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PREFACE

The Radio Announcer’s Handbook is designed
for the practicing radio man and for the career-
minded student. It necessarily contains much that is
well known to the announcer and, likewise, much
that is common currency to the speech student, but
there is no book on radio announcing containing the
knowledge of both groups that is available to either.

I have attempted to fill the need because I have
had experiences in both the announcing and the
speech fields. I have worked professionally in the
radio industry for over fifteen years as a vocalist,
script writer, actor, announcer, and producer, and
for the past ten years I have also worked at being a
speech teacher. For the past three years I have been
trying to re-evaluate what I learned as a radio per-
former in terms of what I profess as a teacher.

This present volume is an outgrowth of my
attempts to teach speech students the rudiments of
announcing. At first I was teaching them speech,
and some of them wanted to become (and some
eventually did become) announcers. Then I began
to have announcers studying speech. And finally I
was requested to attempt to teach announcers to
announce. The drill material and many of the opin-
ions contained in this book reflect this teaching
approach to practical announcing. The material in
the chapters on skills and on ad libbing has been
tried on successive classes of students and has been
revised each time in the light of what they and I have
learned. The drill material, which I have winnowed
from great sheaves of other similar announcing ma-
terial, has been successful with the students in those
classes.

I have attempted an informal written style in con-
formity with that of the radio profession itself, and
one that is suited to oral reading. That is, the textual
material can be used for additional oral reading drill.

The exercises and drill materials have been selected
and arranged for a cumulative effect. The exercises
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follow a definite lesson plan—that is, Exercise 1o de-
pends upon the successful completion of Exercises 1
through 9. And while the student concentrates on
the communication of ideas he can also be working
on the improvement of his voice control, his
pronunciation, and the development of his mike
technique.

The drill material is also designed to develop pro-
ficiency in the pronunciation of four foreign lan-
guages, French, German, Italian, and Spanish, the
four languages most commonly used by the Ameri-
can announcer. The pronunciation of all four may
be acquired by a mastery of the rules given in
Appendix II.

With few exceptions, I have used radio announce-
ments for the drill material, and wherever possible,
radio copy from commercial stations so that the
student announcer could familiarize himself with
the material of his profession. No class, however, can
cover all the material in these drill assignments. The
first forty exercises comprise the material usually
covered in a one-semester, three-hour course. The
others can be used to replace any of the assigned
exercises or for supplemental drill. Although indi-
vidual students may read only a paragraph or two
for each performance, I have included the scripts in
their entirety because of their greater interest and
because the announcer should familiarize himself
with as much radio copy as he can read.

The “Announcer Vocabulary Drills” are included
to help the announcer improve his pronunciation. If
the student transcribes the words phonetically in his
text he will familiarize himself with the phonetic
alphabet and with the preferred pronunciation. The
vocabulary drills were compiled from words with
which professional announcers had difficulty or
which they fluffed.

I cannot footnote the debt I owe to the men of the
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radio industry and the teaching profession. A man
is a composite of all the people he has known and all
the books he has read. I owe an especial debt of grati-
tude to the faculty of the speech department of the
University of Iowa for their stimulation and think-
ing, principally to Professors E. C. Mabie, Dr. Harry
G. Barnes, and Dr. Grant Fairbanks. I owc a similar
debt to W. B. Way, Bill Gillespie, Jim Randolph,
Watt Stinson, Howard Hamilton, and many another

PREFACE

in the radio industry for his stimulation and help.
And to my students and to members of the faculty
here, Professor H. P. Wheeler of the Department of
English, and H. R. Jones and Nancy Kerr of the
Department of Speech, on whom I have experi-
mented, my heartiest thanks.

B.G.H.
Tulsa, Oklahoma
October, 1947
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I
THE RADIO ANNOUNCER






Chapter T.. THE ANNOUNCER’S
QUALIFICATIONS

Radio announcing is a new profession. The fact
that its qualifications are not universally established,
thoroughly understood, or generally adhered to is
due to the youth of the radio industry. Because of the
industry’s rapid growth and great wealth the profes-
sion of announcing has many times been slighted
and ignored; because of the glamour surrounding
the industry, announcing has attracted many per-
sons without professional training and without a
professional attitude.

The announcer’s lack of training and professional
pride has caused his profession to be taken lightly
within the industry. Many radio station managers
consider announcers as apprentices who will even-
tually work up to responsible positions within the
sales force. In many stations the announcer has no
authority to make decisions on program policy but
must ask the permission of the engineering staff. In
too many stations the announcer is considered irre-
sponsible and of little consequence.

This attitude within the industry is not without
justification. Too many times the announcer has
been little more than a tramp, moving from one job
to another. He has had all the color and ego and
vices of the journeyman reporter without the re-
porter’s professional skills. There are many points
of similarity between the itinerant radio announcer
of today and the news reporter of bygone days.

The typical expert radio announcer of today, the
leader in the profession, has had little specific train-
ing for the work he is doing. He has come from the
entertainment or business fields and has developed
with the industry. Today, however, the adolescent
is attracted to the profession because of the glamour
surrounding it. The announcer, as well as the re-

porter, is in “the know.” He is in the midst of all
community activities; he moves within the enter-
tainment world. His profession carries public recog-
nition and acclaim. And since the leader in the pro-
fession has been without specific training, the starry-
eyed high school student illogically concludes that
he himself needs none; thus we have the pitiable
situation of the untrained, immature high school
announcer serving the industry and the public.

Such a state of affairs could not long exist. The
networks, the first to attempt to cope with the prob-
lem of qualifications for the profession, have rapidly
raised the tone of the entire profession. But local
stations and students have given too little attention
to these network statements on qualifications for
announcers.

The Columbia Broadcasting System, for example,
has briefed its requirements for announcers as
follows:

1) A college education or its equivalent,

2) A proved experience as announcer in one or more
of the broadcasting stations in the country.

3) Excellent diction and accurate pronunciation not
identifiable with any particular section.

4) Voice and air personality which is distinguishable
without affectation.

The National Broadcasting Company makes these
specifications in its pamphlet, The Selection and
Training of Radio Announcers:

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

Among the members of the profession and among
station managers it is generally agreed that the
announcer’s qualifications can be grouped under
two headings: physical and educational.

PHYSICAL QUALIFICATIONS

Announcing makes great demands on the health.
The Roman saying “A sound mind in a sound body”
can be given an accurate twist for announcers, “A
sound voice in a sound body.” All voice teachers
stress the necessity of good health for the best voice
production—and since the voice is the announcer’s
livelihood, he must be healthy.

The nervous strain of announcing isanother reason
for good health. The inexorable demands of the
clock, the necessity for quick thinking, the hyper-
tension of the broadcasting act itself all take a toll
that only a healthy announcer can pay. Moreover,
only a healthy man can possess the emotional sta-
bility this profession requires.

Health is the subject of so much of the broadcast
copy each day that the announcer should be in sound
physical condition. Nothing is so ludicrous as the
cold-clogged announcer attempting to recommend
a head-cold remedy to the listener, or the obviously
exhausted announcer talking of the pep and energy
to be found in some breakfast food or vitamin pill.

Realizing the importance of health in their an-
nouncers, managers have consistently cut the length
of mike time announcers put in, and expect the
announcer, in turn, to stay fit and to be fresh and
rested when on duty. Tension before the micro-
phone is less when the performer is rested. Quick,
accurate decisions are possible only when the an-
nouncer is fresh and fit. In fact, effective communi-
cation is possible only when the announcer is in
good health.

No person should consider announcing as a career
unless he has a better-than-average voice. Most em-
ployers define a good voice as one that is “low, rich,

" 1Reprinted by permission of the National Broadcasting Company,
Inc.

and pleasing with a full, resonant quality.” Cer-
tainly, no one should consider announcing who has
a speech defect such as lisping, stammering, or
stuttering. No more should one consider the an-
nouncing career if he has imperfections in the speech
organism such as chronic inflammations, malformed
teeth and jaw, tongue or lip paralysis. An announc-
ing career should be sought only by that person
whose voice is of pleasing quality, of medium or low
pitch, resilient and rhythmical, and capable of ex-
pressing the entire gamut of thought and feeling.

Since the announcer’s voice is all-important to the
listener, it is often thought that his appearance is of
no consequence. Few station managers hold that
opinion, however, for announcers go before the pub-
lic on every “remote” broadcast, studio audiences
are a radio commonplace, and the announcer par-
ticipates in practically every community program.
An excellent announcer will not fail of employment
simply because he makes a poor appearance, but
many an indifferent announcer may be employed
because he is personable.

EDUCATIONAL QUALIFICATIONS

The employer is primarily interested in an an-
nouncer with a trained voice, but he wants a trained
mind to control that voice. The educational require-
ments for the announcer are threefold: a broad gen-
eral education, an intensive training in voice and
speech, and a knowledge of radio.

A college education is demanded by the networks
because it is believed that the best general education
is acquired in college. There the announcer is ex-
pected to familiarize himself with languages, music,
history, oral and written English, and business. It is
obvious that the more liberal and intensive the edu-
cation the better the announcer, for each day the
announcer is called upon to handle intelligently a
wide diversity of material. The more an announcer
knows of music and language the better he is able
to handle a musical program; the more he knows
of history and economics the better he is able to
interpret a newscast; the more he knows of English
and literature the better he is able to interpret his
announcements; and the more he knows of business,
marketing, merchandising, and salesmanship the
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better he is able to serve the sponsor and his
cmployer.

A college education is regarded as essential for an
announcer because it is believed that standards of
taste and the social graces so necessary in the profes-
sion are best acquired in college. The announcer
goes into the listener’s home through the medium
of radio and he mingles with the public in prepar-
ing his broadcasts; consequently he is constantly
called upon to exercise tact and taste.

Decisions of taste and decisions involving sponsor
relations and revenue are many times forced upon
the announcer; and the better his training the more
likely he is to make the right decision. Following
the news flash of the death of President Roosevelt,
the announcer on duty on a large, clear channel
station had a decision to make. It was a decision
involving taste and revenue. Should he play the
scheduled transcribed roach powder commercial, or
should he announce a musical interlude suitable to
the occasion? It would be pleasant to report that the
announcer knew he had a problem and did the
tasteful thing, but he did not. He announced the
commercial transcription, listened to its jingled
banalities, and was surprised when the public and
the station manager reproached him for his inex-
cusably bad taste.

Many American colleges and universities offer

excellent courses in speech training which provide
the drill in pronunciation needed to free the an-
nouncer from the handicap of regional dialect and
local peculiarities, and in which he can study voice
improvement, public speaking, and oral interpre-
tation.

Such voice and speech training is a musz for suc-
cess in announcing. The training extends beyond
the limits of formal education. No one should con-
sider the announcing profession who lacks a healthy
curiosity and interest in speech, and who is unwilling
to continue to practice, drill, and study every day for
the rest of his life.

Morcover, in a number of American colleges and
universities it is now possible to get fundamental
training in radio itself. Before the introduction of
these courses the announcer had to learn radio on
the job. In many instances he made costly and
foolish mistakes through no fault of his own. On-
the-job training is expensive and time-wasting, but
until recently it was the only training available for
the beginning announcer. The announcer needs
training in mike technique, in the requirements of
radio,and in the particular announcer skills. A small
station can provide it, but not as well as many col-
leges and universities now do. Much of this neces-
sary training is given in the following chapters.




Chapter II . . THE ANNOUNCER'’S SKILLS

Radio announcing can be learned. It is a highly
specialized speech activity, but the student having
the proper qualifications and a desire to improve
can learn radio announcing just as readily as any
other speech activity.

A highly successful NBC announcer and winner
of the H. P. Davis award, Jim Todd, immediately
comes to mind as an example of the announcer
whose proficiency is acquired. As a college student
he was refused the announcing role on a campus
carnival because his voice was too low, his manner
indecisive, and his speech undistinguished. Annoyed
rather than discouraged, he began a systematic pro-
gram of self-improvement.

He finally secured a job on a 250-watt station. He
listened carefully to the network announcers carried
on the station and tried to analyze what they did. He
put his salary back into recordings of his own voice.
He asked to be allowed to do everything around the
station, and as a result nosed into the files, read the
fan mail, worked the control board, wrote his own
continuity,and announced anything and everything.
He also made his family listen to him every day and
mail their criticisms to him—hard on the family
but good for him.

It wasn’t at all easy and he wasn’t an overnight
success, but within six years of his start in com-
mercial radio he was announcing the Chicago
Round Table for NBC and had won his first H. P.
Davis award.

Todd’s story is typical in the profession. Similar
accounts appear in the columns of the radio maga-
zines and trade journals, because the history of every
successful announcer follows much the same pat-
tern: a man with the necessary qualifications has
acquainted himself with the skills of his profession

and has then drilled himself until he has acquired
proficiency in their use.

Radio announcing is nothing more than an at-
tempt to communicate information—to make some-
thing known. Although the information may reach
millions, it is directed to the individual listener, and
the communication is complete only when the lis-
tener hears, comprehends, is interested, and then
acts upon what he hears.

Obviously, if no one is listening to the station at
the time the announcer is speaking, there is no
communication; and it should be just as obvious
that there is no communication if millions are listen-
ing and no one comprehends the message. When
Hitler’s Sportpalast tirades were carried by inter-
national hookup, millions listened, but only Ger-
man-speaking people understood. We were tuned in
and we listened; the voice and diction were there;
the ideas and emotions and personality were all
there, but the communication was incomplete
because we could not understand.

If the listener fails to be interested in the an-
nouncer’s message, even though it is heard and
understood, the communication is incomplete.
Everyone has heard a radio program at some time
or other which he could understand, but in which he
was not interested and which he therefore did not
comprehend. The telephone questioners of the
Hooper Survey say that many times they call lis-
teners who admit they have the radio turned on but
can’t identify the program or the station because
they “weren’t listening.”

If the listener does not act upon the announcer’s
message the communication is still not complete,
because in radio, as in almost all other speech activ-
ities, the purpose is the stimulation of action. The
action may be merely that of remembering some-
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thing or it may be that of doing something, but
unless the announcer’s message is acted upon there
is no real communication. If you fail to send in your
bottle top, or fail to “stay tuned to your friendly
Columbia station,” then the announcer has failed.

There is complete communication, to restate it
only when the announcer succeeds in four funda-
mental responsibilities: first, he must gain the atten-
tion of the listener; second, he must interest the
listener in himself and his message and hold that
interest despite other interests and distractions;
third, he must evoke the listener’s comprehension;
and fourth, he must move the listener to action.

To achieve such complete communication the
announcer must acquire proficiency in certain an-
nouncing skills. Within the radio industry there is
complete agreement that there are announcer skills,
but just what those skills may be has been the source
of long and bitter argument. The word “skill” is
used advisedly since the dictionary defines skill as
“ability to use one’s knowledge effectively; technical
proficiency; a developed or acquired ability.” The
announcer must have the professional qualifications,
but he can acquire and develop the skills, and he
should be interested in using his knowledge effec-
tively and in gaining technical proficiency.

Whenever radio announcers gather, the talk, natu-
rally enough, turns to radio announcers. And tech-
nical proficiency is always the theme of the talk,
though the subjects discussed will range from
“beards” to “bests.” “Beards,” which, in the radio
vernacular, are the mistakes and slips of the tongue
made by announcers, will consume little of the con-
versational time since they are good only for laughs,
and then the “bests” are discussed until the party
breaks up. “Who is the best announcer you ever
heard?” “Who is the best newscaster ?” “Who is the
best sports announcer?” Every field of announcing
comes in for discussion, and the opinions voiced in
these informal sessions are the best indication of
what the profession thinks of its practitioners and
their skills. One announcer will prefer this certain
network “great” because of his personality, another
prefers a different man because of his sincerity. An
objection will be raised: the first announcer is too
bombastic, the second teo syrupy. Someane else is
preferred and then criticized because he is too

pompous, or too superior, or too colloquial, or imita-
tive, or unthinking, or something else.

From just such “bull sessions” the precepts of
announcing have developed. To supplement the
work of these impromptu classes many radio sta-
tions have periodic staff meetings in which their
announcers are criticized constructively and de-
structively. Those meetings are often devoted to
attempts to clarify the announcer’s duties or to
standardize procedures, but most often they are
given over to discussions of the announcer’s skills.
Frequent attempts have been made to work out
audition forms so that there can be agreement on
what skills an announcer should have. Innumerable
times these meetings have bogged down in attempts
to define such skills as “voice control.” The follow-
ing list of skills, evolved from such discussions and
meetings, is offered as a point of departure. To some
program directors the list may seem incomplete, to
others it may appear too long. The terms are not
mutually exclusive, but I have used them success-
fully for several years.

The announcer’s skills are

1. Communication of ideas

2. Communication of emotion

3. Projection of personality

a. Naturalness

b. Vitality

c. Friendliness

d. Adaptability
4. Pronunciation
5. Voice control

a. Pitch

b. Loudness

c. Time

d. Quality

These skills can be arranged tabularly as an audi-
tion or rating chart as shown on the next page.

The rest of this chapter will define each of these
skills as it applies to radio. To use this rating chart
the announcer, the teacher, and the program direc-
tor should understand the meaning of the terms
involved. After the grader thoroughly understands
the terminology, he need only put a check mark
next the skill in the column which he judges best
describes the announcer’s ability. For my own pur-
poses I rate projection of personality and voice con-
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INFERIOR

POOR

AVERAGE

GOOD

SUPERIOR

COMMUNICATION OF IDEAS

COMMUNICATION OF EMOTION

PROJECTION OF PERSONALITY

NATURALNESS

VITALITY

FRIENDLINESS

ADAPTABILITY

PRONUNCIATION

VOICE CONTROL
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LOUDNESS

TIME
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Additional Comments:

Date Observer.
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trol as separate entities in addition to the various
characteristics that go into the make-up of the over-
all skill. An announcer’s projection of personality
may be only adequate, though he is superior in natu-
ralness, and inferior in vitality and adaptability. An
announcer’s voice control may be good, even if his
quality is poor. The grader may feel a need for a
greater range of ratings; the Army, for instance,
used seven marks shading from inferior to superior.
The grader is free to revamp this chart in any way he
sees fit.

COMMUNICATION OF IDEAS

The dictionary defines idea as “a representation or
presentation of sense, a mental impression”; thus
every radio announcement is an idea or a series of
ideas. “This is A.B.C.—the American Broadcasting
Company,” is the presentation of sense. But many
times announcers read that line so that it makes
poor sense, because they do not have an idea of what
they are saying. What broadcasting company is it?
It is the American, of course, as opposed to the
National, the Columbia, and the Mutual. Surpris-
ingly enough, many announcers stress the word
broadcasting, which is not the sense of the statement
at all. Today with radios more common than bath-
tubs, everyone knows he is listening to a broadcast-
ing source; what he may not know is which broad-
casting system.

The announcer, after reading his copy over, should
be able to enumerate the ideas in an announcement.
If the announcer can categorically state the mental
impressions he wishes to leave with the listener
many of the problems of communication will be
obviated.

In his now-famous address of last week, Premier Mus-

solini announced to the world that Italy could imme-

diately place nine million men in uniform, ready for war.

This statement aroused considerable discussion, doubt,
and alarm, as the case may be, throughout Europe and
the United States. To speak to you on this subject this
afternoon, the Columbia Network presents Major
George Fielding Eliot, who will discuss the question:
“How Strong is Italy P Major Eliot is the author of vari-
ous recent articles in leading magazines and co-author
with Major R. E. Dupuy of If War Comes. He was with
the Australian Imperial Force during the World War;

and for eight years was Captain, and then Major, in the
Military Intelligence Reserve of the United States Army.
CBS presents Major George Fielding Eliot.?

What are the ideas in that announcement ? There
are three: Mussolini says he has nine million men
ready for war; Major George Fielding Eliot will
discuss, “How Strong is Italy”; and Major Eliot is
an authority in his field.

To arrive at an understanding of the ideas in the
preceding announcement was not difficult, and,
since the announcer understood, the listener could.
But many times the ideas are more complex and the
announcer should paraphrase every announcement
to be sure he has a clear conception of the meaning.
Paraphrasing should become second nature to an
announcer, and until it is it should be required of
him by the program director, because it is the only
way the announcer can be certain he understands
the meaning of what he is reading. Frequently an-
nouncements are poorly or obscurely worded and
frequently the announcer may misinterpret the
announcement he reads, but if he understands the
announcement’s meaning, there is a good chance the
listener will understand also. There is an ivy-covered
academic joke that information passes from the note-
book of the professor to the notebook of the student
without passing through the mind of either. This is
true also of far too many radio announcements.

For communication, understanding alone is not
enough; the announcer should also remember the
ideas in the announcements he reads—at least this
is the opinion of many radio executives. Announce-
ments often close with a charge to the listener to
remember something, such as, “Remember, today
is the last day for Blank’s Big Sale!” or “Remember,
Blank’s telephone number, Pennsylvania 6500.”

The station manager of a clear channel station
in the corn belt believes that memorability is a very
important quality and has his announcer’s audition
copy written with a line in it to remember Blank
Department Store’s telephone number. After the
audition the announcer is interviewed by the station
manager and during the conversation he is asked to
dial Blank’s store. If he uses the telephone book to
place the call, he is refused a place on the announcing

1Max Wylie, Radio Writing (New York: Rinehart & Company, Inc.,
1939), p. 439
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staff, and told why he is not acceptable. That man-
ager believes the listener cannot remember what the
announcer does not make memorable.

For the announcer to understand and remember,
himself, is still not enough for complete communica-
tion of ideas; there must also be a strong desire for
the listener to understand. The speaker who knows
everything about his subject yet communicates little
to his listeners is unfortunately a common figure in
educational circles, but he wouldn’t last long in
radio. The announcer should not be conscious of
many listeners, nor of the microphone; he should
be aware of speaking to only one person. The lis-
tener usually is unaware that he is part of an audi-
ence sometimes numbering millions; the announcer
should be equally unaware of that audience. It is
the individual listener that is important in radio.
Radio copy is written for him and it is judged on its
personalization, by the frequency of the use of the
words you and yours. The announcer should re-
member this rule of good copy and speak to yo#.®

“Was that you I saw at the grocer’s—getting a package
of Chinese Wonder Pekoe Tea for just a penny—along
with your purchase of two packages at the regular price?

“Well, if that was you—congratulations! ...”

Properly read, that announcement should cause
each individual listener to look up when she is
asked, “Was that you I saw at the grocer’s?” The
listener, who has been to the grocer’s sometime re-
cently, should think that it was she whom the an-
nouncer saw. The announcer continues and describes

2There is apt to be confusion on this point. I stress the importance
of speaking to an individual listener and yet I will frequently quote
announcements in which the announcer obviously is speaking to a
group. This confusion will be removed if the announcer will note that
in almost every instance when more than one person is addressed, the
program has a live studio audience or implies the presence of such an
audience. The opening of a show may be addressed to a group, but
even in such an audience show, when the announcer delivers his com-
mercial he usually speaks to the individual listener.

This confusion for the announcer is aggravated by a similar confu-
sion in the industry. Ask any radio man about radio and he will tell
you it is the most intimate form of public communication—"it goes
right into the home.” Yet the same radio man will devise a program
that couldn’t conceivably go into the home. I think the confusion arises
from the fact that radio programs are of two types: in one, the program
enters the listener’s home, and in the other, the listener is added to the
program audience. It is absurd to think the listener would welcome a
full symphony orchestra in his living room, just as it is absurd to
imagine moving the listener to the studio to hear an announcement.
There are many programs that seem undecided as to just which type
they should be; they are highly personalized one moment and then are
bigger than the Hollywood Bowl the next.

For clarity the announcer should always think of himself as speak-
ing to one person unless he has a live audience; then he should attempt
to make the listener 2 member of that audience.

the woman he saw, the listener pays heed because
she might just be the person he is speaking of. At
the end of the first paragraph the announcer, who
is speaking to someone, naturally pauses for the
listener’s answer. He doesn’t pause because he is a
good speaker. He pauses because of his lively inter-
est in this woman to whom he is speaking. If he can
sense her, his reading of the next line is easy. His
listener has just said to him. “Why, yes, you did see
me there”—or, “Why, yes, it was!” and he replies,
“Well, if that was you—congratulations!” The fault
too often made in this announcement is the stressing
of the word “was.” “Well, if that was you.” That
never occurs if the announcer thinks of his listener’s
answer, and thinks of her personally.

It has been implied in the preceding paragraphs
that there are ways of communicating ideas tech-
nically. Emphasis and phrasing are essentially the
course material of texts and teachers of interpreta-
tion, and they are techniques the announcer should
master. But they should never be learned for them-
selves or by themselves. They are techniques that
critics have observed in the speech of men who suc-
cessfully communicated their ideas.

Reading is at the same time both easier and more
difficult than speaking. When you read you do not
need to grope for words to express your ideas, but
you must think harder to make the ideas clear. Since
the idea is the important element in the copy, the
announcer must master certain techniques of inter-
pretation so that he can re-create the writer’s ideas.

In any announcement the words naturally group
themselves first into breath groups or phrases, and
then into sentences and paragraphs. Breath groups,
when heard by a person unfamiliar with the English
language, often sound like single words. “Ladies-
andgentlemen” is an example, and hundreds more
could be cited. Americans are seldom aware of the
elisions in their own speech, though quick to be
confused by the same tendency in other languages.
Marta Abba, the great Italian actress, in order to get
the proper American rhythms in her American
roles, had her parts read aloud to her, and she placed
hyphens between all the words in the script that
sounded to her as if they were elided. Many times
the only words not joined by hyphens were those
separated by periods.
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Phrasing is important to the announcer because
it enables him to pause logically for breath, and
during that pause to formulate the ideas for the
following group of words while giving the listener
an opportunity to comprehend the meaning of the
preceding phrase.

Phrasing is dictated by the announcer’s desire to
be understood. Some of the technical aspects of
phrasing will be discussed here and in the following
pages, but it is important to remember that radio
phrasing has little to do with punctuation: some of
the punctuation symbols of written English are un-
necessary in oral delivery, and most of the writers
for radio have so little training in correct composi-
tion that the industry has devised a punctuation
system of its own intended solely for the oral reader.
The length of a phrase is usually determined by the
familiarity of the material included in it, and the
style of the announcer.

Walter Winchell gets “Good evening Mr. and
Mrs. North America and all the ships at sea, let’s go
to press,” all in one phrase. It used to be two phrases,
but the familiarity of the salutation has reduced it
now to one. Tony Wons, however, seldom gets more
than four words in a phrase, because he lingers over
each idea to bring out the meaning.

Phrases are of two types: those carrying the main
ideas, and those which contain qualifying or addi-
tional material.

Hello, everybody ... AMERICA SINGS is off on an-
other jaunt to the 1890’s . . . those years that were called
gay ...and sometimes frolicsome. Along the way we have
a story for you.... About the first young lady . .. to enter
Tin Pan Alley! (PAUSE) Hattie Starr was a good little
girl . . . a very good little girl. She practiced the piano
every time her mother told her to. As a reward ... ata
very tender age .. . Hattie was able to compose songs . . .
for her friends. .. .2

This narration from the ASCAP Radio Program
Service is an example of a prepared radio script dic-
tating the breath groups to an announcer by use of
radio punctuation. But let’s look at it as an example
of main and subordinate phrases. The announce-
ment could be rewritten like this with the paren-
theses marking off the subordinate phrases.

3Reproduced through the courtesy of the ASCAP Radio Program
Service, “America Sings,” May 29, 1944.

Hello, everybody . . . AMERICA SINGS is off on an-
other jaunt to the 1890’s . . . (those years that were called
gay . .. and sometimes frolicsome). Along the way we
have a story for you . . . (about the first young lady ... to
enter Tin Pan Alley!) Hattie Starr was a good little girl
.+ . (A very good little girl.) She practiced the piano
every time her mother told her to. Asa reward ... (ata
very tender age) ... Hattie was able to compose songs. . .

(for her friends).

Within the phrases carrying the main idea, you
will observe certain key words that bear the burden
of the thought, which are more important than
others. Those key words receive greater stress and
emphasis so that the listener can easily follow the
announcer’s (and writer’s) train of thought. From
studies made of superior speakers in radio, it has
been learned that the amount of emphasis given the
different parts of speech follows a set scheme, al-
though there are occasional exceptions resulting
from the thought content. Verbs receive the greatest
emphasis, nouns the next greatest, and articles the
least. Here is a tabulation of the parts of speech
arranged in a descending scale of degrees of
emphasis:

Verbs: Denote action

Nouns: Name objects

Adverbs: Modify adjectives, verbs, or other
adverbs

Adjectives:  Modify nouns

Pronouns: Stand for nouns

Prepositions:  Denote relationships

Conjunctions: Connect words, sentences, or parts of
sentences

Articles: Denote whether nouns are definite or
indefinite

Emphasis can be given a word by the use of any
of the four controllable properties of the voice (see
section on voice control, p. 24): pitch, loudness,
time, and quality.

Pitch emphasis is of two types; the changes of
key, and the use of inflection. Key is used here to
denote the basic pitch of the announcer’s voice from
which the voice moves upward or downward. Inflec-
tion denotes the slides of the voice from one pitch
to another. Key also has to do with the mood of a
program—the announcing key is different when
handling the Metropolitan Opera and a night club
dance remote.
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As an example of key shifts, read this news
announcement:

Composition of King Victor Emmanuel’s Italian Gov-
ernment, as announced by General Dwight D. Eisen-
hower’s headquarters, today, officially named Marshal
Pietro Badoglio as “Head of the Government.”

The main phrase is: “Composition of King Victor
Emmanuel’s Italian Government officially named
Marshal Pietro Badoglio as Head of the Govern-
ment.” The rest of the announcement is the sub-
ordinate phrase. In the chapter on procedures you
will see that such phrases are marked off by paren-
theses and are treated by the announcer as if they
were parenthetical remarks. The only vocal tech-
nique the announcer has for showing the listener a
parenthesis is by a key shift. He considers the main
phrase as one key group and the parenthesis as
another. The parenthesis may be spoken in a higher
pitch or in a lower pitch, but there should be a
marked difference between the main key pitch and
the subordinate pitch. The pitch used on the word
“government” is identical with that used on the
word “officially.” If the announcement were scored
for singing, you could conceive of the main clause
being sung on E, for example, while the subordinate
clause was sung on C below or G above.

Key shifts are also used to denote new ideas. After
completing one thought, the superior speaker begins
the next on another pitch to indicate to the listener
that he has reached a new phase of the announce-
ment. For example:

Columbia presents the first in a new series of weekly
broadcasts featuring The Story of the Song—a revival of
the Columbia Concert Hall programs which won
nation-wide popularity last spring and summer . ..

Our soloist this afternoon is the eminent German bari-
tone .. .*

It is incorrect to assume that the voice monoto-
nously remains on the E pitch until it shifts to the
C or G pitch, however. In speaking, the voice con-
tinually goes from one pitch to another to express
varying shades of relationship and degree of empha-
sis. In reading an announcement the announcer
must strive to include these natural changes in pitch.
He must guard against a pattern of speech inflec-

4 Wylie, Radio Writing, p. 425.

tions and against a too flexible gamut of sounds.
Both faults are common among announcers; the
monotonous downward glide at the end of each
phrase or the self-conscious variety in pitch without
regard to the meaning of the sentence. Both faults
are the result of not communicating the ideas of
the copy.

Again, let me reiterate what was mentioned
earlier: the announcer can achieve complete com-
munication of the ideas of his copy if he rethinks
them and makes them his own without mechani-
cally employing the techniques of phrasing and em-
phasis. By knowing and understanding the tech-
niques he can fortify his natural ability, and will
have them to fall back on as aids on those occasions
when the continual reiteration of an announcement
has robbed it of freshness.

Phrasing is indicated by inflection. An inflection
is either an upward or a downward glide in pitch.
In the English language such pitch glides come at
the conclusion of each phrase, uniting the words in
the phrase and indicating By the pitch movement
whether the phrase is complete in itself or connected
to what follows. A downward glide in the pitch
usually expresses completion of the phrase. An
upward glide usually implies that the thought is
incomplete. For example, read “for example” aloud;
the first time, read it as if it came at the end of a
phrase as in: “This is a complete phrase, for exam-
ple.” Then read it at the beginning of a phrase as
in: “For example, an incomplete phrase left
dangling ....”

A downward inflection, besides indicating com-
pletion, often implies authority and decision. An
upward inflection, besides indicating incompletion,
may imply indecision, disbelief, a question, and
courtesy. (Be on guard, however; the downward
inflection is many times used with questions, i.c.,
“Have you ever had the impression you were being
followed ™)

A circumflex inflection of the voice usually indi-
cates insincerity or irony or a state of mental con-
fusion. For an example of the use of that inflection
pattern, listen to any of the comedy shows on the
air: Jack Benny, Bob Hope, and Fred Allen are past
masters in the use of it. Allen’s “So?” has as many
circumflex glides as a Coney Island roller coaster.
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The downward inflection of the voice, whether
on a whole phrase or on a single word or syllable,
is a most important device for giving emphasis to
an idea; its very finality makes the idea so empha-
sized stand out in sharp contrast, as in “It’s new.
It’s different. It’s delightful. What? Why, the new
Soapo Shampoo.”

Empbhasis can also be achieved by variations in
loudness. A word or phrase can be emphasized by
either an increase or a decrease in the amount of
loudness. For example, the words denoting loudness
in the following announcement would be read
accordingly.

The clanking and banging of the ordinary electric
refrigerator is absent in a Kelvinator. It is silent.

Another type of emphasis can be achieved by a
gradual increase of loudness similar to the crescendo
in music. It is a technique often used on variety
shows. Here is a familiar example:

An hour of smiles in Town Hall tonight, folks. Sixty
minutes of fun and music brought to you by Ipana
Toothpaste and Sal Hepatica. Ipana for the smile of
beauty. Sal Hepatica for the smile of health. Fun with
our star comedian, Fred Allen. Music with Peter Van
Steeden. New songs! New laughs . . . It’s Town Hall
Tonight!®

Emphasis can be achieved by variations in time.
Time emphasis on a word or phrase can be gained
in three ways: :

1) By the use of a pause before or after the word

or phrase;

2) By prolongation of the sounds within the

word or phrase; and

3) By variations in rhythm.

The pause is one of the most effective devices an
announcer can use, and it is often the most fre-
quently ignored. Many announcers are afraid of
silence; they feel the air must be filled with a con-
stant spate of words. Part of this fear is instilled by
the advice of their managers, and part is the realiza-
tion that the listener has nothing to hold his atten-
tion except the sound of the announcer’s voice. It
took years for display advertisers to be aware of the
value of white space in an advertisement, and there
are still many clients today who like to see every

5Max Wylie, Best Broadcasts of 1938-39 (New York: Whittlesley
House, 1939), p. 214.

inch of the ad they have bought filled with copy.
But the skillful ad man and knowing client have
discovered that a few eye-compelling words set off
in space may be more effective than reams of writ-
ing. The pause is the announcer’s white space, and
if it is filled with meaning and expectancy, the lis-
tener’s attention is not killed; rather it is quickened.

A pause before a word or phrase makes what is
to come more important. It arouses interest in what
is to follow. A pause after a word makes what has
preceded important and gives the listener an oppor-
tunity to digest the meaning. For example:

1915 gave us a good many things . .. and a few not so
good. On the black side of the ledger was the tragic sink-
ing of the “Lusitania” .. . over a thousand persons died
when the luxury liner sank beneath the waves . . . the
victim of a German torpedo. (PAUSE) That was the
year that Paul Whiteman organized his famous orches-
tra, playing what he called “syncopation” but what most
people called by a strange new word . . . “Jazz”!
(PAUSE) And that was the year that gave us Frank
Standler . .. a young man with ideas about music in the
movies!®

This announcement makes use of both types of
pauses. The first pause is used to separate the two
ideas and to point up “and a few not so good.” The
next pause gives the listener an opportunity to re-
member the sinking of the “Lusitania” while it
increases the importance of the death toll and the
cause of that expenditure of life. The next pause,
indicated in the script, is to prepare the audience for
new material. Both the listener and the announcer
know more is to follow. The announcer has told
the listener 1915 was a year of good and bad things,
he has listed one bad thing and he may list more or
he may list some of the good things now. The longer
the pause, the more certain the listener is that the
next things mentioned will be good since if they
had been bad things the announcer would ‘have
continued speaking.

The pause before “Jazz” is obviously a pause to
heighten the meaning and to make that word stand
out. The pause following that word gives the listener
an opportunity to think of the age of jazz, to remem-
ber the date, to muse about Paul Whiteman. The
listener will fill that pause with his own memories.

SReproduced through the courtesy of the ASCAP Radio Program
Service, “America Sings,” May 29, 1944.
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The final pause is used to increase our interest in
Frank Standler and to let his name sink into our
consciousness.

Prolongation of sounds will be discussed as a time
factor in the section on voice control, but here it will
be thought of as an aid to emphasis. Impressiveness
is given a sound by prolongation. It is used con-
sciously for effects of dignity and grandeur—the
announcer must beware of indiscriminate use, how-
ever, as it can make his speech pompous and
affected. Prolongation is frequently used in the
announcement of station call letters. WNBC,
WCBS, KOA, WENR are all call letters in which
the managerial policy dictates prolongation. It is
important that the listener know just what the call
letters are, and it is thought necessary to impress the

listener with the importance of the call. The letters

are not rattled off breathlessly as is true at so many
stations, but are voiced carefully and distinctly to
indicate their importance. -

If the announcer has been speaking at a normal
rate of speed and then suddenly accelerates, the lis-
tener’s interest is quickened and what is said receives
more emphasis. The same principle applies if the
rate is decreased. Also, the shift in rate between
announcers lends emphasis. The radio station con-
siders the news more important than the commer-
cial before it, and the two announcers working the
program are generally advised to use different rates
of speech.

The last device for emphasis listed above is that
achieved by variations in voice quality. Although
most of these differences are emotional and will be
discussed at length in the next section on communi-
cation of emotion, a few belong rightfully in a dis-
cussion of emphasis. The listener is acquainted with
various voice qualities, such as the whisper, breathi-
ness, huskiness, hoarseness, stridency, nasality, and
the like. The arbitrary use of such qualities in an-
nouncing lends emphasis to the idea. There is a
commercial on the radio now in which the an-
nouncer speaks of “Whispering power,” and of
course he makes the term more emphatic by whis-
pering it. Many cold-cure commercials instruct the
announcer to simulate hoarseness when speaking of
the evils of a cold, in the belief that this will give
added emphasis to the ailment, and to the eventual

cure. Nearly every announcer who has had to intro-
duce the Tin Pan Alley concoction “Breathless” has
done it breathlessly, and the examples could be mul-
tiplied endlessly.

To summarize, there are techniques for the com-
munication of ideas with which the announcer
should become familiar because they can fortify his
natural ability. The principal techniques are the use
of phrasing and emphasis, and the best way to learn
them is through the practice of complete com-
munication. Keep in mind that

1. An announcement is an idea or series of ideas.

a) The announcer should be able to enumerate
those ideas.

b) The announcer should be able to paraphrase
those ideas.

¢) The announcer should understand those ideas.

d) The announcer should be able to recall those
ideas. 3

2. Those ideas are comprehensible only when the an-
nouncer desires they be made known.

a) The announcer speaks to one listener, making
the reception of the announcement and its com-
prehension a personal matter.

b) The announcer uses the interpretation tech-
niques of phrasing and emphasis to make his
ideas known.

COMMUNICATION OF EMOTION

The emotional content of the announcer’s copy
will be the force, in many instances, which holds the
listener’s interest and/or moves him to action. The
emotions inherent in a script, then, must be pre-
sented as clearly as the ideas.

Words and phrases have connotative as well as
denotative meanings of which the announcer should
be aware. Announcements are filled with action
verbs and color words that imply more than their
usual dictionary definitions. These implications are
associative and emotional in nature.

Remember the feeling you had when you were a little
girl and you spent long, enchanted afternoons watching
Grandma, or maybe Mother, baking pies and cakes and
cookies? Wasn't it wonderful to see those batters go into
the oven and luscious, golden-brown cakes come out?
Grandma seemed like some sort of a magician . ..

That commercial has emotional appeal. The deno-



THE ANNOUNCER’S SKILLS 15

tative ideas are insignificant. The connotative values
are all-important. If the announcer properly conveys
the emotional quality of that announcement he will
have the listener in a mellow, nostalgic mood, recall-
ing the odor, the texture, the taste, and the appear-
ance of some cake he has known, The reading may
evoke a complete image for the listener. She may be
able to describe the kitchen, the table on which the
batters were mixed, the stove into which they were
put, the curtains at the window, and the apron
Grandma wore.

This stimulation of the listener is only possible
when the announcer himself is stimulated by his
script. The announcer should like words. Vocabu-
lary will be treated in the section on ad libbing, but
the announcer should remember that words have
been called “fossilized poetry.” Every word has re-
sulted from the need to express a sensation or con-
cept, and many are pregnant with emotion and
associative implications as well as meaning.

The announcer should re-create in his imagina-
tion the emotional sensations suggested by the words
he reads. He should see in his mind’s eye the picture
the copy visions. He should hear the sounds, and
smell the odors, and feel the tactile sensations em-
bodied in his announcements. Just as the announcer
must understand an idea before his listener can, so
the announcer must sense before the listener can.
No listener will see those “golden-brown cakes” if
the announcer does not, and certainly no one will
believe them to be l#scious if the announcer does not
already taste them. There have been many comic-
book jests about announcers drooling over an
object. But there have been more evidences from
sales that listeners have drooled over an object men-
tioned by an announcer—and purchased it.

The announcer should be on the alert for words
whose luster has been dulled by frequent use. We see
the word “door,” but it does not evoke a picture of
a particular door; in fact, it may not present an
image at all. It has become a commonplace. One of
the duties of an announcer is to revive for the listener
the emotional values of words. In the selection on
the next page is the word “people.” We in the
United States have come to take rule of the people as
a matter of course. We do not give the word much
stress when reading it. A G.A.R. veteran, who had

just heard some youngster read the Gettysburg
Address, was quoted by the newspapers as saying
that no one read that speech any more as Mr. Lin-
coln did. The veteran remarked that people today
said, “A Government of the people, by the people,
for the people”; whereas he remembered that Mr.
Lincoln had said, “A Government of the people, by
the people, for the people.” And, you will note, such
emphasis conveys an entirely different idea. The
announcer should be aware of just such potential-
ities within words if he hopes to make his com-
munication of emotion full and complete.

The announcer must also stimulate the imagina-
tion of his audience to a complete realization of the
emotional aspects inherent within the announcing
situation. The announcer takes you to a gay night
spot, or to the solemn beauty of the grave of the
Unknown Soldier, or to the zense atmosphere of the
operating amphitheater, or to the dignified atmos-
phere of the United Nations Chamber. The an-
nouncer can only evoke the correct emotional
response from the listener if he himself has re-
sponded to the emotional appeal of the situation.

Words will not be just words to an announcer
who first puts himself into the emotional situation
of the moment and then creates the sense images
suggested by the words. Take, for example, Reading
Exercise 10B.

Paris the city of light is freel! Paris, where “Liberté,
Fraternité, Egalité,” the watchwords of a revolution, be-
came the hope of all free people, is itself savoring the
taste of freedom again ...

What is the emotional state? Joyous and tri-
umphant. This is a paean of gladness, filled with
exhilaration. What is Paris? If's more than just a
name on a map, a place; it is the capital of a great
country; it is one of the great cities of the world; it
is one of the most beautiful cities in the world; it is
a city renowned for its color and life and beauty and
gaiety. And what is free? The dictionary says: “Not
subject to some particular authority or obligation,
released from any onerous condition.” But it is more
than that to the French—more than that to the
world. The Nazis are being defeated, the word
implies. The Continent of Europe will eventually
all be free, the word suggests.
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How does the announcer read it? He sees Paris,
he thinks of all that the name implies, he feels
imaginatively as the natives feel, he feels as the
world must feel, and he says “Paris.” He does not
need to be told to savor the word, to pause after it
for effect. He can’t help doing those things if the
mental image is sharp enough. But he doesn’t say
“Paris” today as he said it two years ago when he
said: “Paris fell to the onrushing Nazi horde.” No;
he is proud, he is joyous. His tone should suggest
trumpets and Te Deum’s. And if he is filled with
the gladness of humanity, the word reflects his emo-
tion. But the announcer, sensitive to the world
around him, needs little instruction in how to read
a selection—he merely needs to be reminded that his
communication is incomplete if his listener does not
feel as he does.

PROJECTION OF PERSONALITY

“Personality is reflected in the voice.” That state-
ment, so often made; is a truism now, but a half-
hour’s listening to the radio will prove its truth.
Listen to any soap opera and you can pick the hero,
heroine, villain, menace, and grasping old lady all
by their voices; you don’t have to understand a word
of the dialogue. Motion pictures of radio artists are
almost always disappointing because the visual
image of the performer so seldom squares with the
mental image that the listener has built as a result
of hearing his voice. One of the most ludicrous
sights in radio is the reedy, bespectacled announcer
with a voice that suggests Hercules. But luckily, in
radio, it does not too much matter about the
physique if the personality is also that of Hercules.

We seldom think of personality except in positive
terms, and the radio announcer is expected to have
such a positive personality. That is, the listener
enjoys hearing an announcer whose voice suggests
naturalness, sincerity, believability, vitality, friendli-
ness, and adaptability. The listener does not enjoy
hearing an announcer whose voice implies supe-
riority, irritability, guile, disinterest, and a lack of
distinction.

Naturalness is the personality trait most fre-
quently required of announcers. The announcer
should be himself. This advice, often given, is too

seldom followed. The first objection always is, “I
don’t feel natural.” The beginning announcer is
beset by qualms of mike fright. He must address not
an audience but an unreceptive looking microphone.
He must speak against the clock. And what he has
to say are not his own words but the words and
thoughts of another. Of course, he feels unnatural.
But he must be himself in this unnatural situation.
He must master the words and thoughts until they
are his own; he must rehearse until his timing is
accurate without fear of the clock. He must conjure
up an image of a listener instead of the microphone,
and he will overcome mike fright with experience;
until that experience is gained he can overcome the
worst qualms of fear by following the advice of
actors and performers who have suffered in like
manner. Their advice, in brief, is this:

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

2) Don’t think about how you feel. Think about what
you are to communicate.

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

4) Know so well what you have to say that you are
saying it before you have an opportunity to worry
whether you will say it.

5) Breathe as deeply and as naturally as possible.

“But I'm nobody” is usually the second objection
offered to the injunction to be natural. The begin-
ning announcer may be nobody, but at least he is
more of a somebody as himself than he is as an
imitation of someone else. John Nesbitt’s style is the
result of his total experience, his education, his
knowledge, his thinking, and his personality. The
announcer who imitates that style without the back-
ground experience is neither John Nesbitt nor him-
self. He is truly a nobody.

To be natural, to be himself, the announcer must
react normally to each announcing situation. He
does not pretend to be more than he is, nor does he
admit to less than he has. If the occasion is an excit-
ing one, the announcer responds to the excitement
without affectation. He does not assume a blasé,
worldly manner, nor does he make the event more
important than it is. This latter tendency is found
too often in newscasters. To hear some of the poorer
announcers read an undistinguished news report
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with machine-gun rapidity and false excitement is
to understand some of the criticism leveled at broad-
casting. The pompous, prophetic style in news is
just as offensive. No radio news reporter has as yet
been handed a Revelation straight from Beacon
Hill; yet to hear him you would think his news
source was at least Mr. Cabot, if not God. This
hyperthyroid announcing is a gross affectation; it
is not natural to the announcer or generally suitable
to the news copy, and it smacks of insincerity which
must eventually alienate the listener.

To be natural does not mean that the announcer
is colorless. It is natural to be gay as it is to be dig-
nified. It is as natural to be enthusiastic as it is to be
bored. It is as natural to be folksy and chatty as it is
to be aloof and reserved. A southwestern station
requires all its announcers to pronounce “route” as
“rowt,” fearing the farm audience would think the
preferred pronunciation an affectation. Actually the
ruling makes for affectation. To the local men who
work directly with the farmer, the “rowt” pronun-
ciation comes naturally and is in keeping with the
rest of their speech. But to some of the announcers
the pronunciation is not natural and is out of har-
mony with their entire speech and voice patterns.
When they say “rowt,” it stands out and sounds
affected or, even worse, it sounds as if they were
talking down to their audience.

Vitality is the personality trait next most fre-
quently required of announcers. The dictionary says
that “to be vital is to be filled with life and vigor.”

ANNCR :

Everyone who listens to a radio is familiar with this
personality trait—in fact, many listeners would be
pleased if announcers were not so vigorous and full
of life. The vitality of a bouncing, punchy announcer
early in the morning is hard for many people to
accept. The strident reiteration of a simple fact
moves many listeners to their radio set and to the
“off” button, and no one can blame the listener. Too
many times the announcer has substituted blatancy
for vitality and has thought that sheer physical force
was synonymous with vigor.

To be vital in radio connotes healthy interest in
and enthusiasm for the opportunity to communicate
with the listener. The announcer obviously is an
extrovert who is happiest with people, and his in-
terest in the listener is just as real as his interest in
what he has to say to that listener. Unless the an-
nouncer is interested in his message the listener will
not be, and no amount of vocal power and “punch”
will make up for the lack. The announcer must be
interested in the listener too, and although he may
be accused of catering to him, he should care
whether the listener realizes the value of his
announcement.

No one laughs at the announcer who voices a
community chest plea if he is interested in the im-
portance of the need, yet many a listener pokes ridi-

cule at the announcer who shows a similar interest

in a commercial plea. It is granted that the needs are
unlike—but only in amount, not in kind.

The SHANNON FEED COMPANY goes "all the way" in making

SHANNON THIRTEEN HUNDRED your best hybrid corn "buy" for

Oklahoma!

To begin with, SHANNON THIRTEEN HUNDRED is

OKLAHOMA-ADAPTED -- developed to SHANNON'S own specifications,

so that it is RIGHT in every respect, for Oklahoma solls and

weather conditions this deep-root hybrid is then mercury

treated to prevent deterioration -- and you know how much

importance is being placed on seed treatment by farm experts

nowadays.

That "no deterioration" feature brings up the most



18 THE RADIO ANNOUNCER’S HANDBOOK

important point of all.

Since SHANNON THIRTEEN HUNDRED is a

treated hybrid, you might as well order your supply NOW, so

you'll be sure to have it on hand at the proper planting time.

April first to fifteenth is good planting time, so that SHANNON

THIRTEEN HUNDRED can be made before the hot winds come, in

early July.

arrive too late to be filled!!

you'll be risking more than a possibility!

Don't risk the possibility that yvour order will

If you keep putting it off,
Although there's

more SHANNON THIRTEEN HUNDRED available this year than ever

before, demand is sure to exceed supply -- and somebody will

be out of luck!

Get at least a bushel of Oklahoma-adapted

SHANNON THIRTEEN HUNDRED from your SHANNON store or dealer --

or write direct to SHANNON FEED COMPANY, Tulsa.

The price —-

$9.18 per bushel, sales tax included ~- is still unchanged

from last year!

progresses,

The preceding commercial is a good example of
the point being made. The good announcer, one
who is interested in his material and his listener,
finds nothing venal in voicing this announcement
vitally. He has seen the dry sear fields of corn in
Oklahoma ravaged by the drought. He has lived
through the dust-bowl days. He has known and
heard of farmers who have lost their crops and their
farms because of the scorching Oklahoma weather.
Now, he has information for the farmer about a
corn that can withstand the Oklahoma heat, infor-
mation that will make it possible for the farmer to
make a crop. That crop is important to the farmer
as a source of income and continued life on the land,
it is important to the nation as a food source. Then
why is it not reasonable to expect the announcer to
communicate this vital piece of information with as

7Reproduced by permission of F. M. Randolph.

But that price may be higher as the season

so DON'T DELAY - ORDER TODAY !’

much interest as he would give to an OWI plea for
food for Europe? Actually one cannot exist without
the other.

I may be accused of rationalization, and I know
that the listener can name hundreds of instances
from current radio programs where such announcer
interest is nothing but puff for an unimportant prod-
uct. When the listener considers the number of
radio stations and the number of announcements
made cach day, those instances are actually in the
minority. There is a real need for an announcer’s
code of ethics, but such a code is impractical until
there is a code of ethics for industry and sponsor.
Through the National Association of Broadcasters
the industry has established such a code, but that
code has not yet been universally adopted. Radio
without government regulation has been more



THE ANNOUNCER'’S SKILLS 19

honest and scrupulous in its advertising than maga-
zines and merchandisers and newspapers ever were
before the enactment of the Pure Food and Drug
Act.

All this brings up the question of honesty and
sincerity on the part of announcers. These personal-
ity traits may be so individual in the minds of
teachers and program directors that they should be
considered separately and placed on the rating chart
as separate entities. However, in this book they are
considered as qualities of friendliness. The dictionary
defines a friend as “one attached to another by
esteem, respect, and affection; an intimate.” It is
impossible to esteem a dishonest person, just as it is
impossible to respect an insincere person; hence to
facilitate grading it has been thought justifiable to
include honesty and sincerity in the discussion of
the personality trait of friendliness.

Every person associated with radio is in agree-
ment that friendliness is a desirable trait in an-
nouncers; but, as I have said, there is a wide diver-
gence of opinion as to just what friendliness is.
Since a friend is said to be an intimate, and since
radio is one of the most intimate forms of communi-
cation known, it is obvious that the communicator
stands in the relationship of a friend. That the aver-
age listener does consider the announcer his friend
is indicated by the fan mail the announcer receives.
Read any of the accounts of successful radio pro-
grams and you will find that the listener identifies
himself closely with the announcer. The Sunday
supplements have made much of the gifts sent radio
personalities on anniversaries or as the result of
chance remarks—another bit of evidence that the
listener considers the radio personality who comes
into his home a friend.

I worked the dawn patrol on a radio station for
several years, announcing the informal type of pro-
gram so popular early in the morning. I received no
more than the usual amount of fan mail, and had no
idea how completely I had become a friend of the
listeners to those programs until I started touring
the state with a quiz show. I have not visited a town
in that area since in which I have had to introduce
myself—my voice has been introduction enough.
And the lively interest shown by these “friends” in
my work, in my family, in other persons at the radio

station, and in their families and lives has supported
my conclusion that the listener is lonely and admits
the radio announcer into his home as a welcome
guest,

The overtures of friendliness must be made by the
announcer. He must first believe the listener is a
friend and then behave himself in a friendly fashion.
The subject of interest has already been discussed.
We are interested in our friends—interested in their
welfare and in the events of their lives. Since we
hold the listener in esteem we behave naturally with
him. And to win his esteem and respect, we are
honest and sincere. '

The announcer must believe himself before he
can expect belief from the listener. He must believe
in the value of what he does and in the value of the
products he recommends. He is honest at all times
with himself and his listener. A few radio stations
now require the announcer to know more of the
product he recommends than just the printed state-
ment he reads. The announcer is expected to visit
the factory or plant where the product is made or
processed. He is expected to know the raw materials
from which the product comes, the techniques of its
manufacture, the uses to which it is put. He is ex-
pected to know the retailers’ opinions of it and the
purchasers’ reactions. And, of course, he is expected
to use the product.

Martin Block, who has built an announcing career
on just such an interest in the products he recom-
mends to his listeners, refuses to announce for a
sponsor whose product does not meet Block’s own
standards. Every station manager, and incidentally
every sponsor, is pleased to find a like interest in the
announcer. The conviction on the part of an an-
nouncer awakens an interest and possibly a like
conviction in the listener.

A sponsor of a program on which I worked gave
the performers carte blanche in handling the com-
mercials. He sent sample packages of his product to
the station and let us make our announcements from
our own experience with his wares. We used the
product, found it good, and told the listener. The
inescapable sincerity and honesty of our commercials
so convinced the listeners that the sponsor was never
able to keep the retailers stocked with the product,
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and the growth of his business is today one of the
well-authenticated radio success stories.

Adaptability is the last of the personality traits
thotight to be essential to the announcer. Adapta-
bility is here used to mean not only the announcer’s
ability to suit himself to the different program styles,
but also his ability to conform to the accepted stand-
ards of broadcasting. Important as it is for the
announcer to be natural, it is just as important for
him to be flexible.

The program director needs to know if the an-
nouncer is capable of change. It may be natural for
the announcer to say, “Howdy, friend,” but his
employers want to know if he can learn to say,
“Good afternoon, ladies and gentlemen,” with
equal naturalness. It may be natural for an an-
nouncer to “punch it” with great gusto, but can he
be equally convincing when asked to be dignified
and restrainedr

The announcer should have a personality so varied
that he can suit himself and his announcing style to
the constantly changing demands of the listener and
the program. The listening audience changes from
hour to hour, the program style may change from
quarter-hour to quarter-hour, and the announcer
must change with them without losing any of his
individual integrity.

In reviewing these remarks on the projection of
personality, it is important to remember that there
can be little agreement among radio people about
this subject of personality when there is so little
agreement among psychologists and educators.
Radio men do agree that a pleasant personality is
essential to the announcer and they are in sufficient
agreement on some of the traits of that pleasant per-
sonality for the aspiring announcer to know in what
direction he should go. For ease in rating the an-
nouncer and his progress, these traits have been
stated here as naturalness, vitality, friendliness, and
adaptability. The terms are not mutually exclusive,
but an attempt has been made to define them and
show their relation to radio announcing.

PRONUNCIATION

Correct and acceptable pronunciation is the easiest
of all the announcer skills to acquire. The an-

nouncer’s ability to pronounce words acceptably and
correctly is taken for granted by the listener until a
mistake is made; then the listener becomes violent.
No mistake is the source of such virulent criticism
as mispronunciation, and no mistake is so unneces-
sary.

One of the funniest mistakes in my experience
came during the war when the problem of accept-
able pronunciation was critical—when the place
names in the news were a constant nightmare to the
announcer as the places themselves were to the sol-
dier. We had just broken in a new newscaster and
it was his first microphone appearance. He had
“woodshed” his copy for hours; in fact, the news
staff didn’t have an opportunity to edit the news
properly because he was so anxious to get the script
and rehearse. He had marked his copy, looked up all
the foreign names, written them in phonetically and
had drilled on them until he could rattle them off
as if cach one were his home city. He had spent so
much time on the foreign news that he had just
glanced at the domestic material.

When it came time for him to go on the air he
did a superior job; he handled such announcing
bogies as “Lwow” and “Sevastopol” with a juggler’s
dexterity. We were sure there would soon be a new
name in newscasting. Then he came to the news tag,
an innocuous story about a Hollywood starlet losing
her dog—and he booted it. “Won’t someone please
tell Miss Blank where she can find her valuable
Chi-hoowa-hoowa dog?” he said. (Chihuahua, of
course.)

The announcer can avoid much unfavorable com-
ment on his pronunciation by frequent and attentive
use of the dictionary. The announcer’s pronuncia-
tion will be acceptable if he will correctly articulate
all the speech sounds in the word—and only those
sounds—accent the word correctly, and then practice
its pronunciation. The word should be practiced by
itself until the announcer is sure of the component
sounds and the accent; then it should be practiced in
context until the pedantic pronunciation is smoothed
into a patter pattern. The dictionary pronunciation
of “and” is ignored in normal speech. It usually be-
comes “’nd.”

The dictionary is only one source of information
on correct pronunciation, however. Other sources are
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spelling, the pronunciation of persons whose speech
is generally respected, and station and network

policy.
The spelling of such words as“awe,” “caw,” “cow,”
“count,” “sea,” “tomorrow,” and the like are seldom

if ever looked up in the dictionary. We know their
pronunciation from having learned them as chil-
dren. After we have learned to read, we give to
words of similac appearance similar sounds. Because
of the eccentricities of the English language we are
frequently wrong, but we are correct frequently
enough for us to accept spelling as a source of infor-
mation on pronunciation.

As for the pronunciation of persons whose speech
is generally respected as a source of information, let
me recount the “ration” story.

During the war the word “ration” came into
prominence and into the vocabulary of every citizen.
The majority of the dictionaries gave as the pre-
ferred pronunciation ray-shun (rhyming with
nation). But the late President Roosevelt, Winston
Churchill, and countless other persons whose speech
was generally respected pronounced it rash-shun
(thyming with fashion). The Army, at that time,
issuing rations (rash-shuns) to millions of men and
women, influenced the general public toward that
pronunciation. But then on a popular network pro-
gram a high-ranking officer in the Quartermaster
Corps said that the Army rationed rations. (Ray-
shunned rash-shuns.) The announcer was truly
squirming on the horns of a dilemma; he had to rely
on his own taste and opinion or on that of his station
or network. NBC finally suggested the dictionary
pronunciation for its personnel.

Having mastered the preferred NBC pronuncia-
tion, I had the word in my part in a Helen Hayes
Textron show. I said it as the dictionary preferred
it; Miss Hayes said it as the President did. The pro-
ducer asked us to get together. I deferred to her as
the star of the program. She deferred to me when I
quoted NBC. The second time through the script I
said rash-shun and Miss Hayes said ray-shun. The
third time through I slipped and said ray-shun and
Miss Hayes slipped back to rash-shun, and there we
left it. But on the air another member of the com-
pany, who had not been present at the earlier dis-
cussion and who had the word in her part, blissfully

said ray-shun after Miss Hayes and I had both care-
fully talked of rash-shuns!

But that was not the end of the matter—not by
any means. In rationing (pronounce it as you like!)
everyone carried a little book filled with coupons.
It was the announcer’s duty to tell the listener which
red or blue stamp was valid, and he discovered from
listening to President Roosevelt that these stamps
were ration koo-pahns, and a trip to the dictionary
informed him that koo-pahns was correct; and in
italics he learned that in the United States it was fre-
quently mispronounced as kyou-pahns. That was
too much. An NBC directive, the dictionary, and
the President of the United States could not make
many announcers use the correct pronunciation,
and kyou-pahns it remained.

This brings us to the matter of station and net-
work policy on pronunciation. Many stations have
definite pronunciation standards that differ from
the accepted dictionary standards. The station man-
ager and program director have established these
on the assumption that the station’s listening audi-
ence will not accept the standard pronunciations.
This assumption is not based on actual research,
however, but on belief. There is a small station in
Kansas where the announcers are cautioned against
being “highbrow.” Another southwestern station
pronounces “route” as rowt (rhymes with tout),
from sign-on until 9:00 am. and from noon until
1:00 P.M. and then as root the rest of the time. The
incorrect pronunciation is used during those hours
when the farmers are tuned in.

The Columbia Broadcasting System has published
two books on the subject and is constantly providing
its personnel with mimeographed revisions and sup-
plements. The books, War Words and World Words
(this latter was a revision of War Words), were an
attempt to give the entire industry some guide to
follow in the pronunciation of names, place names,
and debatable words in the war news.

The National Broadcasting Company, in a similar
book, NBC Handbook of Pronunciation, is not so
concerned with foreign place names and proper
names as it is with words that most frequently
present pronunciation problems.

Both World Words and NBC Handbook of Pro-

nunciation should be in the library of every radio
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station in addition to a great many other pronuncia-
tion guides listed in the Bibliography, page 303.
These books are especially important, however, for
they are an attempt by the topmost authorities in
the radio industry to standardize radio pronuncia-
tion. In this book they will be considered as the final

‘authority on debatable pronunciations. If one dic-

tionary says one thing and a second says another,
and CBS says one thing and NBC another, then the
announcer has a simple choice: if he plans to work
for CBS or one of its affiliates, he chooses the CBS
pronunciation. If he plans a career with NBC or an
affiliate, he should use the Handbook pronunciation.

The announcer should be aware that styles in
pronunciation change just as in clothing. He should
keep his standards high but flexible. What was in-
correct yesterday may be acceptable today, and pre-
ferred tomorrow. In World War I our brothers-in-
arms were our Al-lies, with the accent on the first
syllable. In World War II the United Nations were
called the A-llies, with the accent on the second
syllable. The word “robot,” invented by Karel
Capek in his ironic play R.U.R., was pronounced
rub-but by the author, but it became row-buht dur-
ing the war.

The diacritical markings commonly used in stand-
ard dictionaries are so many and varied that the
effort to standardize pronunciation breaks down in
one important respect: the whole system is depend-
ent upon agreement with the sounds in the key
words used as examples. If the student or announcer
is unsure of the pronunciation of the key word, then
the dictionary is of no help to him. I heard an an-
nouncer say men-0o for “menu,” because the dic-
tionary had given the final # sound diacritically
marked with an umlaut and the key word was
“tune.” Since he said toon it had to be men-oo.
Similarly the o sound with a tilde as in “cosz,” “losz,”
“sofz,” has “dog” as a key word, and there was a time
when dahg was the preferred pronunciation; hence
the pronunciation of all other words so marked
would be broadened to an /.

Respelling, a more personal method of transcrib-
ing speech sounds than diacritical markings, leads to
some of the most ridiculous orthographic concoc-
tions in the world. Look at the word “concoctions”
as it appears when respelled, kahn-kock-shuns. The

system is based upon an agreement between the
writer and the student that certain spellings always
have the same sounds. One system of respelling
transcribes the word “care” as kehr; another tran-
scribes it as kair, another, simply as kare. If the
announcer can understand the particular system of
respelling used in one book he is completely lost
with another book until he has learned the different
system used in it.

The International Phonetic Alphabet, frequently
called the IPA, transcribes all the sounds of spoken
language by individual symbols, each representing
only one sound. At first glance it appears to be an
entirely new alphabet, and many announcers shy
from it because of its apparent complexity. In truth,
it is relatively simple as it eliminates the ambi-
guities of spelling, and diacritical markings and the
inaccuracies of respelling. The IPA, which is being
utilized more and more in radio, is used in nearly
all college foreign-language courses and in many
speech courses in vowel and consonant drill. It may
be found in several dictionaries, and in the NBC
Handbook; it is given in its entirety in the present
text in Appendix I, pages 295 to 297.

Besides knowing the sound notation systems used
for correct pronunciation of the English language,
the announcer should know something of the cor-
rect pronunciation of the more frequently used
foreign languages for he will need this knowledge
in newscasting and in handling musical shows. An
announcer knows nothing of virulent criticism until
he has mispronounced the title of some listener’s
favorite musical selection.

One of the hilarious blunders in radio history was
just such a musical mispronunciation. A station
carrying the Metropolitan Opera broadcasts had an
important local program and as a result had to join
the network after the opera was in progress. The
program schedule had a note for the announcer:
“2:30 .M. Metropolitan Opera Tannhiuser (Moni-
tor Fade In).” The parenthetical note was an in-
struction to the announcer, of course, to listen to the
opera on the earphones while the local program was
in progress and then join the network with some
fitting comment when he could and to fade in the
music gradually. This yarn will be more amusing
if you will read the last words of the announcement
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aloud with a French accent: “We join the Blue
Network to bring you the Metropolitan Opera
broadcast now in progress. This afternoon you will
hear the immortal opera Tan-how-zer by Moan-ce-
tore Fahd-een!”

Few pronunciation mistakes are as egregious as
this, but to the knowing listener any mistake is
flagrant. The listener has a right to expect the an-
nouncer to know the names and works of the prin-
cipal composers because so much of the announcer’s
time is spent with music. And the listener, as always,
is right. The announcer should familiarize himself
with music, musical terminology, and musical lore,
but if the announcer finds this onerous he must at
least master the pronunciation. In the drill material
in this book are many examples of musical terms
and names on which the announcer can practice.

A quirk in the American national make-up adds
to the announcer’s burden: Americans prefer foreign
place names pronounced as a native would pro-
nounce them and the announcer has to conform to
this prejudice as nearly as he can. No other national
group expects such catholicity of pronunciation.
Frenchmen prefer foreign words Gallicized; a Ger-
man expects to hear everything pronounced with a
heavy Teutonic flavor; the Italian and the Spaniard
Latinize all foreign place names and terms; but the
American does not expect nor want a like Angli-
cization. Many reasons have been advanced for this
peculiarity. W. Cabell Greet, in his introduction to
World Words, says in part:

Perhaps today we are more aware of foreign cultures,
but familiarity alone has never preserved foreign names
in English or in any European language. There is a
higher degree of literacy and education among speakers
of English than ever before. Yet educated Frenchmen do
not hesitate to pronounce all foreign names as French.
-+ - Our spelling of English words is eccentric and there
are many exceptions to the rules. Perhaps because we
don’t know what to do-with foreign names we ask the
“correct” or foreign pronunciation. . . . Or, with the
Great War to preserve democracy, did a belief in the
linguistic rights of small nations grow along with world
combines and rapid communication? In other centuries
some travelers and “foreign correspondents” liked to use
foreign pronunciations. Nowadays radio offers an oppor-
tunity to parade such pronunciations before a public
that, it may be said, cannot easily object. Radio provides

an ideal vehicle for popularizing new pronunciations,
but the audience can object if it wishes. Radio may have
implemented, but it did not inaugurate, the present
movement to foreignisms.®

Other reasons given for our desire for correct
“foreign” pronunciation have been (1) the long-
time tradition of thinking anything foreign better
than an American product, (2) the “tone” such pro-
nunciation gives our “material” civilization, and (3)
our national penchant for knowing everything,
however trivial and unnecessary it may be.

Whatever the reason, it is true that the American
public wants the preferred pronunciation. This fact
was attested by the boxes carried in many metropoli-
tan newspapers throughout the war which gave the
pronunciation of the names in the news; by Time
magazine’s parenthetical hints on pronunciation;
and by the radio men themselves. The Burmese
town of Myitkyina is an example. When it first
figured in the news, few announcers knew how to
pronounce it and almost all the gazeteers, atlases,
and dictionaries ignored its existence. But a ranking
general from that theater of war appeared on the
Army Hour and called it Mitch-ee-nah. The United
Press gave that pronunciation in its summaries, the
Associated Press included it in “Words in the News,”
Time magazine used it, and within the week no
recognized newscaster was saying anything but
Mitch-ee-nah when he broadcast.

The announcer must satisfy this desire for foreign
pronunciation; as Professor Greet says: “The rule,
or the aspiration, is to adopt the foreign pronuncia-
tion insofar as it can be rendered by customary Eng-
lish sounds in the phrasing and rhythm of an Eng-
lish sentence. It is not good taste to introduce sounds
that are foreign to English.”° The amount of Angli-
cization and the amount of foreign flavor are ulti-
mately matters of taste. '

Another point of view, though not as strong as
the view just discussed, has a certain amount of
validity. Ken Miller, a highly successful news editor
of KVOO, pronounces words as they look in print
until the general public has adopted some pronun-
ciation of its own. His contention is that the an-

8W. Cabell Greet, World Words (New York: Columbia University
Press, 1944), p. 3. Reprinted by permission of the publisher.

91bid.
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nouncer and the newspaper reader live in two sep-
arate worlds. During the war the announcer was
fighting a completely different war from the one the
listener read about in his newspaper. The announcer
talked of the bombing of the port of Luh Ahvrr
(Le Havre) and gave a slight trill to the 7, while
the reader noted that bombers had struck at Lee
Have-er again, and only once in a while did the
reader know that the event he read about and the
one he heard about were the same. Miller’s point of
view has been upheld by returned servicemen, who
will say they were at Lee Have-er, or sometimes at
Luh Have-er.

The whole problem of foreign pronunciation is
further confused by certain foreign names that have
been Anglicized, sometimes in part, sometimes in
whole. You hear an announcer say Richard “Vahg-
ner” and know that his pronunciation is acceptable,
and he says “Paris,” not “Pah-ree” with an uvular 7.
The announcer caught in this maze may find the
following rules of some help:

1) Use a radio pronunciation guide first. If the
word is not given there,

2) Use a technical book in the field: an atlas for
geography, a musical dictionary for music, a bio-
graphical dictionary for names. If the word is not
given there,

3) Apply your knowledge of foreign-language
pronunciation to the word and say it as easily as 1s
consonant with these rules, or

4) Pronounce the word as if it were an English
word, or

5) Rewrite the script to cut the offending word.

As a final injunction, no matter what the word or
how you pronounce it, don’t stop, don’t hesitate,
don’t fluff, and don’t repeat. Although some listener
will always know the correct pronunciation, the
great majority of the listeners will be unaware of
the word or its mispronunciation if the announcer
proceeds naturally. But the quickest way to con-
vince the listener you don’t know the correct pro-
nunciation is to hesitate between syllables or to
backtrack.

There is a rule in radio that if the announcer keeps
right on talking as if nothing had happened—no
matter what happens—the listener will seldom
notice errors. And if he does notice he may attribute

what he heard to outside interference (after all, a
radio set is still a great mystery to the majority of
listeners), or he will disbelieve his own ears, or he
will not have been listening acutely enough to catch
the error.

An example of an announcer’s mistake never
caught by the public was in a Rainbo Bread Com-
pany commercial. The tag line, “For the best in
bread, try Rainbo,” had been reiterated until the
public was familiar with it. The announcer’s “beard”
on that line could have been quite serious for him
and the station, but he kept on talking and drew no
attention to the mistake. To this day no listener has
complained and only the transcription bears testa-
ment that the announcer actually said, “For the
breast in bed, try Rainbo.”

VOICE CONTROL

The last of the basic skills to be considered in this
chapter is that of voice control. For twenty years this
skill has been so closely studied that our knowledge
of it is now nearing encyclopedic proportions. Voice
and its attributes have been analyzed scientifically
with radio and motion-picture equipment. Pictures
of sound waves have been shown in the oscilloscope,
moving pictures have been made of the vocal cords
at work and at play, pitch shifts and ranges have
been determined by voice recordings. There are
many excellent books on the subject of voice control,
and the authorities listed in the Bibliography should
be consulted for a thorough study of the subject.
The discussion to follow will briefly summarize the
subject in relation to announcing.

It is generally agreed that the announcer who has
no organic disorders in his vocal mechanism can
exercise a control over his vocal equipment which
will aid in the communication of ideas and emo-
tions and in the projection of personality. The voice
can be trained; the superior voice is the result of
conscious efforts at improvement.

The voice is capable of reflecting the broadest and
most delicate changes in thought and mood. It is
capable of conveying the subtlest nuances and the
grossest facts. Speech scientists are in agreement that
the voice has certain characteristics which may be
individually observed and improved: pitch, loud-
ness, time, and quality.
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Voice control is obviously valuable to a radio
announcer simply as an attention-getting and hold-
ing device. Without personal contact with the lis-
tener, without gestures and movements to keep the
listener’s attention focused on him, the announcer
must take advantage of every possibility of com-
pelling interest through his voice. From watching
foreign films we have learned that the voice alone
can create interest, tell a story, and hold attention.
International broadcasts in languages other than
English provide evidence on the same point. Hitler’s
voice compelled attention: without a knowledge of
German the average American listener could deter-
mine when the German leader was pleading, accus-
ing, denouncing, or cajoling. The listener could hear
his voice drip sarcasm and often found himself ex-
cited in spite of himself when Hitler launched into
a patriotic diatribe.

If the person who listened to Hitler or to some
other foreign orator was at all critical of the speaker
and of his own reactions, he noticed that those inter-
esting qualities of the speaker were the result of the
control of the voice. Hitler’s sarcasm, for instance,
was In great contrast to his patriotic fervor. His
speech was slow and incisive when he was most
sarcastic; the pitch was low, with many circumflex
inflections; he spoke quietly and patiently; and the
quality of his voice showed him to be a man of sor-
row who was more sinned against than sinning. But
when he was speaking of Der Vaterland his pitch
soared and fell, only to soar again even higher; he
spoke rapidly and fervently and then stressed and
prolonged key words; he ranted and split the air
with violence and then cooed and fawned; the total
effect was that of majestic, powerful horns. All this
was discernible in the man’s voice. No wonder he
hypnotized a nation; as one radio executive has said,
he was the best salesman ever to deliver a commer-
cial on the radio. Yet his commercials were fustian;
translations of Hitler’s speeches show them to be
trite, dull, repetitious, and full of specious reasoning
and faulty logic.

To be persuasive, the American announcer speak-

ing to an American audience does not need to de-
pend completely on his voice, for the words them-
selves may capture and hold attention. But the
superior announcer never depends on what he has

to say to secure a listener. Many a poor idea has been
sold the public by the excellence with which it was
voiced, and many a good idea has been ignored
because of poor delivery.

Interest-compelling features of the voice are well
known, but at least a brief review of them should
precede a discussion of the characteristics of voice
control. It should not be necessary to remind the
reader that the whole speech act is an acquired skill.
None of the physical equipment used in speech was
intended primarily for that function. The lungs, the
resonators, the lips, the tongue, the vocal cords them-
selves have other primary physiological functions.
As a result, it is impossible to speak when they are
otherwise engaged. It is difficult and sometimes im-
possible for a person to speak when laboring for
breath as the result of sudden fright, intense anger,
or physical exertion. To cite an obvious example, it
is difficult to speak while eating or drinking. It is
difficult to speak when the resonators are clogged
with a cold. The value of this information lies not
in its application but in the attitude it should foster
in the announcer—the vocal mechanism must be
cared for.

A word about breathing should be included. I
have seen the wisdom of breath-control exercises for
singers who are called upon to sustain a tone for
long counts, but I have never seen that a knowledge
of breathing ever helped an announcer one jot or
tittle. Breathing, to me, continues to be that which
you do without thinking so long as you are alive.
You express an idea, you pause, and your breathing
apparatus replenishes itself with air. You don’t gov-
ern it—it works automatically. You can control the
amount of air used for speech and you can sustain
the time of exhalation, but you do it unconsciously
while expressing yourself. I have never known an
announcer to be improved by a knowledge of proper
breathing techniques, and I have seen some who
were harmed by consciously trying to improve their
breathing.

For proper voice production the microphone rules
are very simple and like those for all other speaking
occasions: the first and major rule is relax. Relax
the throat, and relax the muscles of the jaw and the
tongue. The second rule is forget about your voice
and talk to the listener. Don’t listen to yourself but
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think about the person to whom you are speaking.
If you will think about making the listener under-
stand your thoughts, you will be relaxed, you will
breathe normally, your voice will be natural, and
your control of pitch, loudness, time, and quality
will be adequate.

Pitch refers to the position of the voice on the
musical scale. It is the result of a column of air from
the lungs setting the vocal cords in vibration. The
frequency of these vibrations determines the funda-
mental sound wave and the pitch of the voice—
whether it be high or low. The greater the frequency
of vibration, the higher the pitch and contrariwise.

Every person has an habitual pitch and a pitch
range. The habitual pitch is that tone around which
the voice shifts in inflections either upward or down-
ward, but which is habitually returned to. Such an
habitual pitch is readily heard in its grosser aspects:
we hear a man speaking and we know it is a man;
we say he is a tenor or a bass because his habitual
pitch is in those corresponding registers. The pitch
range is the extent of the highness and lowness of
pitches possible to a person when speaking or sing-
ing. If a soprano can sing from middle C to C above
high C she is said to have a two-octave singing range.
If her inflectional range in speaking is from C to E
flat she is said to have a two-and-one-half tone speak-
ing range. The larger the range, the greater variety
of effects possible to the speaker and the more subtle
the shading of emotions and thoughts that may be
conveyed.

Pitch as an attention-getting device is easily dem-
onstrated by the fire siren. The B.O. foghorn is
another compelling use of pitch. The very highness
or lowness of pitch is both compelling and interest-
ing. Part of our interest in a soprano is in how high
she sings, and the only reason we listen to Asleep in
the Deep after hearing it once is our interest in the
lowness of the bass pitch. Amos and Andy used the
contrast of pitches in their two voices for comic effect
for more than ten years.

Variations in pitch are refreshing and are con-
stantly reawakening our interest. We all know there
is nothing so deadly as the reiteration of the same
tone. The noise of the locust can either sing you to
sleep or drive you to drink by the insistent repeti-
tion of the same pitch. Mothers know that a lullaby

is good only if the melody is monotonous and the
range limited.

Melody itself is just another term for pitch varia-
tion, but it implies an arrangement of the pitch
shifts that is pleasing. Speakers are sometimes said
to have melodious voices. The current trend in com-
mercial spot announcements is toward musical
jingles in which the announcer must participate
adequately. The most common pitch faults found in
announcers are too low pitch, inflexibility of pitch,
pitch patterns, and a limited pitch range.

Loudness, a characteristic of the voice which refers
to the volume and intensity of the sound and to the
amplitude of the vibration, is much used by the
announcer for emphasis and effect. The announcer
does not have the problems in Joudness faced by the
ordinary speaker for the speech input equipment in
the radio station is designed to amplify and control
the volume and intensity of the voice.

Nevertheless, the beginning announcer will find
his life a constant torment until he has mastered a
control of loudness that is satisfactory to the engi-
neering staff of the radio station. The fact that he
has to learn to maintain a level does not mean he
speaks monotonously with no variations in loud-
ness; it does mean that his variations all stay
within certain bounds and that when they exceed
those bounds he has enough mike technique to speak
across the mike, or away from the mike, or to its
dead side. Although an announcer who frequently
“bends the needle” is anathema to the engineering
staff, he is received with better grace than the an-
nouncer who does not come up to level.

Loudness variation is the least effective device an
announcer can use to get attention because of the
mechanical limitations placed upon him by radio
itself. The sudden loud noise so popular in Hellza-
poppin’ and in vaudeville shows is tabu in radio.
But loudness can be used as a means of holding
attention, and there are few more effective devices
than the sudden drop in the loudness level to quiet
talk or whispering.

The announcer should be aware of the loudness
characteristic when working a program with other
people so that the loudness level of all concerned is
proportional. He should be aware of the sound per-
spective possible and relate his use of volume to the
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rest of the program. One announcer should not
sound as loud as a full symphony orchestra or a
choral group, but because his perspective is different
he should sound louder than people in an audience
even though they have microphones.

The most common loudness faults found in an-
nouncers are monotony, overflexibility, and stress
patterns.

Time is that characteristic of the voice which
refers to the duration of tones and pauses. The an-
nouncer should work for the greatest flexibility in
its use. The constant demands of the producer for
speeding up or stretching announcements to meet
the dictates of the clock require skill in the handling
of time by the announcer.

An announcer must be more conscious of time
than he is of any of the other extraneous elements
relating to his job of communication. Although he
must constantly think of his listener and his mes-
sage, he must always be aware of the clock and the
sweep of the secondhand. The average announcer
usually speaks at a rate of 140 words a minute on
extended announcements, although some news-
casters achieve a speed as great as 225 words a min-
ute. The standard radio timing of announcers’
speech for commercial purposes is 25 words, 18 sec-
onds; 50 words, 28 seconds; and 100 words, 58 sec-
onds. The station sells the client a spot made up of
25, 50, or 100 words. Since programs are sold to be
14 minutes and 30 seconds long or 29:30 or 59:30,
the remaining 30 seconds are available for the sta-
tion identification and a 50-word spot, or an identi-
fication, a time signal, and a 25-word spot. One-
hundred-word spots are usually sold for partici-
pating programs and musical-clock shows.

One of the time techniques an announcer should
master is prolongation of tone. When asked to
stretch an announcement, the skilled announcer
does so imperceptibly to the listener by extending
the vowels and voiced consonants within words and
the pauses between words. An announcer may be
asked to stretch at any time: a program may go off
the air seconds early, it may be delayed in beginning,
or the producer of the preceding show may misread
the clock. The commonest form of stretching is to
prolong the pauses between phrases and sentences,
but the listener can notice this. A second and better

way is to prolong the sounds themselves. The third
way is to combine the first two techniques.

Time rapidity is equally important. Listen to
Kenny Delmar read the closing commercial on the
Fred Allen show some time to understand just what
speeding up an announcement can be. Allen gets
interested in the program and forgets about radio’s
domineering clock, and Delmar is sometimes forced
to read a minute-long commercial in less than 30
seconds. Communication is oftentimes missing—
although the obvious race with time is interesting in
itself.

Rapid rate is both interest-compelling and interest-
holding. Newscasts clip along at a great rate to gain
the listener’s interest and to make the news sound
as exciting as it sometimes really is. Rapidity is re-
lated to excitement—sheer speed is stimulating.
Rhythm, both its presence and its absence, is inter-
esting. The LSMFT din on the Lucky Strike pro-
gram has, in spite of everything, certain interesting
aspects, some of them rhythmical. A rhythm break
is interesting because it is startling; an unrhythmical
sentence that suddenly lapses into cadence surprises
the listener into attention. Change of pace is the
best device in the announcer’s repertoire.

The most common time faults found in an-
nouncers are too rapid rate, staccato sounds, monot-
ony, jerkiness, faulty phrasing, and time patterns.

Quality is that characteristic of the voice which
differentiates one voice from another and one sound
from another although pitch, loudness, and time be
the same. It is determined by the composition of the
sound wave; that is, by the amplification of the
original tone by the complete vocal mechanism.

As has been said before, the superior announcer
usually has a voice quality that is remarkable for its
richness and fullness. At least, the announcer’s
voice should not be noticeably pinched, it should be
free of such undesirable voice qualities as nasality,
harshness, hoarseness, stridency, muffling, and
breathiness. The announcer’s voice quality is a char-
acteristic he should work to improve and be con-
scious of in all rehearsals but should forget com-
pletely when on the air. The announcer who cups
his hand to his ear when announcing is not com-
municating to his listener; he is listening to himself,
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and his only concern, obviously, is how he sounds,
not what he says. Good quality will result in part
from care in the voicing of vowels and vowel-con-
sonants. If the vowels are correctly formed, the
announcer will have little difficulty with muffled or
strident quality; if the habitual pitch of the an-
nouncer is right for him, he will have less difficulty
with nasality, hoarseness, and breathiness.

Quality is an interest-compelling and interest-
holding characteristic of the voice. A superior voice

will arrest our attention and will hold it. We enjoy
listening to a fine voice just because it is a fine voice.
If we have a choice, we will choose the superior
voice over another because we feel the owner of the
superior voice is a superior person. Voice quality is,
after all, the characteristic most closely related to
personality.

Announcers’ common faults in voice quality are
muffled or nasal quality or too great consciousness
of quality.



Chapter IIl . . THE AD LIB ANNOUNCER

“Now, here is Joe Doe to give us an eyewitness
account of the event.” “An eyewitness account.”
That statement has brought more excitement into
the American home than “I do.” It has brought the
Kentucky Derby to Manhattan and a Manhattan
reception for a victorious army to Kentucky. It has
brought the burning of the “Hindenburg,” the sink-
ing of the “Graf Spee,” the bombing of Marila to
the listener with an immediacy never known in the
days before radio. That phrase has introduced foot-
ball games, tennis matches, hockey games, boxing
matches; it has introduced political conventions,
world conferences, peace parleys; state fairs, May
Day celebration—in short, that phrase has brought
the world to the American home. It is a more magic
phrase than Faust’s incantation to Mephistopheles.

That phrase has also struck terror to the heart of
many an announcer. It means he is on his own, no
helpful script to rely on; he is expected to ad 175. The
radio industry is wonderful in its way; after de-
manding exact conformity to a script from the an-
nouncer for years until the wells of creation are prac-
tically dry, it then believes the announcer experi-
enced enough to do an ad 76 program. The an-
nouncer is lucky if his first assignment to such work
is only a record show. More often than not, he is to
describe a parade, or the color of a football game, or
some civic ceremony.

Ad libbing is a difficult art. And it is important
to remember that few top-flight announcers ever
actually ad lib; they speak extemporaneously with-
out a prepared script. But ad libitum means to speak
at pleasure, as one wishes, as one desires. The radio
announcer of a non-script show usually knows some-
thing of his subject and of the occasion, and speaks
extempore. He has thought long and hard on the
occasion and has prepared his ideas and perhaps
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some of his phraseology, but he permits the event
itself to suggest the final wording of his talk.

This preparation is essential because the listener
is a merciless master. He must be fed a constant
stream of words, and the words must be vivid, pre-
cise, and varied if he is to remain interested. He will
witness a pitching duel at a baseball game with con-
tinued interest, but let him hear a sportscaster say
“He’s winding up for the pitch,” more than three
consecutive times and he tunes in some other sta-
tion. The same listener will attend a football game,
where the actual time spent in ball handling is only
some 20 minutes according to football statisticians,
and he will berate the announcer who spends too
much time talking about the weather or the crowds
or the collegiate atmosphere and doesn’t stick to
describing the ball game.

The requirements for the successful ad lib an-
nouncer are those for the successful copy announcer
—plus. He must have the necessary announcer quali-
fications and in addition to the basic skills he should
have a ready wit, excellent powers of observation,
keen language sense, and an exhaustive knowledge
of the subjects on which he is called to ad 5. He
must be born with some of these requirements but
some can be acquired and improved upon by
assiduous practice.

This baker’s dozen of suggestions for the inex-
perienced ad lib announcer will be discussed in the
following pages.

1) Orient yourself and your audience.

2) Be aware of what happens around you.

3) Relate each sentence to the one that precedes it.

4) Speak in simple sentences.

5) Develop an exact, imaginative vocabulary.

6) Learn the professional terminology of the
fields in which you expect to work.
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.7) Be accurate.

8) Avoid clichés and any speech mannerism.

0) Avoid profanity and vulgarity in everyday
speech.

10) Prepare yourself thoroughly before any as-
signment.

11) Hear recordings of your ad lib work and
check them for clarity, vividness, interest, variety,
and accuracy.

12) When possible compare your recordings with
the work of a master in the field.

13) Practice by describing aloud everything you
see.

1. Orient yourself and your audience—The lis-
tener wants to know where the eyewitness account
is coming from and just where the eyewitness is. If
the announcer is working with a stationary mike he
should tell the listener where it is and where other
things are in relationship to it.

This is Jack Knell speaking to you through short-wave
transmitter WAAU operating on 2,190 kilocycles. We
are at the present time in a small boat, riding at anchor
at a spot approximately 50 yards from the scene of rescue
operations of the sunken submarine Squalus, 16 miles
due north from the Portsmouth Navy Yard. We have
seen and are seeing one of the most thrilling sights of
our lives today. We are seeing history in the making.*

If the announcer is working with a traveling
microphone he should tell the listener each time he
moves so that the listener can follow. Most orienta-
tion directions are given either by compass direction
or by the relationship of the object to the announcer,
such as, “We’re moving toward the speaker’s stand
now. Our ABC booth is to our left. Just in front of
us is the delegation from Arkansas.”

The listener should be oriented in time as well as
in space and tq what has happened. For the listener
who tunes in late the announcer should frequently
repeat the orientation. He should give the place, the
time, and, in a sporting event, the score. This fre-
quent restatement is a musz if the listener is to be
pleased.

2. Be aware of what happens around you—Spec-
tators at an outdoor event will crane their necks to
see an airplane flying overhead. The microphone

1Reproduced through the courtesy of the Columbia Broadcasting
System, Inc.

will pick up the motor noise so that the listener is
aware something has happened; it is the announcer’s
responsibility to explain it. A sudden cheer or a com-
motion that can be heard by the announcer should
be explained to the listener because it is inevitable
that he will have heard it too. Just as the spectator
is interested in many happenings that occur during
the course of an event, so the announcer should be
interested on behalf of the listener.

Can you hear that bugle? He had a sort of a bubble
in his voice there, didn’t he, Ernest, did you hear it? Ha
ha—Ernest is our engineer and he knows that you do
because he can tell by those decibel markers on his
machinery whether you can hear or not hear. That bugle
call was the call to the post for the 7oth Belmont . .. .2

3. Relate cach sentence to the onc that precedes
it—You won’t lack for words if you include in each
sentence the germ of the next. Of course, events on
the scene of action or around the scene will shape
much of the ad lib, but the announcer can keep a
description coherent if each sentence is related to
the preceding one.

The drum major twirls his baton and the university
band starts to march from the field. They’re marching
off through the north goal posts indicating it’s almost
time for the beginning of the second half. That big sec-
ond half of this football game between the University
of Georgia and Georgia Tech. The band is almost clear
of the field and that cheer you heard announced Georgia
Tech’s team is coming onto the gridiron.

4. Speak in simple sentences—The announcer
will not sin against syntax, nor garble grammar, nor
dangle a modifier before an unsatisfied listener if his
sentences remain simple. Simplicity is used here not
as it is used in English grammar books as a name
for a type of sentence, but as a quality of speaking.
Speakers often use complex sentences, coordinate
sentences, and periodic sentences that build and
develop an idea, but the idea is simple and easy to
follow. The inexperienced announcer should beware
of such sentences, however, or his ad lib will be all
one sentence with every thought joined by a con-
junction or a prepositional phrase. A reader can
always reread a sentence if he becomes lost in a
series of dependent clauses but a listener remains
lost.

244 lib by Bryan Field quoted in Wylie, Radio Writing, p. 483.
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5. Develop an exact imaginative vocabulary—
The announcer who must spend his life with words
and has no curiosity about them is an anomaly in
the profession. It should be unnecessary to suggest to
an announcer that he develop a comprehensive
vocabulary. It is a task he has been set since child-
hood; it should be a pleasure of his profession.

Vocabulary development is simple. If when the
announcer looks up the correct pronunciation of a
doubtful word, he will read on, he will be certain to
discover many unfamiliar words on every page of
the dictionary. From these words he should select
one or two that interest him, assure himself of their
meaning and correct usage, and then try them out
in conversation on the next person he meets. Use of
a new word two or three times the first day it is
learned and at least once the next day should fix the
word in the announcer’s vocabulary for use on a
later occasion.

You are probably reading this chapter in a room.
Look around you. You are going to describe this
room to the radio audience. It won’t make a very
interesting broadcast unless you make it interesting,
and you can do that only by being interested your-
self and describing it vividly. You are seated in a
chair and the microphone is in front of you. Orient
yourself. Where are you? What type of room is it ?
Is it a studio, a classroom, a dormitory study, or a
bedroom? Identify it accurately. Where’s the door?
What kind is it? Is it paneled? Is it plain? Does it
have a window? Does it have any distinguishing
features that will create an image in the mind of
the listener ?

Now look at the window in the room. Where is
it in relationship to the mike and the door? What
kind is it? Casement, sash, clear or tinted panes? Is
it open or closed? Is it to the floor, set high, or set
low? Is it recessed in an embrasure or flush with the
wall? Are there drapes or curtains at it? Does it
have shades or Venetian blinds? Is there a valance?

Now you go on from there. How many descrip-
tive words did you have? How many were accurate
and how many vague approximations? Just look at
the floor. What kind of covering is there? Do you
know the difference between hard and soft wood,
between carpets and rugs, between linoleum and
asphalt tile?

To be successful at ad /ib work you must have a
large and exact vocabulary. Ben Grauer at the 1944
Democratic National Convention ad libbed a recess
period on the floor and used the word recess only
once. He mentioned a “hiatus” in the proceedings,
he spoke of the “rest” stop, the “interlude” in the
convention business, and the “break” in the activ-
ities. He sustained a lively listener interest by his
choice and command of words. He kept listeners
tuned to NBC by his power as a speaker, but none
of it was ad libitum. He had prepared himself for
that announcing assignment by years of vocabulary
study, and by intensive study of the mechanics of
the American political convention.

The mention of Grauer or of any other stccessful
ad lib announcer brings up the most difficult prob-
lem in our discussion—the choice of interesting or
imaginative words. Grauer and the others obviously
make such a choice while some announcers never
do, no matter how exact their language. The reason
for the choice of interesting words, of course, lies
within the announcer; he senses what will interest
others. But there are some methods of creating inter-
est which the announcer should know so that his
choice of words will be imaginative as well as exact.
These methods are the same as those stated in Eng-
lish textbooks, which may be one of the reasons why
they are so little understood by announcers.

The use of alliteration is an imaginative method
for choosing words. It is interesting to describe an
awkward waist sash as a “cumbersome cummer-
bund,” and Pretty Polly Pepper may be no better a
singer of simple songs than Maude Jones but the
listener will be more entertained.

Onomatopoeia is another imaginative method of
choosing words. It is more interesting to say that a
tractor crunches over an obstruction than to say that
it rolls over. And “the plaintive strains of a violin
and the low moan of a saxophone” may be no more
exact a description of the sounds than the phrase
“the music of the violin and saxophone” but the
listener is more interested.

Incongruous juxtaposition of words is a means of
making an imaginative choice. It is more interesting
to say a “flagellant knocks himself out” than to say
“he ‘tortures himself.”” To say a “duck’s derriére is
drooping” has ear appeal because of alliteration and
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incongruity. Much of Bob Hope’s humor is of this
sort.

Change of pace between polysyllabic and mono-
syllabic words is another method of imaginative
choice. “Incongruous juxtaposition is out” is such a
change of pace. “Because of the inclemency of the
weather, we quit” has more ear appeal because of
irreverence and change of pace than “We must leave
the air because of a sudden rain storm.”

Comparison is a means of making the words
themselves more imaginative. “Red as a rose” is
more meaningful, and hence more interesting, than
just “red.” “Her lipstick was so red it looked as if she
had been kicked in the mouth by a mule,” is even
more arresting. To compare a word with something
from the listener’s own background makes the word
and the whole situation more real to him. Compari-
son is most imaginative when the announcer com-
pares two seemingly unrelated items, and by show-
ing their relation makes a memorable speech figure.
The little girl who said that soda water tastes as if
your foot’s asleep would have made a radio an-
nouncer that no listener would tune out.

6. Learn the professional terminology of the fields
in which you expect to work.—The announcer’s
vocabulary is neither large enough nor exact enough
unless it includes the technical terms used in the
fields in which he expects to work, or in the fields
to which he is assigned. He must master the scien-
tific terminology of the physicist if assigned to the
atom bomb tests at Bikini and the argot of the base-
ball world if covering a ball game. He must be as
familiar with the vocabulary of the musician as the
musician himself; he must be as knowing about
agriculture as the ecologist he interviews.

To acquire such knowledge is the announcer’s life-
work. The student should begin studying for it now.
If you think you would prefer sports announcing to
any other, acquire the terminology of the sports
world. Learn it firsthand by participating in sports,
knowing sportsmen, reading books, magazines,
and newspapers about sports. Watch a sports prac-
tice and attempt to describe what happens accu-
rately. Do you have the terminology that will satisfy
a rabid fan? Do you have enough terminology ? Get
some sporting films and attempt to describe what
you see in them. Play the film back and try again,

attempting always to give your description accu-
racy, vividness, and variety.

If you think you would prefer music or agricul-
ture or science or any other field for your specialty,
begin familiarizing yourself with it now. Know its
history, its purpose, its language, its participants, its
ethics, its own peculiarities. Add this particular
knowledge to your general knowledge so that you
can interpret the field to the uninformed while inter-
esting the professional.

7. Be accurate—It is really not necessary to elab-
orate on the injunction to the announcer to be accu-
rate, but it is necessary to caution the announcer not
to be zoo accurate. This paradoxical instruction is
not just whimsey; too many announcers Worry €x-
cessively about niceties of exactness while the listener
turns the dial. The listener wants the movement and
color and feeling of an event, not the statistical pre-
ciseness of a bank statement. To the listener it
doesn’t matter most of the time whether the ball lies
on the 47Y yard line or on the 48; or whether the
auto racer is driving at 110 miles an hour or at 111.
It is important to be accurate when that half yard
will make the difference between a first down or
Jost ball, and when that one mile an hour will make
the difference between first and second place. Accu-
racy is necessary on important matters but is mere
finickiness on details.

8 and 9. Avoid clichés and any speech manner-
ism, and profanity and vulgarity in everyday speech.
—Nothing reveals the limitations of an announcer’s
language so quickly as his use of clichés and man-
nerisms. Jones may be “hotter than a firecracker up
there on the mound” but the phrase has been so over-
worked that it no longer evokes an image in the
listener’s mind. Jones can be as hot as a number of
things, any one of which would be more striking to
the listener and convey the announcer’s meaning
more clearly. Clichés are those worn-out tags of lan-
guage that originally had meaning but have since
lost it by reiteration. They are not the coinage of an
original mind, nor are they accurate description;
they are merely time fillers. It would be unprofitable
to make a list of clichés for the announcer to beware,
because a moment’s thought will recall more clichés
than original phrases.

Since there is triteness in radio announcing itself,
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be very careful of sameness. Do not begin an ad lib
musical program with “And now we present”; don’t
follow that selection with “And now the orchestra
plays”; and don’t conclude the program with “In
conclusion the orchestra . . . .” Such announcing
makes use of the tritest phrases in the radio diction-
ary and shows the least imagination.

When working such a program don’t use worn-
out editorializing phrases in your intreductions.
Never say “We will be favored tonight,” or “You
will be delighted to hear,” because the announcer
cannot be sure the listener will be delighted to hear
and it may be no favor. Don’t thank an artist when
he concludes his number and don’t comment. Don’t
say, “Thank you, Joe Doe, that was beautiful.” The
listener knows Joe didn’t sing because the announcer
requested it and he may not think it was beautiful.
Better say, “You have heard,” or “You have been
listening to . .. .”

Be careful in any ad 76 situation to avoid radio
clichés. Don’t say “Because of circumstances beyond
our control,” when there has been a mechanical or
technical breakdown; rather say, “Because of
mechanical difficulties” or, better, say, “In place of
the program originally scheduled for this time,
, we present .. ..” Don’t say,
“The next voice you will hear”; rather say, “Joe Doe
will describe the fight,” or “Joe Doe will bring you
the eyewitness account.” Even the announcer credit
line has become trite. Anything is better than “Your
announcer was Joe Doe.”

Be constantly on guard. A fresh statement one day
can become hackneyed in a week, and even though
you may have originated the phrase, avoid its use if
it has become shopworn.

The announcer should be  wary of his own speech
mannerisms. Tags such as “you see what I mean,’
or “I mean,” or “and so forth” have little meaning
to the listener and become irritating to him when
used indiscriminately. The best way to catch such
imperfections in your expression is by hearing your
own recordings; the best way to prevent such a
mannerism from developing is to attempt to speak
clearly, vividly, interestingly, and accurately at all
times.

Above all, the announcer’s speech should be free
from profanity and vulgarity, even in private life.

Profanity is tabu on the air; vulgarity has never won
a listener and has lost many a man his position. If
the announcer uses profanity in his everyday speech
it will be hard for him to exclude it from his broad-
casts, particularly when he is excited or immersed
in the spectacle of the moment. It is simpler for the
announcer to eschew profanity and vulgarity in his
private life than it is to try to express himself on the
air and be constantly afraid that he will slip.

10. Prepare yourself thoroughly before any assign-
ment~The superior ad lib announcer prepares him-
self as thoroughly for a special event as if he were
going to write a magazine article about it. All of the
facts related to the event, the persons involved, their
histories, their opinions, their idiosyncrasies are
learned before the announcer ever goes on the air,
and he knows this material so that it is readily avail-
able for use when he needs it.

The experienced sports announcer, for example,
usually has the following information before he
attempts a play-by-play description of a sporting
event.

1, Information concerning the event itself:

a. What it is. Belmont Sweepstakes, etc.

b. Who is presenting it. Forest Hills Lawn Tennis

Association, etc.

. Why it is presented. National championship, etc.
. When it is. Every spring, etc.

. Where it is. Belmont Park, etc.

Hlstory 76th annual running, etc. Who were
winners in the past, interesting occurrences, how
the event came about originally, etc.

2. Information concerning the contestants:

a. Who they are. Army, Navy football teams, etc.

b. Their history. Sporting records this year, through
the years, etc.

3. Information concerning individual contestants:

a. Who they are. Joe Zilch, 225-pound tackle from
Dubuque, Iowa, No. 17 jersey. Strong on offense.

b. Their histories. Zilch is a junior, played for St.
Mary’s his freshman year. High school ball
played in Texas. Has blocked three kicks this
season. Lettered in track last season. Plans to be
married, ex-serviceman, etc.

c. Their idiosyncrasies. Zilch a fiery tempered screw-
ball, thrown off the field for fighting in last
game. Always stands up in line before the shift
to look at opposing team, etc.

Mmoo o0
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d. Their opinions. Coach says Zilch promises to

murder them, etc.
4. Information concerning related sporting or social

activities:

a. What it is. The Tournament of Roses along with
Rose Bowl game, half-time program, etc.

b. Who is responsible. Personnel of Rose Bowl com-
mittee, etc.

¢. Who participates. Name of Rose Queen, etc.

If the announcer provides himself with all that
information and knows it, he should never be at a
Joss for words or for information when describing
the sporting event. But many announcers go even
further in their preparations. Ted Husing and his
crew move into the town of the sporting event sev-
eral days in advance. They watch practice sessions
of the contestants, they familiarize themselves with
each participant’s appearance. They talk to all the
people involved and gather firsthand information
about the event, the contestants, and the color.

Although this discussion has been principally con-
cerned with the information needed by a sports
announcer prior to making a sports broadcast, sim-
ilar information is needed by the announcer on any
ad 1ib assignment. The information outline can be
filled in for a symphony broadcast, a parade, a public
meeting, a stock show, or any of the special events
broadcast in America today.

I would make gathering material concerning an
event before the broadcast mandatory by law. I
heard a special events broadcast one year in which
an obviously unprepared announcer was attempting
to describe a series of floats in a Christmas parade.
Information about the parade was available to him,
because a complete description of the event, the line
of march, and the floats had appeared in the daily
papers. He hemmed and hawed through most of the
parade and at the appearance of a pageant wagon
presentation of a medieval Christmas banquet, re-
plete with yule log, steaming puddings, and an
apple-garnished boar’s head, he was stumped for
words. He evidently didn’t see the court fool on the
float, he couldn’t have seen the eight or nine women
sitting there, because after admitting he didn’t know
what the float could be—just a lot of people eating—
he said, “Oh, yes, of course, it’s a pictorial presenta-
tion of the Last Supper!”

11, 12, and 13. Hear recordings of your ad lib
work and check them for clarity, vividness, interest,
variety, and accuracy; when possible compare your
recordings with the work of a master in the field;
practice by describing aloud everything you see.—
To perfect an acceptable ad lib style the announcer
should make recordings of his ad libbing at every
opportunity and then listen to them critically. Let us
examine the making of a successful sportscaster who
is at present working for CBS. The station manager
believed him to have the necessary qualifications and
systematically set about improving his ad lzbility, to
coin a word. The novice attended every practice of
the local football team, and after he was familiar
with the players, the team style, and the terminol-
ogy, a broadcasting booth was set up and he began
describing intrasquad workouts. These descriptions
were recorded. The recordings were played back to
the announcer and the staff and he was criticized—
criticized for choice of words, for clichés, for inac-
curacy, for lack of interest, for everything. This went
on until the football season began; then the station
manager ordered that the network football games
be recorded as well as the local contests so that the
announcer could study the style of the accepted
masters of his craft. It was pointed out to him that
the network announcer did not say, “The team is
back in the huddle, they’re coming out of it, they’re
up to the line of scrimmage, there’s the shift . . ."
every time the team went into the huddle. It was
noted that the network announcer did not try to
talk above the crowd excitement, that he did not
attempt to quarterback the team from the an-
nouncer’s booth, that he did not conjecture on the
next play, that he did not move the ball back and
forth after each play.

That whole first season the novice did football,
heard football, lived football, and thanks to the
careful coaching of the station manager and the
patience of the engineering staff developed so much
that he accepted a CBS offer for the next season.

If the beginning announcer can avail himself of
similar help he can quickly improve his ad Libilizy.
If he can get recordings of outstanding ad /ib artists
and of himself and compare the two, if he can get
adequate criticism of his work, and if he will prac-
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tice incessantly, it is possible that he will never be
without an assignment or, as we say, “ad liberry.”
One of the finest eyewitness accounts ever broad-
cast by American radio concludes this section on
ad libbing. It is the description of the D-day landing
by George Hicks of the American Broadcasting

This is George Hicks speaking.

Company. I have noted marginally how some of
the suggestions included in this chapter were used
by Hicks. But make no mistake. The material in
this chapter was deduced from hearing broadcasters
like Hicks; he did not study the chapter and then

apply it.

I am speaking now

from a tower above the signal bridge of an American

naval flagship and we're lying some few miles off the

coast of France where the invasion of Europe has begun.

It's now 20 minutes to six and the landing craft have

Orientation of
listener both in
time and space.

been disembarked from their mother ships and are moving

in long irregular lines towards the horizon of France

which is very plain to the naked eve.

Our own bombardment fleet lying out beyond us has

begun to blast the shoreline and we can see the vivig

yellow bursts of flame quite clearly although the sound

Exact terminology.

is too far away to be heard, and at the same time from

the shore are answering yellow flames as the Nazi

batteries are replying,

Overhead planes are high up in the thin cloud

which is a gray scereen over the sky but which is not

Notice vividness of
language.

thick nor heavy, and is not low enough to be an

inconvenience to bombing.

The LCT's and LCI's have begun to pass along the

side of us.

crafts that carry the tanks, trucks, the bulldozers,

and finally the men ashore.

Those are the amphibious beach~-landing

Technical vocabulary,
Simple sentences each
related to the other.

They have been churning
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a cliché.

Further orientation.

Interest by alliteration,
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along and are bouncing along in the choppy channel sea
now, and all around us on either side are stretched
the vast transports at anchor, which have disembarked
the small craft. All over the sﬁrface of the sea here
they can be seen cutting and zigzagging and then
falling into those somewhat irregular lines that make
a black pencil-point across the sea itself, heading
towards the ribbon of land that's France and the coast
of Normandy . « » =

It's now becoming quite near daylight as 6 A.M.
approaches on June 6th, 1944 . . . . We can hear the
thud of shells or bombs landing on the French coast-
line, perhaps eight or ten miles before us, and the
steel bridge on which we stand vibrates from the con-
cussion of the heavy guns that are firing on the
American and British battleships and heavy cruisers
on the long line right behind us. I can count twenty-
two of the squat square-nosed landing craft carrying
vehicles . . . as they turn and bounce in the choppy
sea awaiting the exact timing to form their lines and
start in toward the beach.

On our first (statie). . . . . it was the shore
batteries of the Nazis that had spotted us here at
sea, (static). . . . . and our naval bombardment squad
has replied to them.

One battleship is in as close as three miles, and
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one of the famous American battleships, the Texas was

. Pinally in her firing position.

(Static) « . . . battleships lying just a couple of

miles off the French shore and firing broadsides into

the land. The Germans are replying from the land with

flashes and then the battleship lets go with its

entire broadside again.

The whole side of the battle

wagon lights up in a yellow flare as a broadside goes

off and now we can see brown and grey smoke drifting

up from her, and from her gunbarrels . . . and now

batteries are firing from the beach . . . the broad-

sides of the battleship are pouring it back at them.

Overhead, high, planes are roaring . . . they just

came in and dropped a salvo of bombs. « ¢ « « o«

The (static)

one of America‘'s famous

cruisers, is in off the shore near (static). . . .

as well as the Texas, the Nevada, and the Arkansas;

old batileships .

. They're just anchored off shore

and blowing into the Nazi batteries on shore . . . .

The first Allied forces are reaching the beaches in

France . o o -«

(PAUSE)

That baby was plenty low! I think I just made

the statement that no German planes had been seen and

I think there was the first one we've seen so far . . .

just cleared our stack .

that did no harm .

-

. let go a stream of tracers
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(SOUND OF SHIP'S WHISTLE)

Our own ship has just given its warning whistle and
now the flak is coming up in the sky . « «

It's planes you hear overhead now . . . they are
the motors of Nazis coming and going . . . . The
reverberation of bombs . . . .

(SOUND OF CRASH)

That was a bomb hit, another one. That was a
tracer line, shaped arching up into the darkness.

Very heavy firing now off our stern . . . Fiery
bursts and the flak and streamers going out [several
words drowned out by voice in background and static]
in the flak.

(SOUND OF EXPLOSIONS)

Now, it's died down . . . » We can't see the
plane « . . . Here comes a plane . . . « More anti-
aireraft fire . . . in more toward the shore . . .
the Germans must be attacking low with their planes
off our stern because the streamer fire of the tracers
is almost parallel with the water. (NOISES IN BACK-
GROUND) . . « Flares are coming down now. You can
hear the machinegunning. The whole seaside is covered
with tracer fire . . . going up . . . bombs . . .
machinegunning. The planes comeé over closer (SOUND OF

PLANE), firing low . . . smoke . o . brilliant fire

down low toward the French coast a couple of miles,
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I don't know whether it's on the shore or is a ship

on fire.

Here's very heavy ack-ack now -- (HEAVY ACK-ACK)
-= right . . . the plane seems to be coming directly
overhead . . . (SOUND OF FLANE AND NOISES) (MACHINE-
GUN FIRE AND ACK-ACK)

Well, that's the first time we've shot our guns
« « » directly over our head . . . as we pick up the
German bombers overhead.

VOICE: What was that -- a bomb?

VOICE: Cruiser firing over there.

HICKS: Heavy fire from the naval warships . . .
20 mm. and 40 mm. tracer . . . was the sound you just
heard . . «

Well, it's quiet for a moment now . . . .

If you'll excuse me, I'll just take a deep breath
for a moment and stop speaking . « « «

Now the air attack has seemed to have died down.
« « « o5€6 nothing in the night . . . .

Here we go again! (NOISE) Another plane has come
over . . « right over our port side . . . tracers are
making an arc right over the bow now . . . disappear-
ing into the clouds before they burst . . . .

Looks 1like we're going to have a night tonight.

Give it to her, boys . . . another one coming over . . .

a crusier on . . . pouring it out . . . something
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burning is falling down through the sky and hurtling

down . ., . it may be a hit plane. (TERRIFIC NOISES IN
BACKGROUND) , . . Here he goes . . . they got one!
(VOICES CHEERING) They got one! (VOICE: Did we?) |
Yeah . . . Great splotches of fire came down and are
smoldering now just off our port side in the sea . . .
smoke and flame there. (VARIOUS SOUNDS AND VOICES IN
BACKGROUND). . . . The lights of that burning Nazi
plane are just twinkling now in the sea and going
out . . . .

To recapitulate, the first plane that was over
. « « Was a low-flying German JU 88 that was leading
the flight and came on the convoy in surprise, we
believe, because he drew up and only fired as he
passed by, and perhaps he was as surprised as we were
to see each other . . . . One bomb fell astern of this
warship, 150 yards away as the string of rockets were
fired at a cruiser beside us on the port side. No
damage was done and gun No. 42 at our port, Jjust beside
the microphone, shot down the plane that fell into the
sea off to the port side . . . . Scheiner (?) of
Houston, Texas, who is the gunnery control officer,
and Seaman Thomas Snyder (?) of Baltimore, Maryland,
handled the direction finder. It was their first kill
for this gun and the boys are all pretty excited about

it. A twin-barrel 40 mm. anti-aircraft piece.
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They are already thinking of painting a big star
on their chart and will be at that first thing tomor-
row morning . . . . It's daylight . . . .*°

3Reprinted through the courtesy of the American Broadcasting Company, Inc.

41




Chapter IV. . THE ANNOUNCER’S WORK

DUTIES

The announcer’s duties vary so widely from sta-
tion to station that to describe them would be to
describe the industry itself. In some stations the
announcer is merely a microphone personality han-
dling copy; in others he is script writer, disc jockey,
third-class operator, and bookkeeper. In the greater
number of radio stations, however, the announcer
has certain well-established duties:

1) Getting the scheduled program on and off the
air.

2) Identifying the station.

3) Keeping the program log.

4) Adhering to the FCC and station program
regulations.

The announcer is responsible for following the
daily program schedule. He must see that the artists
and the materials for each program are ready, that
the program is produced at the time scheduled, and
that it takes no more than its allotted time. If the
artists and materials are not available, he must pro-
vide stand-by material after having informed the
program director.* If the program falls short of its
allotted time, he must again provide stand-by mate-
rial and report the deficiency. If the program runs
long, he must either cut it or adjust his schedule and,
again, report the discrepancy to the program
department.

Piano, organ, or transcribed-music interludes are
the standard stand-by programs provided for these
eventualities. In the early days of radio, when pro-
grams frequently failed to materialize, the an-
nouncer was expected to fill the time himself and,
as a result, to be able to double as a musician. Such

1These duties apply only to announcers working at local commercial

stations. They are assumed by the producer or instructor on network or
educational stations.
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extemporaneous stand-by programs were the in-
spiration and source of some of our big-name pro-
grams of today. Program failure is not so frequent
now as it was twenty years ago and, with transcrip-
tions available, it is not so noticeable to the listener,
but occasionally even the network will come a crop-
per and the listener will be carried back in time to
the “old days.” One Sunday morning on a major
network an artist who was responsible for a half-
hour program failed to report, and the announcer
on duty left the mike to find a fill-in. The fill-in was
one of these two-finger piano experts who could
play Tea for Two, and for an half hour the nation-
wide network audience was regaled by alternate
newscasts and piano renditions of Tea for Two.

The announcer’s only duty, according to the
Federal Communications Commission, is the voic-
ing of the station identification:

(a) A licensee of a standard broadcast station shall
make station identification announcement (call letters
and location) at the beginning and ending of each time
of operation and during operation on the hour and half
hour as provided below:

(b) Such identification announcement during opera-
tion need not be made when to make such announce-
ment would interrupt a single consecutive speech, play,
religious service, symphony concert, or operatic produc-
tion of longer duration than 30 minutes. In such cases the
identification announcement shall be made at the first
interruption of the entertainment continuity and at the
conclusion of such program.

(c) In case of variety-show programs, baseball game
broadcasts, or similar programs of longer duration than
30 minutes, the identification announcement shall be
made within 5 minutes of the hour and half hour.

(d) In case of all other programs (except as provided
in paragraphs (b) and (c) of this section) the identifica-
tion announcement shall be made within 2 minutes of

the hour and half hour.
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(e) In making the identification announcement the
call letters shall be given only on the channel of the
station identified thereby.?

The announcer should familiarize himself with
this regulation in all its ramifications because his
employer will expect him to know when and how
to identify the station in accordance with the FCC
rules. The announcer must be particular in his ob-
servance of the regulation at all times and should
thoroughly understand section (a). It is not enough
to say “This is your Columbia Affiliate, WCBS”;
the location must be given also. It is not enough to
say “This is the Voice of the Southland, Atlanta,
Georgia”; the call letters must be given also.

The special events announcer should be careful of
section (c). He must always be clock-conscious. To
aid the announcer many station managers hold the
engineer responsible for the station identification
break on a special event broadcast, and a hand signal
has evolved in the industry for this purpose. The
clenched fists held in front of the body, as if holding
a stick, are forcibly twisted apart, as if breaking the
stick, which indicates pantomimically to the an-
nouncer it is “break” time. Since there is a four-
minute leeway for the announcer before station
identification is mandatory, even the most pic-
turesque description can be brought gracefully to
a conclusion.

One of the most famous blunders in radio history
occurred on such a special events station break. The
announcer and the engineer were perched atop a
mobile unit giving the listener an eyewitness ac-
count of one of the worst floods ever to ravage the
Southwest. As break time neared, the engineer
began to give the hand signal, but the announcer
was so engrossed in his word painting he was oblivi-
ous of his companion. The announcer began his
peroration just as the last seconds of the fourth min-
ute began to tick away. The engineer tapped the
announcer’s shoulder and pantomimed the break.
The announcer acknowledged the signal and said:
“As I look out over this vast sea of water and try to
estimate the havoc and devastation this flood has
wrought, all I can say is, this is KVOO, in Tulsa.”

2Federal Communications Cummission, Rules Governing Standard
and High-Frequency Broadcast Stations (Washington: Government
Printing Office, 1940), paragraph 3.406. ’

The third of the announcer’s duties is keeping the
station log. According to the FCC regulation 3.404:

The licensee of each broadcast station shall maintain
program and operating logs and shall require entries to
be made as follows:

(a) Inthe program log:

(1) An entry of the time each station identification
announcement (call letters and location) is made.

(2) An entry briefly describing each program broad-
cast, such as “music,” “drama,” “speech,” etc., together
with the name or title thereof, and the sponsor’s name,
with the time of the beginning and ending of the com-
plete program. If a mechanical record is used, the entry
shall show the exact nature thereof, such as “record,”
“transcription,” etc., and the time it is announced as a
mechanical record. If a speech is made by a political can-
didate, the name and political affiliations of such speaker
shall be entered.

(3) An entry showing that each sponsored program
broadcast has been announced as sponsored, paid for, or
furnished by the sponsor.?

The announcer is expected to know the FCC
regulations on programs as well as the regulations
on station identification and logs. In many stations
the announcer is responsible for the adherence to
these regulations as well as to the industry and sta-
tion codes.

[As amended December 1946.]

3.407 Mechanical records—Each program broadcast
which consists in whole or in part of one or more
mechanical reproductions shall be announced in the
manner and to the extent set out below.

(a) Each such program of longer duration than 30
minutes, consisting in whole or in part of one or more
mechanical reproductions, shall be identified by appro-
priate announcement at the beginning of the program,
at each 30-minute interval and at the conclusion of the
program; Provided, however, that the identifying an-
nouncement at each 30-minute interval is not required
in case of a mechanical reproduction consisting of a con-
tinuous uninterrupted speech, play, religious service,
symphony concert, or operatic production of longer than
30 minutes,

(b) Each such program of a longer duration than 5
minutes and not in excess of 30 minutes, consisting in
whole or in part of one or more mechanical reproduc-
tions, shall be identified by an appropriate announce-
ment at the beginning and end of the program.

3]bid., paragraph 3.404.
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(c) Each such program of 5 minutes or less, consisting
in whole or in part of mechanical reproductions, shall be
identified by appropriate announcement immediately
preceding the use thereof: Provided, however, that each
such program of one minute or less need not be an-
nounced as such.

3.408 Rebroadcast.— (a) The term “rebroadcast”
means reception by radio of the program* of a radio
station, and the simultaneous or subsequent retransmis-
sion of such program by a broadcast station.}

(b) The licensee of a standard or high-frequency
broadcast station may, without further authority of the

Commission, rebroadcast the program of a United States -

standard or high-frequency broadcast station, provided
the Commission is notified of the call letters of each
station rebroadcast and the licensee certifies that express
authority has been received from the licensee of the sta-
tion originating the program.f

(c) The licensee of a standard or high-frequency
broadcast station may, without further authority of the
Commission, rebroadcast on a noncommercial basis a
noncommercial program of an international broadcast
station, provided the Commission is notified of the call
letters of each station rebroadcast and the licensee cer-
tifies that express authority has been received from the
licensee of the station originating the program.

(d) No licensee of a standard broadcast station shall
rebroadcast the program of any other class of United
States radio station without written authority having
first been obtained from the Commission upon applica-
tion accompanied by written consent or certification of
consent of the licensee of the station originating the pro-
gram.§||

(¢) In case of a program rebroadcast by several stand-
ard broadcast stations, such as a chain rebroadcast, the
person legally responsible for distributing the program
or the network facilities may obtain the necessary
authorization for the entire rebroadcast both from the

*As used in sec. 3.408, program includes any complete program or
part thereof, or any signals if other than A-3 emission.

+1In case a program is transmitted from its point of origin to a
broadcast station entirely by telephone facilities in which a section of
such transmission is by radio, the broadcasting of this program is not
vonsidered a rebroadcast.

1 The notice and certification of consent shall be given within three
(3) days of any single rebroadcast, but in case of the regular practice
of rebroadcasting certain programs of a standard broadcast station
several times during a license period, notice and certification of consent
shall be given for the ensuing license period with the application for
renewal of license, or at the beginning of such rebroadcast practice if
begun during a license period.

§ The broadcasting of a program relayed by a relay broadcast station
(sec. 4.21) is not considered a rebroadcast.

|| Informal application may be employed.

Commission and from the person or licensee of the sta-

tion originating the program.
Attention is directed to section 325 (b) of the Com-

munications Act of 1934, which reads as follows:
No person shall be permitted to locate, use, or main-
tain a radio broadcast studio or other place or appa-
ratus from which or whereby sound waves are con-
verted into electrical energy, or mechanical or physical
reproduction of sound waves produced, and caused to
be transmitted or delivered to a radio station in a
foreign country for the purpose of being broadcast
from any radio station there, having a power output
of sufficient intensity, and/or being so located geo-
graphically that its emissions may be received con-
sistently in the United States, without first obtaining
a permit from the Commission upon proper applica-
tion therefor.{

ROADCASTS BY CANDIDATES FOR PUBLIC
OFFICE

3421 General requirements—No station licensee is
required to permit the use of its facilities by any legally
qualified candidate for public office, but if any licensee
shall permit any such candidate to use its facilities, it
shall afford equal opportunities to all other such candi-
dates for that office to use such facilities, provided that
such licensee shall have no power of censorship over the
material broadcast by any such candidate.

3.422 Definitions—The following definitions shall
apply for the purposes of section 3.421:

(2) “A legally qualified candidate” means any person
who has met all the requirements prescribed by local,
state or federal authority as a candidate for the office
which he seeks, whether it be municipal, county, state,
or national, to be determined according to the applicable
local laws.

(b) “Other candidates for that office” means all other
legally qualified candidates for the same public office.

3.423 Rates and practices—The rates, if any, charged
all such candidates for the same office shall be uniform
and shall not be rebated by any means, directly or in-
directly; no licensee shall make any discrimination in
charges, practices, regulations, facilities, or services for
or in connection with the service rendered pursuant to
these rules, or make or give any preference to any candi-
date for public office or subject any such candidate to
any prejudice or disadvantage; nor shall any licensee
make any contract or other agreement which shall have
the effect of permitting any legally qualified candidate

qFormal application required. See Standards of Good Engineering
Practice for form number.
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for any public office to broadcast to the exclusion of other
legally qualified candidates for the same public office.

3.424 Records; inspection—Every licensee shall keep
and permit public inspection of a complete record of all
requests for broadcast time made by or on behalf of
candidates for public office, together with an appropriate
notation showing the disposition made by the licensee of
such requests, and the charges made, if any, if request is
granted.*

It may seem unnecessary to have quoted the FCC
regulation on political broadcasts in its entirety, but
the announcer handles too many political programs
for him to be uninformed. For example, an an-
nouncer on a clear-channel station (no longer asso-
ciated with the industry) agreed with a political
candidate that the standard opening announcement
and disclaimer for the politician’s speech was cold
and mercenary and obligingly changed the an-
nouncement. The original announcement read:

The following quarter hour has been purchased at the
regular commercial rates by the Doe-for-Congress Dem-
ocratic committee. The facilities of this station are avail-
able to all parties and all candidates upon similar terms.
The opinions of the speaker tonight are his own and do
not necessarily express the opinions of this station or its
management.

In the revised form the announcement became
simply: “As a public-service feature Station BLANK
presents Joe Doe.” Needless to say the station could
not charge Mr. Doe, nor could it charge any of the
other candidates in the same race for equal time on
the air. /

4
PROCEDURES

There is, as yet, no standard operating procedure
for the announcer, and the profession many times
shows the need for one. The announcer moving
from one station to another must be briefed in each
place by the chief announcer or program director
on the accepted manner of procedure. This is time-
wasting for both. There is no general acceptance of
the procedures described in this section, but they are
common enough to warrant inclusion here:

1) Microphone technique.

2) Script handling.

3) Script marking.

4]bid., paragraphs 3.407, 3.408, 3.421-3.424.

The announcer who speaks into the microphone
in such a manner that his speech faults are mini-
mized and his excellences magnified is said to have
“mike technique.” To acquire this technique the
announcer should acquaint himself with the dif-
ferent types of microphones currently in use in radio
and know the speech input characteristics and pecu-
liarities of each. He should know the rated response
to the pitch range, the directional features, and the
sensitivity of each microphone commonly used.

In addition to acquiring a technical knowledge
about microphones, the announcer should work for
a personal knowledge. He should know the response
of each microphone to his own voice and be aware
of the heightening of some voice peculiarities by
certain mikes. He should know at what distance to
stand before the microphone for the best voice
reception; he should know how to make use of the
live and dead sides of the microphone for effects and
for the most complete interpretation.

The announcer should also know when to sit and
when to stand before the mike. He should sit before
the mike when doing a broadcast involving so many
script pages that it is awkward and inconvenient to
hold them all in his hands. He may sit occasionally
when doing a program that requires such intimacy
that standing will affect his interpretation; “The
Poet’s Corner” type of program is an example of a
show that is read by an announcer while sitting.
He should stand for all other programs because his
voice production will be easier, his communication
will be more vital, and he will appear to better
advantage before an audience.

Script handling is merely a mechanical detail, but
it can cause so much turmoil both in the studio and
out over the air that a few instructions seem neces-

sary. The frequent unintentional forest-fire effects

heard on the radio are the result of some inexpe-
rienced speaker rattling his manuscript. The supe-
rior announcer holds his script in one hand and
when nearing the bottom of the page slides the first
page down with the other hand until the top of the
second page is visible. It is thus possible for him to
read from one page to another without stopping to
turn them and he can then dispose of the pages he
has read. The experienced announcer may let them
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drop to the floor when he is finished with them, but
more often he keeps them in his hand.

The superior announcer always uses a free manu-
script—never one that is bound in a book or fastened
together; he always checks the pagination just before
he goes on the air to be sure the pages are in the right
sequence; and he always holds the script so that he
can see the producer and the clock out of the corner
of his eye. If he can glimpse the producer he can
check his mike position and his timing; if he can
see the clock he can check his reading time against
the time markings in his script.

Script marking is not standardized, and some
announcers do not use it as an aid to announcing,
but many superior announcers do mark their scripts
so that their interpretation and timing will be the
same at each rehearsal and performance. Although
script marking is an individual matter, certain
marks are generally agreed upon:

1) Underlining—used for emphasis.

2) Quotation marks—used to set off important
statements.

3) Parentheses—used for dependent clauses and
throwaway phrases.

4) Caret (A)—used to mark insertions in the
script.

5) Hyphen—used to connect words written sep-
arately but voiced as one.

6) Dash—used in radio to indicate more is to
follow.

7) Ellipses—used in radio to indicate pauses.

8) Crescendo and decrescendo marks.

9) Virgule (/)—used to separate words and
phrases.

10) Paragraph symbol—used to mark thought
and voice paragraphs in the copy.

11) Numerals—used to mark the elapsed time to
that point.

12) Capitalization—used for additional emphasis.

The two marked radio scripts that follow are
examples of the manner in which certain an-
nouncers marked their copy. The first is a typical
commercial, the second is a typical NBC news script.

CLOSING COMMERCIAL (CUT IN)

203 WorDS
IMIN 15 SCCX
‘This note indicates

to the announcer
how much time will

ANNOUNCER

be allowed for at all!
reading this -
commercial.

q
'Specially if it's a fussy

LN
appetite.

them.

Gee = that's not good.

Not~good

't «
A(bodf'just can't get-up-and~

leavef' Ahhh - but an“appetité’can.

Yep - you've got to watch

They're liable to disappear any

dull, dreary morning - if their favorite

breakfast cereal isn't on-the-table.

Time marking.

«
That's Post Raisin Bran?(&ou xnow.) 2.4

Unmmmhmmm =~ P—O—Stgfg -= Post's Raisin

— —— D

Bran.

Arrow indicates more
is to come,

And why is it/a favorite?

e

Say Sﬁs
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(¢4 .
- gge-spoonfuf’of this deliciously

Vs
different cereal will tell you why. J0

Just taste those golden /nut-./ Wauch this tongue

twister.

Post/forty Per-Cent~Bran-Flakes -
@merica”s nine-to-one bran flake

43
fagg;ite.> And just taste those choice:}/

« Corrugation in

1)
sweeg/éalifornia—seedless-raisins - M rmas
oc ” rclationship of

(raisins that are Tender-Sured by a thoughts.

special Post process that keeps them
5 V4

. tender.

You'll know then why so many
- (s »
folks prefer Post Raisin Bran. The

« e )
flakes dd flavor to the raisins.

[{4
The ralslns add flavor to the flakes.

And the combination is 0 good, it will
e T
please any fussy appetite who happens
6o ”
to be sitting at your breakfast table.
' « -
S0 - pamper those hard-to-please Tecpee indicates

crescendo and
P . . 3 build.
appetites -(}1rst thing tomorrow morn1ng7

o »
- with Post Raisin Bran. It's the only

raisin bran made with delicious Post
I/L

POSF/%&ISI%/

Fortx/Per/bent/%raq/%lakes.
3229?5 \flx

5*Two on a Clue,” copyrighted by Benton & Bowles, 1945.
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NBC NEWS SCRIPT

« b)) .
Years hence -- the men who write

«
the history~book§’are going to look

Words receiving the
greatest stress re-
ceive most under-
linings.

back and say that on gne-certain-date

-- the tide of battle changed. On that

one - date -~ the fate/of Hitler was finally

sealed -~ and all that happened thereafter was

44 )
merely anti-c¢limax. And it may be -~ it

« 2
may just be that today was that-date.

For today --(on the field of battle)

Note how the signifi- - (and in the -=hrdiwe realm of diplomacy)
cant idea of this sen- -

tence is made clear by A o 2

the usc of parenthescs ~= Hitler suffered real-defeats ——(feverses
around the subordinate —_—

phrascs. which may mewmmma%aeé—sh;d;uigg;:j§;;fgéz

« ” o« »
spell the decline and fall of his tottering-

empireL

Today ——(March—the—lStﬁ)—- is the day

—— —_—

in which +the Red Army startled the world by

shrdd sudden capture of the Black Sea port

-—(}he German defense bastion of edeedin

« J/ ” .
Kherson./ Today =~ two-nations -

«
(recently enemieé)—— renewed the ties of
n
friendship --<¥he steednshy government
« » e %
of Russia and/gtalian—Regime of Marshal=
/
Badogliof Today too -~ the Allies showed
that they mean busgines --(that stricter-

measures are in the offing to pregpnt\§J

———
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vital-information from leaking to the

enemy ézg;ggzé‘Eige:) ]

All-theserthings today -~ emfwyp

er )
and many-more- too.

But before 1 é@;%;;;gg-the full=

« »

details of Hitler's-reverses ~~ here's
<

the front-line-dispatch from General—

MacArthur's-headquarters ——(én apt=
reminder that while we turn the full

wveight of our power toward knocking
c &
Germany out—qf—the war -- we are by-—

[Esas—

no-means”neglggting the Japs.

—_—

General-MacArthur -- @n.his night

communiqué) -~ reveals that American =
forces --(at the Allied bridgehead at
Empress Augusta Bay on New Guinea)--

1%
alpdde—-emiyss turned back a strong--

»
Japanese-attack. More than that --

{4 »
a ¥kg third of the three or four

thousand Japs who made the assault

have been killedf/:s%ag7£is American

victory is shrdiuemi especially =
. Al
heartening -- because even as emfwypY

Mw
13k the Southwest

Pacific NBC monitors (here in New York)\\A

49

Waved line indicates
run-on.

Quotes used here on
out are to indicate
greater stress on

first word.
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heard Radio-Tokyo make another shfd—iushrﬂ

3?%-hsh;3-fantast1c claims ——(a claim that

the enemy had recaptured two of the three

airdromes in that emfwtfwyp Empress Augusta

/&ZZ'ﬂiuuvudZ Loers Ao Lo

Ae,MacArthur has it Teport.

American éﬁ%&éigzﬁ?“ﬁgté two more small=

islands(in the Admiralties) --(to the west

area. )

of Los Negros -- where we had established

our first outpost etaseoin baies)in that

shrdiuomd regionJ) The landings were made

after the enemy had been bombarded by

es8taedil long-range artillery(?rom Los

WORKING CONDITIONS

The inexperienced and the experienced an-
nouncer go about getting employment in the radio
industry in the same fashion: each auditions for
every job. Although all network and many free-lance
jobs require experience in the announcing profes-
sion, the announcer must audition for these posi-
tions as if he were applying for his first job.

Every station differs in its auditioning technique,
but the over-all policy is the same. The aspiring an-
nouncer goes to the local radio station to apply for
an announcing position and to arrange for an audi-
tion. That audition may be given immediately or it
may be held on a certain date, when the station
holds open auditions for all interested persons.
Usually the station manager or program director
provides the applicant with that station’s prepared
audition script. (See Exercise 1A for a sample inde-
pendent station audition and Exercises g, 19, 25, and

27 for network auditions.) The audition may be
heard by the chief announcer, the program director,
the station manager, or all three. Many times it is
recorded so that the prospect’s work can be kept on
file. The applicant may or may not be criticized. He
may be interrupted during the audition and told
how to read the copy. He may be told to “punch
it”; he may be told to “hold it down.” The conduct-
ing of that first audition depends on many of the
whims of the local management. The audition copy
he reads may be given him to read cold—or he may
have time to prepare it at the studio. Many times he
may be asked to do an ad /ib broadcast following his
prepared copy audition.

The results of the audition are as much subject
to the whim of management as was the initial con-
tact. There is no standardized audition rating sys-
tem. There is no way of rating the announcer’s rela-
tive merits. The applicant may impress the manage-
ment and be given a job—or he may not.

SReproduction of end paper in The Fourth Chime, 1944. By permission of the National Broadcasting Company, Inc.
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If the applicant impresses the management and
a job is available he may go to work immediately.
Or if no job is available he may be put on call—to

wait for an eventual opening. If he is thought to be -

a likely prospect he may be held for further audi-
tioning, or he may be given hints on his work and
asked to return at a later date. He may be told that
he has possibilities but is not yet ready for that par-
ticular station, and the management may suggest
other stations in the area where he can apply. Or
he may have to wait for the call that may never
come.

If the applicant does not impress the management
he may give up the idea of radio or he may on his
own approach other stations until he gets a break.
He may audition at some station that needs help
just when he appears. He may audition at some
station that has such poor working conditions that
no one will stay, and thus he gets his chance to start.
The initial contact—as in most public entertainment
fields—is the most difficult.

After an announcer has had his first job the way
is relatively easier. Although he will have to audition
for each new position, he at least will now have
some contacts and will know how to find jobs and
openings. Almost all radio announcers use their
summer vacations to tour the country looking for
better opportunities. They stop at all radic stations
along their way and make auditions to have on file
for a later opening. Or they get in touch with station
managers so that they can be apprised of develop-
ments. This constant shopping around builds for
the announcer such a wide acquaintance within the
industry that he may know of changes within sta-
tion personnel at widely divergent points long
before the managers do. It is an axiom in the indus-
try that the radio announcer’s salesmanship ability
on the microphone is the result of his salesmanship
experience in managers’ offices.

The announcer usually begins on a small local
station (Ben Grauer is the only example of an an-
nouncer who began his career with a network). He
works up gradually through the ranks of larger and
larger stations until he reaches a so-kilowatt, clear
channel station. That station may be a network
originating-point where he can achieve recognition
from the network or it may be sufficiently large for

such a staff position to be an end in itself. Few
announcers are content, however, without a chance
with the networks.

The networks hold auditions in much the same
manner as the local stations do. Records of superior
auditions are kept on file, and when an opening
occurs the superior applicants are called in for a
final competitive audition for the staff announcing
position. As has been said in the chapter on qualifi-
cations, the networks do not consider applications
from candidates who have not had previous expe-
rience on local stations and who do not have college
training.

The successful network announcer does not con-
sider a staff announcing job as the end of his career.
He is now in a position to audition for free-lance
announcing assignments on network commercial
shows. He again must busy himself with meeting
and knowing people—in this case producers and
agency men. If he has sufficiently impressed himself
on these titans he may be asked to special auditions
for commercial clients. Three factors will affect his
future: the people he knows, the quality of his work,
and his particular style. He may be passed over in
audition after audition because he does not know
the right people, his work is not thought sufficiently
proficient, or his style is not compatible with the
style of the particular show being prepared for the
client.

If he is successful in winning a commercial ac-
count his work is not over: he must continue to
compete endlessly with aspirants for his job to hold
it and to find others. What happens to the big-time
announcer who passes the pinnacle? We don’t
know. Radio is such a young industry that few men
have reached the top and started down hill.

Along the way so many things have happened to
the announcer and his working conditions that it
is worth while to follow the progression from local
station to network again, this time concerning our-
selves with salary and other considerations. All an-
nouncers receive two types of emolument: a base
pay and talent fees. The base pay is a weekly remu-
neration for staff or stand-by announcing. It ranges
from $12.50 a week in small local stations to $75.00
a week on certain network originating stations. For
that sum the announcer usually works an eight-hour
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announcing tour of duty. He is on duty ready to
announce any and all programs for which he may
be scheduled. These hours have been set by the
station, by the NLRB, and by the announcers’ union,
the American Federation of Radio Artists. The an-
nouncer’s mike time may be a great deal less than
forty hours a week, but his on-duty time is seldom
less.

The chief announcer or the program director will
assign the on-duty hours each day for the announcer.
He may work split shifts stretching across the seven-
teen-hour broadcast day, or he may work a different
shift each day, signing on the station one day, work-
ing a midday shift the next, and signing off the next.
The young announcer as well as the young actor
finds that his first responsibility is learning to sit
patiently waiting for a chance. The off-duty days of
an announcer are usually arranged for his con-
venience, and the greater his seniority on the station,
the better his shifts and the better his off days.

The talent fee, the announcer’s second type of
remuneration, is what interests so many people in
the announcing profession. If the sponsor or the
station wants a particular announcer to handle a
particular program each time it is presented, it is
necessary to assign that announcer to the program
because it is conceivable that his regular shift may
not coincide with the time of the program. This call-
back adds to the announcer’s work hours and cuts
into his off time. For that reason he is customarily
given additional compensation either by the station
or the client in the form of the talent fee. If the call-
back is daily through Sunday, or at an inconvenient
hour, the announcer asks for a greater fee and by
such bargaining may be able to increase his earnings
measurably. Call-backs are not supposed to interfere
with the announcer’s stand-by duties, so that his
shift may have to be adjusted, or he may have to
make a trade with one of the other announcers or
pay another announcer to do part of his regular
work. On the networks much of an announcer’s
talent money goes back into talent money for other
announcers who work his stand-by shifts.

There is no conformity in the industry on this
matter of talent fees. The amounts are usually deter-
mined by the amount the announcer is willing to
take as opposed to the amount the client or the

manager is willing to pay. AFRA has attempted to
standardize the value of each type of call-back, but
since the AFRA scales are local to an area and are
not nationally accepted and adhered to, the AFRA
recommendations remain simply that. On the Pacific
coast the AFRA rates are far below the accepted
standards for talent fees, in the Middle West they
are standard, and in the Southwest they are above
the accepted pay scale.

Since no announcer can know about all the job
opportunities, or about all the commercial openings,
in the metropolitan centers the personal agent has
entered into the radio announcing field. The agent
may be an individual or a talent agency. It is the
agent’s duty to get auditions for his client and then
to bargain for talent fees for him. Of these earnings
the agent gets the usual 15 per cent. The agent also
is supposed to be alert to the possibilities of building
his client into a personality for acting jobs and screen
and transcription work, any or all of which add
measurably to the announcer’s income.

There is no information available on the extent
of a big-time announcer’s earnings. The grapevine
has it that some of the big names earn in excess of
$3,000 a week, but it is impossible to verify this or
to know how much of that sum is due directly to
radio. The big-name announcer has so many other
increments as the result of his radio work that it is
impossible to assess radio’s part. It is known, how-
ever, that in 1945 the average weekly wage of the
radio announcer was $57.79 exclusive of talent fees.”
This sum, according to the annual figures of the
Bureau of Labor Statistics, was second only to that
earned by motion-picture workers.

At the present time the chances for employment
in the radio industry are better than they have ever
been before because of the FCC policy of establish-
ing competing stations in many communities where
there have been only one or two. The advent of FM
broadcasting has increased the number of stations
and announcing opportunities in this country, but
no matter what advances are made, it is still a lim-
ited field. In 1945 only 3,787 announcers were em-
ployed within the industry. Only a few of them

7“Radio’s Weekly Payroll in 1945,” in Sol Taishoff, Bernard Platt,

and Fred Fitzgerald, eds., Broadcasting 1946 Yearbook (Washington:
Broadcasting Publications, Inc., 1946) p. 307.
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were moving out of the profession into other fields, But it should be borne in mind that in radio, as
such as production, sales, and advertising, but were in all other professions, the man with the proper
moving from station to station. The number of new qualifications, abilities, and drive can make a way
announcing positions available every year is very for himself and that there is always “plenty of room
small. ' at the top.”







II
EXERCISES







Exercise 1 —-VOCABULARY DRILL

Aim of exercise: To rate your present ability as an announcer.
Type of performance: Read the announcer audition, Exercise 1A.

Suggestions: Handle and mark the script according to the directions in the
section on procedures in Chapter IV.

Announcer vocabulary drill:

1. Allied 6. err j
2. program 7. event |
3. pianist 8. mosquito

4. accompanist 9. quantity

5. repertoire 10. ingenue

10 the teacher: 'This initial rating of the announcer should be done as carefully
and as completely as possible. From this first diagnosis the announcer’s
whole study and drill program should be built.

37




RATING CHART OF ACHIEVEMENT IN RADIO ANNOUNCING

i

INFERIOR
POOR
AVERAGE
GOOD
SUPERIOR

COMMUNICATION OF IDEAS

COMMUNICATION OF EMOTION

PROJECTION OF PERSONALITY

NATURALNESS

VITALITY

FRIENDLINESS

ADAPTABILITY

PRONUNCIATION

VOICE CONTROL

PITCH

LOUDNESS

TIME

QUALITY

Additional Comments:

«

Date__ , , Observer.
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Exercise 1A—ANNOUNCER AUDITION?*

ANNCR: A radio announcer can be just another voice, lacking in

personality, sincerity, or dynamic, attention-compelling
quality, or he can be a vigorous personality who possesses the
intimate appeal audiences love, the earnest quality that makes
him convincing, and the forceful tones that promote sponsor
sales and make him a definite asset to station and advertiser
alike. Now how does a man gain such qualities? Announcers
aren't born with these attributes. They are developed — first
in the mind, then by assiduous practice. The mental approach
is important. For example, if an announcement calls for a
friendly counselor approach, you have to think of yourself as a
friendly counselor, and play the role. You would have to grow
more confidential and intimate. Then you would sound something

like this:
Neighbors, if you're a little 1like me — and I think you

are — you're middle-~class people, ambitious to get ahead in
this world, to thrive and prosper, to give your family all of
the necessities and perhaps a few of the luxuries they deserve.
Now how will you do that? By wildcat, get-rich-quick schemes?
No, friends. You can't do it that way. Once in a blue moon,

a get-rich-quick scheme works. But for every time it works, it
fails a thousand times. The odds are against you. Unless you
can afford to throw money away, don't be a sucker. Stay away
from the glowing promises of overnight wealth. The year of

1929 was ample proof of the fact that you can't make money in

1Reproduced by permission of F. M. Randolph.
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a hurry. Still, you do want to have more money, to be a better
provider. That's what we all want. The way to do it is by the
sound, conservative way, saving in a reliable, thriving bank
like the Sponsor Trust Company. You may not get a fortune from
your money, but you get a regular two per cent interest instead
of a possible higher rate and possible loss. "Save and you
will have" is still a good adage. The Sponsor Trust Company is
conducted by your neighbors, for the community. They deserve
and merit your patronage. Won't you remember that? Thank you.

That happens to be the goodwill approach in announcing.

It is largely institutional and needs no high-pressure treat-
ment from an announcer. Often in radio, however, punch copy is
essential to get quick results for an advertiser who wants
immediate turnover and not institutional build-up. In such a
case, an announcer is a snappy salesman. He doesn't waste
words, doesn't beat around the bush. He comes out emphatically
with something like this:

Men, they're going like hot cakes -- and they're keeping
plenty of men warm too, those grand Domet Flannel shirts offered
at a record low price during the "Talk of the Town Sale" at the
Sears Roebuck Store. Here are the heavy, warm flannel shirts
you want — in natty, new blue, grey, and tan colors, all sizes.
They're extra full-cut and well made. Regularly priced at 98¢,
these fine flannel shirts are now selling at only 77¢ — a real
bargain price, you'll agree. Take advantage of it today and

stock up on several of these shirts at the Sears Roebuck store,

Fifth and Walnut! You save at Sears!
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Now an all-around announcer who really knows his business,
wvhile he may specialize on a particular form of announcing, can
fit into any category and jump into any breach when occasion
demands. Music is important in radio and music lovers are
justified in resenting mispronunciation of musical names and
terms, however foreign in origin. So an announcer is wise to
familiarize himself with musical history. He should be on
speaking terms with the "father of counterpoint," Johann

Sebastian Bach, should know that this great master of contra-

puntal writing was the leader of the Classical Age in music.
He should know that Bach influenced even such radical composers

as Richard Wagner and Igor Stravinski. He should know that

George Frederick Handel, Bach's contemporary, is significant

as the father of the oratorio, that Franz Joseph Haydn is pri-

marily responsible for the string-quartet form. He should be
aware that Italy produced such distinguished operatic composers

as Giuseppe Verdi and Giacomo Puccini. The name of Wolfgang

Amadeus Mozart should be identified with the opening of the

Romantic Age of music. Mozart, of course, was followed by

Ludwig van Beethoven, great master of the sonata and symphony;

by Franz Schubert with a thousand songs in his new lied-form;

by Karl Maria von Weber, composer of romantic grand operas;

by Felix Mendelssohn~Bartholdy; by Robert Schumann; by Richard

Wagner, giant of the music-drama; by Franz Liszt, a Hungarian

but functioning with the German school, pioneer of the symphonic
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poem and great piano virtuoso. He should recognize that

Frédéric Chopin, poet of the piano, is usually called a French

composer, although born in Poland. He should know Norway's

Edvard Grieg and Bohemia's Anton Dvordk. He should know the

Russian masters: Peter I. Tschaikowsky, who captured the

psychology of his countrymen with such compositions as his

"Symphonie Pathétique." And he should know Nicholas A. Rimsky-

Korsakov, Modest P. Moussorgsky and Igor Stravinski. The French

school will bring him such names as Berlioz, Gounod, Franck,

Saint-Saens, Bizet, Massenet and Claude Debussy, whose

atmospheric use of the old Greek whole-tone scale established
a new school. He should know the difference between unraveling

a yvarn and the romantic modernist, Ravel. Ravel's "Bolero"

should occasion more than casual interest from him. A good

announcer Kknows musical phraseology and music.
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Exercise 2—VOCABULARY DRILL

Aim of exercise: To achieve naturalness in reading.

Type of performance: Read the discrepancy announcement, Exercise 2A, and
commercial, Exercise 2B.

Suggestions: Read Exercise 2A simply and naturally. It is an every-day, matter-
of-fact announcement. If you cannot do it naturally, make a list of the facts
in the announcement and without a script tell the listener in your own
words. Now read Exercise 2B in the same manner. If you can’t make it sound
conversational try this suggestion: describe, in your own words, what you
will do just before preparing for bed tonight, then at a signal from the
producer begin reading with no change in your manner of communication.
Work for proper mike technique on each performance; handle and mark
your script each time in the approved manner.

Announcer vocabulary drill:

1. khaki 6. juggernaut
2. robot 7. American
3. indiscriminately 8. inhalant
4. reconnaissance 9. o’clock

5. imperial 10. perfume

1o the teacher: Assign the rules for the pronunciation of the French language,
Appendix II.

Exercise 2A—DISCREPANCY ANNOUNCEMENT

ANNOUNCER: We regret that mechanical difficulties prevent our
bringing you the National Broadcasting Company feature, The
Catholic Hour, at this time. We present, instead, Bill Simon,
KWGS pianist and accompanist, in a quarter-hour of piano
reveries. From the organist's repertoire, Mr. Simon selects
Bach's chorale, "Sheep May Safely Graze," for his first

selection,
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Exercise 2B—MAXWELL HOUSE SECTIONAL CUT-IN!
NEW YORK ANNOUNCER

CUE: "WHEN A GIRL MARRIES." (SLIGHT PAUSE)
(CUT FROM NETWORK HERE)

LOCAL ANNOUNCER
(276 words)

(TO BE READ IN ONE MINUTE: FORTY-TWO SECONDS EXACTLY)

Maxwell House - that rich, mellow, satisfying coffee that's "GOOD
to THE LAST DROP" presents "When a Girl Marries." 1It's a tender
story of young married life—and is dedicated to everyone who has
ever ... been in love.

(PAUSE THREE SECONDS)

Later on tonight, friends, most of you, when you turn in, will wind
up the old alarm clock and set it to whatever time you have to get
up in the morning. There's a great difference in those clocks.
Some are so harsh and metallic they practically Jar you out of bed.
Some have a gentler, more soothing sound. Some are really musical
and pleasant.

It's a little the same with your morning coffee. A harsh, bitter
coffee is a shock to your early-morning nerves ... it may really
upset your whole day. But a delicious, rich-flavored, satisfying
coffee like Maxwell House is an early-morning blessing. It isn't
just "salestalk" that Maxwell is such a fine coffee, friends, and
so "different." Maxwell House started out, years ago, by being a
superior coffee., It was worked over, for a long, long time, by a

1Reproduced by permission of Benton and Bowles, Inc., Maxwell House Coffee Cut-in for “When a Girl Marries,” 1944.
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man who cared about coffee. He and the Maxwell House people ever
since have given expert attention to the selection of the fine
coffee beans that go into Maxwell House - the special balanced
blending of these beans - and their final uniform roasting. The
result is that today more people buy and enjoy Maxwell House than
any brand of coffee in the world. That's why we believe you'd 1like
Maxwell House too. So tomofrow, start your day with this delicious,
rich, fragrant coffee with the extra enjoyment. You'll like it -
it's Good to The Last Drop!

(FOLLOWING NETWORK COMMERCIAL THERE WILL BE FIFTEEN SECONDS OF

THEME. PLEASE FADE BACK TO NETWORK ON THIS THEME. )
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'Exercise 3—VOCABULARY DRILL

Aim of exercise: To rate your ability to communicate ideas naturally and vitally,

and to improve your pronunciation of French words.
Type of performance: A newscast, Exercise 3A.

Suggestions: Don’t try to develop a news style yet. Read simply and naturally,
but strive to make the ideas understood by the listener.

Announcer vocabulary drill:

1. Commencez 8. Bonjour
2. Merci bien 9. Voici

3. Merci mille fois 10. Voila

4. Il n’y a pas de quoi I1. Jean

5. Comprenez-vous 12. Marie
6. Savez-vous 13. Robert
4. Je ne sais pas 14. Anglais

15. Francais

To the teacher: The French pronunciation is not so important in this exercise as
the communication of ideas. Rate the announcer carefully on this skill.

Exercise 3A—INS NEWS BULLETIN'

CM12-N BULLETIN

LONDON, SEPT. 20, 1944--(INS)--THE LARGEST GERMAN ROBOT BOMB
ASSEMBLY PLANT YET DISCOVERED HAS BEEN CAPTURED NEAR THE LUXEMBOURG
FRONTIER, IT WAS STATED TONIGHT IN A DISPATCH FROM A REUTERS
CORRESPONDENT WITH LIEUT. GEN. GEORGE S. PATTON'S U. S. THIRD ARMY.

‘1Reprinted through the courtesy of the International News Service.
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CMN76 ‘
BY THOMAS C. WATSON
INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT

SUPREME HEADQUARTERS, ALLIED EXPEDITIONARY FORCE,
0CT. 2, 1944--(MONDAY)-~(INS)=--FOUR ALLIED ARMIES, THREE OF THEM
AMERICAN, CRUSHED PARTICULARLY FIERCE GERMAN COUNTER-ATTACKS ALL
ALONG THE WESTERN FRONT EARLY TODAY AS THE ENEMY SOUGHT TO THWART
WHAT NAZI QUARTERS INDICATED MIGHT BE THE OPENING PHASES OF THE
ALL-OUT BATTLE FOR THE WEST WALL.

WHILE THE NAZI HIGH COMMAND LAUNCHED COUNTER-THRUST AFTER
COUNTER-THRUST FROM THE ARNHEM AREA CLEAR TO THE BELFORT GAP, THE
AMERICAN AND BRITISH FORCES OF GEN. DWIGHT D. EISENHOWER'S COMMAND
REPULSED EACH ENEMY ASSAULT AND MOVED FORWARD TO OCCUPY STRATEGIC
GROUND ON THE APPROACHES TO THE SIEGFRIED LINE'S IMPORTANT BASTIONS
OF KLEVE, TRIER AND PRUM. MOREOVER, THE ALLIED TROOPS ADVANCED
SEVERAL MILES NORTHEAST OF NANCY AND PRESSED FORWARD THROUGH THE
VOSGES MOUNTAIN PASSES LEADING TO SOUTHWESTERN GERMANY.

IN THE MIDNIGHT SUMMATION OF SUNDAY'S OPERATIONS, AN OFFICIAL
SPOKESMAN AT ALLIED HEADQUARTERS REVEALED THAT A "FAIRLY LARGE
COUNTER-ATTACK" WAS LAUNCHED BY THE GERMANS SOUTH OF HUISSEN, IN
THE ARNHEM AREA. SOME NAZI TANKS AND INFANTRY CROSSED THE PANNER-
DENSCH CANAL, BUT THE SPOXKESMAN ADDED:

"THE GERMAN COUNTER-ATTACK IS NOW WELL IN HAND AND NGO GROUND
WAS GAINED BY THE ENEMY."

WHILE LIEUT. GEN. MILES C. DEMPSEY'S TROOPS WERE SMASHING THIS

ENEMY COUNTER-DRIVE, OTHER ARMORED UNITS OF HIS COMMAND PUNCHED A
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NEW SALIENT IN THE 17-MILE STRETCH BETWEEN DUERENE AND THE MAAS
(MEUSE) RIVER. THE SALIENT RUNS PARALLEL TO THE GERMAN BORDER ONLY
A FEW MILES WEST OF THAT REICH FRONTIER.

THE BRITISH IN THE DUERENE-MAAS AREA WERE SAID IN FRONTLINE
DISPATCHES TO BE MAKING "GOOD PROGRESS" AS THE GERMAN RESISTANCE
DIMINISHED SOMEWHAT.

MEANWHILE, TROOPS OF LIEUT. GEN. COURTNEY H. HODGES' FIRST
U. S. ARMY MOVED FORWARD AFTER CRUSHING A GERMAN COUNTER-ATTACK
SOUTHWEST OF PRUM, IN WHICH THE NAZIS EMPLOYED FLAME-THROWERS AND
TANKS. LIEUT. GEN. GEORGE S. PATTON'S THIRD AMERICAN ARMY THREW
BACK DETERMINED ENEMY COUNTER-ASSAULTS NORTHEAST OF NANCY, ADVANCING
"SEVERAL" MILES TO OCCUPY HIGH GROUND IN THE VICINITY OF DON JEUX,
SIX MILES NORTHWEST OF RECENTLY CAPTURED CHATEAU SALINS.

ELSEWHERE ON THE MOSELLE FRONT, ARTILLERY DUELS AND PATROL
ACTIVITY WERE REPORTED, WHILE AT THE SOUTHERN END OF THE FRONT
OPPOSITE GERMANY THE SEVENTH U. S. ARMY ADVANCED EAST OF EPINAL AND

PUSHED INTO THE BELFORT GAP.
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Exercise 4—FRENCH VOCABULARY DRILL

Aim of exercise: To improve your French pronunciation.

Type of performance: Titles of famous French musical selections.

Announcer vocabulary drill:

I.

2.

®© N

I0.

II.

I2.

S AV B SRV

un
deux

trois

. quatre

cing
six

sept

. huit

. neuf

dix
onze
douze

25. Notre Dame

71

13
14.
15.
16.
7.
18.
19.
20.
21.
22,
23.
24.

treize
quatorze
quinze
seize
dix-sept
dix-huit
dix-neuf
vingt
Henri
Claude
Louis

Georges




Exercise 4A—FAMOUS FRENCH OPERATIC SELECTIONS

1. “O vin dissipe la tristesse” (Wine, This Gloom Dispel) from Hamler by

Ambroise Thomas.

2. “Mon coeur s’ouvre a ta voix” (My Heart at Thy Sweet Voice) from Samson
et Dalila by Camille Saint-Saéns,

3. From Prosper Mérimée’s novel Carmen Henri Meilhac and Ludovic Halévy
supplied Georges Bizet with an incomparable libretto. A few of the world-
famous melodies are: “The Habanera,” “Les Dragons d’Alcala,” “Chanson
du toréador,” “Chanson Bohéme—Les tringles de sistres,” and “Air de
la fleur.”

4. Faust by Charles Gounod is memorable for “Ainsi que la brise 1égere,” “Air
des bijoux” (The Jewel Song), and “Vous qui faites I'endormie.”

5. “Bridal Cortége” from Le Cog 4’Or.
6. “La-bas, dans la forét” from Delibes’ Lakmé.

7. From Jules Massanet’s Hérodiade are two famous selections: “I} est doux, il
est bon” (He is kind, he is good) and “Vision fugitive.”

8. Louise by Gustave Charpentier is famous for “Depuis longtemps j’habitais
cette chambre” (A Long Time I've Lived in This Room), “Depuis le jour”
(Ever Since the Day) and “Berceuse.”

9. “Gavotte—Me voici dans son boudoir” (Here I Am in Her Boudoir), “Polo-
naise—]Je suis Titania” (I'm Fair Titania), and “De son coeur j’ai calmé
la figvre” (Soothed Is Now Her Sorrow) are three memorable arias from
Mignon by Ambroise Thomas.
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Exercise 5—VOCABULARY DRILL

Aim of exercise: To improve your French pronunciation.

Type of performance: Titles of famous French musical selections and frequently
used French words and phrases.

Announcer vocabulary drill:

1. clothes 6. directed

* 2. either 7. disputants
3. with 8. demise
4. gallant 9. Tuesday
5. chivalrous 10. palm

Exercise 5A—FRENCH VOCABULARY DRILL

1. aide de camp 13. répondez, §'il vous plait

2. coup de gréce 14. savoir-faire

3. C’est la guerre 15. soupgon

4. cherchez la femme 16. table Phote  7x o

5. esprit de corps ' 17. féte

6. tour de force 18. régime

#. en route 19. Calais :
8. 4lamode 20. Marseillaise
9. idée fixe | 21. Chartres

10. nom de plume 22. ChAteau-Thierry

II. .nouveaux riches 23. Cherbourg

12. bourgeoise 24. Louvain

25. Marseille
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N 1 W

Ny

10.
1I.
12.
13.
14.
15.
16.
i
18.
19.

20.

Exercise SB—FRENCH MUSICAL SELECTIONS

. “Sous les toits de Paris” (Under a Roof in Paris)
. “Le Roi s'amuse”

. “Valse Brillante”

. “Valse Romantique”

. “Danse Macabre,” by Camille Saint-Saéns

. Chopin’s “Polonaise Militaire”

. Debussy’s “Clair de Lune”

. “O Belle Nuit”

. “Tambourin Chinois,” by Tschaikowsky

“Aubade Printaniére,” by Lacombe

Poldini’s “Poupée Valsante”

“Salut d’Amour,” by Sir Edward Elgar

“Minuet a Pantique,” by Paderewski

“La Cinquantaine” (Golden Wedding), by Gabriel Marie
“La Voix des Cloches” (The Voice of the Chimes)

“Aprés un Réve,” by Faure

“Vieux Rigaudon Dardanus,” by Rameau

“La Berceuse,” from Stravinski’s L' Oisean de Feu

“Si vous I'aviez compris,” by Denza

“Valse Poudre”

74

L o ot s e A e o et S (o ot o e o A i 2 2 . o e i e T o e A A A et e T 2 o o T e ot £ e e i T i b i T T T e T Ty e e e o it e e e e o]



i o 74 S it 0 P e e o e St e it et o o 2 et 3t et 20 e S on e i e e s 5o ot et o s e o b i . S e i et o e o S iy A ki ) b e

Exercise 6—VOCABULARY DRILL

Aim of exercise: To improve your communication of ideas naturally, and to

continue the improvement of your French pronunciation.
L]

Type of performance: French word drill and a commercial.

Suggestions: Try to make this commercial sound conversational; be sure to get

all the ideas across to the listener.

Announcer vocabulary drill:

1. meteoric 6. entrepreneur
2. premiere 7. debut

3. prelude 8. ensemble

4. amateur 9. baton

5. auspices Io. interesting

To the teacher: Check the announcer carefully on this exercise for his sincerity,

honesty, and friendliness.

Exercise 6A—FRENCH VOCABULARY DRILL

1. matin 15. tour de force
2. nuit 16. chapeau

3. 'amour 17. chiteau

4. Monsieur 18. maison

5. Messieurs 19. chef-d’ceuvre
6. Madame 20. St. Michele
7. Mesdames 21. Mainbocher
8. Mademoiselle 22. Moli¢re

9. Maquis 23. Jeanne d’Arc
I0. couturier 24. Versailles
II. suivez-moi 25. Fontainebleau
12. bon ami 26. Compiégne
13. hoétel de ville 27. café créme
14. chic 28. café-au-lait
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Exercise 6B—GINGHAM GIRL COMMERCIAL ANNOUNCEMENT"*

ANNCR: Do your rooms look tired these days? Why not give them a
quick pick-up with gay new curtains? Even the living room has
gone informal these days, with bright, cheerful cotton
curtains! And you can make them easily with the Gingham Girl
dress-goods bags! Yes, these fine gquality cotton bags are
readily adaptable for making thrilling touches of color in
every room in the house. Use your ingenuity, ladies -- and
add your own decorative ideas! Rejuvenate old, worn curtains
with a gay ruffle or two! Brighten up the breakfast room with
place mats on the table! Give your bedroom a face-1lifting job
with a crisp skirt for your dressing table! And make them all
from the Gingham Girl bags! That's really an exciting bit of
news -- because your budget will never notice! You save two
ways when you buy Gingham Girl! First, you get a dependable
all-purgose flour, and second -~ you get a piece of high
guality dress goods that you can use for all the things I've
mentioned -- and many more that you'll think of for yourself!
So ask your grocer today for Gingham Girl, the all-purpose

fiour that's packed in real dress goods bags!

1Reproduced through the courtesy of Lowe Runkle Company. Gingham Girl Commercial, July 31, 1944.
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Exercise 7—VOCABULARY DRILL

Aim of exercise: To improve your communication of ideas with naturalness and
friendliness and to continue your improvement in French pronunciation.

Announcer vocabulary drill:

I. arctic 6. envelope

2. archipelago 7. advertisements
3. annihilating 8. rotogravure

4. address 9. narrator

5. aeroplanes 10. inquiries

Exercise 7A—PROGRAM ANNOUNCEMENT

Robert Merrett climaxes his meteoric rise to fame on the Ford
Hour tonight at 8:30, when he sings the world premiere of Gustave
Charpentier's Prelude.

Young Merrett first appeared on this network three years ago on
the Major Bowles Amateur Hour. Under the auspices of that kindly
entrepreneur Merrett was groomed for opera and made his éebut in
La Bohéme at the Met this season. He will join the Ford ensemble
lonight for a series of six weekly programs and his first assign-
ment is the new Charpentier work! The experienced baton of Dr.
Frank Black will lead young Merrett through this musically inter-

esting "Famous First."
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Exercise JB—FRENCH MUSICAL SELECTIONS

. “Salut des amphores”

“L’amour toujours 'amour”

. “A la bien aimée”

. “Danse humoresque”

. “Valse Lucille”

. “Le pas d’armes du Roi Jean” (The March of King John’s Troops)

“Chanson de la puce” (The Song of the Flea)

“Jeu des vagues” from La Mer by Debussy

. Overture to M. de Porceaugnac by Lulli

. “La Fille aux cheveux de lin”
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Exercise 8—VOCABULARY DRILL

Aim of exercise: To improve your naturalness and friendliness in communicat-

ing your ideas.

Announcer vocabulary drill:

1. bouquet /é?/ Pl 6. White House

2. caramel 4@4/ 2 /;M/( 7. everywhere
3. sacrifice  [Gog o /4/’(; 8. thirty-eight
4. seventy-five 9. natural
5. finance 10. strength

To the teacher: By this time the announcer should be achieving competency in
phrasing, pausing, and emphasis. If he is not, give him additional drill work
on these techniques and refer him to one of the interpretation texts listed in
the bibliography.

Exercise 8A—NEWS BULLETIN, ANNOUNCEMENT

The United Nations today were on the advance from the Arctic to the
archipelagos of the Pacific and from the Mediterranean to .the road

to Mandalavy.

Allied armies streamed through the Belfort Gap today, annihilating

scattered groups of Nazi resistance and looping a noose around the

defeated Axis Fifteenth Army caught between the mountains and the

Rhone River.

Coupled with this good news was the statement of General Douglas

MacArthur that Halamahera was now under the dominance of the guns

of the Southwestern Pacific aeroplanes of General George Kenney's

Eighth Air Force. . . .
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And here are the simple rules: Just put your name and complete
address on a card or envelope and mail it to this station and we'll
be glad to send you by return mail a large four-color roto-

gravure reproduction of the Atlantic Charter completely free from

all advertisements.

Exercise SB—GINGHAM GIRL COMMERCIAL ANNOUNCEMENT®

ANNCR: You ladies like to serve tempting, appetizing meals to your
family, even in hottest weather -- but when the mercury rises,
vou naturally don't want to heat up the kitchen by doing a lot
of baking. That's why you should appreciate this suggestion
for a tasty way to serve left-over ham or chicken! Stir those
bits of yesterday's meat into a well-seasoned cream sauce, and
pour it all over crispy waffles! That's a dish that's defi-
nitely fit for a king! And a green salad and some fruit for
dessert is all you need to go with it! But don't forget,
ladies, make those waffles with Gingham Girl All-Purpose Flour
for the best results! You see, Gingham Girl is a perfect all-
purpose flour ~- ideal for everything you bake, from waffles
right up to the most delicate cakes! It's highly refined,
carefully milled, and skillfully blended from the choicest
wvheat! What's more, Gingham Girl is consistently uniform --
it's always the same -- always the fine, high-quality flour
that can't let you down, no matter what you bake! So if you're
interested in serving your family plenty of delicious, nutri-

tious food -- and if you're hoping for a few compliments

besides, be sure to bake with Gingham Girl all-purpose flour!

1Reproduced through the courtesy of Lowe Runkle Company, Gingham Girl Commercial, July 31, 1944.
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Exercise 9—VOCABULARY DRILL

Aim of exercise: 'To improve your communication of emotion and to continue
drill on communication of ideas.

Announcer vocabulary drill:

I. ration 6. acreage
2. increase =. produce
3. reserve 8. granary
4. status 9. coupon
5. data I0. NEW

To the teacher: This exercise should be used as a diagnosis of the announcer’s
ability to communicate emotion; any inadequacies should be carefully noted.

Exercise 9A—CBS ANNOUNCER AUDITION No. 3!

(SpeciaL 1NsTRUCTIONS: Reflect respect due to a famous person and the dignity
of the occasion.)

ANNOUNCER: The Columbia Broadcasting System brings you at this time
an address by Senator Carter Glass, Democrat of Virginia, who
will discuss "Pay-As-You-Go Taxation." Senator Glass has
introduced many history-making bills during his long and
distinguished career, and he speaks to you tonight from New

York.

Senator Glass o =

2 Reprinted through the courtesy of the Columbia Broadcasting System, Inc.
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Exercise 9B—CBS ANNOUNCER AUDITION NO. 3*
(SpeciaL iNsTRUCTIONS : Make this copy homey, friendly, down to earth, sincere.)

ANNOUNCER: It's time for another visit to that typical 1little

American community--"GREEN VALLEY, U.S.A."

If you aren't acquainted with GREEN VALLEY, it won't take you
long to know it . . . and you'll have no trouble recognizing

the people of GREEN VALLEY.

No sir . . . because these people are just folks=-just like
you and your own folks, wherever you are. Now take old Hank
Higgins for instance. He runs the hardware store . . . . He's
nearly sixty and, in spite of perfect eyesight, he never seems
to see the kids who pocket "just a few" nails to build a

shanty or a raft.

Hank Higgins usually has a story to tell anybody who wants to
listen, so let's drop into his hardware store now in . . .

"GREEN VALLEY, U.S.A."

2Reproduced through the courtesy of the Columbia Broadcasting System, Inc.
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Exercise 9C—CBS ANNOUNCER AUDITION NO. 3*

(SpeciaL insTRUCTIONS: The scene is one of dignified gaiety; your job is to reflect
this feeling in the following copy.)

ANNOUNCER: "Contrasting Music" by the world-famous saxophonist . .
Jimmy Dorsey . . . and his orchestra . . . Yes , . . it's the
famous Jimmy Dorsey music from the equally famous Wedgwood
Room of the Hotel Waldorf-Astoria in mid-Manhattan. And now==
a brief time-~out from dancing because we have some pleasant
news for all of Jimmy's fans . . . RADIO DIAL, the weekly
digest of little-known facts about well-known people, has just
awarded its 1943 Gold Baton to Jimmy Dorsey---in recognition
of his outstanding contribution to modern dance stylings.
Congratulations, Jimmy Dorsey! Now, suppose you let that sax

do the talking for you with . . . "MUMBLE JUMBLE" . . . .

3Reproduced through the courtesy of the Columbia Broadcasting System, Inc.
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Exercise 10—V OCABULARY DRILL

Aim of exercise: To improve your communication of emotion, and to continue
drill on French pronunciation and communication of ideas.

Announcer vocabulary drill:

, 2
I de?mo‘litéon Yt ” 0 ‘6. barrage . ¢+
2. sa]ii(fint Wﬁ ?)/ > /\JW Va . {CECSS
3. cmanalting ,44.;/(’\ 3 Z. 'A 8. defails ) / v
4. _I,__%d. / Cr et 9. un,scathied ALAY 0 ;v.f.,,'[/L/ k
5— 5. atf)ll 10. decadent jvl P =

P T S -

/ -
To the eac/zer A551gn the rult:s for the pronunciation of the German language,

Appendix II.

Exercise 10A—NEWS BULLETIN

WASHINGTON.-~IMMEDIATE RELAXATION OF FOOD RATIONING RESTRIC-
TIONS WAS ANNOUNCED TONIGHT BY CHESTER BOWLES, DIRECTOR OF THE
OFFICE OF PRICE ADMINISTRATION.

INCREASING FOOD RESERVES WAS GIVEN AS THE REASON FOR THIS
POPULAR MOVE. AVAILABLE DATA ON THE STATUS OF THE AGRICULTURAL
MARKETS INDICATED THAT A SHARP RISE IN VICTORY GARDEN ACREAGE AND
TRUCK GARDEN PRODUCE WOULD MAKE THE UNITED STATES TRULY THE GRANARY
OF DEMOCRACY.

BLUE COUPONS E F G IN WAR RATION'BOOK TW?;ARE NOW VALID AND
NEW POINT VALUES ARE TO BE ANNOUNCED TOMORROW, BOWLES FURTHER

REVEALED.
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Exercise 10B—PARIS THE CITY OF LIGHT IS FREE

PARIS THE CITY OF LIGHT IS FREE!

PARIS, WHERE "LIBERTE, FRATERNITE, EGALITE," THE WATCHWORDS OF
A REVOLUTION, BECAME THE HOPE OF ALL FREE PEOPLE, IS ITSELF SAVORING
THE TASTE OF FREEDOM AGAIN.

HAPPY THRONGS OF CITIZENS GREETED THEIR LIBERATORS, THE TROOPS
OF GEN. LE CLERC'S FREE FRENCH AND UNITS OF THE U.S. THIRD ARMY, AND
MADE THE MILITARY OCCUPATION A WILD CELEBRATION. CROWDS WERE SO
DENSE ON THE RUE RIVOLI, THE CHAMPS ELYSEES, THE AVENUE DE L'OPERA AND-
ON ALL THE MAJOR BOULEVARDS REACHING FROM MONTPARNASSE TO THE HOTEL
DE VILLE AND FROM FONTAINEBLEAU TO THE TUILLERIES THAT TROOPS WERE
UNABLE TO CARRY OUT THE WORK OF OCCUPATION.

HOWEVER, WHILE THE CITIZENRY DANCED AND CELEBRATED, AUTHORITIES
BEGAN THE HEART-BREAKING TASK OF EVALUATING THE COST OF THE FOUR-
YEAR GERMAN OCCUPATION.

FROM THE LOUVRE CAME THE FIRST INCOMPLETE REPORT. AND THE NEWS:
WAS GLOOMY. THAT GREAT TREASURE HOUSE OF ART HAD BEEN SYSTEMATI-
CALLY LOOTED BY NAZI RULERS.

THE ANGELUS, MANET'S CHEF D'OEUVRE, WAS GONE. DAVID'S EMPIRE

PAINTINGS WERE ALL MISSING, ALONG WITH THE INTERNATIONALLY RENOWNED
NIKE OF SAMOTHRACE. THE ONLY EXHIBITION ROOMS LEFT UNTOUCHED WERE
THOSE HOUSING THE PAINTINGS OF MONET, SEURAT, PICASSO, VAN GOGH AND.

OTHER AVANT-GARDE ARTISTS OF THE IMPRESSIONIST SCHOOL WHOM THE
GERMANS DEEM DECADENT.

NOR DID THE COMEDIE FRANCAISE, FRANCE'S HALL OF THEATRICAL
86
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FAME, ESCAPE FROM THE INVADER UNSCATHED. THE ORIGINAL PROMPT
COPIES OF THE PLAYS OF MOLIERE, BEAUMARCHAIS, VICTOR HUGO, RACINE

AND CORNEILLE HAVE BEEN SENT TO GERMANY.
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Exercise 11 —VOCABULARY DRILL

Aim of exercise: To improve your communication of emotion and to continue
drill on German and French pronunciation and communication of ideas.

Announcer vocabulary drill:

I gcnlu‘inc /u/-é 6. cujsine

2. exquisite #7. economic
3 hand}(er‘chief 8. adventure
4. bopa fide 9. clientele
5.  culinary ro. condolence

Exercise 11A—CBS ANNOUNCER AUDITION NO. 3*

SpeciaL INsTRUCTIONS: Now you are reporting the news; you are not a com-
mentator, not an analyst. You are to report this news authoritatively, yet
impartially.)

ANNOUNCER: CBS World News in brief, reporting. Allied bombers
have made heavy new raids on Germany and a Jap harbor in the
southwest Pacific. The British Air Ministry says Essen--the
home of the Nazi Krupp Works--was hit by a heavy bomber force
during the night; twenty-one planes are missing. And in the
southwest Pacific, General MacArthur says less than a dozen
Flying Fortresses sank two Jap cruisers, left a destroyer sink-
ing, and damaged four other destroyers, at Kavieng on New
Ireland. Yet another Jap ship--a cargo vessel--suffered direct
hits en route to Rabaul on New Britain. Meanwhile--our planes
raided the enemy bases at Lae, Salamaua, and Finschhafen--all

on New Guinea.

1Reproduced through the courtesy of the Columbia Broadcasting System, Inc.
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In North Africa, Allied forces are reported to have occu-

pied Cape Serrat, on the north Tunisian coast, between Bizerta
and Bono. To the south, American units have géined more ground
east of El Guettar; and still farther south, British First

Army artillery is reported to be pounding Oudref, ten miles up
the coast from Gabes. In Russia, Moscow reports minor action
both north and south of Kharkov. And in the northwest Caucasus,
the Soviets are said to have taken another town in their drive

on Novorossiisk.

Just a few minutes ago it was revealed that British Foreign
Secretary Anthony Eden has arrived in London, accompanied by

American Ambassador John G. Winant.

This is the , . . COLUMBIA . . . BROADCASTING SYSTEM.

Exercise 11B—CALUMET SECTIONAL CUT-IN?

OPENING SIGNATURE

LOCAL ANNOUNCER

Calumet Baking Powder ... the best kitchen friend of family bakers
for more than fifty years ... brings you another apsorbing chapter
in the exciting, different radio drama ... WHEN A GIRL MARRIES ...
a story of young married life, dedicated to everyone who has

ever been in love.

2Reproduced through the courtesy of the General Foods Corporation, Calumet Baking Powder Cut-In, Opening Commercial.
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OPENING COMMERCIAL

LOCAL ANNOUNCER ... 1:25

Remember the feeling you had when you were a little girl and you
spent long, enchanted afternoons watching Grandma, or maybe Mother,
baking pies and cakes and cookies. Wasn't it wonderful to see those
batters go into the oven and luscious, golden-brown cakes come out?
Grandma seemed like some sort of a magician. But she wasn’t really!
Those things she baked, you can bake, right in your own kitchen,
with CALUMET BAKING POWDER! And economically, too! Your boys and
girls can have molasses and sugar cookies! You can bake them a
thrifty, eggless Upside Down Cake for supper ... or maybe they'd
like an Old-Fashioned Jelly Roll? 1It's all so easy with CALUMET ...
and when you see how this dependable, double-acting baking powder
1ifts your batters up and Up, you'll be delighted! Because CALUMET
has TWO perfectly balanced and perfectly timed leavening actions.
The first action starts in the mixing bowl, when you add liquid to
dry ingredients. The second Calumet action waits for the oven heat
~oe 50 Calumet protects your batters all the way!v. » « CALUMET is
thrifty, too ... in THREE WAYS! One! It costs very little ...
Calumet prices are still the lowest in history. Two! You use very
little. One level teaspoon to a cup of sifted flour is the usual
thrifty proportion. And three! CALUMET helps to prevent costly
baking failures. So for extra thrifty . . . extra delicious baking

» « » you ask for CALUMET BAKING POWDER!
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Exercise 12—V OCABULARY DRILL

Aim of exercise: To improve your German pronunciation and to continue drill

on communication of ideas.

Announcer vocabulary drill:

1. facade 6. homicide
2. devotee 7. illustrate
3. leisure 8. ingenious
4. étude 9. grievous

5. gewgaw 10. object

Exercise 12A—SHORT ANNOUNCEMENTS

With the discussion, "Cuisine fit for a King," our culinary
Jo b sonl
expert concludes the three hundred and sixty-fifth Homemakers' Hour.
This program is under the direction of the University of Missouri

Home Economics department.

Don't forget for ex?ugsite genuine Irish linen handkerchiefs
ask for Irelin. But remember to look for the Irelin trademark.
The handkerchiefs are not bona fide Irelins unless they have the

Irelin seal in the corner.

Exercise 12B—INS NEWS BULLETINS!

CM89
BY KINGSBURY SMITH
INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT
SUPREME HEADQUARTERS, ALLIED EXPEDITIONARY FORCE, OCT. 4, 1944--

1Reproduced through the courtesy of the International News Service.
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- (INS)~--ARMORED AND INFANTRY FORCES OF THE AMERICAN FIRST ARMY,
BATTERING THEIR WAY FORWARD THROUGH A GAP PUNCHED IN THE SIEGFRIED
LINE, BATTLED EASTWARD TODAY AGAINST STUBBORN NAZI OPPOSITION TO

SEIZE POSITIONS 32 MILES FROM THE OUTSKIRTS OF COLOGNE.

CM93 ADD FIRST LEAD K. SMITH SUPREME HQ XXX POSITIONS;

AFTER OCCUPYING UBACH, TWO MILES INSIDE GERMANY AND THREE MILES

SOUTH OF GEI%KEN%IR?HEN, GEN. HODGES' TROOPS PRESSED EASTWARD TOWARD
OPEN COUNTRY WHERE THE NAZIS HAVE HASTILY %RECTED NEW DEFENSES
BEYOND THE SIEGFRIED LINE AND MINED THE AREA.

BELOW UBACH, OTHER UNITS OF THE FIRST ARMY ADVANCED AGAINST
HEAVY GERMAN RESISTANCE. GAINS WERE SCORED IN THE VICINITY OF
MEQWSTEIN AND NORTH OF KER%RADE.

SOUTH OF AACHEN, WHERE THE FIRST BREACH IN THE SIEGFRIED LINE
WAS MADE BY THE FIRST ARMY, THE BATTLING WAS MARKED BY INTENSE TANK
AND MORTAR FIRE.

SMALL GERMAN COUNTER-ATTACKS WEST OF HUTGEN WERE REPULSED BY
THE AMERICANS AT THREE POINTS.

IN SOUTHEASTERN LU%E%BOURG OTHER AMERICAN FORCES GAINED CONTROL
OF HIGH GROUND WEST OF EC%FE%NACH AND GREWENMAC%ER.

LIEUT. GEN. GEORGE S. PATTON'S THIRD ARMY ON THE FRONT SOUTH-
WARD IN FRANCE)CAPTURED FORT BRIANT, FIVE MILES-SOUTHWEST OF THE
FRENCH CITY OF/METZ AND A KEY GERMAN DEFENSE POSITION, AFTER A
FIERCE BATTLE.
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Exercise 13—V OCABULARY DRILL

Aim of exercise: To improve your German pronunciation and communication
of ideas.

Announcer vocabulary drill:

I. grimace ' 6. mayoralty
2. hiccough 7. premier
3. aspirant 8. bestial

4. gubernatorial 9. despicable
5. incumbent _ 10. precedent

Exercise 134

LETTER FROM BERLIN*
by Joel Sayre

Some days ago, on Unter den Linden, I was staring through an
iron gate barring the approach to what is left of the Ehrenmal, the
Prussian equivalent of our Tomb of the Unknown Soldier, when two
girls stopped beside me, also to stare. Each had a rucksack filled

with wood on her back. There is no cooking gas in Berlin, no coal,

no oil; householders burn wood from ruined buildings and dwellings,

and they have no trouble finding plenty. The Ehrenmal, dedicated in
1931, is in the Alte Wache, or old guardhouse, a small, once handsome
strueture with walls of chaste limestone, built about a century and

a quarter ago. For generations, at twelve~thirty in the afternoon
every Sunday, Wednesday, and Friday, the guard outside the Alte Wache
was changed while Berliners looked on with the same delight with

which Londoners used to watch the changing of the guard at Bucking-

1Permission The New Yorker Copyright 1945 The F-R. Publishing Corporation.
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ham Palace. The Ehrenmal, a slab of black granite bearing a wreath
of silver and gold oak leaves and an inscription honoring the Prus-
sians who died in the last war, was placed so that the illumination
from a round skylight in the dome of the guardhouse shone on it.
There is no guard outside the Alte Wache now. Its limestone walls
are no longer chaste and the illumination from the shattered skylight
is augmented by the light that comes through the jagged holes in the
dome. The slab and the wreath of the Ehrenmal are still therg,
visible through the entrance, but the wreath has been jarred off the
slab and both are littered with rubble, muck, and charred lumps of
wood. "Ach ja, poor Berlin," one of the girls said as they turned
away. "How they beat us to pieces!"

The R. A. F. and our Eighth Air Force together dropped more than
a hundred and fifty-six million pounds of bombs on Berlin. No one
knows which section got it worst, for the complete figures on the
damage won't be in for several months. Perhaps they will show that
the parts worst hit were workers' districts like Wedding and Kope-~
nick. Nevertheless, Unter den Linden, the center of a target known
to the Eighth Air Force as "Big B," or downiown Berlin, certainly
got its share. The street, which, as everyone must remember, got its
name from the rows of linden trees in the great pedestrian island
down its middle, is a hundred and ninety-eight feet wide and nearly
a mile long, and it is the hub of Berlin's east-west axis. In pre-
war days, with its jewelry shops, bureaus for luxury travel, sales-
rooms for custom-made automobiles, hotels such as the Adlon and the

Bristol, and restaurants whose food, drink, and service made you
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think of Ernst Lubitsch pictures, it was one of the world's great
avenues. On it, too, were the University, the State Library, Fred-
erick the Great's State Opera, the Ministries of Interior andg Finance,
and the American, French, and Soviet Embassies. Not much is left of
these buildings; most of them are shells at best.

Take the Adlon, down at the street's western end, close to the
Brandenburg Gate. If you ignore the fact that its doors and windows
are bricked up as a precaution against bomb blast, it looks from the
outside as you might expect a first-rate metropolitan hotel to look.
Inside, it is a fire-gutted shambles, a circumstance for which, it
appears, the cupidity of the proprietor, Herr Adlon, is responsible.
Before Berlin fell, on May 2nd, the Adlon had nearly four hundred
thousand bottles of vintage wine in its cellar. As the Russian Army
closed in on the city, somebody on the hotel's staff began worrying

about these treasures and went to the boss. "Um Gottes willen, Herr

Adlon," he is supposed to have said, "what are you going to do about
all that wine? The Russians are coming and you don't want them to
get it, do you? Give it to the people in the streets. Pour it down

the sewers. Um Christi willen, Herr Adlon!" Herr Adlon replied that

he would think it over. He thought it over so carefully, weighing
and counter-weighing every possibility with such thoroughness, that
he had disposed of only a few gross of bottles, to his employees, at
nine marks apiece, before the Red Army arrived in Berlin. Its
enlisted men, as the enlisted men of any army in the world would have
done, got into the wine cellar of the Adlon. They had succeeded in

drinking only a few hundred bottles, however, when the hotel caught
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fire from, it 1s said, a lighted cigar dropped on a carpet by an
exhilarated staff sergeant. Four hundred and ten of the Adlon's four
hundred and fifty bedrooms and all of its two hundred and fifty-five
baths were burned out, and the remainder of Herr Adlon's stock of
bottled goods was turned into a pool of molien glass.

Or take the State Opera House, grandfather to the Scala in Milan
and great-great-grandfather to the Metropolitan in New York. Its
fagade, including the Latin inscription on the lintel above its
columns, announcing that Fredericus Rex gave the building to Apollo
and the Muses, is intact. When you go inside, you realize that even
a massed choir of Carusos and Chaliapins couldn't £ill it with sound,
for there is practically nothing left to £ill. This is not the
building's first bit of bad luck. It was opened in 1743, and its
interior was burned out a century later; then it was restored, and
in 1928 completely modernized. It was burned out again, by the
R.A.F.'s incendiaries, two centuries after its erection, but was
guickly restored by the Nazis and reopened. I suspect that Fred-
ericus Rex would have had some rather strong reactions had he heen
present on that reopening night. "Lohengrin," sung by the Reich's
foremost artists, nourished the Fuhrer's passion for Wagner and was
at least a nod in Apollo's direction, but for those of the Party's
leaders whose favorite muse was Terpsichore, there was a Nackt-
ballet, or a posse of Tanzgirls with no clothes on, which performed
fulsomely in each of the opera's intermissions. DLater, the Eighth
got the building again, for the third time, on one of its Big B

operations.
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With some friends, I walked one day down the short, narrow
Oberwallstrasse, which runs off Unter den Linden. What we saw
there can, with a few variations, be seen today in hundreds of Berlin
side streets. There had been fighting in the Oberwallstrasse; a
wrecked American halftrack with S.S. license plates lay keeled over
to starboard, and other military vehicles were strewn along behind
it. A howitzer from the last war, which resiaents of the district
told us had been taken from the Zeughaus, Berlin's military museum,
and pressed into service, lay on its side. Clearly, the Russian heavy
artillery had found the range. The Oberwallstrasse had also been
bombed. Half of one large dwelling house had been sheared off,
Jdleaving four stories of rooms exposed to view. In one ground-floor
room stood a small lathe which had doubtless been used to make parts
of military instruments; during the war there was a great deal of
Heimarbeit, or parlor manufacture, in Berlin.

Halfway up the street, an elderly woman and a little girl were
foraging for fuel in another wrecked house. A sign on one wall of
it said, in German, "Warning! As per order of the Herr Police
President of Berlin, this property has been strewn with a highly
poisonous rat exterminator. Children and domestic animals are to be
kept at a distance." The old woman and the little girl hadn't read
the sign or, more likely, didn't care. Under a fallen joist the
child found a man's left shoe, in fairly good condition, and this
she put into her rucksack. Single shoes are a commodity on Germany's

black market.

In the gutter in front of another house we came across a soggy,
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coverless book that turned out to pe Longfellow. "Life is real!
Life is earnest!" and "Under a spreading chestnut tree" look funny

in German; so does "Auf den Ufern Gitschigummi sass der kleine

Hiawatha." Two youths who had been watching us came over. One said
that in better days he had enjoyed Longfellow; the other had been
fascinated by Edgar Allan Poe. They were medical students waiting
for the university to reopen and give them a chance to go on with
their studies. That would not be for some time, I told them rather
magisterially, as though I were a member of the Allied Control
Commission. I pointed out that although we took Aachen last October,
only the first four grades of its grammar schools had been opened so
far and that nobody expected the university in Heidelberg to resume
operation for at least another year. The two young men were sur-
prised to learn that so little educational progress had been made
elsewhere in Germany. Shortly after the capture of Berlin, they
said, the Russians had reopened all the pre-university schools that
were still standing. The only reason the university hadn't reopened,
they said, was that it had been ausgebombt.

My friends and I walked back to Unter den Linden. A pale, bald
man with protruding black eyes pedalled slowly by on a bicycle with
no tires on its wheels. A hunchback, whose legs accounted for three-
quarters of his height, trudged past in a blue windbreaker and
checked trousers, pushing a handcart loaded with three empty barrels.
Two trucks came along. One was a Studebaker 4 x 6, driven by a
Russian soldier and carrying three Holstein cows, who looked poorly.

The other was a German vehicle, painted black and powered by a wood-
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burning gas generator. Unter den Linden used to swarm with pedes-
trians and traffic, but now there was little of either. In front of
the Brandenburg Gate a pretty Russian Wac, with the help of two
flags, was directing what traffic there was. Above the gate's arches
hung a Russian banner inscribed "Long live the Soviet Armies that
planted their victory standards in Berlin!® On top of the gate,

the outside right horse in the famous sculptured team of four steeds
pulling Victory's chariot badly needed a veterinary.

A thin old man, who must have taken us for Russians, approached
and said in a whining voice, "Guten Tag, comrades. Can you spare me
a little tobacco?" He wore a black homburg that almost covered his
ears, a wing collar and a string tie, a dark suit and overcoat that
were very neatly brushed and pressed, and beautifully shined black
shoes., We turned him down, and he sorrowfully walked on with his
hands clasped behind him. A curly-haired, actorish-looking fellow
in his thirties, wearing plus-fours and a canary pullover, came up
to us and o¢ffered to pay cash for cigarettes. We said that we had
all the cash we wanted, and he too went away. Next we got talking
with a pale youth who was carrying a portfolio. He told us that he
was a Jew and showed us his card to prove it. Jews and half-Jews in
Berlin have identification cards issued by the Russians. Each card
has the bearer's photograph, declares that he is a victim of National
Socialism, and asks that he be given special consideration. This
youth didn't mention tobacco. When one of us handed him a cigarette,
he was overwhelmed.

No tobacco has been sold legally in Berlin since May 2nd. On
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the black market a single cigarette costs from fifteen to twenty
marks (a dollar and a half to two dollars, at the official rate of
exchange), depending on its quality. American cigarettes are con-
sidered the best, and the standard black-market price for a pack of
twenty is three hundred marks, or thirty dollars. This ten-cent

valuation of the mark is the arbitrary one set by our Army Finance

Department, and the mark's actual purchasing power, even in the open

market, is often two and a half to three times greater. The wvalue
of a pack of Chesterfields can thus run as high as seventy-five to
ninety dollars.

The German word for the butt of a cigarette or cigar is Kippe.
I'd conservatively estimate that at least two million of the three
million Berliners left in the city that was once home for nearly

four and a half million are now engaged in Kippensammlung, or butt

collecting. The butt collecting in Berlin, I do not hesitate to say,

is the most intensive on earth, and I am not forgetting the Xippen-
sammlung on the Bowery and in the Middle East. Remain stationary on
a Berlin street while you smoke a cigarette, and 1likely as not you

will soon have around you a circle of children, able-bodied men, and
whiskered old men, all waiting to dive for the butt when you throw
it away. A riddle that has achieved wide circulation in the city
runs as follows: If you can make one whole cigarette out of three
butts, how many can you make out of ten butts? The answer is five.
The explanation is that from nine of the ten butts, vou make three
cigarettes, and from the butts of those three you make the fourth

cigarette. You make the fifth cigarette from the butt of your
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{fourth, plus the tenth original butt, plus a butt you borrow from a
friend whom you pay back with the butt of the fifth cigarette after
you've smoked it.

Butts are legal tender in the economic system that prevails in
Berlin, The other afternoon I was at the home.of a woman who was
having some glass put in the blown-out windows of her apartment.

The glazier had been on the job all day, using old bent nails instead
.of putty. The woman's fifteen-year-old daughter came into the

living room to say that the glazier had finished and was waiting to

be paid. "Na, wo gggﬁ du die Kippen gestechkt?"("Come now, where
have you put the butts?") the mother asked the child, who went out
and shortly returned with a silver bowl containing about twenty
butts« Her mother took the bowl into the next room, where the
glazier had been working, and through the open door I could hear him

exXpressing his ecstatic thanks. "They taste so wunderschon in my

pipe!" he said. Plainly he was more than satisfied with his

day's pay.
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- Exercise 14—V OCABULARY DRILL

Aim of exercise: To achieve a conversational manner in the communication of
ideas and to continue drill on German pronunciation.

Announcer vocabulary drill:

1. elite 6. heinous
2. draught 7. estuary
3. laconic 8. ’dg;‘ﬁ

4. flotsam 9. g_n,gr,e
5. envoy 10. s/lotgg}l

Exercise 14A—NEWS BULLETIN

BUC’HAI?EST, APRIL 26. ROUMANIAN PR,EMIIER ION ANITON[ESCU TODAY WAS
ATTACKED AND SERIOUSLY INJURED HERE BY A BAND OF DEMOCRATIC I.N{SUR—
GENTS. AXIS PRESS AGENCIES CALLED THE ATTACK "A DEFPIC'APLE ASSAULT

BY BESTIAL RUFFIANS EMPLOYED BY BOLSHEVISTIC ELEMENTS IN ROUMANIA."

JOHN SMITH, MAY’OR{{LTY CANDIDATE HERE IN TULSA, MADE POLITICAL
NEWS TODAY BY DECLARING HIS CANDIDACY FOR THE DEMOCRATIC GUBERNA-
TORIAL NOMINATION. SMITH CHALLENGES ROBERT S. KERR, THE PRESENT
INlCUM,BENT, AND RALPH S. BARTHOLOMEW, DRUMRIGHT ASPIRANT. SMITH'S
SIMULTANEOUS CANDIDACY FOR TWO GOVERNMENT OFFICES WAS DECLARED TO BE

WITHOUT PRECEDENT IN POLITICS IN THIS STATE.

105



SC TS NV, S N ¥

Exercise 14B—GERMAN VOCABULARY DRILL

. Oberammergau ‘ 8. Ferdinand von Zeppelin
. Franz Léhar 9. Johann Wolfgang von Goethe
. Felix Mendelssohn-Bartholdy r0. Karl Maria von Weber

. Wolfgang Amadeus Mozart 11. Wilhelm Meister

. Nibelungenlied 12. Das Rheingold
Robert Schumann 13. Der Rosenkavalier

. Unterseeboot 14. Die Walkiire

15. Die Zauberflote
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Exercise 15—V OCABULARY DRILL

Aim of exercise: 'To rate your ability to ad lib.
Type of performance: Ad lib directions.

Suggestions: As briefly and accurately as you can tell another student how to
get from home to the heart of town.

Announcer vocabulary drill:

1. credence 6. cagbine

-2. liaison ~7. schism

3. obligatory 8. hoofs

4. bade 9. ,a_],t_u_q‘:f_cmr
. 5. decorous ~10. mercantile

To the teacher: Rate the student on the ad lib rating chart. On this first exercise
don’t pay too much attention to projection of personality and voice control.
Watch for clarity in communication of ideas and exactness in choice of
language. Have the listener report whether he can follow the directions or
not.
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RATING CHART FOR ACHIEVEMENT IN 4D LIBBING

INFERIOR

POOR

AVERAGE

GOOD

SUPERIOR

COMMUNICATION OF IDEAS

COMMUNICATION OF EMOTION

CHOICE OF LANGUAGE

EXACTNESS

ORIGINALITY

TASTE

PROJECTION OF PERSONALITY

NATURALNESS

VITALITY

FRIENDLINESS

ADAPTABILITY

PRONUNCIATION

VOICE CONTROL

PITCH

LOUDNESS

TIME

QUALITY

Additional Comments:

Date:__ _ Observer:
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Exercise 16—V OCABULARY DRILL

Aim of exercise: Further rating of your ability to ad lib.
Lype of performance: Ad lib description of a room.

Suggestions: Don’t worry about sounding like an announcer. Concentrate on
choice of language and sentence structure.

Announcer vocabulary drill:

I. comptroller ~6. mistrust
2. temperature ~7. discharge
3. camera 8. results

4. query 9. peninsula
5. inquiry 10. library

To the teacher: Don’t let members of the class hear the individual assignments.
If possible, have the description be of a room different from the one the class

usually meets in.
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Exercise 17—V OCABULARY DRILL

Aim of exercise: Improvement of your ad libility.
Type of performance: An ad lib introduction of a musical show.
Suggestions: Avoid triteness.

Announcer vocabulary drill:

1. nothing 6. integral
~ 2. deluge 7 fag’t_gsy

3. twopence 8. ruins

4. Soviet ‘ 9. forward

5. sonata 10. bulwark

To the teacher: This exercise does not need music, but the announcer should
pause between introductions to indicate the musical numbers.

W
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Exercise 17A—MUSICAL PROGRAM SYNOPSIS

9:00-9:30 P.M. -- "Manhattan Merry-Go-Round" with Thomas L. Thomas,
baritone; Marian McManus, soprano; Barry Roberts, Dennis Ryan, Dick

0'Connor, the Boys and Girls of Manhattan and Victor Arden's

orchestra.

Le G‘rand Café ------ -.-....--.....-a'h.TI'enet
Orchestra and Chorus

I'm Making Believeieeeececossccvcnnncs Gordon-Monaco
Roberts and Chorus

Time Waits for No ON€..ececcncces ....Friend-Tobias
McManus and O'Connor

Salt Water CowboVe..... 't sxmmenchens Snohs] &6 & 5 Evans
Girls of Manhattan

Last Time I Saw Paris....... ceseeeas.Kern

Thomas and Orchestra

Up, Up, Up............-.-....n....-...RObeI‘tS—FiSher
Roberts and Chorus

I'11 Walk ALONE e vesecesannnssnesssnssCahn-Styne
Ryvan and McManus

Let's Sing a Song about Susie........ Gordon-Cross
Boys and Girls of Manhattan

A Kiss to Remember.cesecacsosencess ...S1lver-Kenny
Thomas and Chorus’

(NBC — September 15, 1944)

1National Broadcasting Company, Inc., publicity release.
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Exercise 18—V OCABULARY DRILL

Aim of exercise: 'To rate your development as an announcer,

Type of performance: Reading a news commentary.

Suggestions: Read this exercise over many times. The drama is inherent in the
script and will be comprehensible to the listener if you are simple, sincere,

and emotionally moved yourself.

Announcer vocabulary drill: , /
3 . o~ ;.; El _,.»r - /’. j-f =
1. environment 6. quay - pybinn =S N
2, Fcb'ru‘ary #7. oaths h
5 A s Py
{9 S (YL
3. OLZY (urtos s diashien( o , 8. worsted
A G
e R 5/ ,
4. harassed & v & 5 fessf 110G, Progress
. )
5. pojngettia c /"f' A 10. boatswain

To the teacher: 'This exercise is in the nature of a test. Rate the announcer care-
fully and compare this rating with his first rating to see how much he has
improved and which skills he still needs to concentrate on.

Exercise 1IS8A—INS NEWS BULLETIN!

BY DAMON RUNYON

INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT

WASHINGTON, APRIL 14, 1945--(INS)--THE FUNERAL CORTEGE OF THE

LATE PRESIDENT ROOSEVELT, A COMPARATIVELY SMALL, WAR-BEGRIMED CAVAL-

CADE, PASSED THROUGH THE STREETS OF WASHINGTON THIS MORNING FROM THE

RAILROAD STATION TO THE WHITE HOUSE WHERE SIMPLE RELIGIOUS SERVICES

WERE HELD THIS AFTERNOON BEFORE' THE BODY WAS TAKEN TO HIS OLD HOME

IN HYDE PARK FOR BURIAL TOMORROW.

THE PROCESSION WAS THE ONLY TOUCH OF MILITARY POMP TO THE

1Reprinted through the courtesy of the International News Service.
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FUNERAL OF THE DEAD CHIEFTAIN OF THE MIGHTIEST ARMED FORCE ON THE:
FACE OF THE EARTH.

HUNDREDS OF THOUSANDS OF THE PEOPLE OF WASHINGTON PACKED THE
SIDEWALKS ALONG CONSTITUTION AND PENNSYLVANIA AVENUES AND WATCHED:
THE PASSING OF THE MOURNFUL TROOP.

AT THE CORNER OF 12TH STREET AND CONSTITUTION AVENUE STOOD A

WELL-DRESSED CONFIDENT-APPEARING MAN, A PROSPEROUS BUSINESSMAN, WITH:

A BOY PERHAPS IN HIS MID-TEENS BUT TALL FOR HIS YEARS. HE COULD

LOOK OVER THE HEADS OF MOST OF THOSE WEDGED IN TEN DEEP AHEAD OF HIM..

"I REMEMBER HIS SMILE, FATHER," THE BOY WAS SAYING, "I MEAN I
REMEMBER IT FROM THE PICTURES OF HIM IN THE NEWS REELS. IT WAS SUCH.
A WONDERFUL SMILE. IT CRINKLED HIS FACE UP ALL AROUND HIS EYES."

"YES, HE SMILED A LOT," THE MAN SAID. "I USED TO SAY HE SMILED:
TO THINK OF THE WAY HE HAD FELLOWS LIKE ME OVER A BARREL, I
HATED HIM.

"I HATED HIM MOST OF THE TWELVE YEARS HE LIVED IN THIS TOWN.

I MEAN I HATED HIM POLITICALLY. NOW I WONDER WHY. HE ONLY DID THE
BEST HE COULD. NO MAN COULD DO MORE."

AGAINST A SKY OF CRYSTAL, FLOCKS OF SILV'RY PLANES ROARED OVER-
HEAD AT INTERVALS, GLEAMING IN THE SUNLIGHT BUT WHEN THE NOISE OF
THEIR MOTORS HAD DIED AWAY THE WHOLE CITY SEEMED STRANGELY QUIET.

THE SHRILL WHISTLES OF THE TRAFFIC POLICEMEN, THE CLIP-CLOP OF

FEET HURRYING OVER THE PAVEMENTS AND THE LOW HUM OF HUMAN VOICES WERE

THE ONLY SOUNDS AND THEY CARRIED FAR IN THE EERIE SILENCE.

IT WAS AS IF BY SIGNAL EVERYONE HAD SAID YLET US ALL BE VERY
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QUIET," AND THE WHOLE COMMUNITY FELL INTO RESTRAINED MOOD AS IT
AWAITED THE PASSING OF THE FUNERAL PARTY THIS MORNING.

YET ONE KNEW THAT AT THIS VERY MOMENT, ACROSS TWO OCEANS, THE
AMERICAN GUNS THIS MAN WHO LIES DEAD HAD MOBILIZED WERE BOOMING WHAT
WAS AT ONCE THE THUNDER OF HIS TRIUMPH AND THE LAST VOLLEYS FOR THOSE
WHO DIED IN THE SERVICE OF THEIR COUNTRY, AS HE HAD UNDOUBTEDLY DIED.

"HE WORE FUNNY HATS, FATHER," THE BOY SAID, "I REMEMBER THE ONE
HE HAD ON WHEN HE WAS IN NORTH AFRICA TO SEE THE SOLDIERS, AND HE WAS
RIDING IN A JEEP. HE TURNED HIS HAT UP IN THE FRONT AND BACK. HE
WORE FUNNY HATS WHEN HE WENT FISHING, TOO."

"YES, AND I USED TO THINK HIS HEAD WAS TOO BIG FOR THEM -- FOR
ANY HAT," THE MAN SAID. "I KNOW NOW THAT WAS A FOOLISH IDEA. WHY
SHOULD HE HAVE BEEN SWELL HEADED -- A GREAT MAN LIKE HIM? WHAT
CRAZY THINGS I SAID ABOUT HIM!"™

IT WAS HOT, SWEAT RAN DOWN THE FACES OF THE STEEL-HELMETED
SOLDIERS STANDING ALONG THE STREET IN HEAVY FLANNEL SHIRTS. THESE
WERE NO PARADE TROOPS. THEY WORE CRUMPLED LOOKING UNIFORMS, THEY
LOOKED FIELD STAINED.

A MAN COATLESS AND BAREHEADED, CARRYING A SLEEPY LOOKING CHILD
IN HIS ARMS, HELD THE YOUNGSTER UP SO IT COULD SEE OVER THE HEADS
OF THE CROWD AND SOFTLY SAID, "LOOK, LOOK." SOME DAY THAT CHILD MAY

BE TELLING ITS GRANDCHILDREN THAT SHE SAW THE FUNERAL OF PRESIDENT
ROOSEVELT AS GRANDPARENTS USED TO TELL OF SEEING THE FUNERAL OF
PRESIDENT LINCOLN.

MOTHERS LEADING CHILDREN BY THE HANDS INSTRUCTED THEM TO WIGGLE
IN BETWEEN THE CLOSE PACKED SFECTATORS TO THE FRONT LINES. NO ONE

COMPLAINED ABOUT THE CHILDREN. EVERYONE TALKED IN A LOW VOICE.
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THERE WAS AN IMPATIENT TURNING OF HEADS AS SOME PEOPLE SETTING UP
EMPTY BOXES ON WHICH TO STAND CHATTERED LOUDLY FOR A MOMENT THEIR
VOICES DISTURBING THE FUNERAL HUSH.

SMALL BOYS PERCHED IN THE TREES ALONG THE AVENUE NOW GREEN IN
THE EARLY SPRING. FOOTLOOSE SOLDIERS AND SAILORS INCLUDING OFFICERS
WANDERED THROUGH THE CROWD, CANADIAN SERVICE GIRLS IN THEIR SPIC AND
SPAN UNIFORMS AND KING BLACK STOCKINGS STEPPED SMARTLY ALONG THE
STREET. A PRIEST WENT PAST, HIS COAT OPEN SHOWING A YELLOW BELT TO
HIS TROUSERS.

HEADS SHOWED IN CLUSTERS AT EVERY WINDOW IN THE LOW TEMPORARY
WAR BUILDINGS AND ON THE STEPS AND IN EVERY JUTTING PLACE ON THE
SOLEMN LOOKING GOVERNMENT BUILDING THAT WOULD AFFORD A FOOTHOLD,
TRADESMEN WEARING APRONS AND ARTISANS WEARING OVERALLS PRESSED
AGAINST THE POLICE LINES.

EVERY GIRL IN WASHINGTON SEEMS TO GO HATLESS, HER HAIR HANGING
LOOSE, I ALMOST SAID FLOWING IN THE BREEZE BUT THERE WAS NO BREEZE
THIS MORNING. THE HALF-MASTED FLAGS EVERYWHERE HUNG LIMPLY AGAINST
THEIR POLES. A MAN PUT UP A STEP LADDER UP THE STREET AND THUS
POSTED HAD A FINE VIEW.

"I LOVED HIS VOICE ON THE RADIO, FATHER," THE BOY SAID. "IT
ALWAYS SOUNDED SO NICE AND FRIENDLY, EVEN WHEN I DIDN'T UNDERSTAND
ALL HE WAS TALKING ABOUT. I LOVED THE WAY HE SAID 'MY-AH FRANS.'"

"YES," THE MAN SAID, "AND I USED TO SAY THAT HE WAS JUST A
MEDICINE MAN SELLING HIS WARES TO THE PEOPLE WITH THAT SEDUCTIVE

VOICE, WHAT CRAZY THINGS POLITICAL HATE WILL MAKE A MAN SAY."

NOW THE TUMP OF DRUMS, AT FIRST FAINT AND FAR-OFF, BUT QUICKLY
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GETTING STRONGER, BROKE THE SILENCE AND THEN CAME THE WAIL OF A
FUNERAL MARCH PLAYED BY A BAND, AND AN AUTO LOADED WITH OFFICERS
PASSED, THEN A SQUAD OF MOTORCYCLE POLICEMEN ON THEIR MACHINES.
THE STREET SIGNALS ON THE AVENUE KEPT CHANGING TO "STOP" AND "GO"
ALL THROUGH THE PROCESSION.

THE PEOPLE STOOD WITH THEIR ARMS FOLDED, THOSE IN BACK OF THE
FIRST ROW TEETERING ON THEIR TIPTOES TRYING TO GET AT LEAST A
FLEETING GLIMPSE OF THE PROCESSION. THE MARINE BAND, THE MUSICIANS
IN WHITE CAPS AND BLUE UNIFORMS, THEIR GREAT SILVER HORNS FLASHING
FOOTED IT ALONG TO THE SLOW STRAINS OF THE FUNERAL MUSIC.

"THEY SAY HE ALWAYS HAD TO WEAR A TERRIBLE STEEL BRACE LIKE
POOR LITTLE JACKIE CLARK AND LIKE COUSIN NELLIE, TOO," THE BOY SAID.
"THEY SAY HE SUFFERED GREATLY JUST AS THEY DO. IS THAT TRUE, FATHER?
HE MUST HAVE BEEN VERY BRAVE.,"

"YES, " THE MAN SAID, "HE SUFFERED GREATLY. I READ ONCE HE
FOUGHT ALL THE BETTER BECAUSE HE FOUGHT IN CHAINS. HE WAS A GAME
MAN, THAT I ALWAYS SAID. A VERY GAME MAN. NO MAN COULD BE GAMER."

NOW CAME A BATTALION FROM ANNAPOLIS, THE CADET OFFICERS WITH
DRAWN SWORDS, THE CADETS IN BLUE UNIFORMS WITH WHITE CAPS AND WHITE
LEGGINGS AND GUNS SLANTED ACROSS THEIR SHOULDERS. THEN A BATTALION
OF FIELD ARTILLERY, THE SOLDIERS SITTING STIFFLY UPRIGHT ON THEIR
GUN CARRIERS WHICH MOVED FOUR ABREAST, THE ENGINES THROTTLED DOWN SO
THAT THEY MADE SCARCELY ANY NOISE. USED-LOOKING FIELD PIECES PAINTED
A DINGY RED WERE TOWED BEHIND TRUCKS LOADED WITH THEIR CREWS, AND THE
FACES OF ALL THESE SOLDIERS SEEMED ABSOLUTELY EXPRESSIONLESS UNDER

THEIR HELMETS.
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" REMEMBER SO MANY LITTLE THINGS ABOUT HIM, FATHER," SAID THE
BOY. "I REMEMBER HIS NOSE GLASSES. I OFTEN WONDERED HOW HE KEPT
THEM ON HIS NOSE, EVEN WHEN HE WAS OUT IN A STORM. HE NEVER SEEMED
TO MIND WHAT KIND OF WEATHER IT WAS."

"YES," THE MAN SAID. "I GUESS ALL THE PEOPLE WILL REMEMBER
LITTLE THINGS ABOUT HIM IN THE YEARS TO COME. I ONCE SAID THAT WHEN
IT CAME TO WEATHER HE DIDN'T MIND HELL OR HIGH WATER IF HE HAD TO PUT
ONE OF HIS IDEAS ACROSS, BUT IT WAS A SNIDE REMARK. I MADE TOO MANY
SNIDE REMARKS ABOUT HIM IN HIS LIFETIME."

ANOTHER BAND, SOME COLORED ARTILLERYMEN MARCHING ON FOOT, THEN
A BAND OF SAILOR MUSICIANS, THEIR DOLOROUS MARCH MUSIC THﬁOBBING ON
THE STILL AIR. A BATTALION OF BLUEJACKETS AND THEN A BATTALION OF
WOMEN'S ARMED FORCE UNITS, THE WACS AND WAVES AND WOMEN MARINES
MARCHING RATHER LOOSELY IN THE ABSENCE OF QUICKSTEP MUSIC. MOVIE
CAMERAMEN ON TRUCKS WEAVED ALONG THE LINE OF MARCH. THE CROWD
WATCHED IN SILENCE.

AND NOW AT LAST CAME THE FLAG SWATHED CASKET ON AN ARTILLERY
CAISSON DRAWN BY SIX STRAPPING BIG GRAY HORSES IN BRIGHTLY POLISHED
HARNESS, FOUR OF THEM MOUNTED BY SOLDIERS. THE PRESIDENT'S FLAGS
WERE BORNE JUST BEHIND THE CAISSON AND THEN CAME THE AUTOMOBILES
LOADED WITH THE GREAT MEN OF THE NATION.

BUT WITH THE PASSING OF THE CASKET, THE CROWD BEGAN BREAKING
UP, STILL STRANGELY SILENT. THEY HAD SEEN THE FUNERAL CORTEGE OF A
FELLOW CITIZEN, WHO IN OTHER NATIONS AND OTHER TIMES WOULD HAVE HAD
THE DEATH PANOPLY OF A CAESAR BUT WHO, AS IT WAS, PROBABLY HAD MORE
THAN HE WOULD HAVE WISHED.
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"I REMEMBER WHEN HE GOT HIS LITTLE DOG FALA," THE BOY SAID.
"I THINK THEY MUST HAVE LOVED EACH OTHER A GREAT DEAL FATHER, AS MUCH
AS MY MUGS AND I LOVE EACH OTHER. YOU COULD TELL IT IN THE NEWS
REELS WHEN THEY WERE TOGETHER. I THINK HE MUST HAVE BEEN A VERY
KIND MAN TO BE SO NICE TO A LITTLE DOG. I HOPE THEY TAKE GOOD CARE
OF FALA."

"YES," THE MAN SAID, "HE WAS A KIND MAN. HE WAS KIND TO MANY

‘PEOPLE. I USED TO SAY I HATED HIM WHEN HE WAS ALIVE BUT NOW IT IS

DIFFICULT FOR ME TO PICK OUT ANY ONE REASON WHY. HOW COULD I HATE

A KIND MAN?"
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Exercise 19—V OCABULARY DRILL

Aim of exercise: To improve your projection of personality.

Type of performance: Short announcements requiring different styles of

announcing.
Suggestion: Strive for naturalness, friendliness, and adaptability.

Announcer vocabulary drill:

I. rgpegcusgion 6. ennui FEE T
2. European 7. formidable

3. contrasting 8. strata

4. president 9. via VY i’ G/

5. envoy 10. decisive

To the teacher: Assign the rules for the pronunciation of the Italian language,
Appendix II.

Exercise 19A—CBS ANNOUNCER AUDITION No. 3

(COMMERCIAL #2)

ANNOUNCER: There's usually one in every family. And, Mother, maybe it's
your fault if there's one in your family. One who's often dull
and out of sorts. Maybe you're not giving your family the right
"keep fit" nourishment. How about trying this: Every morning
at breakfast, serve generous helpings of toasty-crisp Post's
Bran Flakes and let your folks enjoy those three extra benefits
that help keep millions feeling swell: One: ... bran for bulk.
Two: ... vitamins B-1 and n%ﬁ%in for energy, steady nerves.
Threes: ... nourishment of wheat .... Yes, Post's Bran Flakes
provide the nourishment recommended for better national nutri-
tion, so get some today.

1Reproduced through the courtesy of the Columbia Broadcasting System, Inc.
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Exercise 19B—BLACK-DRAFT' COMMERCIAL ANNOUNCEMENT?

ANNOUNCER: Say, friends, didn't it feel great when you were a youngster
to find that school was out and you had the rest of the after-
noon to romp and play? But maybe you're thinking to yourself:
"Oh, stop! The way I feel, I'd 1like to dig a nice, big hole and
crawl into it. 1In fact, I haven't feli so logy and miserable in
months." ... Well, folks, if that's the case,‘why not do some-
thing about it? If it's simply the need of a laxative that has
you feeling low, try BLACKDRAFT ... BLACKDRAFT -~ or BLACKDRAWT,
as lots of folks call it -- is an old family friend when it
comes to bringing refreshing relief if you need its kind of
help. That's why it has been so popular with four generations.
Taken as directed, yvou'll usually find BLACK-DRAFT prompt,
dependable and thoroughly satisfactory. As for price, listen!
BLACK-DRAFT costs a penny or less a doseée .... For children,
there's pleasant-tasting SYRUP OF BLACK-DRAUGHT. CAUTION: use
only as directed. et BLACK-DRAFT! In time of need, it's a

friend indeed.’

Exercise 19C—PROGRESS COMMERCIAL ANNOUNCEMENT®

Mm-m-m, it's GOOD! ., . . SURE, it's PROGRESS, the grandest tastin'
beer in town! . . . 50 mild . . . SO mellow . . . SO pleasingly
SMOOTH . . . remember, for beer at its best, call for PROGRESS FIRST

. . « just say to your dealer . . . "PROGRESS, PLEASE!"

2Reproduced through the courtesy of the Chattanooga Medicine Company.
3Reproduced through the courtesy of George W. Knox, Jr.
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Exercise 20—V OCABULARY DRILL

Aim of exercise: 'To improve your ad libility.
Type of performance: Description of the person seated next to you.

Suggestions: Be exact but strive for color in your description. Try to stimulate
listener interest in the person you are describing.

Announcer vocabulary drill:

1. Catholicism 6. biography
2, era ». peremptory
3. research 8. incognito
4. controversy 9. adult

5. preferable I0. insurance
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Exercise 21 —VOCABULARY DRILL

Aim of exercise: To improve your pronunciation of Italian words and your

communication of ideas.

Announcer vocabulary drill:

1. interlocutor 6. musicale
2. gala 7. calliope
3. attaché 8. motif
4. encyclical 9. ’cello
5. mischievous 10. suite

Exercise 21A—INS NEWS BULLETIN®

0CT. 1, 1944~~(INS)--COMPOSITION OF KING VICTOR EMMANUEL'S
ITALIAN GOVERNMENT, AS ANNOUNCED BY GEN. DWIGHT D. EISENHOWER'S
HEADQUARTERS, TODAY OFFICIALLY NAMED MARSHAL PIETRO BADOGLIO AS
"HEAD OF THE GOVERNMENT."

OTHER CABINET MEMBERS, AS ANNOUNCED AFTER A CONFERENCE BETWEEN
GENERAL: EISENHOWER AND PREMIER BADOGLIO WAS HELD AT MALTA, INCLUDED:

GENERAL VITTORIO AMBROSIO, CHIEF OF STAFF; GEN. MARIO ROATTA,
CHIEF OF STAFF FOR ARMY; ADMIRAL RAFFAELE DE COURTEN, MINISTER OF
MARINE ; GENERAL RENATO SANDELLI, MINISTER OF AIR; AND THE DUKE
DI AQUARONE, MINISTER OF THE ROYAL HOUSEHOLD.

1Reproduced through the courtesy of the International News Service.
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Exercise 21B— AP NEWS BULLETIN?

ROME, Sept. 28 (AP)-~-SEVEN STRATEGIC ITALIAN TOWNS HAVE BEEN OCCU-
PIED BY ALLIED TROOPS ADVANCING UP BOTH COASTS OF THE PENINSULA AND
IN THE RUGGED CENTRAL SECTOR WHERE AMERICANS WERE ONLY 12 MILES FROM
AN IMPORTANT ESCAPE ROUTE, ALLIED HEADQUARTERS REPORTED TODAY.

CASTEL DEL RIO, ON THE CENTRAL ITALIAN FRONT, WAS CAPTURED BY
MOUNTAIN-FIGHTING AMERICANS WHO ALSO SEIZED MONTE CARNEVALE AND
IMPORTANT HEIGHTS NEAR BY WHICH THE GERMANS HAD PAID HEAVILY TO
REGAIN ONLY TWO DAYS AGO.

BRITISH AND CANADIAN TROOPS IN THE ADRIATIC SECTOR ENLARGED
THEIR BRIDGEHEAD OVER THE RUBICON TO A TWO-MILE DEPTH ALONG A 10-MILE
FRONT. ITALIAN PATRIOTS SEIZED THE TOWN OF BELLARIA AND HELD IT
UNTIL CANADIAN FORCES CLEARED OUT SMALL NAZI NESTS.

TOWNS SEIZED IN ADDITION TO CASTEL DEL RIO AND BELLARIA WERE
CASTIGLIONE, IN THE HIGHLANDS ABOUT 23 MILES SOUTH OF BOLOGNA AND ON
A MAIN HIGHWAY; BRUSCOLI, FIVE MILES EAST OF CASTIGLIONE, WHERE AFTER
HARD-FIGHTING EMPIRE TROOPS BECAME FIRMLY ESTABLISHED ON MOUNT
BENIANDI AND MOUNT FREDDI; BOCCONI, AN INLAND TOWN TAKEN BY BRITISH
TROOPS; QUERCEIA, A WEST COAST POINT SEVERAL MILES BELOW MASSA, AND
NEAR-BY VALLECCHIA.

THE DRIVE OF THE EIGHTH ARMY OVER THE RUBICON PLACED BRITISH
FORCES AT THE APPROACHES TO SAVIGNANO, ON THE PO VALLEY'S EDGE

SEVERAL MILES WEST NORTHWEST OF RIMINI.

2Reproduced through the courtesy of the Press Association, Inc.
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CAPTURE OF CASTEL DEL RIO BROUGHT FIFTH ARMY FORCES TO WiTHIN
12 MILES OF IMOLA, IMPORTANT PO VALLEY CITY ASTRIDE THE RIMINI-
BOLOGNA HIGHWAY, WHICH ENEMY FORCES WOULD NEED FOR A RETREAT FROM
THE ADRIATIC SECTOR, NOW THREATENED BY THE BRITISH PUSHING INTO THE
VALLEY'S LEVEL LANDS, THE CAPTURE OF QUERCEIA AND VALLECCHIA, AN
ADVANCE WHICH PUT THE BRAZILIANS WITHIN 20 AIRLINE MILES OF THE
HAVAL BASE OF LA SPEZIA. THE DRIVE WAS MADE AGAINST INTENSE ARTIL-

LERY FIRE.
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Exercise 22—V OCABULARY DRILL

Aim of exercise: To improve your pronunciation of Italian words and your
communication of ideas.

Announcer vocabulary drill:

1. wash 6. rinse

2. wish 7. pretty
3. tune 8. chimney
4. such 9. roof

5. catch 10. COIPS

Exercise 22A—INS NEWS BULLETINS'

CM19~N -- BY MICHAEL CHINIGO

INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT

ROME, SEPT. 20, 1944~~(INS)--PIETRO CARUSO, FORMER FASCIST
POLICE CHIEF, LOST THE FIRST ROUND IN THE BATTLE FOR HIS LIFE TODAY
WHEN A DEFENSE REQUEST THAT HIS TRIAL BE POSTPONED UNTIL SIX MONTHS
AFTER THE WAR WAS DENIED BY THE COURT.

SHORTLY THEREAFTER, IT WAS INDICATED THE FIRST FASCIST CRIMINAL
DEFENDANT TO BE BROUGHT TO TRIAL MAY PLEAD INSANITY TO ESCAPE
RETRIBUTION FOR THE MISDEEDS CHARGED AGAINST HIM.

CARUSO'S SECRETARY, ROBERTO OCCHIETTO, WHO IS ALSO ON TRIAL,
HAD HIS CAUSE HELPED CONSIDERABLY WHEN THE DEFENSE INTRODUCED TWO
WITNESSES, A COLONEL DELUCA AND A LIEUTENANT-COL. BERTONE, WHO
TESTIFIED OCCHIETTO WAS AN INFORMER FOR THE ITALIAN SEQRET POLICE.
IN THAT ROLE, IT WAS STATED BY THE WITNESSES, OCCHIETTO WAS ABLE TO

WARN A HALF DOZEN ITALIAN PATRIOTS, INCLUDING SEVERAL GENERALS, OF

1These dispatches reproduced through the courtesy of the International News Service.
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IMMINENT PUNITIVE MEASURES PLANNED BY THE GERMAN GESTAPO AND FASCIST

POLICE.

CMN53--BY JAMES L. KILGALLEN

INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT

ROME, OCT. l1--(INS)--NAZI FIELD MARSHAL ALBERT VON KESSELRING
WAS REVEALED TODAY TO HAVE HURLED IN ELEMENTS OF THREE DIVISIONS IN
AN ALL~OUT BUT VAIN ATTEMPT TO WIN BACK THE CREST OF THE APENNINES
WHERE THE FIFTH ARMY DOMINATES THE ROAD TO IMOLA.

THIS IS THE SECOND FULL-SCALE COUNTERATTACK WHICH THE GERMANS
HAVE LAUNCHED AGAINST MOUNT BATTAGLIA, NORTHERNMOST POINT OF THE
FIFTH ARMY'S PENETRATION. THE ATTACKS, SUPPORTED BY ARTILLERY AND
FLAME-~THROWERS, WERE BOTH SMASHED BY GEN. MARK CLARK'S INFANTRY
UNITS. THE HILL DOMINATES THE FIREZUOLA~-IMOLA ROAD.

ON THE EIGHTH ARMY FRONT, THE STRATEGIC TOWN OF SAVINGNANO,
NINE MILES FROM LIBERATED RIMINI ON THE MAIN HIGHWAY TO BOLOGNA,
HAS BEEN CLEARED OF THE ENEMY. THE WHOLE OF THE EASTERN BANK OF THE
FIUMICINO RIVER--LOWER COURSE OF THE RUBICON--HAS ALSO BEEN SWEPT

CLEAN OF THE NAZIS.

CM191 ADD.2 PM UNDATED WAR--(INS) XXX COMMAND

NOVEMBER 17, 1944

IN ITALY, THE POLES AGAIN CAME TO GRIPS WITH THEIR GERMAN
ADVERSARIES ON THE RUGGED SLOPES OF A KEY HILL. THIS TIME THE SCENE
WAS MONTE CASTELLACCIO WHERE THE POLISH TROOPS SOUGHT TO THROW THE
GERMANS FROM POSITIONS OVERLOOKING THE WESTERN FLANK OF THE BRITISH
EIGHTH ARMY.

GEN. SIR HENRY MAITLAND WILSON ANNOUNCED THAT THE POLES THREW
130
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THEMSELVES UPON THE NAZI STRONGHOLDS AFTER TAKING THE TOWN OF
CONVERSELLE NORTHWEST OF CATROCARO.

IN THE SMOULDERING HEAT OF THE PACIFIC, GEN. DOUGLAS MACARTHUR'S
MEN COMPLETED THEIR OCCUPATION OF PEGUN ISLAND IN THE MAPIA GROUP
NORTHWEST OF DUTCH NEW GUINEA. AMERICAN TROOPS IN THE PHILIPPINES
FURTHER COMPRESSED THE JAPANESE IN THE TIGHTENING ORMOC POCKET

DESPITE A TROPICAL STORM.

CM98 DUN

BY JAMES L. KILGALLEN

INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT

ROME, SEPT. 28, 1944--(INS)--FIFTH ARMY SPEARHEADS OCCUPIED
BOCCONI, SOME 30 MILES FROM SPEZIA, TODAY AND STORMED MOUNT CASTEL
NUOVO, APPROXIMATELY 15 MILES INLAND FROM THE LIGURIAN SEA.

AT THE SAME TIME, THE CANADIAN CORPS PACING THE EIGHTH ARMY ON
THE ADRIATIC COAST, CLEARED THE SEASIDE TOWN OF BELLARIA, SEVEN
MILES BEYOND RIMINI AND CROSSED THE RUBICON AT ITS MOUTH.

ITALIAN PATRIOTS WERE IN POSSESSION OF BELLARIA WHEN EIGHTH

ARMY UNITS ARRIVED.

CM92 BUN

BY JAMES L. KILGALLEN

INTERNATIONAL NEWS SERVICE STAFF CORRESPONDENT

ROME, OCT. 4, 1944--(INS)--AMERICAN FIFTH ARMY FORCES SMASHING
FORWARD ALONG A WIDE FRONT IN THE CENTER OF THE ITALIAN LINE DROVE
AGAINST STIFF GERMAN RESISTANCE AND THROUGH HEAVY MUD TODAY TO HACK
OUT LIMITED GAINS AND WREST IMPORTANT GROUND FROM THE NAZIS.

AT MOUNT BATTAGLIA, WHERE NAZI MARSHAL ALBERT KESSELRING HURLED
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REPEATED COUNTER-ATTACKS AGAINST YANK POSITIONS IN DESPERATE EFFORTS
TO RECAPTURE THAT VITAL HEIGHT, IMPENETRABLE AMERICAN RESISTANCE
FINALLY FORCED THE GERMANS TO CEASE THEIR EFFORTS.

THE BRAZILIAN EXPEDITIONARY FORCE WITH THE FIFTH ARMY CONTINUED
TO MAINTAIN PRESSURE AGAINST THE ENEMY ALONG ITS ENTIRE SECTOR OF
THE FRONT.

ON THE MAIN ROAD TO BOLOGNA, AMERICAN COMBAT TEAMS DROVE SOME
TWO MILES BEYOND CAPTURED MONGHIDORO, PENETRATING FANATICAL NAZI
RESISTANCE TO SEIZE THE TOWNS OF SAN BENEDETTO AND SAN ANDREA.
SPEARHEAD UNITS OF THESE FORCES SURGED TO WITHIN 14 MILES OF
BOLOGNA.

ON THE RIGHT FLANK OF THE FIFTH ARMY GERMAN TROOPS LAUNCHED A
SERIES OF COUNTER-BLOWS NORTH OF SCARZANA. BRITISH ELEMENTS OF THE

FIFTH HURLED THESE ASSAULTS BACK.
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Exercise 23— VOCABULARY DRILL

Aim of exercise: To improve your Italian pronunciation.

Type of performance: Drill on titles of famous Italian operatic selections.

Announcer vocabulary drill:

[

1. capriccioso 6. forte

2. chiavette 4. pianissimo

3. chromatics 8. crescendo

4. pizzicato 9. andante con moto
5. allegro 10. buffo

Exercise 23A—ITALIAN OPERATIC SELECTIONS

. Rigoletto:

“Caro Nome”

“Parmi veder le lagrime” (Each Tear That Falls)
“Tutte le feste” (On Every Festal Morning)

“La donna ¢ mobile” (Woman Is Fickle)

. Beniamino Gigli sings “O Paradiso” from Giacomo Meyerbeer's L’ Africana.

. From Aida by Giuseppe Verdi:

“Céleste Aida” (Heavenly Aida)

“Ritorna vincitor” (Return Victorious)

“Fuggiam gli ardori” (Ah, Fly with Me)

“Morir! si pura e bella” (To Die, So Pure and Lovely)
“O terra addio” (Farewell, Oh Earth)

. From Barbcr of Seville:

“I1 Barbiere di Siviglia” by Gioacchino Antonio Rossini based on the
comedy by Beaumarchais

“Ecco ridente in cielo” sung by Count Almaviva
(Dawn with Her Rosy Mantle)

Figaro’s aria, “Largo al factotum”
“Una voce poco fa”
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I0.

II.

I2.

13.

. La Bohéme by Giacomo Puccini:

“Che gelida manina” (Your Hand Is Frozen)
“Mi chiamano Mimi”

“Valse di Musetta”

“Ah, Mimi, tu piu”

Cavalleria Rusticana by Pietro Mascagni

L’Elisir d’ Amore by Gaetano Donizetti
“Una furtiva lagrima” (One Furtive Tear)

La Forza del Destino by Verdi:

“La vergine degli angeli” (May Angels Guard Thee)

“Solenne in quest’'ora” (Swear in This Hour)
“Pace, pace mio dio” (Peace, Oh My Lord)

“Dance of the Hours” from Ponchielli’s La Gioconda

Orfeo ed Euridice by Christoph Willibald von Gluck.

Otello by Giuseppe Verdi:
“Credo”

I Pagliacci by Ruggiero Leoncavallo:
“Si puo!” (Tonio’s Prologue)
“Vesti la giubba” (On with the Play)
“Serenata d’Arlecchino”
“La commedia ¢ finita”

Puccini’s Madame Butterfly:
“Un bel di vedremo” (Some Day He’ll Come)
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Exercise 24—V OCABULARY DRILL

Aim of exercise: 'To improve your ad libilizy.

Type

of performance: Get any available silent motion picture in which the

action is clear and while it is running describe that action to the listener.

To the teacher: Such motion pictures are readily available. Any athletic depart-

ment has reels of past football and track events.

To th

e student: Don’t worry about names of contestants; get the description

accurate and colorful but beware of clichés.

Announcer vocabulary drill:

1. dramatis personae ' 6. et cetera
2. fait accompli 7. de luxe
! ~
3. ex officio A»V&./ch,;’ ,y?,/;,,{,{,c,/ 8. e pluribus unum
¥
4. ex libris 9. demitasse
demyas
5. entr'acte F », * .. 10. denouement
7 ol = @'(f»"/;
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Exercise 25—V OCABULARY DRILL

Aim of exercise: A review of your ability to pronounce foreign-language musi-
cal titles.

Announcer vocabulary drill:

1. dachshund 4 (/ awis 6. increase
2. daguc;g;otypc o 2 //‘;‘.‘C"-"ﬂ T _"7/."’-’r'eserv<:
3. décolleté ., o 8. route
. e o ¢ o .
4. harakiri -, . ./ 9. apricot
5. provost 10. sophomore

Exercise 2YA—CBS ANNOUNCER AUDITION NO. 3*

(SpEciAL 1NsTRUCTIONS: You are in the broadcasting booth at Carnegie Hall in
New York, ready to announce today’s concert.)

ANNOUNCER: Good afternoon.
The Columbia Broadcasting System is privileged to present this
afternoon another broadcast in its exclusive series of concerts
by the New York Philharmonic Symphony Orchestra. Again today
Columbia's stations from coast-to-coast are joined by those of
the Canadian Broadcasting Corporation and XEQ, Mexico City,
as well as powerful CBS short-wave transmitters beamed on

Europe and South America.

In a moment, today's guest conductor--Arthur Rodzinski of the
Cleveland Symphony--will make his first appearance of the season

with the Philharmonic Society. Mr. Rodzinski was with us often

1Reprinted through the courtesy of the Columbia Broadcasting System, Inc.
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last year, as you will recall, sharing the podium with John
Barbirolli, Fritz Reiner, Ottorino Respighi, Sergei Kousse-

vitzky and Eugene Goosens.

Our program this afternoon is representative of Germany, Italy,
France and Russia. To open the concert, Mr. Rodzinski has
programmed "Angelo" by Cesar Antonovitch Cui. It is based on
a Victor Hugo play, dealing with the same subject that
Ponchielli used in "La Gioconda." "Angelo" is Cui's most
representative work, although he wrote symphonies, orchestral

scherzos, choruses, songs and piano pieces.

Next we shall hear excerpts from "Romeo et Juliette" by Charles
Francois Gounod. The music of "Romeo et Juliette" lacks the
manifold beauties of the "Faust" score, but it sparkles with
popular melodies. Following the intermission, the orchestra
will perform excerpts from Gioacchino Antonio Rossini's
"Otello," which was produced in 1816. Rossini, as you know,
led the movement toward the popular style of opera and "Otello"
marks the transition from an older recitative style to a

smoother and more melodic vein.

Today's concert will close on a sombre note with "Tod und
Verklarung" or "Death and Transfiguration” by Richard Strauss.
This is a noble work in programme music, treating an impressive
subject with alternate tenderness and tremendous breadth. It

offers a decided contrast to Strauss's "Till Eulenspiegel," for
138
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example, which is roguishly humorous, at times even:droll. A
better comparison perhaps would be "Also Sprach Zarathustra,"

which shows much sublimity.

Mr. Rodzinski is making his entrance, acknowledging the welcome
from his audience in Carnegie Hall. And now--our "National

Anthem" . . . .
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Exercise 26—V OCABULARY DRILL

Aim of exercise: To improve your Italian and German pronunciation and your
communication of ideas.

Announcer vocabulary drill:

1. recalcitrant 6. carburetor
2. scion 7. lingerie

3. subpoena 8. dishabille
4. cruiser 9. government
5. cantonment 10. indicted

Exercise 26 A—MUSIC VOCABULARY DRILL

1. madrigal 8. “Fioretta”

2. romanze poco adagio 9. “Un Ballo in Maschera”
3. molto allegro 10. “La Golondrina”

4. “Ritorna vincitor” 11. “Santa Lucia”

5. “La Sonnambula” 12. Di Capua

6. “Casta Diva” 13. “Il Trovatore”

7. “Ballatella” 14. “Funiculi Funicula”

15. “Voi che sapete”

Exercise 20B—THE KREINER STRING QUARTET*

ANNCR: From Columbia's Concert Hall we present the Kreiner String
Quartet in another of the series of programs devoted to the
complete cycle of Mozart quartets -- a part of the CBS year-

round music season. The personnel of the Kreiner String Quartet

1Wylie, Radio Writing, pp. 390—392.
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is Sylvan Schulman and Joseph Gingold, violins; Edward Kreiner,
viola; and Alan Schulman, 'cello.

During the past eight weeks we have heard many of Mozart's
early quartets -- practically all of them dating from the com-
poser's sixteenth and seventeenth years. This afternoon we turn
to the master works of the mature Mozart -- compositions which
find him at the height of his creative powers and represent
the finest flowering of eighteenth-century chamber music. And
it is in this chamber music that the genius of Mozart reaches
perhaps its truest expression. Here the purity of the musical
idea is everything, for great volume of sound is impossible.

In the intimate confines of the string quartet, Mozart speaks
most clearly and touches us most forcibly.

The Kreiner String Quartet plays first the famous Serenade

for Strings called Eine Kleine Nachtmusik -~ No. 525 in the

i

Koechel catalogue. Written in 1787 when the composer was
thirty-one years old, it dates from the same year as the opera

"Don Giovanni." It is pertinent to mention here two events in
the life of Mozart belonging to this year. On May 29th,
Leopold Mozart, the devoted father who had dedicated so much of
his life to the furtherance of his son's career, died.

There had been estrangements between Leopold and Wolfgang;
the son had often chafed under the admonitions and restrictions
of the exacting father =- but the news of Leopold's death came
as a severe blow to Wolfgang. He was deeply grieved, and a new

note of melancholy was added to an already difficult personal
142
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life, The‘other event constitutes one of those interesting
occurrences in musical history when two geniuses meet. An
unimpressive, sullen-faced youth of seventeen was introduced to
Mozart by an acquaintance. The master was at first most frigid
toward the awkward boy but, on hearing him play the pianoforte
with amazing power and originality, soon expressed keen
interest. After a brief concert, Mozart remarked to a friend
that this young man would bear watching, for some day he would

make a name for himself in the world of music. That prediction

was no facile judgment. The boy's name was Ludwig van

Beethoven.

The composition we are about to hear, Eine Kleine Nacht-

musik, may be described as an outdoor serenade, to be played in
the evening. In the eighteenth century it was customary for a
lover to pay tribute to his mistress through a musical perform-
ance -- just as it was in Shakespeare's day. This composition
is such a nocturnal serenade as one might imagine being played
by a little band of musicians beneath a lady's window or at a
formal garden concert. It is in four movements arranged as
follows: an opening Allegro; a Romanza; a Minuet; and a
concluding Rondo. . . .

1. Eine Kleine Nachtmusik -- G major,

Koechel No. 525

That was the serenade for strings Eine Kleine Nachtmusik,
played for you by the Kreiner String Quartet. They play next

a selection from one of the six great guartets dedicated to
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Haydn. Even as a boy, Mozart had greatly admired the composi~
tions of Haydn and had spent many long hours in studying the
fundamentials of the elder man's technique. In 1784, Mozart had
the opportunity of meeting and getting to know Haydn intimately.
Haydn seems to have spent several months in Vienna this year,
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