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« Preface

In contemporary jargon this Fifth Edition of Writing for Television and Radio
is “user friendly” Revisions were based principally on the comments and
suggestions reccived from the users of the Fourth Edition since its publica-
tion in 1984 —the professors in the many colleges and universities in the
United States and abroad where the book has been adopted as a text. Equally
helpful have been the reactions of students and professionals who have used
the text.

Retaining the combination of principles and hands-on bread-and-butter
applications to all video and audio formats that has made Writing for Television
and Radio the leading text in its field since it was first published, the new
edition pays special attention to recent changes in the industry that affect
writing formats and techniques. It condenses much of the historical back-
ground that marked some of the previous editions, but continues to include
essential ethical questions and considerations. If anything, it is less theoretical
and more practical. .

The text begins, as in previous editions, with a discussion of the mass
audience, this time adding more information about demographics. This is
followed, also as in previous editions, with the basic elements of production with
which the writer must be familiar — the tools of the trade.

A new chapter follows, concentrating on format and style, responding
to users’ requests for additional material on the “treatment, outline, and

ix



X PREFACE

scenario,” plus examples of the different tvpes of script forms used for film,
video, and audio. A new addition is a section on computers, introducing the
reader to their use in writing and to the available software for writing formats.
A further addition requested by users is a section on basic principles of writ-
ing, including guidance on technique and style.

In response to user comments, the chapter on writing the play has been
placed where it had been in past editions, early in the book, because the basic
principles of dramatic writing apply to all other forms of writing, from com-
mercials to documentaries. This chapter has been streamlined to stress some
of the new approaches to video writing, but retains the basic concepts of
dramarurgy and detailed analyses of scripts.

The chapter covering commercials has been updated with new examples
reflecting the most recent popular types of commercial formats. In addition,
this edition includes some original storvboards — the drawings, rather than
the post-producuon photographs—as examplcs for pracnce

The growing importance of the interview in various formats —news,
features, documentaries, talk shows — prompted a completely revised chapter
stressing that form of writing, along with talk programs, another genre that
has grown in the past decade. The study and practice of the interview at this
point in the book facilitates its application to the formats covered in later
chapters.

The chapter on news and sports has been completely rewritten, reflecting
the requests of users to make it more thorough in terms of actual writing
approaches, styles, and techniques. Historical information has been kept at a
minimum, while application is stressed. Some instructors had noted that they
found it necessary to use a separate text with the Fourth Edition for the
newswriting segment of the course; hopefully, this no longer will be necessary.

The chapter on the documentary, which has over the years received some
of the most favorable comments, remains relatively unchangcd except for
updating and a reflection of recent trends, lncludlng the mini-documentary.
Script analyses continue; in fact, at the request of most user respondents, the
Murrow radio script with its detailed breakdown is still included.

The music chapter reflects the current approaches to music on radio and
the lack of music programs on television. However, a discussion of the music
video, plus a treatment, is included. This chapter also contains a section on
writing variety and comedy.

An important addition to the Fifth Edition is a completely revised and
updated chapter on corporate media writing, covering not only the kinds of
corporate programs and the techniques of writing them, but the procedures
the writer must go through to write for the corporate market. This chapter
also includes basic material on writing the formal educational program and the
children’s program.

Finally, a much fuller chapter has been written on professional opportu-
nities, with more quotes from professionals who hire writers in the various
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format areas and a section on preparing the proposal as a prerequisite to
selling a script.

The chapter in the previous edition on minoritics, women, and children
has becn “mainstreamed” in this edition, as suggested by many users, and a
discussion of spcual considerations in writing for and about special groups
has been included in appropriate sections of individual chapters.

Instructors and students —and other readers—are urged to take ad-
vantage of the professional scripts, storvboards, and other application mate-
rials and to note the occasional differences berween writing for broadcast
and cable.

Finally, I would like to reemphasize for the student a key rationale for
this book. Clcatl\'lt\' cannot be taught. Principles and tcchmqucs can be. If
vou are willing to devote time, energy, and hard work to learming the basic
appnoachcs to writing the different broadcast formats, vou will be able to
write an adequate or even good script for any video or audio assignment. If,
in addition, vou have writing talent and the determination to use it along
with cffective principles and techniques, vou are on vour way to winning one
or more Emmvs.

But while vou are doing that, vou must not forget that television and

radio continue to be the most powcrful forces in the world today for affecting
the minds, emotions, and even the actions of humankind. As a writer, you are,
like it or not, in a position of tremendous power —and responsibility. It is up
to vou to use that power to serve either bottom-line narrow self-interests or
the audiences individual and group well- bemg—to take I‘LSP()nSlblllt\' for
ethical actions that contribute to peace, justice, equal opportunity, and a better
world for all the people out there.

I would like to acknowledge the contributions of some of the many
people whose assistance and support made completion of this Fifth Edition
possible. First, a number of people at Wadsworth: Mary Arbogast, who cri-
tiqued the Fourth Edition in preparation for this one, production editor
Deborah Cogan, free-lance copy editor Lura Harrison, designer Andrew
Ogus, and, once again, scnior editor Rebecca Hayden. Next, thanks to aca-
demic colleagues William L. Buccalo, Northern Mlchlg:,.m University, Lvnn
Hinds, Pennsvlvania State University, Philip Kipper, San Francisco State Uni-
versity, and William J. Oliver, Srcphm F. Austin University, who provided
helpful suggestions after reading the nnnuscnpr Ed Krasnow, who helped
obtain many of the scripts and illustrations; Barbara Allen, who provided not
only a number of her scripts, but instructional commentary for several ditfer-
ent chapters; and especially Carla Johnston, whose encouragement and sup-
port cnabled me to meet the final deadlines even under difhicult circumstances.

Robert L. Hilliard
Cambridge, Massachusetts
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o Writing for Television and Radio



o One

The Mass Media

D uring the process of writing, the television and radio writer is isolated,
alone in a room with a typewriter or a word processor. Yet, every word, every
visual image has to be created with the thousands and even millions of people
watching or listening in mind. When you write for a mass medium, you are
writing for a mass audience. The nature of that audience must constantly be
in the forefront of your mind, and the key to what you create.

While millions may be hearing or seeing what you have written, they
are experiencing it individually or in small groups: a family at home in a living
room, a few youngsters in a schoolyard, several college students in a dorm
common room, an individual on a bus or subway, a person alone in a bed-
room, a commuter in a car. At one and the same time you are writing for an
individual, for a small number of people who have a lot in common, and for
a large number of people who have little in common.

Reaching such an audience effectively is especially difficult because it is
not a “captive” audience. Most of what it gets over television and radio is free.
Unlike the theatre or movie audience, which has paid a fee and is not likely to
leave unless seriously bored or offended, the television or radio audience can
press a button or turn a dial to something else if it doesn’t like what it sees
or hears.

People who go to a play or film usually know something about what
they are going to from reading reviews or being influenced by ads. Although
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some television viewers carefully select shows, most viewers tune in to partic-
ular formats (evening soaps, family sitcoms, private eve shows) and to spec-
ified continuing series, including local and network newscasts, by force of
habit. Many will switch to another program if the one they are watchmg does
not hold their interest or will watch only half- heartedlv or intermittently,
mlssmg not only some of the story content, but most important from the
point of view of the network and station, the commercials. Radio listeners do
the same. They may tune in to a particular music or talk-show format, but if
the type of music or discussion subject is not exactly what they want at the
moment, its easy for them to flip the dial to something more interesting.
Many viewers and listeners shop around the dial at random until they find
something that grabs their attention.

What does this mean to the television and radio writer? You must
capture the attention of the audience as soon as possible and hold it. Everv
picture and every word must be purposeful, directed toward keeping the
audience’s interest. As a writer you must make certain that there are no irrele-
vancies and no extraneous moments within vour script. Write directly, sharply,
and simply!

The audience of the mass media is as diverse as is the population of the
United States. The opinions, prejudices, educational, social, and political back-
grounds, economic status, and personal creeds of people watching television
programming varv from A to Z. Because radio is localized and fractionalized,
the audience for a given radio station is likely to be much more homogeneous.

Because financial rather than artistic or social considerations control
programming decisions and content, the producers and advertisers trv to
reach and hold as large a segment of the viewing or listening population as
possible. In television the easiest and most effective way to do this is to find
the broadest common denominator — which frequently turns out to be the
lowest. The term LCD is used to describe this lowest common denominator
programming target. Despite increasing narrowcasting programming — pro-
grams oriented toward specialized audiences, reflecting the growing number
of program and distribution sources such as multi-network and -channel cable
systems — the primary aim of television producers too often still seems to be
to present material that will not offend anyone.

The most popular shows — sitcoms, action adventure, and soaps — fol-
low that formula. Programs that are willing to deal in depth with ideas or
to present controversial material do not last too long. There are exceptions:
60 Minutes, which does present significant issues on occasion, although the
degree of controversy usually is mild; M*A*S*H and Hill Street Blues, both
of which had long runs, and L.A. Law, which frequently presents important
legal and social concerns.

The beginning of the 1990s saw a proliferation of talk shows oriented
toward argumentation, sometimes on issues of important controversy, some-
times on matters on triviality. Stimulated by the long-running Donahue show,
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Geraldo Rivera, Oprah Winfrey, and Larry King (initially on radio, then on
cable) successfully debuted using this format. In addition, “reality” program-
ming, dealing with quasi-documentary, quasi-news fearure approaches, drew
high ratings.

At the same time serious shows, such as news-in-depth programs and
programs objectively exploring the critical issues of our times, largely do not
fare well. The average ratings for PBS programs that present such significant
ideas and information are about a “4.” The average ratings for noncontrover-
sial commercial shows are about a “15.”

* Demographics

Radio audiences are not as diverse as television audiences. When nerwork
radio, which was comparable to network television today, disappeared in the
1950s as television took over the older medium’s most attractive programs
and stars, radio became fragmcnted out of necessity for survival into local
audiences. Individual stations developed formats that appealed to specifically
targeted groups of listeners.

The makeup of the potential audience for a given program or station is
called demographics. Age, gender, professional status, economic resources,
education, and other conditions and interests of the audience determine not
only the kind of writing that appeals to that group, but the product or service
most likely to be purchased. The' demographics of radio audiences are even
more precise. Because radio is virtually all music, with the exception of some
full-service stations that combine talk with music and all-news and other
specialized stations, each station attempts to program to a specified group of
loval listeners who are attracted to a particular music type and format. Radio
stations even break down their potential audience into which interest groups
might be listening in a particular place (home, work, car) and at a particular
time of day or night.

The success of a program tvpe or format prompts repetition. When Hill
Streer Blues became successful, a plethora of copycat police and private eve
programs hit the screen. Formula writing dominates most television series.
More than 20 vears ago, after a study of competition and responsibility in
network television broadcasting, the Federal Communications Commission
(FCC) stated: “By and large, episodes of television series are produced on the
basis of ‘formulas’—approved in advance by the network corporation and
often its mass advertisers — which ‘set” the characters, “freeze’ theme and action
and limit subject matter to ‘tested’® commercial patterns.” Things haven’t
changed!



4 CHAPTER ONE

As noted earlier, there are exceptions. Some individual program series
present individual episodes of high quality. The success of miniseries during
the past decade has resulted in some programs of excellent calibre. Opportu-
nity does exist for the writer to develop scripts of high artistic value as well as
scripts requiring a mastery of formula technique.

# The Electronic Media

Thus far we have used the terms television and radio only. What about film
for television? What about cable? Is there a difference between a script pre-
pared for a cable pay channel and that written for a local cable access channel?
Is a different writing approach needed for material distributed by satellite?
How does one write for fiber optic systems? What about other systems that
make up the panoply of electronic mass media?

The means of distribution is irrelevant. To paraphrase Gertrude Stein,
writing is writing is writing. No matter what technology is used to send out
and receive the video or audio signal, the program form is essentially the
same. The demographics may differ among people watching a local cable
access channel or a local station broadcast channel or a channel received on a
home satellite dish. The kinds of material permissible on an over-the-air sta-
tion may differ from that seen on a pay-per-view “adult™ channel. But the
techniques of writing programs for the same format remain the same.

Therefore, no distinction is made in this book among writing for broad-
cast, cable, or satellite transmission except where the demographics or other
special considerations mandate different format or technique requirements.
Television is the term used here to describe all video writing, and radio is the
term used to describe all audio writing for the mass media.

Production techniques, however, are a different matter. The writer must
know the elements of production in order to know what each medium can do
and how to write specifically for the eye and ear, in addition to mastering the
use of words.

For example, the film format for television is not the same as the tape
format. Different considerations apply to shows taped for editing than to live-
type shows taped before a studio audience. (The Cosby Show is an example of
the latter.) Further major differences exist between the studio production and
the field production. Within each of the formats, reflecting different aesthetic
as well as physical approaches, are varving production techniques, made pos-
sible by different equipment and technical devices. The elements of produc-
tion must be understood and used by the writer as basic tools, comparable to
the painter’s knowledge and use of different brushes, canvasses, and paints.
These basic tools will be covered in Chapter 2.
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o Television and the Mass Audience

Television can combine the live performance values of theatre, the mechanical
abilities of film, the sound and audience orientation of radio, and its own
electronic capacities. It is capable of using the best of all previous communi-
cation media.

Television combines both subjectivity and objectivity in relation to the
audience, fusing two areas frequently thought of as murually exclusive.
Through use of the camera and various electronic devices, the writer and
director can subjectively orient the audience’s attentions and emotions by
directing them to specific stimuli. The television audience cannot choose its
focus, as does the stage audience, from among the totality of presentation on
the stage. The television audience can be directed, through a close-up, a
zoom, a split screen, or other camera or control board movement, to focus
on whatever object or occurrence most effectively achieves the purpose of the
specific moment in the script. Attention can be directed to subtle reaction as
well as to obvious action.

Objectivity is crucial to lending credibility to nondramatic program-
ming such as newscasts and documentaries. Creating an objective orientation
is accomplished by bringing the performer more openly and directly to the
viewer than can be done in the large auditorium or theatre, even with a live
performance, or in the expanse of a movie house, for example, through the
close-up or the zoom. Unlike most drama, where the purpose is to create
illusion, the performer in the nondramatic program (television host/hostess,
announcer, newscaster) wants to achieve a nonillusionary relationship with
the audience.

At the same time, the small screen, the limited length of most programs,
and the intimacy of the living room create effects and require techniques
different from those of a film shown in a movie theatre, effects closer to those
of the legitimate stage.

Stemming from the early days of television when all productions were
live, with continuous action, nonfilmed television continues to maintain a
continuity of action that differs from the usually frequent changes in picture
that one sees on the movie screen. Some television programs are still done as
if they were live: taped before a studio audience, with few if any breaks in
the action. In this respect television borrows a key aesthetic element from
the theatre.

Television is restricted by the small screen, which limits the number
of characters and the size of the setting (note how poorly large scale films,
such as westerns, look on television), and by the limited time available for a
given dramatic program (approximately 21 to 24 minutes of playing time for a
half-hour show and 42 to 49 minutes for the hour show, after commercial and
intro and outro time has been subtracted). As the development of electronic
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techniques has permitted television productions to expand easily beyond the
studio, the number of two-hour dramatic specials and multiple-hour mini-
series airing over a number of evenings has grown, to compensate for time
restrictions.

Television uses virtually every mechanical technique of film, adding elec-
tronic techniques of its own to give it a special versatility and flexibility. Even
with this greater flexibility, the most successful shows still reflect a cognizance
of the small screen and limited time, concentrating on slice-of-life vignettes of
clearly defined characters. The most successful plays in television’ so-called
Golden Age of the 1950s developed this approach.

There is a negative side to the mechanical and electronic expansion of
television. After the advent of videotape in 1956 and the ability to edit,
television gradually moved from live to taped and filmed shows, and the center
of television production, which had been in New York City with its abundance
of trained theatre performers, moved to Hollywood. Soon the Hollywood
approach dominated television, and while there are still some live-type taped
shows, some television critics argue that much of television has become a
boxed-in version of the motion picture.

Conversely, some film critics believe that television may be negatively
affecting films. Film critic Vincent Canby wrote in the New York Times that

techniques and personalities of television are beginning to shape theat-
rical motion pictures —to make them smaller, busier and blander. . . .
The first great wave of television directors who made their way to the-
atrical films — Arthur Penn, Sidney Lumet, George Roy Hill, Franklin
Schaffner, John Frankenheimer — adapted themselves to the older me-
dium. Even while they brought to Hollywood some of the frenetic
tensions that were virtually a method of working in television when
major shows were done live, these directors couldn’t wait to exploit the
cinema resources that then separated movies from television . . . impe-
rial crane shots and deep-focus vistas . . . that would have been out of
the question in any live TV production. . . . Today the exact opposite is
true — possibly because these TV people have grown up using film and
tape. The television directors who are now switching to the big screen
can’t wait to reduce its dimensions, to make movies that look as much
as possible like the sitcoms and so-called “television movies.”

It should be noted, however, that the intimate, slice-of-life approach of classic
television has resulted in some of the most widely accepted and honored films
in recent vears, while the Szar Wars large-screen-clone approach has met with
less public acceptance than anticipated.

The writer must always keep in mind that television is visual. Where a
visual element can achieve the desired effect, it should take precedence over
dialogue; in many instances, dialogue may be superfluous. A story is told
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about a famous Broadway playwright, noted for his scintillating dialogue,
who was hired to write a film script. He wrote a 30-page first act treatment
in which a husband and wife on vacation reach their hotel and go to their
hotel room. Thirty minutes of witty and sparkling conversation reveal that the
wife has become increasingly disturbed over her husband’s attention to other
women. An experienced movie director went over the treatment and thought
it presented a good situation. However, for the 30 pages of dialogue he
substituted less than 1 page of visual directions in which the husband and
wife enter the hotel, perfunctorily register and walk to the elevator, enter the
elevator where the husband looks appraisingly at the female elevator operator,
and the wife’s face expresses great displeasure as the elevator doors close.

That many television writers have not yet learned the visual essence of
their medium can be determined by a simple test. Turn on your television set
and fade the video to black, leaving the audio as is. Note in how many
programs, from commercials to dramas, you will “see” just about as much as
vou would with the video on. Is television, as some critics say, still just radio
with pictures?

# Radio and the Mass Audience

Radio is not limited by what can be presented visually. By combining sound
effects, music, dialogue, and even silence, the writer can develop a picture in
the audience’s mind that is limited only by the extent of the listener’s
imagination.

Radio permits the writer complete freedom of time and place. There is
no limitation on the setting or on movement. The writer can create unlimited
forms of physical action and bypass in a twinkling of a musical bridge minutes
or centuries of time and galaxies of space. Before the advent of television,
when drama was a staple of radio, writers set the stage for what later were to
become the science fiction favorites of television, such as Star Tiek, and of
film, such as Star Wars. Writer Howard Koch’s and director Orson Welles’s
War of the Worlds is still famous for its many provocative radio productions
throughout the world.

Regrettably, radio has become virtually all music. Except for commer-
cials and occasional features and documentaries, and the growth of talk shows
in the early 1990s, artistic writing and directing in commercial radio are
virtually dormant. But they are not dead, and offer excellent opportunities for
those who wish to explore the aural medium’s potentials.

The radio audience hears only what the writer-director wants it to hear.
It “sees” a picture in its imagination. The radio writer can create this mind
picture more effectively than can the writer in any other medium, because in
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radio the imagination is not limited by what the eye sees. The subjectivity of
radio enables the writer to create places, characters, and events that might be
impossible to show visually. The writer can place the audience right alongside
of or at any chosen distance from a character or performer. Voice distances
and relationships to the microphone determine the audiences view of the
characters and of the setting. For example, if the audience is listening to two
people in conversation and the writer has the first person fade off from the
microphone, the audience, in its imagination, stays with the second person
and sees the first one moving away. Of course, different listeners may imagine
the same sound stimulus in different ways because each person’s psychological
and experiential background is different. Nevertheless, the good writer finds
enough common elements to stimulate common emotions and reactions. No
television show, for example, has ever created the mass hysteria of radios War
of the Worlds.

A scene must be set in dialogue and sound rather than established
through sight. This must not be done too obviously. Radio often uses a
narrator or announcer to set the mood, establish character relationships, give
information about program participants, describe the scene, summarize the
action, and even comment on the attitude the audience might be expected to
have toward the program, participants, or performers. The background ma-
terial, which sometimes can be shown in its entirety on television through
visual action alone, must be given on radio through dialogue, music, and
sound.

Because drama has almost totally disappeared from radio, except for
some of the programming on public radio stations, we tend to ignore the
aesthetic potentials of the medium. We forget that a staple of radio—com-
mercials — can be highly artistic. You can easily tell the difference between the
quality of a commercial expressly written for radio and that of a television
commercial whose sound track is used for a radio spot.

Bernard Mann, president of WGLD and other stations in North Caro-
lina, who began as a broadcast writing student in college and whose experi-
ence has included serving as the president of the National Radio Broadcasters
Association, states: -

One of my great frustrations is that too little of the writing done for
radio is imaginative. We have almost made it part of the indoctrination
program for copywriters at our radio stations to listen to some of the
old radio shows. During that time, listeners were challenged to use
their imagination. Nothing has changed. The medium is still the same.
The opportunity for the writer to challenge the listener is still there. It’s
just not being used very much. Of course, radio today has very little
original drama, but every day thousands of pieces of copy are turned
out with very little imagination. Often an advertiser will tell a salesper-
son, “I can’t use radio, I must have a picture,” but I think that’s radio’s
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strength. The picture leaves nothing to the imagination, but a descrip-
tion will be colored by the listener to be more toward what he or she
wants or likes.

Radio is indeed the art of the imagination. Today, new technologies
such as multi-track and digital recording offer further enhancement of this
aural medium’s potential. The radio writer is restricted only by the breadth
and depth of the mind’ eye of the audience. A vivid illustration of this poten-
tial and, appropriately, an example of good scriptwriting, is Stan Freberg’s

award-winning promotional spot for radio, “Stretching the Imagination.”

MAN:

Radio? Why should I advertise on radio? There's nothing to look at ... no
pictures.

GUY: Listen, you can do things on radio you couldn’t possibly do on TV.

MAN: That'll be the day.

GUY: Ah huh. All right, watch this. (AHEM) O.K. people, now I give you phe cue, I
want the 700-foot mountain of whipped cream to roll into Lake Michigan
which has been drained and filled with hot chocolate. Then the royal Cana-
dian Air Force will fly overhead towing the 10-ton maraschino cherry
which will be dropped into the whipped cream, to the cheering of 25,000
extras. All right ... cue the mountain...

SOUND: GROANING AND CREAKING OF MOUNTAINS INTO BIG SPLASH!

GUY: Cuse the air force!

SOUND: DRONE OF MANY PLANES.

GUY: Cue the maraschino cherry...

SOUND: WHISTLE OF BOMB INTO BLOOP! OF CHERRY HITTING WHIPPED CREAM.

GUY: Okay, twenty-five thousand cheering extras ...

SOUND: ROAR OF MIGHTY CROWD. SOUND BUILDS UP AND CUTS OFF SHARP!
Now ...you wanta try that on television?
MAN: Well...
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You see ... radio is a very special medium, because it stretches the

imagination.

Doesn't television stretch the imagination?

Up to 21 inches, yes.

* Subject Matter

The writer not only has to exercise talent in producing quality material, but
has to exercise judgment in the specific material used. Television and radio
writing are greatly affected by censorship.

Censorship comes from many sources. The production agency, whether
an independent producer or a network, usually has guidelines as to what
materials are acceptable. Advertisers exercise a significant role in determining
content, frequently refusing to sponsor a program to which they have some
objection, in whole or in part. Pressure groups petition and even picket
networks, stations, and producers. Television critic Jay Nelson Tuck once
wrote, not altogether facetiously, that three dirty postcards from a vacant lot
can influence a sponsor to do almost anything. Even the government has
gotten into the act.

Censorable Material
Although prevented by the Communications Act of 1934 from censoring
program material, the FCC is authorized to levy fines or suspend a station’s
license for “communications containing profane or obscene words, language,
or meaning.” In 1987 the FCC issued a report on obscenity that banned
programming from 6 A.M. to midnight that might be considered obscene. In
1988 Congress passed a law, signed by President Ronald Reagan, removing
the midnight—6 A.M. window.

While not specifically defining what it means by obscenity, the FCC
stated that it will judge each case on the basis of national standards, which it
also did not define. It subsequently found a number of stations to be in
noncompliance with its policies and levied fines against them. Many writers
believe that they are being forced to play a word game equivalent to Russian
roulette.
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Yet, compared to television content of only a decade ago, it would seem
that broadcasting is slowly coming to the realization that at least some of the
facts of life cannot be made to disappear by banning them from public dis-
cussion or observation or by pretending that thev do not exist. Talk shows,
discussion programs, and dramas deal with c‘(pllcn sexual references and fre-
quently with sexual acts, the latter sometimes simulated and not fully seen.
Language approximates that of real life, from sitcoms to serious drama, al-
though the most common four-letter words have not vet made it to broadcast
television. More freedom of language usage is found on cable, particularly on
pay channels.

Nevertheless, television and radio remain very sensitive to public pres-
sure, especially that brought upon the sponsor, and broadcasting pulls back
at even a hint of pressure. Erik Barnouw, discussing movie censorship in his
book Mass Communication, writes: “Banning evil example . . . does not ban it
from life. It may not strengthen our power to cope with it. It may have the
opposite effect. Code rules multiply, but they do not produce morality. Thev
do not stop vulgarity. Trving to banish forbidden impulses, censors may only
change the disguises in which they appear. They ban passionate love-making,
and excessive violence takes its place.”

Controversial Material
There is great danger to freedom of expression and democratic exchange of
ideas in television and radio because many media executives fear controversy.
On the grounds of service to the sponsor and on the basis of good ratings for
noncontroversial, generally mediocre entertainment, controversial material
and performers frequently have been banned. Many companies will refuse to
sponsor a program with controversial material if they feel it will in any way
alienate any potential customers. Barnouw observes that “when a story editor
says ‘we can’t use anything controversial,” and says it with a tone of conscious
virtue, then there is danger.”

Most broadcasters fought for vears for the abolition of the Fairness
Doctrine, which authorized the FCC to require stations, in some circum-
stances, to present more than one side of significant issues in the community,
therefore bringing controversy to the fore. Following President Reagan’s veto
of a congressional bill making the Fairness Doctrine law, the FCC abolished
it in 1987.

The history of censorship of controversial material in broadcasting is a
long one, and, unfortunately, one in which both broadcasters and the public
never seem to learn the lessons of integrity and democracy. One of the United
States’ darkest and most shameful hours was the blacklist of the 1950s, during
the hevday of McCarthyism, when Senator Joseph McCarthy cowed most of
America into supporting his demagoguery of guilt-by-accusation —even false
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accusation. Broadcasters cooperated with charlatans to deny freedom of
speech and the freedom to work to countless performers, directors, producers,
and writers who were accused by self-proclaimed groups of superpatriots as
being un-American. Broadcasters panicked, threw courage to the winds and
ethics out of the windows. Many careers and a number of lives were de-
stroyed. Although broadcasters have apologized since for their undemocratic
and cowardly behavior, political considerations are still a priority on the cen-
sorship list.

A significant factor in censoring scripts relates to the sponsor’s product.
Censoring material that might put the product or service in a poor light or
that might suggest a competing product is responsible for a number of classic
situations. Among them is a program that dealt with the German concentra-
tion camp atrocities of the 1930s and 1940s from which the sponsoring gas
company eliminated all references to gas chambers. Another program deleted
references to President Lincolns name in a historical drama because it was
also the name of an automobile produced by a competitor of the sponsor.
In retrospect such situations are funny, but they were not funny then and
would not be now to the writer forced to compromise the integrity of his
or her script.

Some censorship takes place not because of feared public reaction or
even because of a sponsor’s vested interest, but because of direct prejudice.
One program, the true story of the owner of a large department store who
was Jewish and who gave his entire fortune to fight cancer, was cancelled by
the sponsor because the play allegedly would give “Jewish department store
owners” an unfair advantage over other department store owners.

Media executives and sponsors are not alone to blame. Writers and other
personnel often give up their integrity out of fear for their jobs or to curry
favor with their emplovers. For example, in 1985, following a Boston station’s
cancelling of a program after pressure by a local religious group, a member of
the Board of Directors of the local (New England) chapter of the National
Academy of Television Arts and Sciences (NATAS) introduced the following
resolution at a NATAS meeting:

Freedom of the press, including television, is a cornerstone of Ameri-
can democracy. The United States is one of the few countries in the
world where the media legally have freedom from the control of out-
side forces. To abandon that freedom under pressure from any group,
public or private, no matter how laudatory its aims, is to subvert a
basic principle of democracy, and to undermine one of our cherished
freedoms.

As communicators in New England, we urge our broadcasting col-
leagues here and throughout the nation to stand firm, with courage
and conviction, not to succumb, but to maintain the open marketplace
of ideas that has marked freedom of speech, thought, and press in our
country. We pledge our support to our colleagues in this endeavor.
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The members of the New England Board of Directors refused to even
consider that resolution. One NATAS officer suggested that the resolution
“was perceived by many as a criticism of the actions taken by a member
station.” Of course, it was. Not only, therefore, do outside pressures determine
programming decisions and content, but the pressures of management tend
to force individual broadcasters and writers to give up the principle and
courage to support freedom of ideas and speech.

Sydney W. Head, a leading teacher and writer in the communications
field, has stated that “television, as a medium, appears to be highly responsive
to the conventional conservative values,” and that a danger to society from
television is that television will not likely lend its support to the unorthodox,
but that “it will add to cultural inertia”

The great impact of the media and the ability of television and radio to
affect the minds and emotions of people so strongly are clearly recognized by
the media controllers or, as they are often called, the gatekeepers, who by and
large represent the status quo of established business, industry, social, and
political thought and power. The impact of media is clearly reflected in the
success of Madison Avenue. Commercials do sell products and services. News
and public affairs programs and even entertainment shows have had remark-
able impact in changing many of our political and social beliefs, policies, and
practices. The cooperation of broadcasting with manipulative politicians in
the 1988 presidential election showed how effectively the media can control
elections in this country.

At the same time, the media have been responsible, through similar
control, for great progress in human endeavors. Television’s coverage of the
civil rights movement in the 1960s often is credited with motivating many
people to finally insist on congressional action guaranteeing all Americans
civil rights. Television’s bringing of the Vietnam War into the nation’s living
rooms is credited with motivating millions of citizens to pressure our govern-
ment to end the war, resulting in one president ending his political career
and another eventually ending the nation’s overt military activities in South-
east Asia.

Frank Stanton, former president of CBS, said:

The effect of broadcasting upon the democratic experience has gone far
bevond elections. The monumental events of this century —depression,
wars, uneasy peace, the birth of more new nations in two decades than
had occurred before in two centuries, undreamed of scientific break-
throughs, profound social revolution —all these were made immediate,
intimate realities to Americans through, first, the ears of radio and,
later, the eves of television. No longer were the decisions of the Ameri-
can people made in an information vacuum, as they witnessed the tow-
ering events of their time that were bound to have incisive political
repercussions.
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The television and radio writer who prepares material dealing with
issues and events has the satisfaction of knowing that he or she can contribute
to human progress and thought and is participating directly in changing
society and solving problems of humanity. There are not too many professions
in which one can accomplish this on such a broad and grand scale!

Theoretically, the writer can help to fulfill the responsibility of the mass
media to serve the best interests of the public, to raise and energize the
cultural and educational standards of the country, and in this way to
strengthen the country as a whole. Realistically, the best-intentioned writer is
still under the control of the network or station or advertiser, whose first
loyalties usually are directed toward their own needs and not necessarily those
of the public. Occasionally, these interests coincide. The writer who wishes to
keep a job is pressured to serve the interests of the employer. Hopefully,
conscience will enable the writer to serve the public interest as well.



o Two
Basic Elements
of Production

T]c broadcast writer must know the tools with which the director can bring
the script to life, whether for a six-hour miniseries or a 30-second commercial.
The writer who writes for the visual or aural medium has to know all of the
production techniques that can facilitate and enhance a script. The writer
must learn what the camera can and cannot do, what sound or visual effects
are possible in the control room, how microphones help create mind pictures,
what terminology to use in furnishing directions, descriptions, and transi-
tions, and all the other technical and production devices and terms that are
essential for effective writing

New developments in television and radio technology are continuous.
Within the past decade alone we have had many new and enhanced opportu-
nities in both radio and television. Digital audio offered new production and
writing advantages. Electronic news gathering and electronic field production
(ENG and EFP) became standard, the former providing light, flexible use of
cameras to gather news quickly and in places previously difficult or impossible
to reach and the latter minicam equipment to produce commercials and non-
news materials away from the studio. Videotape replaced film for most televi-
sion formats, such as news, documentaries, panels, game shows, and soap

15
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operas, reversing the trend that began when television production moved to
Hollywood shortly after the introduction of videotape in 1956. Multiplexing,
quadruplexing, the electronic synthesizer, and automation, among other
techniques, became institutionalized. While the formats themselves have re-
mained relatively fixed, the techniques the writer may use within any given
format expand with the introduction of each new technology.

Cable television sometimes is looked upon by viewers as different from
the broadcast television service they have come to know. The difference is
principally in the means of transmission. The medium is still television. The
writing is still basically the same. But the programming may differ in some
respects, requiring different orientation by the writer. For example, most cable
franchises mandate local origination channels, providing local and frequently
live productions. The type and content of these programs usually are of
semiprofessional quality with dedicated subject matter aimed at and fre-
quently produced by special interest groups. The writer has to have an aware-
ness of the restrictions of live production using limited and sometimes inade-
quate equipment. Frequently local origination and especially public access
channels provide an opportunity for television exposure for neighborhood,
ethnic, minority, and other culturally diverse groups that traditionally have
been denied equal access to the media.

Because cable requires a user fee, and some channels are, in fact, “pay”
television per channel or per view, some cable viewers represent a relatively
affluent and culturally sophisticated audience. This suggests the possibility of
writing on a higher level on some occasions than in broadcasting’s lowest-
common-denominator orientation.

More important, perhaps, is the development of cable’s capabilities (and
those of other new technologies) for service-oriented programming and two-
way (or interactive) communication. Computer-based instruction, banking
by wire, marketing through television, library access, data services, and other
interactive services portend that the writer’s job mav expand and in many
instances move from the traditional creative pattern in broadcasting to that of
computer program writer. The advent of new mass media systems such as
direct broadcast satellite (DBS), fiber optics, and lasers, promise to further
broaden the writer’s role.

Basic writing technique, however, is not likely to change appreciably.
Format adaptions do occur. The continuing multiple-slices-of-life format in-
volving multiple characters introduced by Hill Street Blues was copied by a
myriad of subsequent shows, and the “reality” approach that came into pop-
ularity at the end of the 1980s immediately pervaded many different pro-
grams. However, the dramatic show, news program, documentary, commer-
cial, and other genres will retain their essential forms and techniques, as they
always have.



BASIC ELEMENTS OF PRODUCTION 17

& Television

Although the television writer does not have to know all the elements of
production to write a script, he or she should have a basic understanding of
the special mechanical and electronic devices of the medium. The writer
should be familiar with (1) the studio, (2) the camera, with its movements,
lenses, and shots, (3) the control room, including editing techniques, (4) spe-
cial video effects, and (5) sound.

The Studio

Television studios vary greatly in size and equipment. Some have extensive
state-of-the-art electronic and mechanical equipment, and are as large as a
movie sound stage. Others are small and cramped, with barely enough equip-
ment to produce a broadcast-quality show. While network studios, regional
stations, and large independent production houses are likely to have the best
studios, one occasionally finds a college or a school system with facilities that
rival the best professional situation. The writer must know what the size and
facilities of the studio are: Will it accommodate large sets, many sets, creative
camera movement, and lighting? Are field settings necessarv? Can the pro-
gram be produced in film form, with the availability of cranes, outdoor effects,
and other special mechanical studio devices? Does the size of the studio
require a live-type, taped approach? Should the script be a combination of
studio shooting plus exteriors using EFP equipment? In other words, before
writing the final draft of the script (and, if possible, even the first draft), the
writer should know what technical facilities will be available to produce it,
including what can and cannot be done in the studio likely to be used.

The Camera: Movement
Whether the show is being recorded on film or tape, using a film script or a
one- or two-column television script, the basic camera movements and the
terminology are essentially the same. The principal difference is the style of
shooting: short, individual takes for film, longer and sometimes continuous
action sequences for video. Instant video taping has brought the two ap-
proaches closer together, combining elements of both. More and more filmed
shows have tended toward the use of videotape, to facilitate instant editing
not possible when one has to wait for the processing of the day’s film shoot.

The writer should consider the film or video camera as a moving and
adjustable proscenium through which the writer and director can direct the
attention of the audience. Four major areas of audience attention may be
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changed via the camera: (1) the distance between the audience and the subject,
(2) the amount of the subject the audience sees, (3) the position of the
audience in relation to the subject, and (4) the angle at which the viewer sees
the subject. The writer must understand and be prepared to designate any
and all of the following six specific movements to accomplish the above.

1. Dolly-in and dolly-out. The camera is mounted on a dolly stand that
permits smooth forward or backward movement. This movement to or away
from the subject permits a change of orientation to the subject while retaining
a continuity of action.

2. Zoom-in and zoom-out. Used to accomplish more easily the same
purpose as the dolly from mid- and long-distances, the zoom narrows the
angle of view and compresses depth, making people or objects appear closer.
Some writers and directors believe that psychologically the dolly is more
effective, moving the audience closer to or further from the subject, whereas
the zoom gives the feeling of moving the subject closer to or further from the
audience.

3. Tilt up and tilt down. This means pointing the camera up or down,
thus changing the view from the same position to a higher or lower part of
the subject. The tilt is also called panning up or panning down.

4. Pan right and pan left. The camera moves right or left on its axis.
This movement is used to follow a character or a particular action, or to direct
the audience’s attention to a particular subject.

5. Follow right and follow left. This is also called the travel shot or
truck shot. The camera is set at a right angle to the subject and either follows
alongside a moving subject or, if the subject is stationary, such as an advertis-
ing display, follows down the line of the subject. The audience, through the
camera lens pointed sharply to the right or left, sees the items in the display.
This shot is not used as frequently as the preceding ones.

6. Boom shot. Originally familiar equipment in Hollywood filmmaking,
the camera boom has also become a standard part of television production
practice. A crane, usually attached to a moving dolly, enables the camera to
boom up or down from its basic position, at various angles —usually high
up —to the subject. This is known also as a crane shot.

Note the use of the basic camera positions in the following scripts. In
the first, which uses the standard television format, the writer would not
ordinarily specify so many camera directions. The director would determine
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them and write them in the left-hand column of the script. They are included
here to indicate to the beginning writer the variety of camera and shot possi-
bilities. Be aware that this approximates a shooting script, with the video
directions the director, not the writer, would insert.

VIDEO

ESTABLISHING SHOT.

DOLLY IN FOR CLOSE-UP OF BYRON.

DOLLY OUT FOR LONG SHOT OF ENTIRE

GROUP.

CUT TO CLOSE-UP.

PAN RIGHT ACROSS BOYS' FACES, FROM
ONE TO THE OTHER, AS BYRON TALKS.

FOLLOW SHOT ALONG LINE OF CHAIRS IN
FRONT OF BOYS, GETTING FACIAL REAC-
TIONS OF EACH ONE AS THEY RESPOND.

AUDIO

DETECTIVE BYRON: (AT DESK, IN FRONT OF
HIM, ON CHAIRS IN A ROW, ARE FOUR
YOUNG MEN IN JEANS AND LEATHER
JACKETS, WITH MOTORCYCLE HELMETS
NEARBY.) All right. So a store was robbed.
So all of you were seen in the store at the
time of the robbery. So there was no one else
in the store except the clerk. So none of

you know anything about the robbery.
(GETTING ANGRY) You may be young punks
but you're still punks, and you can stand trial
whether you're seventeen or seventy. And if
you're not going to cooperate now, I'll see that
you get the stiffest sentence possible.

Now, I'm going to ask you again, each one of
you. And this is your last chance. If you talk,
only the guilty one will be charged with lar-
ceny. The others will have only a petty theft
charge on them, and I'll see they get a sus-
pended sentence. Otherwise I'll send you all
up for five to ten.

(OFF CAMERA) Joey?

JOEY: (STARES STRAIGHT AHEAD, NOT
ANSWERING.)

BYRON: (OFF CAMERA) A1?
AL: I got nothin’ to say.

BYRON: (OFF CAMERA) Bill?
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VIDEO

TILT DOWN TO JOHNNY'S BOOT AS HE
REACHES FOR HANDLE OF KNIFE. TILT UP
WITH HAND AS IT MOVES AWAY FROM THE
BOOT, INTO AN INSIDE POCKET OF HIS
JACKET. CUT TO MEDIUM SHOT ON BOOM
CAMERA OF JOHNNY WITHDRAWING HAND
FROM POCKET. BOOM DOWN TO OBJECT IN
JOHNNY'S HAND. [Ordinarily, a boom shot
would not be used here. A zoom lens would be
easier to use and at least as effective. ]

CHAPTER TWO

AUDIO

BILL: Me, too. I don't know nothin’.

BYRON: (OFF CAMERA) OK, Johnny. It’s up to
you.

JOHNNY: (THERE IS NO ANSWER. THEN
JOHNNY SLOWLY SHAKES HIS HEAD. IM-
PERCEPTIBLY, BYRON NOT NOTICING, HE
REACHES DOWN TO HIS MOTORCYCLE BOOT
FOR THE HANDLE OF A KNIFE. SUDDENLY
THE HAND STOPS AND MOVES UP TO THE
INSIDE POCKET OF HIS JACKET. JOHNNY
TAKES AN OBJECT FROM HIS POCKET,
SLOWLY OPENS HIS HAND.)

The Camera: Lenses
Unti! the advent of the zoom lens, there were four basic turret lenses available.
Framing a shot took time; dollying in or out to get the right distance and
composition took time; focusing took time. While the zoom hasn’t solved all
camera momvent and shot problems, it has given the writer and director more
options. Remote and studio zoom lenses differ, in terms of required light
levels and angle width. The attention-getting dramatic shots required in com-
mercials necessitate highly sophisticated and flexible lenses.

A good lens can save production time. For example, many lenses require
pauses in the shooting sequence for readjustment or change; a lens that can
go smoothly with perfect focus from an extreme close-up to a wide long shot
and then back again facilitates continuing, efficient shooting. ENG/EFP lenses
focus at a distance as close as three feet to the subject. Some lenses with
microcapability focus from just a few inches away.

The Camera: Shots
Among the directions most frequently specified by the writer are the shots
designating how much of the subject is to be seen, as illustrated in the last
script example. Ordinarily, shot designations are the director’s choice, but in
some instances the writer needs to capture a specific subject for the logical
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continuity of the script or for the proper psychological effect of the moment
upon the audience. When the specific shot required might not be obvious to
the director within the context of the scene, the writer has the prerogative of
inserting it into the script.

Shot designations range from the close-up to the medium shot to the
long shot. Within these categories there are gradations, such as the medium
long shot and the extreme close-up. The writer may indicate the kind of shot
and the specific subject to be encompassed by a given shot, for example, “XCU
(extreme close-up) Joe’s right hand” The terms and their meanings apply
to both the television and the film format. Here are the most commonly
used shots.

Close-up (CU). The writer states in the script, “CU Harry,” or “CU
Harry’ fingers as he twists the dials of the safe,” or “CU Harry’ feet on the
pedals of the piano” A close-up of a human subject usually consists of just
the face, but may include some of the upper body. Unless specifically desig-
nated otherwise, the letters XCU or ECU (extreme close-up) usually mean the
face alone. Variations of the close shot are the shoulder shot, which indicates
the area from the shoulders to the top of the head, the bust shot, waist shot, hip
shot, and knee shot.

Medium shot (MS). In the medium shot (MS) the camera picks up a
good part of the individual, group, or object, usually filling the screen (but
not in its entirety), without showing too much of the physical environment.

Long shot (LS). The long shot (LS), sometimes called the establishing
shot or wide shot (WS), is used primarily to establish the entire setting or as
much of it as is necessary to orient the audience properly. From the long shot
the camera may go to the medium shot and then to the close-up, creating a
dramatic movement from an overall view to the essence of the scene or situa-
tion. Conversely, the camera may move from the extreme close-up to the
clarifving broadness of the extreme long shot (XLS). Both approaches are used
frequently to open a sequence.

Full shot (FS). In the full shot (FS) the subject is put on the screen in
its entirety. For example, “FS Harry” means that the audience sces Harry from
head to toe. “FS family at dinner table” means that the family seated around
the dinner table is seen completely. Some writers and directors use the desig-
nation FF for full figure shot.

Variations. A number of variations of the above are used when necessary
to clarify what the writer or director desires. For example, if two people in
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conversation are to be the focal point of the shot, the term two-shot (28S) is
appropriate. If the two people are to fill the screen, tight 2§ is the right term,
as illustrated in the next script. Similarly, medium two-shot (M2S), three-shot
(38), and other more specific shot designations may be used.

Note the use of different types of shots in the following hypothetical
script example. The video directions are necessary at the beginning of this
script because the writer is telling the story solely with pictures. Most of the
subsequent video directions would have been left out by the writer, leaving
that job to the director, except at the end where they are necessary once again
to convey the meaning and the action. Note that in many of the actual scripts
used in this book the writers provide very few video directions.

VIDEO

FADE IN ON LONG SHOT OF OUTSIDE OF BAR.
ESTABLISH STREET FRONT AND OUTSIDE OF
BAR. DOLLY IN TO MEDIUM SHOT, THEN TO
CLOSE-UP OF SIGN ON THE WINDOW:
“HARRY SMITH, PROP” CUT TO INSIDE OF
BAR, CLOSE-UP OF MAN'S HAND DRAWING
A GLASS OF BEER FROM THE TAF. FOLLOW
MAN'S HAND WITH GLASS TO TOP OF BAR
WHERE HE PUTS DOWN GLASS.

DOLLY OUT SLOWLY TO MEDIUM SHOT OF
HARRY, SERVING THE BEER, AND MAC, SIT-
TING AT BAR.

ZOOM OUT TO WIDE SHOT, ESTABLISHING
ENTIRE INSIDE OF BAR, SEVERAL PEOPLE
ON STOOLS, AND SMALL TABLE AT RIGHT OF
BAR WITH THREE MEN SEATED, PLAYING
CARDS.

ADDIO

JOE: (AT TABLE) Harry. Bring us another
deck. This one’s getting too dirty for honest
card players.

HARRY: Okay. (HE REACHES UNDER THE
BAR, GETS A DECK OF CARDS, GOES TO THE
TABLE.)
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VIDEO

TIGHT 2-S HARRY AND JOE

CUT TO CU JOE

CUT TO FS TABLE

PAN WITH HARRY TO BAR. DOLLY IN TO
BAR, MS HARRY AND MAC AS HARRY
POURS HIM ANOTHER DRINK. MCU HARRY
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AUDIO

JOE: (TAKING THE CARDS, WHISPERS TO
HARRY.) Who's the guy at the bar? He looks
familiar.

HARRY: Name of Mac. From Jersey some-
place.

JOE: Keep him there. Looks like somebody we
got business with. (LOOKS AROUND TABLE.)
Right, boys? (THE MEN AT THE TABLE NOD

KNOWINGLY TO HARRY.)

HARRY: Okay if I go back to the bar?
JOE: Go ahead.
HARRY: (WALKS BACK TO BAR, POURS

DRINK FOR MAC. SCRIBBLES SOMETHING
ON PIECE OF PAPER, PUTS IT ON BAR IN

AS HE WRITES. CUT TO CU OF WORDS ON
PIECE OF PAPER.

FRONT OF MAC.)

Control Room Technigues and Editing

The technicians in the control room have various electronic devices for modi-
fving the picture and moving from one picture to another, giving television
its ability to direct the attention and control the view of the audience. The
technicians in the film editing room have the same capabilities except that the
modifications are done solely during the editing process. In live-type taped
video the modifications may be done as the program is being recorded, as
well as during a subsequent tape editing process. The writer should be famil-
iar enough with control room techniques to know the potentials of the me-
dium and to indicate on the script, when necessary, special picture modifica-
tions or special changes in time and/or place. The terms have the same
meanings in television and film.

Fade. The fade-in consists of bringing in the picture from a black (or
blank) screen. The fade-out is the taking out of the picture until a black level
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is reached. (YouVe often heard the phrase “fade to black.”) The fade is used
primarily to indicate a passage of time, and in this function serves much like a
curtain or blackout on the stage. It sometimes is used also to indicate a change
of place. Depending on the sequence of action, the fade-in or fade-out may
be fast or slow. The writer usually indicates the fade-in and fade-out on the
script.

Dissolve. While one picture is being reduced in intensity the other pic-
ture is being raised, one picture smoothly dissolving into the next — replacing
or being replaced by the other. The dissolve is used primarily to indicate a
change of place, but sometimes may indicate a change of time.

The dissolve has various modifications. An important one is the matched
dissolve, in which two similar or identical subjects are placed one over the
other, with the fading in of one and the fading out of the other showing a
metamorphosis taking place. Dissolving from a newly lit candle to a candle
burned down to indicate a passage of time is a matched dissolve. The dissolve
may vary in time from a fast dissolve (almost a split-second movement) to a
slow dissolve (anywhere up to five seconds). At no point in the dissolve does
the screen go to black. The writer usually indicates the use of the dissolve in
the script.

Cut. The cut is the technique most commonly used. It consists simply
of switching instantaneously from one picture to another. Care must be taken
to avoid too much cutting; make certain that the cutting is consistent with
the mood, rhythm, pace, and psychological approach of the program as a
whole. The television writer usually leaves the designation of cuts to the
director. In the film script, especially when the transition from one sequence
to the next is a sharp, instantaneous effect rather than a dissolve or fade, the
writer may indicate “cutto . . .”

Superimposition The super is the placing of one image over another. It
sometimes is used in stream-of-consciousness sequences when the memory
being recalled is pictured on the screen along with the person doing the
rccallmg To obtain necessary contrast in the supcnmposmon when the two
plcturcs are placed on the screen together, one plcturc must be of a higher
light intensity than the other. The superimposition sometimes is used for
nondramatic effects, such as placing a commercial name or product over a
picture. The writer usually indicates the use of the superimposition. While the
principles of the super continue to be used, the mechanical control room
superimposition has been replaced, in almost all studios, by the more effective
key or matte.

Key or matte. A key is a two-source special effect where a foreground
image is cut into a background image and filled back in with itself. A matte
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is a similar technique, but has the capability of adding color to the foreground
image. Character generators (chirons or vidifonts) electronically cut letters
into background pictures. Titles and commercial names of products are keyed
or matted. Chroma key is an electronic effect that cuts a given color out of a
picture and replaces it with another visual. Newscasts use this technique; the
blue background behind the newscaster is replaced with a slide or taped
sequence.

Wipe. One picture wiping another picture off the screen in the manner
of a window shade being pulled down over a window is known as a wipe.
The wipe may be from any direction — horizontal, vertical, or diagonal. Wipes
may also blossom out from the center of a picture or envelope it from all sides.
Wipes often designate a change of place or time.

Split screen. In the split screen the picture on the air is divided, with
the shots from two or more cameras or other sources occupying adjoining
places on the screen. A common use is for phone conversations, showing the
persons speaking on separate halves of the screen. The screen may be split
into many parts and into many shapes, as is sometimes done when news
correspondents report from different parts of the world. One segment of
virtually any size may be split off from the rest of the screen; in sports
broadcasts, for example, one corner of the screen may show the runner taking
a lead off first base while the rest of the screen shows the pitcher about to
throw to the batter.

The following standard two-column script illustrates the uses of control
room techniques. The commentary column at the left is 7ot part of the script,
but is used here as a learning device for understanding how the writer uses
and designates the appropriate terms.

COMMENTARY VIDEO AUDIO
1. The fade-in is used for the FADE IN ON SHERIFF'S OF- FEARLESS: I wonder what
beginning of the sequence. FICE. SHERIFF FEARLESS Bad Bart is up to. He's been in
AND DEPUTY FEARFUL ARE town since yesterday. I've got
SEATED AT THE DESK IN to figure out his plan if I'm to

THE CENTER OF THE ROOM. prevent bloodshed.

FEARFUL: I've got faith in
you, Fearless. I heard that
he’s been with Miss Susie in
her room.
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COMMENTARY

2. The dissolve is used here for a
change of place without passage
of time. This scene takes place
simultaneously or immediately
Sollowing the one in the sheriffs

office.

3. The superimposition is used
heve for a memory rvecall device.

4. The writer doesn’t usually
mdicate the cuts to be used.
Here, however, the cut specifi-

callv indicates a different view of

the chavacter in the same con-
tinnous time sequence.

VIDEO

DISSOLVE TO MISS SUSIE'S
HOTEL ROOM. BART IS

SEATED IN AN EASY CHAIR.

SUSIE IS IN A STRAIGHT
CHAIR AT THE OTHER END
OF THE ROOM.

SUPERIMPOSE, OVER CU
BART, FACE OF MAN HE
KILLED AS HE DESCRIBES
SCENE.

PAN WITH BART TO THE
HALL DOOR. CUT TO HALL

AS HE ENTERS IT.

CHAPTER TWO

AUDIO

FEARLESS: Good. We can
trust her. She’ll find out
for us.

FEARFUL: But I'm worried
about her safety.

FEARLESS: Yup. I wonder
how she is making out. That
Bad Bart is a mean one.

BART: I ain't really a killer,
Miss Susie. It's only my repu-
tation that's hurting me. Only
because of one youthful
indiscretion.

SUSIE: What was that, Mr.
Bart?

BART: I can remember as
well as yesterday. I was only
a kid then. I thought he drew
a gun on me. Maybe he did
and maybe he didn't. But 1
shot him. And I'll remember
his face as sure as I'll live —
always.

SUSIE: I guess you aren't
really all bad, Mr. Bart.

BART: You've convinced me,
Miss Susie. I've never had a
fine woman speak to me so
nice before. I'm going to turn
over a new leaf. (WALKS
INTO THE HALL. AN EARLY
MODEL TELEPHONE IS ON
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COMMENTARY VIDEO

HORIZONTAL WIPE INTO
SPLIT SCREEN. BART IN ONE
HALF, SHERIFF PICKING UP
TELEPHONE IN OTHER
HALF.

5. The wipe here moves from
left to right or right to left. It
designates a change of place.
The use of the split screen indi-
cates the putting of two different
places before the audience at the
same time.

WIPE OFF SHERIFF OFFICE
SCENE. CU BART'S FACE AS
HE MAKES HIS DECISION.

FADE OUT. FADE IN ON MISS
SUSIE SEATED ON HER BED.

6. The fade here indicates the
passage of time.

7. The sustained opening on
Susie is necessary, for live-type,
continuous action television, to
provide time for Bart to get off
the set and for Fearless to get
on. The fifteen or twenty seconds
in which we do not yet see Fear-
less, though Susie’s dialogue in-
dicates he is there, should be suf-
ficient “cover” time.
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AUDIO

THE WALL.) I'm going to call
the sheriff. Operator, get me
the sheriff's office.

FEARLESS: Sheriff’s office.

BART: Sheriff. This is Bad
Bart. I'm going to give myself
up and confess all my crimes.
I've turned over a new leaf.

FEARLESS: You expect me to
believe that, Bart?

BART: No, I don't. But all I'm
asking is a chance to prove
it.

FEARLESS: How do you pro-
pose to do that?

BART: I'm coming over to
your office. And I'm not going
to be wearing my guns.

SUSIE: That's all there was to
it, Fearless. The more I talked
to him, the more I could see
that underneath it all he had
a good heart.

(SHE WALKS TO THE SMALL
TABLE AT THE FOOT OF THE
BED, TAKES A GLASS AND
BOTTLE, THEN WALKS OVER
TO THE EASY CHAIR. WE
SEE SHERIFF FEARLESS IN
THE EASY CHAIR.)

Hers, Fearless, have a sarsa-
parilla. You deserve one after
what you've done today.
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COMMENTARY

8. Fade is used to signify the
end of a sequence, a passage of
time, and a change of place.

9. Since this is a videotaped stu-
dio show, stock film or tape and
tape shot in the field may be
necessary for the exterior scene,
not veproduceable in a studio.

10. Key or matte, as noted ear-
lier, permits the insertion of
words onto the picture.

CHAPTER TWO

VIDEO AUDIO

FEARLESS: No, Susie. It was
you who really did the work.
And you deserve the drink.
(AFTER A MOMENT) You
know, there’s only one thing
I'm sorry for.

SUSIE: What's that?

FEARLESS: That Bart turned
out to be good, deep down in-
side, and gave himself up.

SUSIE: Why?

FEARLESS: Well, there's this
new gun I received this
morning from the East that I
haven't yet had a chance to
use!

THEME MUSIC IN AND UP
STRONG. SLOW FADE OUT.

FADE IN STOCK FILM OR
TAPE OF SOUTH DAKOTA
BADLANDS, CUT TO FEAR-
LESS AND SUSIE ON THEIR
HORSES ON THE TRAIL WAV-
ING GOODBYE TO BART, WHO
RIDES OFF INTO THE
DISTANCE.

KEY CREDITS OVER THE
SCENE AS FEARLESS AND
SUSIE CONTINUE TO WAVE.
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Sound
In the technical —not the artistic — sense, television and radio use sound in
essentially the same ways. There are some obvious differences. The micro-
phone (mic) in the television play is not stationary, but is on a boom and dolly
to follow the moving performers. Chest mics, table mics, and cordless mics
are used in television, usually for the nondramatic studio program such as
news, paricl, and interview shows, and sometimes for plays in preset positions
and situations. In television the dialogue and sound on the set must emanate
from and be coordinated with the visual action. Offscreen (OS) sound effects
may be used, but they clearly must represent something happening offscreen;
if they represent an action taking place on camera, they must appear to come
from that source.

The term off-camera (OC) is used in the script for the character or sound
heard but not seen. Sound may be prerecorded for television or, as is fre-
quently done with filmed productions, added after the action has been shot.
Television and radio both use narration, but it is infrequent in the visual
medium. In television the voice-over (VO) may be a narrator, announcer, or
the prerecorded thoughts of the character.

Television uses music as program content, background, and theme.
Other uses of sound and music in radio may be adapted to television, as long
as the writer remembers that in television the sound or music does not replace
visual action, but complements or heightens it.

o Radio

The primary technical and production elements the radio writer should be
aware of and should be able to indicate in the script, when necessary, pertain
to microphone use, sound effects, and music. The writer should further un-
derstand how the studio and control room can or cannot implement the
purposes of the script. While the most creative uses of radio’s potentials can
be realized in the drama, few plays are heard on radio anymore. Nevertheless,
these same creative techniques can be applied to commercials, many of which
are short dramatic sequences, and to lesser degrees to other radio formats.

The Microphone
The basic element of radio broadcasting is the microphone, usually abbrevi-
ated as mic, but sometimes seen in its older abbreviation, mike. The number
of microphones used in a show usually is limited. For the standard program —
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a disc jockey or news program —only one is needed. A panel, discussion, or
interview program may have a mic for each person or for every two people.

Not all microphones are the same. The audio engineer selects certain
types of microphones in terms of their sensitivity and uses for specific effects.
The writer has only one important rcsponsnbllltv in this area: to indicate the
relationship of the pcrformcr to the microphone. It is this physical relationship
that determines the orientation of the listener. For example, the audience may
be with a character riding in a car. The car approaches the edge of a cliff. The
writer must decide whether to put the sound of the character’s scream and the
noise of the car as it hurtles off the cliff on mic, thus keeping the audience
with the car, or to fade these sounds into the distance, orienting the audience
to a vantage point at the top of the cliff, watching the character and car going
downward.

There are five basic microphone positions. The writer should indicate
every position except on mic, which is taken for granted when no position is
designated next to the line of dialogue. Where the performer has been in
another position and suddenly speaks from an on mic position, then on mic
should be written in.

On mic. The performer speaks from a position right at the microphone.
The listener is oriented to the imaginary setting in the same physical spot as
the performer.

Off mic. The performer is some distance away from the mlcrophonc
This conveys to the audience the impression that the sound or voice is at a
proportionate distance away from the physical orientation point of the listener,
which is usually at the center of the scene. The writer may vary this listener
orientation; by removing the performer’s voice but indicating through the
dialogue that the performer has remained in the same physical place, the
writer removes the listener and not the performer from the central point of
action.

Fading on. The performer slowly moves toward the microphone. In the
mind’ eye of the listener, the performer is approaching the physical center of
the action.

Fading off. The performer moves away from the microphone while
speaking, thus moving away from the central orientation point.

Behind obstructions. The performer sounds as if there were a barrier
between him or her and the focal point of the audience’s orientation. The
writer indicates that the performer is behind a door, outside a window, or
perhaps under the bandstand. The writer may suggest the need for special
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microphones. The filter mic, for example, creates the impression that a voice
or sound is coming over a telephone. The voice at the focal point of the
audience’s orientation, even though speaking over a telephone, too, would be
on mic. The echo chamber, another device, creates various degrees of an echo
sound, ranging from an impression that a person is locked in a closet to that

of being lost in a boundless cavern.

Note the use of the five basic mic positions in the following script
example. The commentary column on the left is not a part of the script, but is

used here solely as a learning device.

COMMENTARY

1. With no mention of position, the character ts
assumed to be ON MIC.

2. The orientation of the andience stays with
Geonge as Myra leaves the focal point of the
action.

3. George must give the impression of projecting
across the room to Myra who is now at the front
door.

4. Myra’s physical position is now clear to the au-
dience through the distance of her voice. As soon as
she comes ON MIC, the audience’ physical posi-
tion arbitrarily is oriented to that of Myra at the
door.

5. This is an example of the behind-an-obstruc-
tion position.

AUDIO
GEORGE: I'm bushed, Myra. Another day like

the one today, and I'll just ...
(THE DOORBELL RINGS)

MYRA: Stay where you are, George. I'll an-
swer the door.

GEORGE: Thanks, hon. (DOORBELL RINGS
AGAIN)

MYRA: (RECEDING FOOTSTEPS, FADING) I'm
coming ... I'm coming. I wonder who it could
be at this hour.

GEORGE: (CALLING) See who it is before you
open the door.

MYRA: (OFF) All right, George.

(ON MIC) Who is it?

MESSENGER: (BEHIND DOOR) Telegram for
Mr. George Groo.
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COMMENTARY

6. The physical orientation of the andience stays
with Myra. George is now OFF MIC.

7. Note the complete shift of audience orientation.
The audience, at the door with Myra, initially
hears George from the other end of the room;
George, fading on, approaches the spot where the
audience and Myra are. Finally, George is at that
spot. Note the use of the term ON MIC at the
end, when the character comes to that position
from another position.

CHAPTER TWO

AUDIO

MYRA: Just a minute. (CALLING) George,
telegram for you.

GEORGE: (OFF) Sign for me, will you Myra?

MYRA: Yes. (SOUND OF DOOR OPENING)

I'll sign for it. (SOUND OF PAPER BEING
HANDED OVER AND THE SCRATCH OF PEN-
CIL ON PAPER)

MESSENGER: Thank you, mg&am. (SOUND OF
DOOR BEING CLOSED)

MYRA: (SOUND OF TELEGRAM BEING
OPENED) I'll open it and ...
(SILENCE FOR A MOMENT)

GEORGE: (OFF) Well, Myra, what is it?
(STILL SILENCE)

GEORGE: (FADING ON) Myra, in heaven's
name, what happened? What does the tele-
gram say? (ON MIC) Myra, let me see that
telegram!

Sound Effects

There are two major cate 2ories of sound effects: recorded and manual. Vir-
tually any sound effect desired may be found on record or tape. For split-
second incorporation of sound into the action of the program, manual or live
effects sometimes are more effective. Manual effects include such sounds as
the opening and closing of a door (coming from a miniature door located
near the microphone of the sound effects operator) and the rattling of cello-
phane to simulate the sound of fire. Natural effects are those emanating from
their natural sources, such as the sound of walking where a microphone is
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held near the feet of a sound effects person. Combinations of sounds can be
made from an amalgamation of recorded, manual, and natural effects.
Inexperienced writers occasionally overdo the use of sound. Sound ef-
fects should be used only when necessary, and then only in relation to the
principles that determine the orientation of the listener. Think of your own
orientation to sound when listening to the radio. For example, a high pitch,
high volume, or rising pitch usually suggests a climax or some disturbing
element, while a low pitch, low volume, or descending pitch usually suggests
something soothing and calm. However, combinations of these sounds and
the relationship of the specific sound to the context of the specific situation
can alter these generalizations. For instance, a low pitch in the proper place
can indicate foreboding rather than calm; the combination of a low pitch and
high volume, as in thunder or an explosion, creates anything but a soothing
effect. Sound effects can be used for many purposes, such as the following:

Establish locale or setting. The sound of marching feet, the clanging of
metal doors, and the blowing of a whistle suggest a prison. Soft violin music,
the occasional clatter of dishes and silverware, the clinking of glasses, and
whispered talking suggest not only a restaurant, but perhaps an old-world
Hungarian or Russian restaurant.

Direct audience attention and emotion. Emphasis on a distinctive
sound can specifically orient the audience. For example, the sudden banging
of a gavel in a courtroom scene will immediately orient the audience toward
the judge’s bench. If the audience is aware that a person alone at home is an
intended murder victim, the sound of steps on a sidewalk followed by the
sound of knocking on a door, or the more subtle sound of turning a door-
knob, will direct the audience’s attention toward the front door and orient its
emotions toward suspenseful terror and inevitable violence.

Establish time. A clock striking the hour or a cock’s crow are obvious,
often used, but nevertheless accepted devices. The echo of footsteps along a
pavement, with no other sounds heard, designates a quict street very late at
night or very early in the morning. If an element referred to in the program,
such as a passing freight train, has been established as going by at a certain
time, every time that sound effect—the passing train —is used, the audience
will know the time.

Establish mood. The sounds of laughter, loud rock music, and much
tinkling of glasses establish a different mood for a party than would subdued
whispers and the soft music of a string quartet. Sound may be used effectively
as counterpoint in setting off an individual character’s mood. The attitudes
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and emotions of a worried, sullen, morose, and fretful character may be
heightened by placing the person in the midst of sounds of a wild partv.

Signify entrances and exits. The sound of footsteps fading off and the
opening and closing of a door —or the reverse, the opening and closing of a
door and sound of footsteps coming on — unmistakably signifv an exit or an
entrance. Other sounds may be used to show a character’s coming to or leaving
a specific place. The departure of a soldier from an enemy-held jungle island
after a secret reconnaissance mission can be portraved by the sounds of boat
paddles, the whine of bullets, and the chatter of jungle birds and animals. If
the bullet, bird, and animal sounds remain at a steady level and the paddling
of the boat fades off, the audience remains on the island and sees the soldier
leave. The audience leaves with the soldier if the paddling remains at an on-
mic level and the island sounds fade off.

Serve as transition. If the transition is to cover a change of place, the
sounds used may be the means of transportation. The young graduate, about
to leave home, says tender farewells. The farewells cross-fade into the sounds
of an airplane, which in turn cross-fade into the sounds of the hustle and
bustle of a big city. These sounds cross-fade into a dialogue sequence in which
the graduate rents an apartment. The change of place has been achieved with
sound providing an effective transition.

If the transition is to cover a lapse of time, the sound may be that of a
timing device, such as a clock striking three, the tick of the clock fading out
and fading in again, and the clock striking six.

The sound indicating the transition need not relate to the specific cause
of the transition, but may be of a general nature. For example, a montage of
street sounds covers a changc of place and a lapse of time for someone gomg
to a store to buy the advertised product. Sometimes a montage, which is a
blending of a number of sounds, can be especially effective when no single
sound fits the specific situation.

In a nondramatic sequence, such as a transition between program seg-
ments, sound relating to the context of the next segment may be used. In
some situations the sounds may relate to the program as a whole rather than
to a specific circumstance, such as the use of a news ticker sound as a transi-
tional or establishing sound for a news program.

Create nonrealistic effects. Note Norman Corwin’s description in “The
Plot to Overthrow Christmas” of the audience’s journey to Hades, “to the
regions where legions of the damned go”

(CLANG ON CHINESE GONG. TWO THUNDER PEALS. OSCILLATOR IN A HIGH PITCH BE-
FORE THUNDER IS ENTIRELY OUT. BRING PITCH DOWN GRADUALLY AND FADE IN ECHO
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CHAMBER, WHILE HEAVY STATIC FADES IN. THEN OUT TO LEAVE NOTHING BUT OSCILLA-
TOR AT A LOW OMINOUS PITCH. THEN RAISE PITCH SLOWLY, HOLD FOR A FEW SECONDS.)

Combinations of sound and music may be used to create almost anv
nonrealistic effect, from the simplest to the most complex.

Sound can achieve several purposes at the same time. A classic sound
effects sequence — to many the best and most famous in all of radio history —
is one that accompanied Jack Bennys periodic visits to his private vault.
Younger people who have listened to revivals of old-time radio programs may
have heard it. The sounds establish setting and mood, orient the audience’s
emotions and direct its attention, signifv entrances and exits, serve as transi-
tions between places and the passage of time, and create nonrealistic effects.

SOUND: FOOTSTEPS... DOOR OPENS ... FOOTSTEPS GOING DOWN ... TAKING ON
HOLLOW SOUND ... HEAVY IRON DOOR HANDLE TURNING ... CHAINS
CLANKING ... DOOR CREAKS OPEN ... SIX MORE HOLLOW FOOTSTEPS ...
SECOND CLANKING OF CHAINS ... HANDLE TURNS ... HEAVY IRON
DOOR OPENS CREAKING ... TWO MORE FOOTSTEPS (DIALOGUE BETWEEN
THE GUARD AND JACK) ... LIGHT TURNING SOUND OF VAULT COMBINA-
TION ...LIGHT TURNING SOUND ... LIGHT TURNING SOUND ... LIGHT
TURNING SOUND ... HANDLE TURNS ... USUAL ALARMS WITH BELLS,
AUTO HORNS, WHISTLES, THINGS FALLING ... ENDING WITH B.O. FOG-
HORN ...

Courtesy of ] & M Productions, Inc.

The writer must keep in mind that many sounds, no matter how well or
accurately done, sometimes are not 1mmcdlatclv identifiable to the audience,
and often may be confused with similar sounds. It may be necessary for the
writer to 1dent|fv the sounds through the dlaloguc For example, the rattling
of paper may sound like fire, and the opening and closing of a desk drawer
may sound like the opening and closing of almost anything else. The following
sequence attempts to make the sounds clear as a natural part of the dialogue.

DICK: (RUFFLING THE PAGES OF A MANUSCRIPT) Just about the worst piece of
junk I've ever done in my life.
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Well, even if you don't like it, I think it can become a best-seller.

(RUFFLING PAGES AGAIN) Three hundred and forty-two pages of pure un-
adulterated mediocrity. Listen to them. They even sound off-key. (SOUND OF
A DESK DRAWER OPENING) There. That's where it belongs. (SOUND OF
MANUSCRIPT BEING THROWN INTO THE DRAWER)

Don't lock it up in your desk. I think it's good.

Nope! That drawer is the place where all bad, dead manuscripts belong.
(SOUND OF DESK DRAWER CLOSING) Amen!

Music
Music is the principal programming of radio today, but it goes beyond con-
tent alone. The writer should also understand how to use music as a program
theme, bridge, or sound effect, and for background or mood.

Content. Recorded (on record, tape, cartridge, and compaét disc) mu-
sic, plaved by disc jockeys, dominates radio programming.

Theme. A half century ago listeners who heard the beginning of the
song “The Make Believe Ballroom” knew immediately that it was time for
Martin Block, radio’s first disc jockey. The first few bars of “Love in Bloom”
meant that Jack Benny was about to make his entrance. “A Hard Day’s Night”
signaled the appearance of the Beatles. “Hello Love” was identified with the
American Public Radio Network’s A Prairie Home Companion show. “Born in
the USA” means Bruce Springsteen.

Music may be used as a program theme or to peg a specific event or
particular personality. The action or performer is identifiable as soon as the
theme music is heard. A theme may be used for the opening, closing, and for
commercial break transitions in a show. Here is an example:

MTUSIC:

DEEJAY:

MUSIC:

THEME, “ROCK AROUND THE CLOCK,” IN, UP, AND UNDER.
Welcome to another afternoon gession of “The Best of America’s Rock Stars,”
with music, gossip, information, and a special guest, live, interviewed by

yours truly, your rocking host, Joe J. Deejay.

THEME UP AND OUT.
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CART: :60 COMMERCIAL

DEEJAY: First on our agenda is our special guest. One of the greatest stars of all

timse, in this country and internationally.

MUSIC: “BORN IN THE USA" IN, UP, AND UNDER.

DEEJAY: Welcome, Bruce Springsteen, to “The Best of America’s Rock Stars.”

MUSIC: OUT

DEEJAY: Bruce, what brings you to our city ... ?

After the final commercial and Deejays OUTRO (the announcer final
comments, as differentiated from INTRO, or introduction), the theme is
brought in, up, and out to close the show.

Bridge. The musical bridge is the most commonly used device to create
transitions. Music lasting only a few notes or a few bars may be used to
indicate the breaks between segments of the program. This approach is used,
for example, in the National Public Radio (NPR) news show Morning Edition.
The music bridge also may be used to distinguish the commercial inserts from
the rest of the programs.

In a dramatic sequence (in a commercial, for example), the music bridge
frequently indicates a change of place or a passage of time. Care must be taken
that the bridge is representative of the mood and content of the particular
moment. The bridge usually is only a few seconds long. When it is very short,
only a second or two, it is called a stab. Note its use in the following:

SOUND: WATER RUNNING, ECHO OF BATHROOM

MARY: I hate to say this, John, but if you want to make a good impression on your

boss today, you ought to change your brand of toothpaste.
JOHN: This one tastes good.
MARY: But it doesn't give you the fresh breath of Angelmint.

JOHN: I'm glad you told me.



MUSIC:

SOUND:

JOHN:

CLERK:

SOUND:

MUSIC:

JOHN:

MARY:

MUSIC:
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BRIDGE

DRUG STORE NOISES

A tube of Angelmint, please.

Yes, sir. It's our best-selling toothpaste.

CASH REGISTER

BRIDGE

Mary, Mary, I got the promotion, thanks to you.

Thanks to Angelmint, John.

STAB AND OUT

Sound effect. Brass and percussion instruments, for example, can convey
or heighten the feeling of a storm better than sound effects alone. Some effects
cannot be presented effectively except through music. How better can one
convey on radio the sound of a person falling from the top of a tall building
than through music moving in a spiral rhythm from a high to a low pitch and
ending in a crash?

Background or mood. Music can heighten the content and mood of a
sequence. The music must serve as a subtle aid, however; it must not be
obvious or, sometimes, even evident. The listener who is aware of the back-
ground music during a commercial sequence has been distracted from the
primary purpose of the production. The music should have its effect without
the audience consciously realizing it. Background and mood music should
not be overdone or used excessively. Well-known compositions should be
avoided because they may distract the audience with their familiarity.

Sound and Music Techniques and Terms
Several important terms are used by the writer to designate the techniques

that manipulate music and sound. These techniques are applied at the control
board.

Segue. Segue (pronounced seg-way) is the smooth transition from one
sound into the next. This is particularly applicable to the transitions between
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musical numbers, when one number is faded out as the next number is faded
in. It is used in dramatic sequences as well as in music, but in the former the
overlapping of sounds makes the technique a cross-fade rather than a segue —
seen in the following music program:

ANNOUNCER:

MUSIC:

ANNOUNCER:

Our program continues with excerpts from famous musical compositions
dealing with the Romeo and Juliet theme. First we hear from Tchaikov-
sky’s Romeo and Juliet overturs, followed by Prokofiev's Romeo and Juliet
ballet, and finally Gounod’s opera Romeo et Juliette.

TCHAIKOVSKY'S ROMEO AND JULIET.
SEGUE TO PROKOFIEV'S ROMEO AND JULIET.
SEGUE TO GOUNOD’'S ROMEO ET JULIETTE.

You have heard ...

and in this dramatic sequence:

ANNOUNCER:

MUSIC:
SOUND:

And now, a word from Millwieser’s Light Beer.

IN AND UP, HOLD FOR FIVE SECONDS AND OUT. SEGUE INTO TINKLING
OF GLASSES, VOICES IN BACKGROUND IN CONVERSATION, MUSIC
PLAYING.

Cross-fade. The dissolving from one sound into another, cross-fade some-
times is used interchangeably with sggue. But cross-fade is the crossing of
sounds as one fades in and the other fades out, while the segue is simply the
immediate following of one sound by another. In the following example:

MUSIC:

IN AND UP, HOLD FOR FIVE SECONDS. CROSS-FADE INTO THE RINGING
OF A TELEPHONE.
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the telephone ringing becomes blended for a second or two with the music
before the music is entirelv faded out, and then only the telephone ringing
remains.

Blending. Blending refers to two or more different sounds combined
and going out over the air at the same time. It may include combinations of
dialogue and music, dialogue and sound effects, sound effects and music, or
all three. The example of the tinkling glasses, background voices, and music is
illustrative of the latter.

Cutting or switching. Cutting or switching, the sudden cutting off of
one sound and the immediate intrusion of another, is a jarring break, some-
times used for a special effect. It may simply designate the switching sharply
from one microphone to another or to a different sound source. It can be
used for remotes.

ANNOUNCER:

We now switch you to Times Square where Tom Rogers is ready with his
“Probing Microphonse.”

CUT TO ROGERS AT TIMES SQUARE

ROGERS:

Good afternoon. For our first interview, we have over here ...

Fade-in and fade-out. Bringing up the volume or turning it down is a
relatively simple operation. It is frequently used to fade the music under
dialogue, as well as to bring it into and out of the program. The writer
indicates that the music should fade in, up (higher in volume), #nder (lower
in volume), or out. The following example illustrates the use of the fade-in
and fade-out on the disc jockey show.

MUSIC:

ANNOUNCER:

MUSIC:

ANNOUNCER:

THEME, “YOU ROCKED MY ROCKER WITH A ROCK.” (FADE) IN, UP, AND
UNDER.

Welcome to the Rockin’ Rollo Rock Repertory.
THEME UP, HOLD FOR FIVE SECONDS, THEN UNDER AND (FADE) OUT.

This is Rockin’ Rollo ready to bring you the next full hour right from the
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top of the charts. And starting with number one on the rack, it's The
Kitchen Sink and their new hit ...
MUSIC: SNEAK IN AND HOLD UNDER
ANNOUNCER: ...that's right, you know it, The Kitchen Sink with “Dirty Dishes.”

MUSIC: UP FAST, HOLD TO FINISH, AND OUT.

The Studio

The physical limitations of a radio studio sometimes may affect the writer’s
purposes. Try and determine if the studio is large enough and has the equip-
ment necessary to perform your script properly. Most professional studios are
acoustically satisfactory, but some are not, and the writer should learn whether
it is possible to achieve the sensitivity of sound required by the script. While
many music stations do not have a separate studio, performing all of their air
work in the control room, some stations do have separate studios for panel,
interview, and other shows that cannot originate with one or two people
seated at the control board or turntable. The studio will contain microphones
and other equipment, sometimes including manual sound effects, necessary
for live production.

The Control Room

The control room is the center of operations, where all of the sound — talk,
music, effects —are coordinated. All the inputs are carefully mixed by the
engineer at the control board and sent out to the listener. The control board
regulates the volume of output from all sources, and can fade or blend the
sound of any one or combination of inputs. The control room usually contains
turntables, tape, and cartridge machines for playing prerecorded material, and
microphones for the deejays and announcers. The control room also contains
equipment for recording material, sometimes an entire program, for later
broadcast.

More Radio Terminology
Because the director and writer often are the same person, the finished radio
script, ready for production, usually has two columns, the one on the left
containing full and precise technical sources. While the writer does not usually
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include such detailed technical information in the basic script, some of the
terms the writer should know that frequently appear in the production script
are: SFX (sound effects), CART (cartridge, containing the prerecorded ma-
terial to be played), ATR (audio tape recorder, serving the same function as
the CART, but less often), RT (reel tvpe), CD (compact audio disc), mic
(microphone), and turntable (for plaving records).

For Application and Review

Television

1.

Write a short sequence in which you use the following camera
movements: dollv-in and dolly-out, pan, follow, boom, and zoom.

Write a short sequence in which you indicate the following shots:
CU, M2S, LS, FS, XLS, XCU.

. Wrrite a short sequence in which vou designate the following effects:

fade-in and fade-out, dissolve, wipe, and key.

Watch several television programs and analyze the use of camera
movements, tvpes of shots, and editing effects. Can you determine
the writer’s contributions in relation to the use of these techniques
as differentiated from the director’s work?

Radjio

. Wrrite a short sequence in which vou use all five microphone po-

sitions: on mic, off mic, fading on, fading off, and behind
obstructions.

. Write one or more short sequences in which vou use sound effects

to establish locale or setting, direct the audience’s attention by em-
phasizing a particular sound, establish time, establish mood, show
an entrance or exit, and create a transition.

Write one or more short sequences in which you use music as a
bridge, as a sound effect, and to establish background or mood.
Write a short script in which vou use the following techniques:
segue, cross-fade, blending, cutting or switching, and fade-in
or fade-out.
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Format and Style

* Format

Script formats vary among stations, independent studios, and production
houses. Some standard conventions and basic script formats are widely used,
however, and are acceptable to almost evervone in the field. These are the
formats that are presented in this chapter and constitute most of the script
examples throughout this book. As much as possible, scripts are presented
exactly as they were written or produced professionally. The principal differ-
ence is that while television and radio scripts usually are double-spaced to
make it easier for the performer to read and for the director and other pro-
duction personnel to make notations, in this book —to save space —many of
the scripts are single-spaced.

Four basic script formats are used in television and radio: (1) the single-
column format endemic to radio; (2) the single-column format sometimes
used in television; (3) the two-column principal television format, with video
on the left and audio on the right; and (4) the film or screenplay format, with
each sequence consecutively numbered. Final production scripts in radio are
sometimes two columns, with the technical sources on the left and the conti-
nuity on the right. Television scripts sometimes have the audio on the left and
the video on the right.

43
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The single-column format differs for radio and television. In television
it is closer to the script for the stage play, with only essential character move-
ments added to the dialogue, and virtually no insertion of video or audio
techniques. In radio, because it is not a visual medium, music, sound effects,
and microphone positions are essential parts of the script.

In the two-column television format the video directions are most often
found on the left side and the audio information, including the dialogue, is
found on the right. The video column contains all the video directions
deemed necessary by the writer. Although the writer cannot be cautioned too
often to refrain from mtrudmg on the director’s domain —too many writers
feel compelled to write in every dissolve, cut, and zoom —the writer fre-
quently uses visual images rather than dialogue to tell the story, and these
must be included. The two-column radio format has all the production infor-
mation on the left side, including which CART to play, microphone to use,
and turntable to roll. On the right side are the directions that usually are
found in the one-column audio script.

Although, as noted earlier, formats vary from station to station, the two-
column format is used most often in taped television production and in some
filmed productions such as documentaries and industrial shows. The two-
column format is fairly standard for television news.

The dramatic screenplay, with or without the sequences being num-
bered, is used for filmed dramas, including, usually, commercials. Some writ-
ers prefer not to actually number the sequences because they feel numbering
makes the script look too technical and impedes the flow of the story. Other
writers use numbering to provide quicker identification of and access to indi-
vidual sequences for editing purposes, just as the producer and director re-
quire numbering in order to determine more easily how to plan set, location,
and cast time. Films are shot out of sequence; all scenes at a given setting are
shot in a consecutive time period, no matter where they are chronologically
in the script. Some writers, as well as producers and directors, believe that
numbering the sequences provides a better understanding of the production
requirements of a given script. For example, while 150 different sequences
may be acceptable for a given budget, 250 may not be.

Summary and Treatment
Script preparation begins with a summary or an outline, whether for a
30-second commercial or a two-hour drama special. The outline or summary
is a short overview, written in narrative form, of what the script is about.
The treatment or scenario is a more detailed chronological rundown of the
prospective script, giving information on the setting, plot, and characters,
and examples of the dialogue. For a commercial the summary or outline might
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be a few sentences, with the scenario or treatment ranging from a paragraph
to a page. For the one-hour drama or documentary the summary might be
two or three pages, with the treatment as long as a fifth of the entire pro-
jected script. Development of the treatment for a play is covered in detail in
Chapter 4.

The following development of the same story from the outline and
scenario into scripts representing the four basic different formats provides a
comparison of approaches for one-column television, two-column television,
film, and one-column radio. The story could be part of a commercial or a
segment from a play.

Outline or summary

A man and woman, about 80, are at the beach and find a beauty in being in love that they did
not feel when they were younger. The story shows that romance in older years sometimes can
be even more joyful and exciting than in youth.

Treatment or scenario
It is morning. Gladys and Reginald are on a beach, by the water’s edge, holding hands and
looking lovingly at each other. They are about 80, but their romantic closeness makes them
seem much younger. They kiss.

GLADYS: I did not feel so beautiful when I was 20.

REGINALD: We weren't in love like this at that age.

The next scene shows Gladys and Reginald, hand in hand, entering a beach house.

® Script

Sometimes the finished script prepared by the writer is little more than the
scenario, containing only the continuity —the character’s actions and dia-
logue —and little if any of the video or audio directions.
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VIDEO ADUDIO
A BEACH AT SUNRISE GLADYS AND REGINALD ARE BY THE

ENTRANCE HALL OF BEACH HOUSE —

MORNING

WATER'S EDGE, HOLDING HANDS. THEY
ARE ABOUT 60, BUT THEIR BRIGHTNESS OF
LOOK AND POSTURE MAKE THEM SEEM
YOUNGER. THEY KISS.

GLADYS: I did not feel 80 beautiful when I
was 20.

REGINALD: (GRINNING) Me, neither. But we
weren't in love like this when we were 20.

THE DOOR OPENS AND GLADYS AND
REGINALD WALK IN, HAND IN HAND,
LAUGHING.

Television

As noted in Chapter 1, the television writer writes visually, showing rather
than telling, where appropriate. In the following television formats the writer
has added video directions that convey to the director the exact visual effects
the writer deems necessary to tell the story effectively to the viewer.

Television — One-Column

FADE UP:

A BEACH AT SUNRISE, THE WAVES BREAKING ON THE SAND.

TWO PEOPLE ARE IN THE DISTANCE, AT THE WATER'S EDGE, HOLDING HANDS, STARING
TOWARD THE SEA. THEY ARE ABOUT 60, BUT THEIR BRIGHTNESS OF LOOK AND POSTURE
MAKE THEM SEEM MUCH YOUNGER. THEY SLOWLY TURN THEIR FACES TO EACH OTHER

AND KISS.

GLADYS: I did not feel so beautiful when I was 20.

REGINALD: (GRINNING) Me, neither. But we weren't in love like this when we were 20.
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DISSOLVE TO ENTRANCE HALL OF A BEACH HOUSE. IT IS MORNING.
(THE DOOR OPENS AND GLADYS AND REGINALD WALK IN, HAND IN HAND, LAUGHING.)

In the one-column format, and sometimes in the two-column format,
the character’s name is centered, rather than placed to the left, as follows:

THEY SLOWLY TURN THEIR FACES TO EACH OTHER AND KISS.

GLADYS

I did not feel so beautiful when I was 20.

REGINALD
(GRINNING) Ms, neither. But we weren't in love like this when we were 20.

DISSOLVE TO ENTRANCE HALL OF A BEACH HOUSE.

Television — Twvo-Column
VIDEO
FADE IN ON BEACH AT SUNRISE.

PAN ALONG SHORE LINE AS WAVES BREAK
ON SAND.

ZOOM IN SLOWLY

AUDIO

(GLADYS AND REGINALD ARE SEEN IN
THE DISTANCE, BY THE WATER’S EDGE,
HOLDING HANDS, STARING AT THE SEA.
THEY ARE ABOUT 60, BUT THEIR BRIGHT-
NESS OF LOOK AND POSTURE MAKE THEM
SEEM MUCH YOUNGER.)

(GLADYS AND REGINALD TURN THEIR
FACES TO EACH OTHER AND KISS. THEIR
FACES REMAIN CLOSE, ALMOST TOUCHING.)

GLADYS: I did not feel so beautiful when I
was 20.
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REGINALD: (GRINNING) Me, neither. But we
weren't in love like this when we were 20.

DISSOLVE TO ENTRANCE HALL OF BEACH (THE DOOR OPENS AND GLADYS AND
HOUSE — MORNING REGINALD WALK IN, HAND IN HAND,
LAUGHING.)
Film

The numbers in the left-hand column refer to each shot or sequence. The
numbers make it possible to easily designate which sequences will be filmed
at a given time or on a given day, such as “TUESDAY, CALL 7:00 AM,,
Living Room Set—sequences 42, 45, 46, 78, 79, 82

FADE IN
1. EXT. BEACH —SUNRISE
2. PAN SHORE LINE AS WAVES BREAK ON SAND
3. EXT. BEACH —SUNRISE
Two figures are seen in the distance, alone with the vastness of sand and water
around them.
4, Z0OOM SLOWLY IN UNTIL WE ESTABLISH THAT THE FIGURES ARE A MAN AND WOMAN.
5. MEDIUM LONG SHOT
The man and woman are standing by the water’s edge, holding hands, staring toward

the sea. They are about 80, but their brightness of look and posture make them seem
much younger.

6. MEDIUM SHOT, REVERSE ANGLE
They slowly turn their faces to each other and kiss.

7. CLOSE SHOT

8. MEDIUM CLOSE SHOT
Their heads and faces are close, still almost touching.
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GLADYS

I did not feel so beautiful when I was 20.

9. CLOSE SHOT

REGINALD
(grinning)

Me, neither, but we weren't in love like this when we were 20.

CUT TO:

10. INT. BEACH HOUSE — ENTRANCE HALL — MORNING
The door opens and Gladys and Reginald walk in, hand in hand, laughing.

Radio
Note how much more dialogue is necessary to convey the same story in sound
alone.
SOUND: OCEAN WAVES, SEAGULLS, FOOTSTEPS OF TWO PEOPLE ON THE SAND,
OCEAN SOUND COMING CLOSER AS THE PEOPLE APPROACH THE WATER.
GLADYS: (FADING ON) The ocean is 80 beautiful. I remember first coming to this
beach 40 years ago, Reginald. I was 20 years old.
REGINALD: I remember this beach, too, Gladys.
GLADYS: 1 did not feel so beautiful then as I do now.
SOUND: SOFTLY KISSING
REGINALD: Me, neither. But we weren't in love like this when we were twenty.
GLADYS: (SUGGESTIVELY) Let's go back to the beach house.
MUSIC: BRIDGE
SOUND: GLADYS AND REGINALD’'S FOOTSTEPS GOING UP STAIRS. DOOR

OPENING.
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(LAUGHTER IN HIS VOICE) What a beautiful morning this is!

(LAUGHTER IN HER VOICE) It's a glorious day!

Emerson College audio production professor Christopher Outwin notes
that audio script formats frequently have split pages. “The left-hand side of
the page usually is reserved for technical instructions and the sources for each
channel of sound. The right-hand side of the page usually is reserved for
descriptions of actual audio content, in-cues and out-cues, and the actual
narrative or dialogue itself” Professor Outwin stresses that the script infor-
mation must be complete enough to ensure that all engineering, directorial,
and performance members of the team understand precisely what they are
supposed to do and when they are supposed to do it —but the script should
not be cluttered. “Production personnel need to be able to find their places
and execute their duties quickly and without confusion.”

Television production teachers as well as producers usually recommend
the split two-column format for studio or multi-camera production and the
full-page format for single-camera production in the field. As a writer you
should have in your mind the pictures you want the audience to see, and
you should describe them in your script. But while you tell the director what
should be shown on the screen, don’t tell him or her how to do it —how to
use the cameras, how to move the talent, or what the camera shots should be.
Those are the director’s responsibilities —and problems. Nevertheless, convey
clearly what the visual message should be; if there is any question in your
mind that the descriptions might not be perceived exactly as intended, then
insert and specify video directions as necessary.

An excellent set of professional script guidelines for the filmed teleplay
is contained in the Professional Writers Teleplay/Screenplay Format, issued by
the Writers Guild of America. The following are the basic format directions
suggested by the Guild:

1. All camera directions, scene descriptions, and stage directions are
tvped across each page, from margin to margin.

2. All dialogue is typed within a column approximately 3 inches wide
running down the center of the page. The name of the character
who speaks is typed just above his line of dialogue. Parenthetical
notations as to how the lines should be spoken are typed beneath
the character’s name and a little to the left.

3. Single spacing is used in all dialogue, camera directions, stage direc-
tions, and descriptions of scenes.
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4. Double spacing is used between the speech of one character and the
speech of another; between a speech and a camera or stage direc-
tion; and between one camera shot and another.

5. When a method of scene transition (such as DISSOLVE TO) is
indicated between two scenes, it is always set apart from both
scenes by double spacing.

6. The following script elements are always typed in capital letters:
CAMERA SHOTS & CAMERA DIRECTIONS
INT. OR EXT. (Interior or Exterior)
INDICATION OF LOCALE (at beginning of scene)
INDICATION OF NIGHT OR DAY (at beginning of scene)
METHOD OF TRANSITION (when specified)

NAMES OF ALL CHARACTERS (when indicated above the
dialogue they speak, and the first time they appear in descriptive
paragraphs)

The Guild booklet provides the following sample script, the first part
explaining format approaches and the subsequent pages illustrating how to
present actual story material and directions.

ACT ONE

(Act designations are
used only in teleplays)

FADE IN:

EXTERIOR OR INTERIOR LOCATION —SPECIFY DAY OR NIGHT CAMERA SHOT —SUBJECT OF
CAMERA SHOT INDICATED HERE

Descriptions of scenes, characters, and action are typed across the page like this. Music and
sound effects are typed here too.

CHARACTER
(manner in which the
character speaks)
The actual lines of dialogue go here.

2nd CHARACTER
Speaks here.
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3rd CHARACTER
Speaks here. Note that all dialoguse is typed within a colurmnn running down
the center of the page.

Additional descriptions and CAMERA MOVEMENTS are typed in this manner whenever they
are needed.

TRANSITIONAL INSTRUCTIONS (CUT TO, DISSOLVE TO, etc.)

Note: Transitional instructions are used very sparingly by the professional writer who leaves
most such decisions up to the director. It is only when a specific effect is required such as
JUMP CUT or SMASH CUT that the manner of transition should be indicated.

NEXT SCENE OR CAMERA SHOT TYPED HERE

FADE IN:

EXT. SUBURBAN RAILROAD STATION — LATE AFTERNOON ESTABLISHING SHOT

It is the end of a hot summer day. A train has just pulled into the station, and COMMUTERS are
pouring out — some with jackets thrown over their arms, many with loosened ties. Outside the
station, a number of WIVES are waiting in cars for their commuter husbands. Car horns are
HONXKING in chaotic profusion.

MED. TWO-SHOT —JACK DOBBS AND FRED McALLISTER

They are youngish middle-aged businessmen who have just gotten off the train. JACK is bull-
necked, nearly bald, powerfully built; he is a former athlete who keeps himself in excellent

shape. FRED has the more typical suburban pot-belly and slouch; a man of dry martinis and
electric golf carts.

FRED
Need a 1ift?
JACK
No, thanks. Joan’s picking me up.
(looking around at the cars)

I guess she must have got stuck in traffic.

A horn HONKS raspingly.
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FRED
(dolefully)
I'd know that sweet voice anywhere. See you tomorrow.

JACK
Bring money!

Fred goes off to his waiting wife, as CAMERA MOVES IN CLOSE on Jack. His eyes continue to
search the station parking field. Behind him, the train may be seen pulling out of the station.

JACK'S POV — PANNING SHOT — THE STATION PARKING LOT

It is now completely empty of cars. A few scraps of paper are blowing across the parking field,
propelled by the hot summer wind.

BACK TO JACK

as he continues to gaze at the empty parking field. He is puzzled, and a little worried. Then
making a sudden decision, he turns towards the station hack stand.

JACK
(calling)
Taxil!
A moment later, a taxi glides up to where he stands, Jack enters the taxi.

DISSOLVE TO:

EXT. A LOVELY SUBURBAN STREET — LATE AFTERNOON HIGH ANGLE SHOT — STREET
AND HOUSES

A taxi pulls up to a white colonial house. Jack gets out, and pays the DRIVER. The taxi
ROARS away.

CLOSE-UP—JACK
as he turns towards the house, and stops suddenly — a look of bewilderment on his face.
JACK'S POV —THE HOUSE

The grass is overgrown. A white-haired WORKMAN is nailing wooden boards across
a window.
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He approaches the house, and stops near the Workman.

JACK

What's going on?

The Workman ignores him, and continues his hammering.

JACK (Cont'd)
(a pause, then
angrily)

Hey, mister! You hard of hearing, or something? I asked you what’s going

on!

The preceding format directions and script illustrations are
courtesy of Writers Guild of America, East, Inc., from its
booklct Professional Writer’ Teleplay/Screenplay Format,
written by Jerome Coopersmith, illustrated by

Carol Kardon.

* Style

Whriting for the Ear and Eye
By the time you take a course in writing for television and radio, youve
probably had more than a dozen years worth of courses in writing for print —
from the elementary school three-R classes to college studies in writing liter-
ature, poetry, and essays. But youVe likely had few if any courses in writing
for the electronic media, even though the overwhelming majority of people in
the world spend more of their time communicating and being communicated
to visually and aurally than with print.

In broadcast writing, be brief. While your writing for print —whether
news, an essay, a novel, a short story, or other form —may be as long or as
short as it needs to be for optimum effectiveness, your broadcast writings are
constrained by time. A good news story in a newspaper ranges from hundreds
to thousands of words. The same story on radio or television may have to fit
into 30 seconds — perhaps no more than 100 words—or, if an important
story, 90 seconds or two minutes. And unless you have reached the stature of
writing a miniseries of four, six, or more hours, you have to condense what
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might in print be the contents of a novel or a play into the equivalent of
42 minutes for the hour show or about an hour and a half for the two-hour
television special.

Retain an informal tone. The listener or viewer does not have the luxury
of rereading formal or intellectually challenging passages to better understand
what is being presented. On radio or television a message is heard and/or seen
just once. While formal language and content structure may be appropriate
for some documentaries and news/talk shows, the audience that misses the
next bit of action because it stopped to consider the previously presented
material will quickly be lost.

Be specific. Vague, generalized action or information tends to be con-
fusing and may persuade the audience to switch stations. Make sure whatever
is presented, whether visual or aural, is simple and clear. Ambiguity may be
intriguing in print, but it usually is dull and boring on the air. This does not
suggest that you write down to a low level of intellect or understanding. The
content you present may be both significant and sophisticated. But it must be
written in a way that it will reach and affect the audience; otherwise, you've
wasted their time and yours.

Remember, too, that although the term mass media is used, the radio-
television communication process is essentially one-to-one: the presenter at
the microphone or in front of the camera, and the individual receptor at home.
The material should be written as if the presenter were sitting informally
in the audience’s living room making the presentation.

Personalize. As noted earlier, demographics are essential to understand-
ing and reaching a specific audience. Try to relate the style and content of your
writing to that audience and, as much as possible, to each individual member
of that audience.

Be natural. Young writers frequently confuse flowery language with
high style, and simple, uncluttered sentences with low style. It takes time to
shed the glamour of ostentation. This is especially true in the electronic media.
Reread the comment in Chapter 1 (p. 7) about the playwright whose 30
pages of scintillating, sophisticated dialogue were replaced by 30 seconds of
terse visual writing.

Avoid the tendency to write in the following manner:

Enough timber was consumed by the rampaging fire in the north woods to create 232 thou-
sand square feet of prime build:mg lumber, the embers of these never-to-be-realized residential
manors reaching into the heavens above charred, twisted treetops, disappearing into the void
like hordes of migrating fireflies.
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Learn to write it this way:

The north woods fire destroyed enocugh timber to build 100 six-room homes, the smoke and
flame visible as far as 40 miles away.

As a young sportswriter this author developed his style of writing by
pretending that he was saying the things he was writing to a group of people
in a bar or sitting around a living room. Later he adapted the style to the
broadcast media by changing the group to a single individual. When you are
at your typewriter or computer, writing for television or radio, create in your
mind a typical viewer or listener, an imaginary member of the audience to
whom you are “speaking” directly, one-to-one. The key: use informal, concise,
active, down-to-earth language.

Simplicity
Ernest Hemingway’s style as a journalist and novelist would have adapted very
cffectively to the electronic media. Hemingway advised young writers to
“strip language clean . . . down to the bones.” Be simple and direct. Use words
of two syllables instead of three. That isn’t catering to the lowest common
denominator, but to the essence of aural and visual communication. In the
clectronic media the language goes by so quickly that one has neither the
opportunity nor the luxury of savoring it, thinking about the nuances of a
word or sentence, as one does when reading. The action cannot be stopped
in a television or radio news story, feature, or sitcom, as it can when you slow
down to reread or pause in the middle of a print story to think about what
you have read.

Choose words that are familiar to everyone in the audience. Don’t lose
your viewers or listeners by being pretentious or by trying to educate them
by teaching them new vocabulary words. The best way to teach is through
the contents and purpose of the script as a whole — through the presentation
of ideas. The more sharply and clearly the ideas are presented, the more
effectively the audience will understand and learn. ’

Sometimes choosing simple words is hard to do because you must at
the same time avoid cliches and trite expressions. Pity the scriptwriter for the
disc jockey show featuring a popular pianist. “Meandering on the keyboard”?
“Rhythmical fingering of the blacks and whites” “Carousing on the 88 You
wouldn’t use any of these phrases, of course. But how many times can you
repeat “playing the piano”?
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Look for fresh ways to say the same thing, and if you can’t find a new
way that isn’t dull, pretentious, or inane, then just say it as simply and directly
as possible.

Don’t use words that might be common in your conversation, but not
ordinarily used. As a college-trained professional, your vocabulary is at least a
cut above that of the majority of the people you are trving to reach. Someday,
perhaps, when vou've achieved a reputation that prompts people to listen to
vou not because of what you say, but because of who you are, you can use
language and ideas on a level the audience might otherwise tune out. Again,
this is not to say that you shouldn’t raise the level of the audience’ conscious-
ness; it is to say that unless you keep the audience tuned in, there is no
consciousness to raise.

Grammar

A character you create for a play may use slang or incorrect grammar as part
of tha fictional person’s characteristics. Other than that, however, you must
use proper and effective grammar if your ideas are to be communicated and
accepted. A news script with grammatical errors not only will embarrass the
anchor reading it, but will result in the writer losing his or her job. If proper
grammar, however, creates a stilted sentence or phrase, difficult to read or
comprehend, then shortcuts are required. Frequently, a short, incomplete
sentence is better than a rambling complete sentence. Exactly as illustrated in
the sentence you are now reading.

Verbs. Use the present tense and the active voice, with the subjects of
the sentences doing or causing the action. It would be grammatically correct
to say, “Last night another Nicaraguan village was destroyed by the Contras,
and many women and children were killed,” but it would be more effective,
as well as also grammatically correct, to say, “The Contras destroved another
Nicaraguan village last night and killed many women and children.” In intro-
ducing movie idol Ronnie Starwars in an interview script you might say, “The
new movie The Unmaking of a President was completed last week by Ronnie
Starwars” It would be better to say, “Last weck Ronnie Starwars completed
the new movie, The Unmaking of a President.”

Keep in mind the sportswriting analogy offered carlier in this section:
be conversational.

The right word. Make sure you use the right word. In English many
words have multiple meanings. Sometimes, even in context, meanings may be
mistaken. Be certain that every word you use is the best word to convey what
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you mean, that it cannot be confused with another meaning, and is not too
abstract or vague to make your meaning clear and specific.

Keep a dictionary handy. Use a thesaurus. Have available a basic book
on grammar, punctuation, and spelling. However, considering the incon-
sistency of spelling rules in English, it is hard to resist President Andrew
Jackson’s admonition that “it’s a mighty poor mind that can’t think of more
than one way to spell a word.”

Nevertheless, an important sign of professional literacy is the proper use
of frequently used words. For example, are you one of those persons who
doesn’t know the difference between its and it%, your and yow’re, there and
their, then and than? Making errors such as these when trying to get into the
professional field almost guarantees continuation of your amateur status.

If youVve ever been in a newsroom and pulled copy off a wire service
machine, youw’ll remember that the wire service puts the phonetic spelling of
difficult words in the continuity of the script or at the beginning or end of the
stories. If you have any doubt whether the word you are using will be pro-
nounced correctly, do the same thing. For example: “Our special guest on
Meet the Reporters today is Worcester (WOOSTER) State Representative Joe
Cholmondeley (CHUMLEE)”

When youve finished your script, read it out loud and proofread vour
copy. Retype your script if necessary to get a clean copy to submit to the
producer or script editor. A sure sign of a careless, unprofessional writer is a
sloppy script with many errors.

Punctuation
Punctuation is more functional in broadcast scripts than in other tvpes of
writing. Punctuation tells the performer where to start and stop. It indicates
whether there is to be a pause (by using an ellipsis: . . .), a shorter pause
(dash: —), an emphasis (!), a questioning tone (?), and other time and inflec-
tion cues. How would you read each of the following?

*  She thinks he is a good actor.
* She thinks he’s a good actor!
* She thinks he’s a good actor?
* She thinks hes a . . . good actor.

Underlining a word or sentence automatically gives it emphasis when
read aloud.

Abbreviations
With certain exceptions, avoid abbreviations. Remember, you are writing
material for a performer to read or to memorize and say aloud. Writing
“dep’t” and “corp” suggests that you want the performer to pronounce them
D-E-E-P-T and K-A-W-R-P. Write out “department” and “corporation.”
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Common terms that cannot be misunderstood or mispronounced, such
as Mr., Prof, and Dr., need not be written out. Terms that are usually pro-
nounced in their abbreviated forms, such as AT&T, YMCA, and CIA, remain
so in the script. On the other hand, some common terms that frequently are
seen as abbreviations but always are pronounced in full should not be abbre-
viated. Dates are an example. Mon., Feb. 29, should be written out as Monday,
February 29th (or even “twenty-ninth”).

Gender
Barbara Walters is no more a good anchorman than Dan Rather is a good
anchorwoman. The term he or bis is not acceptable for generic use, especially
for professional communicators. “In the history of medicine, the doctor has
always had his patients’ best interests in mind” would be better written, “In
the history of medicine, the doctor has always had his or her patients’ best
interests in mind” and still better, “In the history of medicine, doctors have
always had their patients’ best interests in mind.”

The elimination of sexist and racist terms is relatively recent, and habits
of bias die hard. Barbara Walters may be a good anchorwoman; Dan Rather
may be a good anchorman. Either may be a good anchorperson. The gender-
describing suffix is disappearing, and the most direct nonsexist way of describ-
ing someone is by the position held. Walters may be a good anchor, just as
Rather may be a good anchor. Chairman, chairwoman, and chairperson are
giving way to chair, in the manner that secretary became the descriptive word
for that position, not secretaryman, secretarywoman, or secretaryperson. The
professional communicator must take the lead in being sensitive to language
changes and move the general public toward the elimination of the prejudice
and inequality that are fueled by bias in language.

Accuracy
Whether writing a play, documentary, or news story, be sure you have the
facts before you write. If you set your play in an urban high school in a
northern city, know precisely what the students and faculty are like in that
milieu and what the physical, psychological, admuinistrative, academic, and
social atmosphere is at such a school. You can then selectively dramatize those
elements that fit your play, eliminating those that you don’t want, but doing
it from a sound, accurate base.

If you are doing a feature on televangelists, be sure you are thoroughly
familiar not only with the events, but with the people, their backgrounds,
their constituents, the church and media settings, and all the other variables
necessary for developing an accurate script.

Learn to do thorough research. The success or failure of a script is
determined in the preparation period; the actual writing is only one part of
the process. .
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Have all the information vou need to be objective. You may not wish to
be, slanting vour feature to meet the political views of the station’s owner, or
creating a misleading commercial to meet the sponsor’s orders, or self-censor-
ing a play or documentary to avoid controversial issues that might displease
potential buyers of the advertiser’s product. But at least put yourself in the
position of being able to be honest and objective if you wish to be.

Finally, broaden your abilities and expand vour skills. The media encom-
pass all the disciplines of the world, and as a writer or in any capacity that
gets the program on the air, you should have a background in breadth and
depth, especially in the arts and humanities, most particularly in history,
political science, sociology, and psychology. Read a lot: books, plays, and
television and radio scripts. Learn content and writing techniques from them.
Good writers are invariably good readers first.

* The Computer

Would Hamlet have been a different play if Shakespeare had written it on a
typewriter rather than with a quill pen on foolscap? Would Arthur Miller’s
Death of a Salesman have been different if written on a computer or word
processor?

Take the exact same piece of material: a news report, a commercial, or a
documentary fearure. Would it come out exactly the same if written with a
pencil on paper, with a typewriter, and with a computer?

As stated earlier, there are clear and distinct differences in writing the
same material for different media, and in using the techniques of varving
media in preparing material for one medium. Does this principle apply to the
use of different tools in writing, as well?

Some writers insist that the tools with which they write affect the feeling
and rhythm that are used in creating a work. Would there be more and slower
character development and more measured pace in a dramatic script —even a
sitcom — written by hand than in one attuned to the mechanical rhythms and
speed of a computer? Is there a difference in the scene the artist paints if she
or he uses oils or charcoal or water colors? If not content difference, is there
an aesthetic difference? Does this have a direct analogy for the writer?

No comprehensive studies yet suggest acceptable answers. But the ques-
tion has been raised. It is important to you, personally, because as a writer
vou will find yourself in situations where you have to produce scripts using
various writing methods. For example, in an ad agency, around a conference
table, you may be asked to revise, on the spot, the continuity in a commercial.
You may be asked to do a rewrite and add material on the set of a newscast
just minutes before air time. During the field recording of a documentary,
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you may have to come up with new and changed questions, answers, and
transitions while the crew and the subjects are immediately available. You'd
better be able to think quickly and effectively with a piece of paper in front of
you and a pen in your hand, as well as with a typewriter or word processor.

All good writers will tell you that there is an ambience between them
and the tool they use for creative writing. Until the advent of typewriters,
writers from the beginning of recorded history wrote by hand with whatever
pen or pencil or equivalent tool was available. Some writers still write only
with a pen or pencil, and insist that they cannot write effectively with a
mechanical device. Many writers will tell you that they can think only with a
typewriter. An entire generation of writers grew up writing their first creative
words on a typewriter and believe that they can’t work with a pen or pencil.
At the same time they will tell you that the mechanical steps needed to operate
and make corrections on a word processor make it impossible for them to
maintain a flow of ideas and creative juices when using a computer for
writing.

Your generation — people of college age —has moved into a new era of
writing tool, the word processor. With schools offering computer courses
from the elementary grades up during the past decade, newly developing
writers find the computer the easiest tool with which to write. Aside from its
symbiotic relationship with any given writer, it is the most efficient writing
tool. It saves time on editing. It permits instant reproduction. When properly
used, it permits a writer to turn out a product much faster than any other
way. It enables a team of writers, even from different geographical areas, to
work at the same time on the same script. It permits immediate incorporation
anyplace in the script of information, ideas, and materials from any source.
Lap-top computers are gradually replacing the restaurant place mat as the
medium for recording sudden script inspirations.

Hardly a newspaper or broadcasting newsroom does not use word pro-
cessors. Writers of drama who may question the mechanical effect imposed
upon their writing by computers nevertheless are eager to take advantage of
the transfer of material from computer to computer, enabling them to get
instant criticism on any or all of what theyve written, giving them wider
access to such assistance and greater overall and quicker productivity. You may
decide later that you can’t be effectively creative with a computer, but it is
incumbent upon you to at least learn how to write with one.

Word Processing
All computers can run word processors and software. They can input and store a
program on a floppy disk or on a hard disk (the latter is used for permanent
storage) that provides the writer with all the formats that might be used in
writing scripts for television and radio.
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Some computers are dedicated word processors; they do only word pro-
cessing and perform none of the other computer functions, such as providing
data base programs. Nondedicated computers, on the other hand, give much
greater flexibility for the media writer because they can add programs related
to production aspects. Such computers are being used more and more in place
of word processors.

Word-processing software can provide the basic formats discussed ear-
lier in this chapter for television, film, and radio scripts: (1) the two-column
format, (2) the one-column script, and (3) the dramatic screenplay or the
numbered-sequences script. To get the software that most effectively fits vour
approach to writing, you have to choose among the operating systems and
the software formats of competing companies. Although software formats
for television and radio scripts are essentially the same, not all software is
compatible with all computer systems. You have to determine, first, which
system you are most comfortable with, and then, which of the software pack-
ages compatible with that system provides you with the most satisfactory
formats.

Software Types

As noted, computers can use word-processing software or go bevond that.
There are four basic categories of software. Word processing is most comparable
to what you do with a typewriter. It enables you to write letters, term papers,
scripts, and similar work.

The data base files and retrieves information in any format you wish to
design. For example, when you have finished your script on vour word-
processing software, you can use vour data base software to call up the name
and address of your lltcrarv agent. In combination with your word-processing
software, the computer will write the agent a letter, prepare a copy of your
new script, and type the envelope label for you to send to the agent.

Spreadsheet software can keep track of all of vour financial information
and budgets. It can extend your writing into the production area by figuring
out all the finances for production planning. It can keep track of your royalties
and, considering the especially burdensome recordkeeping imposed on writ-
ers by the 1987 tax “reform” legislation, it can help straighten out your tax
records and determine your tax liabilities. Hopefully, vou will be successful
enough as a writer to require that kind of service from your computer.

Communication software takes your script from the confines of the desk.
By using telephone lines to communicate computer to computer, this software
can permit script development from a number of sources at once, facilitate
critique of your script at any time in the writing process, provide for changes
quickly and easily at any stage of writing, and permit instantaneous editing
based on comments from producers, directors, agents, script editors, and
others from their own computer terminals hooked into vours.
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Software and Formatting
As noted, software for media scripts exists for the one- and two-column
formats and, separately, for the dramatic screenplay. The computer will auto-
matically set up the proper margins and spacing for the script form you
choose, capitalize the characters’ names and any other terms you wish, put
stage directions and other appropriate information in parentheses, number
sequences in the dramatic screenplay format, and automatically renumber the
sequences correctly if you edit, delete, or add scenes. Moreover, the computer
will reprint and readjust pages, and shorten or lengthen them as necessary. It
remembers which scenes have been cut or added and, even as it prints out the
entire script, designates which is new material and which is old. You can
continuously check the continuity process in your writing from all the mate-
rial you have written on the project, accepted and rejected, good and bad.

Some software is flexible enough for you to adapt it to unique needs.
Although the package you choose will automatically put evervthing you write
into the pre-programmed script format you selected, some packages, such as
“WordPerfect” and “WordStar,” can be modified for specific keys to do specific
things needed by a specific script.

Some software combines a standard word-processing program with a
screenwriting program. A script in a one-column format can be changed by
the computer, by pressing specified keys, into a two-column format, or into a
numbered-sequence column. Some computers and software go beyvond words
and draw storyboard frames that permit simple drawings — the kind of ma-
terial required in the preparation of commercials and public service announce-
ments. This is a particular boon to writers of commercials who may be good
with words and images, but can’t draw.

Although limited in their capacity, lap-top computers are of special value
in field and on-set situations that require quick edits or rewrites. These port-
able computers can run up to five hours on batteries and permit instant “cut-
and-paste” jobs without the usual cutting and pasting that would be necessary
with a typewriter.

Computers and the News

There are three major uses of the computer in both the newspaper and broad-
cast newsroom. The first is in the actual writing and editing of the story,
composing the content and words. It is also used in editing those words. The
story, completed on one computer, is edited by the editor on another com-
puter. The use of a modem, to transfer material from one computer to an-
other, permits a story to be written in Chicago, edited in Los Angeles, and
produced in New York. Lap-top computers began to be used extensively in
the early 1990s for on-the-spot composition, even as the news story was
breaking. By plugging the lap-top computer into a telephone line, the story
can be relayed to a computer in the newsroom.
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A second use is creating graphics, including charts, graphs, maps, and
other visuals that are used in newspapers and on television. In broadcasting,
the graphic can be electronically fed right into the newscast. At the beginning
of the 1990s radio began to experiment with the use of specialized sounds
created by computers, in a sense providing a radio “graphic.”

The third major use of computers in news is accessing information,
obtaining data bases for material that can be used in writing the story. Getting
the text of a just-passed piece of legislation and obtaining “morgue” informa-
tion on all the stories ever published up to that time in a given newspaper on
the particular news topic are two types of information retrieval.

A fourth use, not applicable to broadcast news, but important for news-
papers and journals, is the laying out of a page —designing the format for that
particular issue.

Computers in Production
If your role as writer extends into the actual production process, you can find
software that facilitates your job immeasurably. The writer-producer or
writer-director can convert the content into a breakdown detailing every pro-
duction item required by the script. This could include every character’s cos-
tume needs, every spccnal effect, all audio effects, the number of extras required
and their costumes, and all props, whether in the field or in the studio,
whether large like an automobile or small like a piece of jewelry.

Software also provides a production board, which lists every element in
any given scene, and which includes boxes that can be checked as each item is
accounted for. The computer can work out detailed production schedules,
too, based on which characters are required for which scenes and on which
sets. And, as noted, a spreadsheet can detail the production budget.
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The Play

’» —»riting the play is generally considered to be the most difficult endeavor
as well as the highest achievement in the performing arts. Creating the televi-
sion play is the culmination of learning how to write for the media. If it is,
indeed, the ultimate accomplishment, why, then, begin this book’ study of
formats with the play, rather than put it at the end? Because the play is not
only the culmination, but also the basis for all other formats. Whether a
30-second commercial or a two-hour documentary, the structure of the script
depends on the elements of the play: exposition, conflict, complication, cli-
max, and resolution.

Take the commercial, for example. In addition to those commercials that
literally are minidramas (one or more characters in a situation that involves
the sponsor’s product or service), all commercials present a problem (a con-
flict), show how life is difficult or unfulfilled (complication), and how the
problem is solved and life becomes better when the sponsor’s product or
service is purchased (the climax and resolution). All documentaries depend
on dramatic action involving the person, persons, or events being shown in a
condensation of the real-life occurrences. Even a disc jockey program that is
well planned achieves a rising level of interest that gains and holds the audi-
ence’s attention.

The play is the staple of prime-time television, whether in the form of a
sitcom, action adventure, or historical miniseries. Daytime television relies

65
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heavily on the play, usually sitcoms, but also on whatever other genre happens
to be popular enough to draw good ratings and is available in syndication.
Soap opera plays are among the most popular television programs, both day
and evening.

If vou learn the elements that go into writing a good play, even if you
never discover within you the motivation and/or talent to actually write the
play, vou will be better able to write other television and radio formats
effectively.

Brander Matthews, who was one of the theatre’s leading critics, wrote in
his book The Development of Drama that “dramaturgic principles are not mere
rules laid down by theoretical critics, who have rarely any acquaintance with
the actual theatre; they are laws, inherent in the nature of the art itself]
standing eternal, as immitigable today as when Sophocles was alive, or Shake-
speare, or Moliere.”

The rules of playwriting are universal. They apply generally to the struc-
ture of the play written for the stage, film, television, or radio. The rules are
modified in their specific applications by the special requirements of the par-
ticular medium.

Don’t assume, merely because there are rules, that plavwriting can be
taught. Genius and inspiration cannot be taught, and playwriting is an art on
a plane of creativity far above the mechanical facets of some of the phases of
continuity writing. America’s first and foremost playwriting teacher, George
Pierce Baker, stated that what can be done, however, is to show the potential
playwright how to apply whatever genius and dramatic insight he or she may
have, through an understanding of the basic rules of dramaturgy. That is all
that can be done and that is all that will be attempted here.

Yet, even this much cannot be taught in one chapter or in several chap-
ters. Any full discussion of playwriting technique requires at least a complete
book, a number of courses, and endless practice. What will be presented here
is a summary of the rules of playwriting and some new concepts of playwriting
in terms of the special needs of the television and radio media. If vou seriously
wish to write television (and radio) drama, first explore as thoroughly as
possible the techniques of writing the play for the stage. Only then will vou
have a sound basis for the television play.

Remember that a play is a play is a play. Do not confuse the means of
transmission with the medium. Whether presented over the airwaves (televi-
sion broadcasting) or through cable or by satellite or via laser beams, the play
is the same —a dramatic presentation reaching people seated in front of an
oblong box with a small screen usually ranging from 13 to 25 inches.

Therefore, when you see the term zelevision used in this chapter, don’t
say “But 'm going to write for cable” Its the same thing. The principal
differences in technique are berween the continuous-action taped television
play and the filmed-for-television play. And even here differences have become
more and more blurred as the styles developed separately in New York (the
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live television drama) and in Hollywood (the treatment of the television screen
as a miniature extension of the traditional film screen) have gradually come
together to utilize the most effective approaches of both.

®  Sources

Before the actual techniques of writing can be applied, the writer must be
able to recognize and exploit the sources out of which the ideas for the play
can be developed.

The writer may find the motivating ingredient for the play in an event
or happening, a theme, a character or characters, or a background.

Many times a playwright has witnessed or experienced an incident or
series of incidents that contain the fundamentals for good drama. From this
event or happening the playwright can build character, situation, theme, and
background. Remember, however, that what is exciting in life is not necessarily
good drama. Drama is heightened life. It is a compression of the most impor-
tant elements of a situation and requires a rearrangement, revision, and con-
densation of life to make it drama and not merely human interest reporting.
It is difficult for the beginning plavwright to understand this, particularly
when he or she has been a participant in or an observer of an interesting life
situation. What mav seem to be the most tragic, most humorous, most excit-
ing thing that has ever happened to the writer may actually be hackneved,
dull, and undramatic in play form.

Because something seems dramatic in real life does not mean that it will
be dramatic if put into a play. Such transposition requires imagination, skill,
and, to no small degree, the indefinable genius of playwriting. For example,
many of us have seen a situation where a destitute maiden aunt has come to
live with a sister and brother-in-law, and in her psychological need has become
somewhat of a disturbing factor in the marriage. To the participants, or even
to a close observer, such a situation might have provocative and electrifving
undertones. To someone not connected with the situation, it appears, and
understandably so, dull and uninspiring. To the imaginative playwright, in
this case to Tennessee Williams, it could become one of America’s all-time
great plays, A Streetcar Named Desire.

The writer may initiate the preliminary thinking about the play from a
theme or an idea. Although censorship often hampers the television and radio
plavwright, the writer can find basic concepts such as loyalty, independence,
and self-realization as motivating factors upon which to develop a drama. The
theme must be translated into specific and full-blown people and concrete
situations. Under the theme of lovalty, for example, there is the ever-present
son who won’t marry because his psychologically motivated notion of loyalty
is one that says that he cannot leave his mother. Under independence, there
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are any number of variations of the wife who leaves her husband because
she is not accorded the freedom or respect she feels she needs. Under self-
realization, there is an endless supply of potential plays oriented around the
artist who prefers living on bread and beans in a cold-water flat to accepting
the lucrative advertising agency job. The writer must be wary of attempting
to develop a play around a theme alone. The theme serves merely as the germ
of the idea for the play.

Another source for the play may lie in a background. The backgrounds
of war, of high society, of a drug environment, of the business world, have
provided the settings and motivations for many plays. The college student
could do worse than to use the background of the campus as an initiating
factor for the play.

A final source for the play may come from a character or several charac-
ters, either as a group or rolled into one. In modern dramaturgy, character
motivates action; that is, the plot develops out of the characters. For this
reason, the choice of character as a source provides a potentially stronger
foundation for the play than do the other sources. The writer must be cau-
tious, however, in using this source independently of the others; it is difficult
to build a play solely around a character or combination of characters taken
from real life. For example, how trite is the idea of a salesman getting fired -
from a job because he is getting old and cannot make as many sales as he once
did! Even if his character is enlarged by adding pride, self-deception, and
despondency leading to suicide, the dramatic potential is not vet fully realized.
But work on the character, develop his many facets, beliefs, psychological
needs, physical capabilities, and relationships to other people, clarify a theme
and background, and one might eventually get to Willy Loman of Arthur
Miller’s classic play, Death of a Salesman.

The sources of the play — situation, theme, background, and character —
are individually only germs of ideas. Explore, expand, and revise each of these
elements to determine if they have any dramatic value. If they have, then the
playwright can take the next step. Inexperienced writers—and lazy ones—
sometimes believe that all they have to do is have an idea and a pretty good
notion of where they are going with it, and then sit down and write the play.
Unfortunately, this is not the case. The actual writing is the dessert of the
playwright’s art. The hard work is devoted to the planning of the play and,
later, to the revisions of the manuscript. After deciding on the source or basis
for a play, clarify in your mind and on paper the various elements that develop
from the base. For example, if you choose to work from a background,
determine the characters, situation, and theme that go with the background.

Ideally, the writer should write out of personal experience or knowledge
to give the play a valid foundation. However, if the writer is too close, either
emotionally or in terms of time, to the life-ingredients of the play, it will be
difficult to heighten and condense and dramatize the material; the writer will
tend to be a reporter rather than a dramatist. The playwright should never be
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part of the play, but should be able to write it objectively. Feel and understand
every moment of it, but do so as a third person. Don’t use the play as personal
thcrapv It is a good idea to be several calendar vears and several emotional
light vears away from the play when vou start to write it.

& Structure

Until the eighteenth century, with the exception of works by only a few
playwrights (notably Shakespeare), plot or action was the dominant element
in the play. The plot line was the most important factor, and the characters
and dialogue were fitted into the movement of the action. Modern drama has
emphasized character as most important. The actions that determine the plot
are those the characters must take because of their particular personalities and
psvchological motivations. The dialogue is that which the characters must
speak for the same reasons. The three major elements in the play structure —
character, plot, and dialogue —all must be coordinated into a consistent and
clear theme. This coordination of all elements toward a common end results
in the unity of the piece, a unity of impression. The characters’ actions and
the events must not be arbitrary. Prepare the audience for these actions and
events in a logical and valid manner; this is called preparation. Give the audi-
ence the background of the situation and the characters; this is the exposition.
In addition, consider the serting, in order to create a valid physical background
and environment for the characters.

After you are certain that you understand and can be objective about
the characters, theme, situation, and background, vou can begin to create each
of them in depth. Do as much research as possible, to acquaint vourself fully
with the potentials of vour play.

Each character should be analyzed. Do it on paper, so that you have the
characters’ complete histories and motivations in front of you at all times.
Develop a background for each character, not only for the duration of the
action of the play, but extending back before the opening of the play (even
going back to ancestors who do not appear in the play but who would have
had some influence on the character’s personality). A complete analysis of a
character provides, too, an indication of the kind and form of dialogue the
character would use. Test out the dialogue on paper, putting the character
into hypothetical situations with other characters. Remember, the dialogue is
not an approximation of real-life speech; it must be heightened and con-
densed from that of real life.

After the characters have been created, vou are ready to create the situ-
ation, or plot line. Do this in skeletonized form. You need, first, a conflict.
The conflict is between the protagonist of the play and some other character
or force. A conflict may be between two individuals, an individual and a
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group, two groups, an individual or individuals and nature, an individual or
individuals and some unknown force, or an individual and his or her inner
self. The nature of the conflict is determined largely by the kinds of charac-
ters involved.

After the conflict has been decided upon, the plot moves inexorably
toward a climax, the point at which one of the forces in conflict wins over the
other. The play reaches the climax through a series of complications. Each
complication is, in itself, a small conflict and climax. Each succeeding com-
plication complicates the situation to a greater and greater degree until the
final complication makes it impossible for the struggle to be heightened any
longer. Something has to give. The climax must occur. The complications
are not arbitrary. The characters themselves determine the events and the
complications because the actions they take are those, and onlv those, they
must take because of their particular motivations and personalities.

George Pierce Baker wrote in Dramatic Technique that the “situation
exists because one is what he is and so has inner conflict, or clashes, with
another person, or with his environment. Change his character a little and
the situation must change. Involve more people in it, and immediately their
verv presence, affecting the people originally in the scene, will change the
situation.”

British playwright Terrence Rattigan wrote similarly in a Theatre Arts
article, “The Characters Make the Play”:

A play is born — for me, at any rate — in a character, in a background or
setting, in a period or in a theme, never in a plot. I believe that in the
process of a play’s preliminary construction during that long and diffi-
cult period of gestation before a line is put on paper, the plot is the last
of the vital organs to take shape.

If the characters are correctly fashioned — by which I do not mean
accurately representing living people but correctly conceived in their
relationship to each other —the play will grow out of them. A number
of firmly and definitely imagined characters will act—must act—in a
firm and definite way. This gives vou vour plot. If it does not, your
characters are wrongly conceived and you must start again.

Once the preliminary planning, gestation, research, and analysis are
completed, the writer is readv. But not for writing the play. Not yet. Next
comes the scenario or detailed outline. The writer who has been conscientious
up to now will learn from the scenario whether or not he or she has a
potentially good play, if anv play at all. Through careful construction and
analysis of the scenario, the writer may eliminate the bad points and
strengthen the good points of the play before it is written.

Before writing a detailed scenario, however, the writer must have a
knowledge of the concepts of dramaturgy —of the basic rules for the play
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regardless of whatever medium it is written for, and of the modified rules for
the television and radio play, as determined by the special characteristics of
these media.

* Concepts of Playwriting

The special characteristics of the television audience and of the medium itself
require special approaches on the part of the television playwright, as dis-
cussed in Chapters 1 and 2. You can combine the subjective relationship of
the viewer to the television screen with the electronic potentials of the medium
to purposefully direct the audience’ attention. Direct the audience to the
impact of the critical events in the character’ life and to even the smallest,
subjective experience of the character. Bring the audience close to the inner-
most feelings and thoughts of the person on the screen. The intimate nature
of the medium makes this possible.

Even though we are many vears past the restrictions of live television,
including, compared to today, the limited equipment that marked the early
so-called Golden Age of television dramas, we still have the relatively small
screen, the audience watching individually or in small groups in their own
homes, and the limited time of an hour or a half-hour for most plays. The
writer works with about 21 minutes of script for the half-hour show, and
42 minutes for the hour show.

The best television plays still are the ones that take advantage of the
restrictions, rather than being hampered by them. From a good sitcom such
as The Cosby Show to good dramatic series such as L.A. Law or Hill Street
Blues, to an avant-garde drama of violence using the latest creative electronic
techniques, such as Miami Vice, the concentration is on an intimate, probing,
searching, slice-of-life presentation of one or more principal characters.

Television has the advantage of the moving camera (or zoom lens),
capturing in close-up significant details about a character or an action. At
the same time, with the filming, rather than continuous-action taping, of
most television plavs—with the exception of a number of sitcoms, some
of which are recorded in front of live audiences, using live-type studio tap-
ing techniques —the writer can incorporate any number of scenes, indoors
and outdoors, with many more characters than can be accommodated in
a studio-produced show. Electronic and mechanical techniques, such as
the zoom, matte, dissolve, and others, provide excellent fluidity in space
and time.

Radio is even more fluid. It has rightlv been called the “theatre of the
imagination.” There are no limitations in radio except those of the human
imagination. There are no restrictions on place, setting, numbers of characters,
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kinds of actions, or movement of time. The radio writer can take the audience
anywhere and have the characters do anvthing. Radio can create mental im-
ages of infinite variety.

Although plays have almost completely disappeared from radio, writing
the radio drama is good training for the person who may one day be writing
commercials or other continuity for the audio medium.

The classic components of play structure include (1) unity, (2) plot,
(3) character, (4) dialogue, (5) exposition, (6) preparation, and (7) setting.
The basic principles of each apply to all plays, regardless of the medium for
which they are written. The special characteristics that apply to television and
radio are noted under each of these principles.

Unity
All elements in a plav should relate in a thorough and consistent fashion to
all the other elements, all moving toward a realization of the purpose of the
plavwright in the particular play. This is the unity of action or impression.
Not a smglc extraneous element should detract from the unified totality of
impression the audience receives. Once tightly unified, time and placc are
flexible in the modern theatre; they are even more so in the electronic media.

Television. The unities of time and place are completely loose and fluid
in television (and film). Television can present many settings of any kind in
minutes and even seconds. Television has been able to achieve what playwright
August Strindberg, in his “Author’s Note” to A Dream Play, hoped for in the
theatre: a situation where “anything may happen: everything is possible and
probable.” Strindberg advocated plays where “time and space do not exist,”
where “imagination spins and weaves new patterns: a mixture of memories,
experience, unfettered fancies, absurdities, and improvisations.” In the 1990s
some writers, producers, and directors in commercial television have begun
to see the medium as more than a marketplace and to incorporate video art
into their dramatic productions.

The unity of action or impression, however, is as vital to the television
play as to the most traditional of stage plavs, and the television writer should
be certain that this important unity is present. Each sequence must be inte-
grated thoroughly with every other sequence, all contributing to the total
effect the play is designed to create.

Radio. There are no unities of time and place in radio. It can take
us 20,000 vears into the future and in the twinkling of an eve transport us
20,000 vears into the past. Radio can take a character —and us along with
the character —to the North Pole, the moon, a battlefield in a jungle, or the
depths of Hades, creating without restriction the settings for our imagina-
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tions. Unlike television and the film, radio is not limited by what we can see
or believe visually.

No matter how loose the unities of time and place, however, radio, like
television, must have a unity of action. It must maintain a consistency and
wholeness of purpose and development within the script.

Plot
The plot structure of a play is based on a complication arising out of the
individual’s or group’s relationship to some other force. This is the conflict,
the point when the two or more forces come into opposition. The conflict
must be presented as soon as possible in the play, for the rest of the play
structure follows and is built upon this element. Next come a series of com-
plications or crises, each one creating further difficulty in relation to the major
conflict, and each building in a rising crescendo so that the entire play moves
toward a final crisis or climax. The climax occurs at the instant the conflicting
forces meet head on and a change occurs to or in at least one of them. This is
the turning point. One force wins and the other loses. The play may end at
this moment. There may, however, be a final clarification of what happens, as
a result of the climax, to the characters or forces involved. This remaining plot
structure is called the resolution.

The elementary plot structure of the plavy may be diagrammed as

follows:
Climax ~—
,\\O‘\\ Resolution
O
\\\OV Complication
O
&
Complication
Exposition Conflict

Television. The plot of the television play follows the structure in the
diagram. For the one-shot television play a half-hour or an hour in length, the
time restrictions require a tight plot line and a condensation of movement
from sequence to sequence. The art of the drama is selective. In brief minutes
we must present what life might have plaved out in hours, days, or vears. Real
life is unemphatic, whereas drama must be emphatic. The short time allotted
for most television plays requires that the plot contain only the essence of the
characters’ experiences — the heightened extremes of life. Aim for the short,

.
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terse scene. Hill Street Blues developed and refined that approach, and most
successful drama series have copied it.

In a continuing series the plot line is deliberately stretched out. Al-
though in each episode of a continuing series some climax(es) must occur to
avoid frustrating the audience, the final climax of the continuing basic conflict
of some of the characters may never come, but move with new complications
from week to weck.

How do vou effectivelv condense real life to drama? Consider some of
the approaches presented by George Pierce Baker in his classic book on
playwriting, Dramatic Technique. First, the dramatist may “bring together at
one place what really happened at the same time, but to other people in
another place.” Second, events happening to a person in the same setting, but
at different times may be brought together. Third, events that have “happened
to two people in the same place, burt at different times may . . . be made to
happen to one person.” Finally, “what happened to another person at another
time, and at another place may at times be arranged so that it will happen to
any desired figure.” Baker concludes, “The essential point in all this com-
pacting is: when cumbered with more scenes than you wish to use, deter-
mine first which scenes contain indispensable action, and must be kepr as set-
tings; then consider which of the other scenes may by ingenuity be combined
with them.”

Unless vou are writing a two-hour or longer special, the program time
length requires that the conflict come as soon as possible. While the stage play
may take almost a full act to present background through exposition, the
television play may even open with the conflict. A major reason for this, aside
from the time limitation, is the need to get and hold the audience’s attention.
Unlike the theatre and the film audience, which has paid a fee and has little
alternative but to stay, if the television audience is not caught by the play in
the opening seconds, the press of a remote button takes them instantly to
another channel.

The point of attack—conflict—in the television play should come
quickly and bring with it the first important moment of pressure. That re-
quires bringing in the background, or exposition, even as the conflict is being
presented. Through the dialogue and actions of the characters, you have to
tell who they are, show where they are, place the time of the story, and reveal
what actions or events have led up to the conflict.

Because of the time and space restrictions (the small viewing screen), a
conflict berween individuals, or between an individual and himself or herself,
usually is more effective than are conflicts berween groups or anv large bodies
or forces.

Don’t forget the complications. Although the time length of a single
episode limits their number, vou must have sufficient complications to validate
and build the actions of the major characters. You can’t just have the characters
do something in order to move the plot along. All their actions have to be
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done because they are responding to a complication that causes them to
behave in such a way that is consistent with the kinds of people they are. Each
complication moves the characters and the action closer to a climax.

The time limitation often forces television to dispense with the resolu-
tion entirely, unless some doubt remains about some moral principle involved.
Sometimes the resolution can be incorporated as part of the climax. On some
shows the play ends with the climax, is followed by a final commercial, and
then returns to the playscript for a brief resolution.

Radio. The radio play follows the same plot structure as the television
play —exposition, a conflict, complications, a climax, and if necessary, a reso-
lution. A rising action must create suspense and hold the audience. Because
the conflict may come at the very beginning of the play, exposition is revealed
as the action is progressing. A major difference from the television plot line is
that the radio writer must concentrate on one or two simple plot lines or
conflicts, avoiding too many subplots. This is because the radio audience
cannot see and differentiate among characters as easily as in the visual
medium.

Character
Character, plot, and dialogue are the three primary ingredients of a play. All
must be completely and consistently integrated. Character is the prime mover
of the action, and determines plot and dialogue. Too frequently the beginning
writer or the writer who takes the easy way out tries to conform the character
to a plot structure. Most of the time it doesn’t work; the character comes out
as artificial and sometimes even confusing to the audience.

Not only do the qualities of the characters determine the action, but
the character is revealed through the action. This is done not through what
is said about the character, but through what the character himself or herself
says or does in the play in coping with the conflict and responding to the
complications.

Character is delineated most effectively by what the person does at
moments of crises. This does not imply physical action alone, but includes
inner or psvchological action, as well. The character must be consistent
throughout the play in everything said and done, and must be plausible in
terms of life and reality. This does not mean that the characters are copies
of real-life persons; thcv must be dramatically heightened interpretations
of reality.

Television. The television writer knows that time restrictions do not
allow the character in the play to be the same person one sees in life. The
playwright cannot validate the actions of a character by saying, “But that’s
what he (or she) did in real life!” Constantly emphasize “heightened life” and
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“moments of crisis” in creating vour characters. Concentrate on the actions
that strikingly reveal the individual character. Concentrate on the few charac-
ters whose actions strikingly reveal the purpose of the play. Don’t use un-
needed people. A character who does not contribute to the main conflict and
the unified plot line does not belong in the play. If a character is essential, by
all means put him or her in. But, if there are too many essential characters,
rethink the entire approach to the play.

This principle does not apply, of course, to the continuing series, where
the continuity of characters over many weeks or months permits longer time
for exposition, a slow-moving plot line, and many featured characters. Aside
from soap operas such as Dynasty and Knots Landing, the pseudo-soap opera
structure of successful series such as Hill Street Blues, St. Elsewhere, and L.A.
Law over the past decade has provided a pattern for much of television.

Television’s mechanical and electronic devices permit a physical closeness
and empathy between the characters and the audience, facilitating the presen-
tation in depth of the intimate, inner beings of the characters. The television
writer, through the director, can direct the audience’ attention to details that
project the characters’ most personal feelings, conveying details about the
characters that otherwise might have to be explained verbally.

The continuing series on television, whether hour dramas or half-hour
sitcoms, begin with clearly conceived characters in defined ongoing conflicts.
With the characters, dialogue, and basic plot structure in place, and developed
over a period of time, each week’s episode becomes essentially the presentation
of a further complication, showing how a character reacts to and copes with
it. The climax in each episode relates to that complication, the basic conflict
continuing into the following week. What we have, then, is a concentration
by the writer each week on a new plot element, not on new characters (except
for those who are introduced relative to the specific complication or, some-
times, as part of the overall continuing plot).

Nevertheless, the good writer does not forget that the relationships
among the characters are still paramount: byplay between character and plot,
with character determining incident and vice versa. Concentrate on weaving a
subjective, intimate portrayal, while applying the basic dramaturgical rules for
television, and vour characters will emerge as the motivating force in your
video play.

Radio. The lack of visual perception in radio might be expected to
change the revelation of character from what he or she says and does—as in
television —to solely what is said. This is not so. Character in any medium is
revealed through what the character does. The difference between radio and
television is that in radio what the character does is not shown visually, but is
presented through sound and dialogue.

Otherwise the same principles apply: The characters must be consistent
with themselves, motivate the plot, be heightened from real life, and interact
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with each other. Because of the lack of visual identification, however, too many
voices may become confusing to the radio audience, and the number of roles
in the play and in any one scene should be limited.

Dialogue
Inasmuch as the play does not duplicate real people or real life, as the docu-
mentary does, but heightens and condenses them, the dialogue also has to be
heightened and condensed rather than duplicated. Real-life dialogue is some-
times colorful and dramatic, but most of the time is slow, plodding, and
uninspiring. Just as you can’t legitimately say, “Oh, but that’s what the char-
acter did in real life,” you can’t say, “Oh, but that’s what the character said in
real life.” If you do, you've written a documentary script—or a bad play.

The dialogue must conform to the personality of the character, be con-
sistent with the character throughout the entire play, forward the plot line,
and be revealing of the character. If you have several characters in the play,
each will speak differently, depending on what their personalities and back-
grounds are. If you find you can interchange dialogue among characters,
you'e in trouble.

Television. Television can substitute visual action for dialogue in for-
warding the situation and providing exposition. Establishing shots and close-
ups eliminate time-consuming dialogue in which the character describes
places or things or even feelings. Remember the anecdote in Chapter 1 about
the film producer cutting the Broadway playwright’s first act screen treatment
of 30 minutes of dialogue to 1 minute of visual action? Concentrate on action
and reaction, keeping the dialogue to a minimum and the picture the primary
object of attention. But be careful not to go too far. Close-ups can become
awkward and melodramatic if used too much.

Television dialogue should be written so that the purpose of every ex-
change of speeches is clear to the audience, and carries the plot forward. It
is difficult to work exposition into the heightened and condensed dialogue
of the beginning of a show, when the conflict is grabbing the attention of
the audience; but you'e got to be able to present the necessary background
even while presenting the continuing action. Take a cue from the most suc-
cessful dramatic series (who doesn’t watch reruns of Hill Streer Blues and
M*A*S*H?) and keep the dialogue terse and avoid repetition.

Radio. Even more than in television or on the screen, dialogue in radio
serves to forward the situation, reveal character, uncover the plot line, and
convey the setting and action to the audience. Evervthing on radio is conveyed
through dialogue, sound effects, music, or silence. Because you can’t show
things visually, dialogue (and sound and music) must clearly introduce the
characters, tell who they are, describe them, tell something about them, and
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even describe where they are and their actions. But it must not be done in an
obvious manner. For example, it would be trite to have a character say, “Now,
if vou'll excuse me, I’ll push back this mahogany windsor chair P'm sitting in,
take my tan cashmere overcoat hanging on the brass clothes tree right inside
vour front door, and go.” Or, “Now that we're here in my sixth-floor bachelor
apartment with the etchings on the wall, the stereo speakcrs in the corners by
the windows, and the waterbed on the red plush carpet in the center of the
room . . ” All that would have to come out naturally in the dialogue berween
the characters involved.

Exposition

Exposition is the revelation of the background of the characters and the situ-
ation, and the clarification of the present circumstances in which the characters
find themselves. It must not be done obviously or come through some arbi-
trary device, such as a telephone conversation, a servant, or the next-door
nelghbor It must come out as the play unfolds and be a narural and logical
part of the action. Exposition has got to be presented as early as possible, to
make the characters, plot, and conflict understandable to the audience.

Television. The short time allotted to the one-shot television play per-
mits only a minimum of exposition. The need to get right into the conflict
requires the exposition to be highly condensed and presented as soon as
possible. In the continuing television series, where a large part of the audience
already knows the characters, plot, and setting, the only exposition usually
necessary is for the complications that forward the plot line in that particular
episode.

Radio. Exposition is difficult in radio because it must be presented solely
through dialogue and sound. Because the audience can’t see the characters or
the setting, the writer must present the exposition clarifying those elements
as early as possible. There is a tendency in radio writing to give exposition
through verbal description; as in any good play, however, it should be pre-
sented through the action. To solve the problem, radio sometimes employs a
technique rarely used in other media: the narrator. The narrator can be part
of the action (for example, a character talking to the audience about what’s
happening), or be divorced entirely from the drama.

Preparation
Preparation, or foreshadowing, is the unobtrusive planting, through action
and dialogue, of material that prepares the audience for subsequent events,
making their occurrence seem logical and not arbitrary. Proper preparation
validates the actions of the characters. How many times have you watched the
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end of a play and said, “Oh, that character wouldn’t have done that,” or “That’s
too pat an ending”? Always keep in mind that when vou have a character take
an action that precipitates the climax or resolves the play, that action should
come out of the kind of person the character is, and be something that the
character had to do. It should not be something that you had them do in
order to complete your plot line. The audience should never be able to say,
“Oh, how surprising!” but should always say, even if they didn’t expect it,
“Why, of course!”

Television. The writer should prepare the audience in a subtle and grad-
ual manner for the subsequent actions of the characters and the events of the
play. Nothing should come as a complete surprise. The audience should be
able to look back, after some action has taken place, and know that the action
was inevitable because of the personality of the character who performed the
action, or because all of the circumstances leading up to the event made it
unavoidable. The short time for the video drama makes it necessary to con-
dense the clues of preparation and integrate them early in the script.

Radio. Because the radio writer cannot present the preparation visually,
with all its subtle nuances (for example, a close-up showing a character carry-
ing a knife, when otherwise the character seems to be a nonviolent, peaceful
person), vou must be certain that just because you know what the character’s
motivations are vou do not fail to let the audience know. If anvthing, radio
requires an overabundance of preparation.

Setting

Setting is determined by the form of the play as well as by the physical
environment of the characters. It reflects the type of play: realistic, farce,
fantasy. As well as presenting locale, background, and environment, setting
serves the psychological and aesthetic purposes of the play and the author,
creating an overall mood for the audience and the performers. All settings are
designed to most effectively show the actions of the characters, and must be
integrated with the forward movement of the play.

Television. Television drama essentially conforms to the play of selective
realism, in both content and purpose, and realistic settings usually are re-
quired. However, the electronic and mechanical advantages of the medium
make it possible to create any kind of setting at any time, from the fantasy set
of a dream sequence or flashback, to the nonrealistic setting of science fiction.
Music videos influenced the aesthetics of setting and direction in commercials
and subsequently in dramas themselves, such as Miami Vice.

While a continuous-action show taped in a studio poses a limitation on
the size and number of settings, even there the use of pre-taped materials and
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out-of-studio scenes, edited into the live-type production, opens up the set-
tings considerably.

Radio. Radio settings are limited by the need to present them through
dialogue and sound, but the presentation is limited only by the imaginations
of the writer and audience. You can put the audience into any setting you
wish, far bevond that available to the video writer, even with the most sophis-
ticated spccxal visual effects.

Movement from setting to setting can be accomplished through silence,
fading, narration, a music bridge, or sound effects. Note in Chapter 2 the
example of the audience being with the character in a car about to go over a
cliff, and the option the writer has of keeping the audience at the top of the
cliff, watching the car fall into the chasm, or going down with the driver.

Don’t skimp on sound. The sound effects accompanying the actions of
the characters clarify the setting. Exits and entrances of characters must be
made clear through 'sound. Music establishes the mood and atmosphere of a
setting. Sound and music provide transitions of time and place.

While you are not likely to write a play in commercial radio, you may
well be creating settings for radio commercials and features.

* Developing the Script

Now vou know the principles of good playwriting! That doesn’t guarantee
that you can write a good play. You need inspiration and talent as well.
Suppose you have them. You're still not ready to write the play. First comes
the scenario or, as it is also called, the treatment, outline, or summary. Except
for the occasional acceptance of a completed script from a known and experi-
enced writer, a television story editor first wants to see a treatment.

The Treatment, Scenario, or Outline
The definitions for scenario, treatment, summary, and outline vary. Sometimes
the terms are used interchangeably. Sometimes, as in this book, summary and
outline refer to a short, preliminary overview of the proposed script, perhaps
only a few pages in length, and scenario or treatment to a longer presentation,
ranging from a fifth to a third and more of the length of the projected final
script. The Writers Guild of America, East, advises, in its booklet Professional
Writers Teleplay/Screenplay Format, that “nearly every teleplay/screenplay be-
gins with an outline which in more detailed form is called a treatment. It is
a scene-by-scene narrative description of your story, including word-sketches
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of vour principal characters. A treatment might also include a few key cam-
era shots and a sprinkling of dialogue” The Guild suggests the followmg
length guidelines for outlines/treatments: 10-15 pages for a half-hour tele-
play, 15-25 pages for one hour, 25-40 pages for 90 minutes, and 40-60
pages for the two-hour play.

The treatment/scenario or summarv/outline gives the story editor and
the producer a narrative idea of what the play is about. It tells them whether
the proposcd scnpt fits the needs of their particular program. Its a waste
of the writer’s time to prepare a full script if the play, no matter how good,
does not conform to the formula of the specific show.

Some producers/story editors want to see a short outline or summary
first, to determine if the overall idea is on the right track. If they like the
summary, thev then ask for and evaluate the scenario or treatment. And,
finally, if the treatment is approved, they will ask for a complete script. On
occasion, the writer may be asked for all three at once to facilitate the total
process (and working time) for the producer/editor.

The outline/treatment not only helps the prospective buver, but can be
of immeasurable help to the writer as well. It can tell you whether or not
you've got a good play. Careful development and analysis of the treatment can
help vou eliminate weak points and strengthen good ones. It provides vou
with a continuing series of checkpoints in the construction of your play, which
can save vou exhausting work and valuable time by catching problcms before
they are written into the script. This avoids complete rewrites later to elimi-
nate them.

Before vou create the “public” treatment for submission, you should
prepare a detailed working treatment designed to help vou construct the play.
It should contain the purpose of the play, its theme, background, characters,
basic plot line, and type of dialogue. You should include case histories for all
of vour characters. Prepare plot summaries for each projected scene in chron-
ological order. Write down the elements of exposition and preparation. As
vou develop the plot sequences and think about the characters’ actions, insert
important or representative lines of dialogue consistent with what a given
character would say and the manner in which he or she would say it. Even in
its simplest form, this kind of working treatment will clarify for you all the
basic structural elements of the play before you begin writing it.

While the working treatment may be as long as or longer than the final
manuscript, the treatment prepared for submission is shorter because it con-
centrates on a narrative of the plot, character descriptions and actions, and
sample dialogue. As noted in Chapters 2 and 3, if vou are writing visually you
may insert those camera and effects directions that substitute for dialogue and
are necessary to convey exactly what you want the audience to see and feel.

In Chapter 3 you read a sample outline and a sample treatment, preced-
ing the format cxamplcs for the Gladvs-Reginald beach scene. The outline was
only one paragraph in length and the treatment two paragraphs because they
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referred to only one page of script. The Writers Guild sample formats in
Chapter 3 are a bit longer and are represented in treatment form by the
following:

“The Lost Men”
An Outline for a 1-Hour Teleplay
by
Billy Bard

ACT ONE

The scene is a typical suburban railroad station. It is evening, and commuters are pour-
ing out of the station into wife-chauffeured cars. Among themn we see JACK DOBBS, a balding
but powerfully built businessman of 40. His friend, FRED McALLISTER, offers him a lift, but
Jack says he will wait for his wife. After several minutes of waiting, Jack decides to flag the
station taxi instead.

A few minutes later, the taxi pulls up to a lovely colonial house. Jack pays the driver, and
gets out. Then he looks very puzzled by what he sees. The grass on the lawn is overgrown, and
an elderly white-haired WORKMAN is nailing wooden boards across the windows. Jack asks
the Workman what is going on, but the Workman ignores him. Jack becomes angry. He de-
mands an answer, pointing out that he lives here. The Workman replies that he must be mis-
taken; that no one has lived in this house for the past five years! On Jack’s bewilderment and
anxiety, we fade to black.

We are in the office of DR. HARRY WESTON, psychiatrist, who is listening to the tale of
his patient, Jack Dobbs. Ete., ete.

From Professional Writer Teleplay/Screenplay Format,
written by Jerome Coopersmith.

The Script: Analysis
Following the first working treatment —and as many subsequent ones as nec-
essary to make your preparation as complete as possnble vou'll arrive at the
point where vou feel readv and confident to flesh out the plav This is where
the pleasure of accomphshmcnt comes in, for most playwrights the most
enjoyable part of writing. If youve planned well, the play will virtually write
itself. If you find that some radical departures from the treatment are needed,
then vour preparation was not as good as it could or should have been. Go
back to the treatment and shore it up, even if you have to start all over.
Otherwise, vou'll find that although you may complete most or all of the first
draft of the play, vou'll need many more extra drafts to repair all the holes, in
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the long run requiring much more time and effort than you would have
needed with proper preparation.

The following working treatment or scenario is one example of how one
writer develops and checks a script. The column on the left is the detailed
outline, the action summary. It is this action summary that could serve as the
outline or treatment to be submitted to a producer/cdltor The submission
would not include the right-hand column functional analysis or the left-hand
column reference numbers.

The functional analysis can serve two purposes. One is for the writer’s
personal use, to help determine whether all of the dramaturgical elements that
go into a good play are being used properly. The second is as a learning
device —exactly as it is used here —to help the student understand the struc-
ture of a play in terms of key dramaturglcal prmcnples

This play, With ngs as Eagles, is simple in its format, transitions, and
settings. It was written for live-type taped production, much like the play vou
might write in a college television writing course for production by a college
television directing class. The treatment and functional analysis, preceding the
script itself, is somewhat condensed; as a full scenario or treatment, it could
contain longer and more precise analysis of characters, additional dialogue,
and more plot detail for submission to a producer/editor.

Following the functional analysis is the first act of the play itself, so you
can see how the writer filled out the structure from the treatment and the
analysis. Match them up and determine whether the playwright achieved in
the script what was intended in the treatment. Note that the scenario or
treatment is alwavs written in the present tense in order to convey a sense of

the present, of the play unfolding on the screen. While the treatment format Y
here is annotated for instructional purposes, the scenario or treatment usually
is written in straightforward narrative form.
WITH WINGS AS EAGLES

ACTION SUMMARY FUNCTIONAL ANATYSIS
The time is the early 1960s. The setting is a [@¢H)
Jewish ghetto in an unnamed Near East Exposition: the place, time, situation, the
country. The camera opens on a muddy village background and the needs of the people.
street and pans one wood and mud-baked hut (How effective is this semi-documentary
to another. A Narrator sets the time and place, approach to exposition, coming through a
describing the poverty of the inhabitants, and narrator as well as through visual action?)

how their history shows that though they live
in hunger, sickness and oppression, they will )]
find the promised land.(1) The Narrator men- Preparation: for their eventual departure
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ACTION SUMMARY

tions that few have ever seen an automobile
and few would believe that such a thing as an
airplane exists.(2) He stresses that in all
their ignorance and poverty the people have
hope of going to the promised land.(3)

Reb Simcha goes from house to houss, calling
the people to a meeting. He does so stealthily,
undercover.(4)

At one house, that of Simon and his son,
Aaron, Reb Simcha encounters opposition to
the meeting. At Aaron’s insistence Simon fi-
nally agrees to go. We see that Simon's house
is well-furnished, unlike the others.(5)

We follow Simcha to his own house. The house
is fixed up as a small synagogue. He prays:
“Please, God. This time, make men's words
truth”(6)

His daughter, Leah, enters. Reb Simcha com-
Plains about his tired feet.(?)

Leah says she saw some of the peopls, and
that Aaron saw the rest, and that all are
coming.(8)

CHATPTER FOUR

FUNCTIONAL ANALYSIS

for Israel and for the climax involving the
airplane flight.

&)
Preparation for the conflict: the stress on
the hope of going to a promised land subtly
suggests the conflict: will they or will they
not be able to go?

@
Exposition: shows the kind of existence of
the people: fear, oppression.

1))
Preparation: for Simon's opposition, and for
Aaron's opposition to his father.

1))
Exposition: shows another aspect of the vil-
lage life: someone in comparatively good
circumstances.

C))
Conflict: Without a clear statement yet, we
learn something may be in opposition with
something else. This is preparation for the
revelation of the conflict.

C))
Exposition: Reb Simcha's environment and
profession.

™
Preparation: The tired feet play a humorous
part throughout and are particularly im-
portant for comic pathos at the end of the

play.

®
Preparation and complication: We are pre-
pared for Aaron’s break with his father
through the revelation that he is working
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ACTION SUMMARY

Leah sees her father is worried and gets him
to tell what it is. He says he hopes the words
he heard from the government representative
are true. His people are supposed to leave for

the promised land the next morning; but from

an open field and without belongings.(9)

This worries him. He does not know how they
will go, from an open fleld. “How do we go?”
he asks. “We fly, maybe, like a bird?"(10)

He doubts that his people will believe him and

be ready, and if they are not ready they will
not be able to leave again. He doubts, himself,
for such promises have been broken for
centuries.(11)

Aaron comes for Leah. Leah and Reb Simcha
talk about her intended marriage to Aaron.
Leah is worried because his father, Simon, is
friendly with the authorities and makes
money as the official merchant in the ghetto
and may not want to leave. He may prevent
Aaron from leaving. Reb Simcha tells Leah
that when they go to the promised land, she
and Aaron will go hand in hand.(12)
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FUNCTIONAL ANALYSIS

on Reb Simcha’s side. We are prepared for
the relationship between Leah and Aaron in
that they are working together. This prepa-
ration ties in with the later complications:
Aaron vs. his father; Aaron and Leah's love.

1))
Conflict: It is made clear here. The people
are supposed to go to the promised land.
The doubts set up the conflict: the people
against the government powers. Will they or
will they not reach the promised land?

10)
Preparation: Again, the reference to flying,
preparing the audience for the climax.

11
Preparation for complication: the dissen-
sion among the people themselves, which
might prevent them from achieving their
goal, is foreshadowed here.

(6-11)
In the revelation of Leah’s and Reb Simcha's
actions, we get their characterizations.

(12)
Preparation for complication: Will Simon
stop Aaron and Leah; will this result in a
delay or complete betrayal of all of the
people?

(12)
Exposition: Simon's background and profes-
sion is revealed more clearly.

12)
Reb Simcha’s need to assure Leah prepares
the audience for trouble in this respect.
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ACTION SUMMARY

The next scense, in the Police-Military office in
the town. Dr. Ezam, the diplomat, arranges
with the Lieutenant in charge for transporta-
tion and clearance. The Lisutenant does not
want the people to go because they are helpful
to the town. “They stay in their place,” he
says. They work for the town's businessmen at
low wages.(13)

Dr. Ezam insists that they be permitted to
leave, citing a United Nations ruling. The
Lieutenant says he will agree to that, but if
they are not ready and at the open field on
time, he will not let them leave. He says a lot
of people in the town would not like them to
go. He intimates that they may not leave, any-
way. They verbally fence with political, moral
and practical considerations.(14)

The next sequence is in Simon and Aaron's
house, where Simon and Aaron argue. Aaron
is disturbed because his father cooperates
with the authorities. Simon explains that he
must do it to live well and to keep his promise
to Aaron’s dead mother that he would provide
for him. Simon doesn’t want to go to the meet-
ing, fearing trouble from the authorities. Si-
mon also wants his son not to see Leah again.
They argue bitterly, and Simon decides to go to
the meeting to stop Reb Simcha's foolish
plans.(16)

CHAPTER FOUR

FUNCTIONAL ANATYSIS

(13)
Exposition: We set the attitude of the offi-
cials toward these people and the people’s
place in the community.

(13)
Preparation: We are prepared for the at-
tempt of the town to keep them from going;
the motivation: cheap labor.

(14)
Preparation for complication: It is clear
that the Lisutenant will try to stop the
departure.

(13-14)
The discussion and action reveal character.

(18)
Complication: The conflict is complicated by
Simon’s avowal to stop the proposed exodus,
to fight Reb Simcha. It is further compli-
cated by the avowed intention to step be-
tween Leah and Aaron. The rising action,
moving toward an inevitable clash, is
apparent.

(18)
Exposition: We have further understanding
about Simon and Aaron’s background and
motivations.

(18)
Preparation: Simon’s reasons for what he
does are understandable, if not acceptable,
and we see he is not a one-dimensional ty-
rant, thus preparing the audience for his
actions at the end of the play.
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ACTION SUMMARY

The next sequence is in the Lisutenant'’s office.
The Lisutenant makes plans with one of the
town's merchants, Rasin, to stop the depar-

ture. They decide to detain one of the villagers.

“They're a thick people. If one were detained
they wouldn't leave without him.” Because of
Dr. Ezam, they look for legal grounds for de-
tention, such as one of the villagers “leaving”
the ghetto without permission.(16)
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FUNCTIONAL ANALYSIS

(15)
The sequence is character-delineating.

(16)
Complication: Another block in the way of
the people’s exodus, thus heightening the
conflict.

(16)
Preparation: We learn what the probable
trick will be for detention and for stopping
the departure.

WITH WINGS AS EAGLES

ActI

Open FS Map of Middle East

Pan across map, picking no special spot, dolly
in, dissolve to a miniature of a small city, sev-
eral new white buildings and off, at one side, a
dingy, dirty-looking section, with mud huts
and shacks.

Key in ext. of the town, showing the street of
the mud huts and shacks.

NARRATOR (VOICE OVER): This is a map of
the Middle East: Egypt, Syria, Iraq, Jordan,
Israel. Of Arabs and Jews. Of cities and des-
erts, of camels and motorcars, of hopes and
fears, but mostly of people. This is the city of
Mabbam. In what country? It doesn't matter.
Like in many other of these towns outside of
Israel there are small Jewish populations.
Hebrew might be a better term, for these peo-
ple are the direct descendents of Isaiah and
Abraham, those who were led by Moses
through the wilderness to the promised land,
who fell by the waysides. The waysides grew
into sections and streets ...

... like that one. Tikvah Street, it's called. Tik-
vah means hope. That is about all they have,
these Hebrews —hope. There is no special in-
dustry, no principal occupation —unless one
can call hunger, fear, sickness and poverty
occupations.
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Pan down street, show dirt streets, wood and
mud-baked huts.

Dissolve to CU of a fist knocking on a door.
The door opens revealing a small, cluttered
room. Several small children cower in the
back. Hannah, a woman of about 40, but look-
ing tired and worn and much older, in tattered
clothing, is at the door.

CU feet moving along the dirt street. CU fist
knocking again. Door opens. A man, Schloem,
the street-washer, old and wizened, stands in
back of the door. Esther, his wife, stands in
back of him. They are both in their late
sixties.

CHAPTER FOUR

It is not easy for the Hebrew these days. The
new state of Israel has been steadily growing
and the other countries hold no love for these
people whose kinsmen they have fought and
continue to fight. The Hebrews are beaten,
jailed and starved. Everything the centuries
have visited upon their brethren has not
stopped because they are suddenly thrust into
the middle of the 20th century. And that is an
odd thing, too, for although the calendar of
the Western world reads in the 1960s, the en-
vironment of these people is that of centuries
before. No newspapers, no movies, no automo-
biles. Few have ever even seen an automobile.
And as for airplanes, why nonse in this out-
village of Mabbam would believe you if you
told them that such a thing exists. But what-
ever else may be lacking, they have a rich her-
itage of spiritual inspiration. They have a
Rabbi. They have hope — the hope of a prom-
ised land. Poverty ... hope ...fear...

VOICE (OF KNOCKER, REB SIMCHA): (Reb
Simcha i8 not yet on camera.) Half-an-hour
after sundown. Tonight. At my house. (THE
DOOR CLOSES.)

VOICE (REB SIMCHA,; OFF-CAMERA): Half-
an-hour after sundown. At my house. Tonight.
(SCHLOEM CLOSES THE DOOR FURTIVELY.)
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CU feet moving again. This time they reach a
small concrete patch in the street. The fist
knocks on a door, ignoring the knocker there.
The door is opened by a good looking young
man of about 25. This is Aaron.
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VOICE (REB SIMCHA; OFF-CAMERA): Your
father? You haven't told him?

A ARON: No. A moment, please.

(AARON RETURNS A MOMENT LATER WITH
A LARGE, PORTLY MAN OF ABOUT 50. THIS
IS SIMON, HIS FATHER, THE MERCHANT OF
THE GHETTO. THE INSIDE OF THE HOUSE
CAN BE SEEN. THERE IS SOME FURNITURE,
INCLUDING A BED WITH A BEDSPREAD, TWO
COMFORTABLE CHAIRS, A TABLE WITH A
CANDELABRA. IT IS POOR, BUT WEALTHY
IN COMPARISON WITH THE HOMES OF HAN-
NAH, THE WIDOW, AND SCHLOEM, THE
STREETWASHER. SIMON IS DRESSED IN A
SUIT, NOT IN RAGS LIKE THE OTHERS.)

SIMON: What? What do you want?

VOICE (REB SIMCHA,; OFF-CAMERA): To-
night. At my house. At a half ...

SIMON (INTERRUPTING): Again? More trou-
ble-making?

VOICE: 1t is important.

SIMON: Always it is important. And always it
causes trouble. I've no time. I have to see
about some goods.

A ARON: We should go, father.

VOICE: (INSISTENT): It is most important.

SIMON: Well ... all right.
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CU feet agaln, walking down the street. They
stop in front of a door. This time the fist
doesn’t knock, but the hand opens the door, in-
stead. The feet go in, past two humble cots, an
old table and two rickety chairs, to a corner of
the room where a shelf is seen, with several

old and tattered books, two brass candlesticks.

In the wall there is a recession, the “Ark,” in
which is seen a rolled up scroll. This is the
“Torah.” CU of the Torah as a face bends to-
ward it and kisses it. Zoom out and see, fi-
nally, the person of the feet and the voice. It is
Rabbi Simcha, & man of about 50, dressed in a
black gown, wearing a “yarmulka,” the black
skullcap. He is bearded, a gentle face, worn,
but with eyes bright with hope.

CHAPTER FOUR

VOICE: Half-an-hour after sundown.

SIMON: (ANGRILY) All right! (HE SLAMS
THE DOOR..)

REB SIMCHA: Please God. This time, make
men’s words truth. (HE BEGINS TO PACE
BACK AND FORTH ACROSS THE SMALL
ROOM. THE FRONT DOOR SLOWLY OPENS. A
PRETTY YOUNG GIRL, ABOUT 23, A SOFT
FACE AND LARGE EYES, HER HAIR LONG
BEHIND HER BACK, COMES IN. SHE IS UN-
HEARD BY THE RABBI. SHE WATCHES HIM
A MOMENT. THIS IS HIS DAUGHTER, LEAH.)

LEAH: Father, your feet will wear off before
the floor will.

REB SIMCHA: (COMING OUT OF DEEP
THOUGHT) Oh, Leah! (HE LAUGHS, LOOKS AT
HIS FEET.) Oh, of course. The head sometimes
pays not enough attention to the feet. (SITS
DOWN ON ONE OF THE COTS, RUBS HIS
FEET.) They hurt. These feet will be the death
of me yet. (AFTER A MOMENT) Did you tell
them, Leah? About tonight?
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LEAH: Those I was supposed to. Aaron saw
the rest.

REB SIMCHA: They're coming?
LEAH: Yes.

REB SIMCHA: Good. (HOLDS HIS HEAD IN
HIS HANDS, AGAIN IN WORRIED THOUGHT.)

LEAH: (SITS DOWN NEXT TO HIM.) You can
tell me, father.

REB SIMCHA: (SMILING) Tell? There is noth-
ing to tell.

LEAH: Mother used to say —may she rest in
peace —“When your father says he has noth-
ing to tell, it is a sure sign he is bursting to
talk”

REB SIMCHA: (FONDLES HER FACE, WIST-
FULLY) You are like your mother. (AFTER A
MOMENT) I am worried.

LEAH: About the meeting?

REB SIMCHA: About the meeting, about the
authorities, about our people, about whether
what my ears heard today was really true or
just another one of their stories.

LEAH: But you said it was a government offi-
cial, a diplomat in a dark suit and bright
shoes who told you.

REB SIMCHA: And since when is it that diplo-
mats don't lie?

LEAH: Do you remember exactly what he
sald?
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CHAPTER FOUR

REB SIMCHA: He said, “Be at the field in the
north of the city with all of your people and
without belongings at nine o'clock tomorrow
morning. If you are there, you will go to the
‘promised land.’ If you are not, you will nat
g0 That's all he said. Not one word more.

LEAH: Somehow I don't feel it's a lie. Not this
time.

REB SIMCHA: Last time, you said not last
time. Next time, you'll say not next time. But
how do we go, if we go? We fly, maybe, like a
bird? And with no belongings. Perhaps...
they want to loot the few pitiful things left in
the ghetto?

LEAH: Perhaps?

REB SIMCHA: Leah, will our people believe
me this time? Will they take the chance and
come to the field? If we're not there, we won't
g0, he said.

LEAH: Aaron thinks they’ll come. I think so.

REB SIMCHA: So long now I have been prom-
ising the people. Soon you will go to the prom-
ised land, I tell them. Days? Years! Centuries!
Every day it is the same. Naaman, the carpen-
ter, comes to me and asks, “Reb Simcha, when
is it? Today? Tomorrow?” I smile and say, “not
today, maybe tomorrow.” Schloem, the street-
washer, says “tell me when it is, Reb. Today?”
And his eyes shine for a moment and I an-
swer “maybe tomorrow” and he is sad again.
For how long now this has gone on. Why
should they believe me now, just because a
diplomat has told me “tomorrow”™? I begin to
doubt. Is there a tomorrow?

LEAH: Don't doubt yourself. You can't take
them on a magic carpet. You can only give
them faith and lead them.
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REB SIMCHA: Faith! Words from a book. I
should find a magic carpet for them. (GETS
UP, GOES TO THE DOOR, LOOKS OUT.) A
ghetto: mud, dirt, barefoot people. (TURNS
BACK) What if they ask me how do we go?
What do I tell them? On the wings of an eagle,
like Isajah prophesied? Or do we walk for 40
years, like Moses? We have walked and wan-
dered enough, they will tell me.

LEAH: The authorities did bring us here from
the desert to get ready for the promised land.

REB SIMCHA: For cheap labor they brought
us here. To use our shoermakers and carpen-
ters. How long now? Two —three years.

LEAH: We must keep hoping and trying. Fifty-
four are left, father. Of all those from the des-
ert, only fifty-four left.

REB SIMCHA: So, I ask you, why should we
believe the authorities now?

LEAH: We have no choice.

REB SIMCHA: Simon has a choice. He will try
to convince the others not to go.

LEAH: Aaron will try to make him
understand.

REB SIMCHA: And how could we go, Leah? Do
we walk? Do we ride a camel? They will not
give us camels. What other way is there? One
of the machines with wheels that spit poi-
son? I have seen some of their automobiles in
the city. How many can there be in the whole
world? Not enough for us, at any rate. Besides,
the people are afraid of them.

LEAH: If we stand together and have faith, we
will find a way.
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REB SIMCHA: (SLOWLY LOOKS UP, SMILES)
My daughter is wiser than her father. I can
read from the Holy Book, so they say I am
wise. (SHAKES HIS HEAD) Wisdom comes
from here (POINTING TO HIS HEAD) and
here (POINTING TO HIS HEART). (GETTING
UP) I feel better.

(LEAH GOES TO THE DOOR, LOOKS OUT,
COMES BACK)

REB SIMCHA: Is there someone?

LEAH: I hoped.

REB SIMCHA: Aaron?

(LEAH NODS HER HEAD)

REB SIMCHA: A good boy. An honest boy.

LEAH: You don't mind me seeing him so
often?

REB SIMCHA: Should I mind?

LEAH: Some of the people say a girl should
not see a young man until they know they are
to be married.

REB SIMCHA: So? There is something wrong
in seeing a young man? Your mother used to
see a young man. (POINTING WITH PRIDE AT
HIMSELF.) Me! (AFTER A MOMENT) But
Aaron’s father, that's another matter.

LEAH: You think he'll try to stop the people
from going tomorrow?

REB SIMCHA: Simon has worldly goods here.
He's friendly with the authorities. They let
him do all the selling in the ghetto. About
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SLOW DISSOLVE TO POLICE-MILITARY OF-
FICE OF MABBAM. The Lisutenant, dressed in
a military uniform, about 35, hard-looking,
authoritative, is seated at his desk, going over
some papers. Standing in front of the desk is
the diplomat, Dr. Ezam, about 50, dressed well,
immaculately. He is distinguished-looking,
with a gentle, yet determined manner.
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Simon I don't know. But when we go to the
promised land, you and Aaron will go hand
in hand.

DR. EZAM: They'll go, Lieutenant. They'll
all go.

LIEUTENANT: It's your idea, Dr. Ezam, not
mine. A 1ot of people in this town don't like
the idea of you people coming from the gov-
ernment and changing the way we do things
here.

DR. EZAM: Perhaps. But this is an official
agreement made with Israel through the
United Nations. And the Americans are pro-
viding the transportation.

LIEUTENANT: There are people in this town
who do all right by these Hebrews. They stay
in their place. They work for us when we
want them. It saves us money, and they don't
need so much to live on. You know the way
they live.

DR. EZAM: I have heard that there have been
many deaths in the ghetto here.

LIEUTENANT: (STARTING TO SAY SOME-
THING, THEN IGNORING THE LAST RE-
MARK) All right. You gave me the orders.
(NODS TO THE OFFICIAL PAPERS) I'll grant
them free passage to the fleld at the north of
town at nine in the morning. But I don’t ap-
prove of this whole idea.
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DR. EZAM: Approving is not your job,
Lieutenant.

LIEUTENANT: I will do my job, Dr. Ezam. But
if they're not ready, then they don't go. They
stay in the ghetto. The orders say tomorrow at
nine and nothing else.

DR. EZAM: It's been a long time they've been
searching for the promised land. They’ll be
ready.

LIEUTENANT: You almost seem to feel sorry
for them.

DR. EZAM: Sorry? No. A little envious,
perhaps.

LIEUTENANT: Envious? Of Jews?

DR. EZAM: Why are you so bitter against
Jews, Lieutenant?

LIEUTENANT: Why? Well, because ... well ...
because ... they're Jews!

DR. EZAM: It must be a good feeling for them,
Lieutenant, to be living the fulfillment of a
prophecy. Think for a moment. For five thou-
sand years there has been prophecy, expecta-
tion and hope. The greatest thing, you feel,
that history has to offer mankind. Then, sud-
denly, in your lifetime, in your generation, in
your year, your minute, it happens, and you
are part of it.

LIEUTENANT: You don't have to preach to me.
DR. EZAM: (QUIETLY) I didn’t intend to. You

are an officer. Your job is duty. I am a diplo-
mat. My job is understanding.
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LIEUTENANT: If I had my way, we military
would be the diplomats, too. Diplomats! Talk,
talk, talk! Sometimes I wonder whether you
ever accomplish anything.

DR. EZAM: So do 1. But, then, when I look
back, I know. Civilization lives by talk. It dies
by force.

LIEUTENANT: Well, I suppose we both have a
job to do.

DR. EZAM: (HALF TO HIMSELF) And I won-
der where the balance lies ...

LIEUTENANT: (SIGNING AND STAMPING
SOME PAPERS) Hmmm?

DR. EZAM: Nothing.

LIEUTENANT: Here are your papers. Clear-
ance for them. I tell you again, Dr. Ezam.
They're scheduled for nine in the morning. If
they're not ready they don't go. That's my duty.
A lot of people in this town would like to keep
them here.

DR. EZAM: That's the second time you've said
that, Lieutenant. Why?

LIEUTENANT: No matter.

DR. EZAM: (AUTHORITATIVELY) Why?
LIEUTENANT: (SMILING, CONFIDENT) Some
of those Jews know when to be good Jews.

There are some ... who like it here.

DR. EZAM: I've told their Rabbi. He'll have
them ready.
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DISSOLVE TO SIMON'S HOUSE. SIMON AND
AARON ARE ARGUING.

CHAPTER FOUR

LIEUTENANT: The Rabbi's a troublemaker.
They know it. They're poor peopls, with no ed-
ucation, your Jews. A wrong word hers, a
wrong word there ... well, youll see.

DR. EZAM: I think they’ll be ready. It's their
only chance.

LIEUTENANT: (STILL SMILING) We'll gee ...
you don't know those Jews! You don't know
that ghetto!

A ARON: You don't know this ghetto, father.
You sell them goods, you take their money. But
you don't know them.

SIMON: I know them well enough, Aaron, my
son, to know they're not so stupid as to keep
following that Reb Simcha. Another meeting.
For what? To pray? To tell stories? To cry
about how bad thi