as you move from one sound to the next. As your
mouth opens, your tongue is lowered and becomes increasingly re-
laxed.

Here are the back vowels:

(AH) /d/ [a] as in bomb
(AW) /8/ [o] as in bought
(OH) /0/ [0] as in boat
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(OOH) /00/ [u] as in book
(00) /00/ [u] as in boot

If you pronounce each of these vowel sounds in turn, you’ll find your
mouth closing more and more, and the sound being controlled at a
progressively forward position in your mouth.

There are two more vowel sounds that aren’t classified as front
or back: the ER sound, as in her (HER), and the UH sound, as in
fun (FUHN). In the IPA, two symbols represent the E'R sound: one
when the sound is stressed, as in bird [b3-d], and the other when
the sound is unstressed, as in bitter [2+].

The IPA also has two symbols for the UH sound: one when the
sound is stressed, as in sun [A], and the other when the sound is un-
stressed, as in sofa [3].

Table 4.1 describes the twelve vowel sounds according to the
way each is manufactured.

Vowel deviations In the section that follows, standard broad-
cast, or Standard American Speech, is the reference point for pro-
nunciation. In other words, despite what was written earlier about
the growing acceptance by broadcast executives of regional and
other variations in pronunciation, this section is written for those
who want to practice standard broadcast speech. Pronouncing
vowel sounds in ways that “deviate” from standard broadcast
speech shouldn’t be regarded as “substandard.”

Some people have grown up in environments where scores of
words were spoken with vowel sounds that deviate from broadcast
speech. Those who say MELK for milk or BE-KUZ' for because
are committing vowel deviations. Vowel deviations can be changed,
but first they must be identified.

It’s not uncommon for speakers of American English to distort
one or more vowel sounds. This doesn’t refer to those who speak
with regional accents other than Standard Ameriean. It’s not incor-
rect for an easterner or a southerner to say AN-SUH(R) for an-
swer, but it is substandard for speakers of American English
anywhere to say FER-GIT for forget or JIST for just. Let’s take a
closer look at this type of vowel deviation.

Five vowel deviations occur with some regularity among
Americans in any part of the United States and Canada, and sev-
eral others occur less frequently. It’s not surprising that these de-
viations take place between vowel sounds that are similar in place
of production in the mouth.
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TABLE 4.1

How the Twelve Vowel Sounds Are Produced

Front Vowels

EE, as in beet, is formed by
holding the mouth slightly
open, placing the tip of the
tongue on the back surface
of the lower front teeth, and
arching the tongue toward
the front of the mouth so
that the sides of the tongue
are in contact with the mo-
lars.

IH, as in bit, is formed by
placing the tip of the tongue
on the back surface of the
lower front teeth and lower-
ing and relaxing the tongue
slightly more than for EE.
AY, as in bait, is formed in
much the same way as the
IH sound, but the mouth is
in a more open position and
the tongue lies almost flat in
the mouth.

EH, as in bet, is formed
with the mouth open still
further than for the AY
sound but with the tongue
in just about the same rela-
tive position.

AAH, as in bat, is formed
with the mouth quite open
and the tongue lying flat on
the bottom of the mouth. A
certain tenseness in the
jaws is noticeable.

Back Vowels

AH, as in bomb, is
formed with the mouth
quite open and the
tongue lying flat and re-
laxed in the mouth.

AW, as in bought, is
formed by holding the
lips open (but not
rounded) and raising the
tongue slightly in the
rear. The tip of the
tongue lies low on the
gum ridge under the
lower front teeth.

OH, as in boat, is made
by rounding the lips and
raising the tongue
slightly in the rear of
the mouth.

OOH, as in book, is
formed in much the
same way as 00, except
that the lips are more
relaxed and slightly
more open.

00, as in boot, is formed
by holding the front of
the tongue in approxi-
mately the same posi-
tion as for the E'E sound
and the rear of the
tongue in a raised posi-
tion. The lips are
rounded and extended.

ER and UH

ER, as in bird and
bitter, is formed by
holding the tongue
back in the mouth,
with the tip poised
somewhere about
the midpoint be-
tween the hard
palate and the floor
of the mouth.

UH, as in sun and
sofa, is formed by
holding the mouth
slightly open with
the tongue quite re-
laxed and flat on the
bottom of the
mouth.
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Figure 4.3

CNN correspondent
Christiane Amanpour’s
pronunciation reflects
her Iranian childhood,
as well as the English
she learned from her
British mother. Aman-
pour served as a CNN
reporter during the Per-
sian Gulf war, in Soma-
lia, and in Bosnia. (Ken
Regan, CAMERA 5)

Five Major Vowel Deviations The five chief vowel deviations
discussed below are accompanied by readings to help you discover
whether you have problems and provide you with exercises to
overcome them.

1. (EB) for (AY) /e/ for /a/ {€] for [e]

Those who distort the (AY) /a/ [e] sound, turning it into (EH) /&/
[¢] usually do so only when it’s followed by an (UL) sound. This is
because it's quite easy to sound the (AY) in a word such as pay but
more difficult to sound it in the word pail. Say, in turn, the words
pail and pell, and you'll see why some speakers slip into the easier
of the two, thereby distorting the vowel sound of this and similar
words. Read, record, and play back this diagnostic exercise to see if
you're distorting the (AY) vowel sound:

The pale graduate of Yale hailed the mail delivery
daily. She failed to go sailing, for fear of gales and
whales, but she availed herself of the tall tales told
her by the mail deliverer. “I shot a quail out of sea-
son and was sent to jail,” he wailed, “but a female

friend put up bail, so they failed to nail me.” The
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pale Yale graduate did not fail to hail the mail de-

liverer’'s tale.

2. (AAH) for (EH) /a/ for /&/ [] for []

Unlike the problem just described, this deviation tends to be of
regional or ethnic origin and not the result of one manner of pro-
nunciation being easier than another. Those from cities or areas
that have a sizable German-American population are most prone to
make this vowel deviation. FANCE for fence and TALEPHONE
for telephone are examples. Here’s a diagnostic exercise for this
sound:

My friend, who is well but elderly, helped me mend my
fence. I telephoned him to let him know when to get
here, but he didn’'t answer the bell, so I guessed he’d
left. He’'s a mellow friend who never bellows, but he
sometimes questions everything a fellow does. He took
some lessons on television about fence mending, or

else he wouldn’t be able to help me mend my fence.

3. (EH) for (AAH) /é/ for /a/ €] for [ee]

Many Americans fail to distinguish between the vowel sounds
in the words Mary and merry, giving both the (EH) /&/ [e] sound.
Whereas (AAH) /a/[=] isn’t often a source of trouble in the sound-
ing of words such as bat, champion, and sedan, it often slips into
(EH) /&/[e] in words in which it’s more difficult to sound the (AAH),
such as shall. Here’s a diagnostic reading:

Mary left the Caribbean to visit Paris. She carried
her cloﬁhes in a caramel-colored carriage. Mary
tarried at the narrow entrance of the barracks. There
was a caricature of Mary that chilled her marrow.

Mary said, “I shall never tarry in Paris again.”
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Note the difficulty of hitting the (AAH) /a/ [2] sound when many
words using this sound appear in rapid succession. Note, too, how
the passage begins to sound “foreign” to our ears. The (AAH)
sound will remain in American English speech, but it is gradually
disappearing from words in which its manufacture is difficult.

4. (AH) for (AW) /a/ for /0/ [a] for [o]

Some speakers fail to distinguish between these sounds, giving
the same vowel sound to the words bought and bomb. Of the follow-
ing readings the first uses words for which the (AW) sound is ap-
propriate, the second mixes words using both sounds.

We all talked about the day in the fall when Loretta
sawed off the longest stalk. Our jaws dropped in awe
of her raw courage. She caught the stalk in a bolt of
gauze and waited for the dawn to prevent the loss of

all her awful, morbid, haunted house of horror.

I saw them haul the bomb from the bottom of the
waterfall. All around, I saw the awesome possibility
of large-scale horror. Lost souls watched in a state
of shock. The bomb slowly fought its way clear of the
pond. Water dripped from the bottom of the bomb. I
lost my fear, for I saw that the bomb was not awfully

large.

5. (IH) for (EE) /1/ for /&/ [1] for [i]

Sounding (EE) before an [ calls for slightly more effort than
sounding (IH) in the same construction. For this reason, some
speakers habitually say RIH'-LEE for really and FIHL for feel.

Sheila Fielding had a really strong feeling that some-

thing really bad would come of her deal to have the
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keel of her boat sealed. She wanted to shield the
keel, so that peeling paint wouldn’t be a really big
deal. Sheila really hit the ceiling when she saw the
bill. As Sheila reeled, she took the wheel and dragged
the keel with the peeling paint across the pier and

into the field, where her feelings were really healed.

Several other vowel deviations are occasionally heard. Those
whose speech includes these deviations (with some exceptions)
tend to be quite consistent. Table 4.2 lists these deviations with ex-
amples of “standard” and “non-standard” pronunciation.

TABLE 4.2 Some Vowel Deviations

Vowel Sound

(aw) for (00OH)
10/ for /50/

[o] for [u] as in
book

(ER) for (00H)
far/ for /60/

[3:] for [u] as in
book

Word Standard Pronunciation =~ Deviation 2
poor (POOHR) /pdor/ [pur] (PAWR) /por/ [por]
your (YOOHR) /yoor/ [ jur] (YAWHR) /y0r/ [jor]
sure (SHOOHR) /shoor/ [ fur] (SHAWHR) /shér/ [for]
tourist (TOOHR'-IST) /tGOr'Tst/ (TAWR'-IST) /tor i st/
[‘tor,ist] [‘tor,ist]
Jury (JOOHR'-EE) /joor'é/ ['dzur,i]  (JAWHR'-EE) /jor'¢/
['d3or,i]
Jury (JOOHR'-EE) /joor'é/ ['dzur,i] (ER'-EE) /jlr'e/
[‘d33]
sure (SHOOHR) /shoor/ [fur] (SHER) /shiir/ [[3]
msurance  (IN-SHOOHR'-UNS) (IN-SHER'-UNS) /in-
/in-shoor'ans/ [in’ furans] shlr’ans/ [in’[3-ans]
assure (UH-SHOOHR') /a-shoor'/ (UH-SHER')
[dfur] /a-shir/ [3'f3]
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Vowel Sound Word

(1H) for (EH) tender
/il for /&/
[1] for [€] get
send
engine
friend
(ER) for (un), familiar

(AW), or (1H)
Har/ for /a/, 16/, or
/1/ [a] for [a}, [2],

or [1] forget

congregate

garage
lubricate
milk

(EH) for (1H)

{e‘? ﬁor {n]/ since

gl1or |1 ﬁ“
think
cent

(11) for (EH) men

i/ for le/ N mcont

(1] for: {e] BReopLer
many

Standard Pronunciation
(TEN'-DER) /tén’dar/
["tenda]

(GEHT) /get/ [get]

(SEND) /sénd/ [send}
(EN'-JUHN) /&n’jan/
[‘endzan}

(FREHND) /frénd/ [frend]

(FUH-MIL'-YER) /fa-mil’-yar/
[fa'milja]

(FAWR-GET') /for-gét'/
[for'get]

(KANG'-GRIH-GAYT)

/king’ gri-gat/ [ ‘kangriget]

(GUH-RAHZH') /ga-riizh’/
[ga'raz]
(LOO’-BRIH-KAYT)
/160’bri-kat/ ["Tubriket |

(MIHLK) /mulk/ [milk]

(sINSS) /sins/ [sins]
(F1HL) /f11/ [fil]
(THINGK) /thingk/ [B1pgk]

(SENT) /sént/ [sent]
(MEHN) /mén/ [men]

(HEL'-IH-KAHP-TER)
/hel’1-kop tar/ ['helikaptar]

(MEHN'-EE) /mén’é/ ['men,i]

Deviation

(TIHN'-DER) /tin’dar/
[‘tinda]

(GIT) /git/ [git]

(SIHND) /sind/ [sind]
(IHN-JUHN) /in’jan/
[‘ind3an]

(FRIAEND) /frind/ {frind]

(FER-MIL'-YER)
/far-mil’-yar/ [fa'milja]
(FER-GET’) /flr-gét'/
[f>'get]
(KANG'-GER-GAYT)
/kiing'giir-gat/
['kangaget]
(GER-AHZH') /
gir-dzh'/ [gaa3z]
(LOO'-BER-KAYT)
/loo’bar-kat/
['Tubarket]

(MEHLK) /mélk/
[melk]

(SENSE) /sé€ns/ [sens]
(FELL) /fel/ [fel]

(THENGK) /théngk/
[6epk]

(SIHNT) /sint/ [sint]
(MIHN) /min/ [min]
(HIL'-IH-KAHP-TER)
/Mil'i-kop'tar
['hilikapta]

(MIHN'-EE) /min’¢/
['min,i]
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Vowel Sound

(UH) for (1H)
/al for /1/

[2] for [1]
(UH) for (AwW)
/a/ for /6/

[2] for [5]

Word Standard Pronunciation Deviation

it (as in get 1t?) becomes uht (as in get uht?)

because becomes be-kuz

Diphthongs

The diphthong or glide is a combination of two vowel sounds spo-
ken in rapid order with a glide from one to the other. The diph-
thongs are represented as follows:

(Y)/1/[a1] as in bite (BYTE) / bit/ [barit]

(AU) /ou/ [av] as in bout (BAUT) / bout/ [baut]
(0Y)/oi/[o1] as in boy (BOY) / boi/ [boi]

(YU)/yd6o /[jul as in beauty (BYU'-TEE) /bydo’te/ [bjuti]

The vowel sound (AY) /a/ [e], as you'll see by saying it aloud, is
actually a glide; it definitely goes from (AY) to (IH). Because of this
move from one sound to another, it’s sometimes considered a diph-
thong and given the symbol [e1] in the IPA.

Diphthongs are ‘a source of trouble to some speakers. Diph-
thong deviation tends to be regional and, though not necessarily
substandard, is not compatible with Standard American Speech. If
you have trouble with diphthongs, practice making each of the
vowel sounds that form them and then speak the two sounds con-
secutively with increasing rapidity. The following exercises will
help only if you're producing the sounds of the diphthongs accord-
ing to the standards of broadcast speech.

Read these sentences to practice the diphthong (EYE) /1/ [ai1].

. I'like my bike.

. Lie in the silo on your side.

. Fine nights for sighing breezes.

. Why try to lie in the blinding light?
. Cy tried to fly his kite.

Uk DN
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6. My fine wife likes to fly in my glider.
7. Try my pie—I like it fine.
8. Shy guys find they like to cry.
9. My sly friend likes to be wined and dined.
10. Like all fine and right-minded guys, Mr. Wright liked best to
try to find the slightest excuse to lie about his life.
These sentences allow you to focus on the (AU) /ow/ [av] sound.
1. Flounce into my mouse’s house.
2. Cows allow just about too much proudness about them.
3. Round and round went the loudly shouting lout.
4. A mouse is somewhat louder than a louse in a house.
5. A bounding hound went out on the bounding main.
6. Grouse are lousy bets when abounding results are found.
7. A cow and a mouse lived in a house.
8. The louder they proudly cried, the more the crowd delighted in
seeing them trounced.
9. They plowed the drought-stricken cow pasture.
10. Allow the grouse to shout louder and louder, and you just about
drown out the proud cows.
Use the following sentences to practice the diphthong (OY) /oi/
[o1].
1. A toy needs oiling.
2. The soybeans are joyously coiling.
3. Floyd oiled the squeaky toy.
4. Goya painted Troy in oils.
5. His annoying voice was boiling mad.
6. The oyster exploited the joyous foil.
7. Roy and Lloyd soiled the toys.
8. Joy, like a spoiled boy, exploited her friends.
9. What kind of noise annoys an oyster? A noisy noise annoys an
oyster.
Read these sentences for practice with the (YU) /yco/ [ju]
sound.
1. T used to refuse to use abusive news.
2. The kitten mewed, but I refused to go.
3. The music was used to imbue us with enthusiasm.
4. The beautiful view used to confuse.
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. June was beautiful.

. The newest pupil was wearing his suit.

. The cute kitten mewed.

. He eschewed responsibility for the news.

. The few new musical numbers were confusing to the beautiful
girl.

10. A few beautiful girls are using perfume.

© 003 D

Consonant Sounds

The English language contains twenty-five consonant sounds (pho-
nemes), which are classified in various ways, the most basic of
which is according to whether or not they are voiced. The letter b,
spoken with a vibration of the vocal folds, is called a voiced conso-
nant, whereas p, formed in exactly the same way but not phonated,
is called an unvoiced consonant.

A more detailed and more useful system, based on how the
sound is formed, classifies the consonants in this way:

Plosives begin with the air from the throat blocked off; and the
sound is formed with a release of the air. The plosive consonants
arep, b, t,d, k, and g.

Fricatives are created by the friction generated when air moves
through a restricted air passage. The fricative consonants are f,
v, th (as in thin), th (as in the), z, s, sh (as in shoe), zh (as in
vision), y (as in yellow), and &k and hw (as in when).

Nasals are resonated in the nasal cavity. The nasal consonants are
m, n, and ng (as in sing).

Semivowels are similar to the true vowels in their resonance pat-
terns. The consonants w, 7, and [ are the semivowels.

Affricates combine a plosive with a fricative. The consonants ¢k
(as in choose) and j (as in jump) are the affricates.

Still another system classifies consonants according to their
place of articulation.

Labial, or bilabial, consonants Labia is Latin for “lip.” The lips
are primarily responsible for the labial consonants, p, b, m, w,
and, in a less obvious way, hw.

Labiodental consonants The lower lip is in proximity to the up-
per teeth. The labiodental consonants are fand v.
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Interdental, or linguadental, consonants The tongue (lingua)
is between the upper and lower teeth. The interdental conso-
nants are th /th/ [0] (as in thin) and th /th/ [0] (as in then).

Lingua-alveolar consonants The tip of the tongue is placed
against the upper gum ridge (alveolus). The lingua-alveolar con-
sonants are n, t, d, s, 2z, and [.

Linguapalatal consonants The tip of the tongue touches (or
nearly touches) the hard palate just behind the gum ridge. The
linguapalatal consonants are y (as in yellow), r (as in rain), sh
(as in shoe), zh (as in vision), c& (as in chew), and j (as in jump).

Linguavelar consonants The rear of the tongue is raised against
the soft palate (velum), and the tip of the tongue is lowered to
the bottom of the mouth. The linguavelar consonants are %, g,
and ng (as in sing).

Glottal consonant The glottal consonant, £, is formed by the pas-
sage of air between the vocal folds without vibration of those
folds.

-

The Debate Over Standard American Speech

A regional dialect—other than “standard American speech”—may limit your
announcing opportunities. For better or wo