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Announcing: Broadcast Communicating Today, Second Edition, will intro-
duce you to the fascinating art of broadcast announcing and to the equally
fascinating business of broadcast announcing. This business has evolved,
over its relatively short history, from being the almost exclusive province of
men with baritone voices to a field that now includes many women and a wide
variety of styles. Above all, you must be able to communicute! Today’s
announcer must be able to inform, entertain, persuade, and mativate.

Modern broadcasting also demands specialized skills. For example, a
voiceoverannouncer must be able to time delivery to the second. A television
field reporter must be able to assemble a professionally produced, accurate
report of a news event on very little notice. Radio talk show or eall-in hosts
must be able to handle everyone from the most expert guest to the most loony
of callers. Different formats and the demands of demographics require ra-
dio staff announcers to reach and entertain very different segments of the
audience.

Announcing: Broadcast Communicating Today, Second Edition, is de-
signed as an academic and practical guide to the announcer’s role in today’s
broadcast media. It details both principles of good communication and spe-
cific announcing skills and techniques.

Chapter 1 briefly describes the evolving media and the changing role of the
announcer. Chapter 2, which deals with improving the speaking voice, shows
the broad scope of this book. In addition to explaining the standard advice
“breathe from the diaphragm,” we show in words and pictures exactly how
to improve your voice and diction.

Commurication is the goal of announcing. Chapters 3 and 4 outline the
basic skills of understanding and communicating the message. In Chapter 5,
we move on to detailed instruction in various announcing fields. Chapter 5
deals with radio staff announcing. Chapter 6 introduces broadcast news in
general and then examines radio news announcing in detail. Television news
announcing is the focus of Chapter 7.

Chapter 8 deals with interviewing skills, which are critical 10 any on-air
broadcast communicator. Chapter 9 details television and radio specialties
such as sports announcing, weather reporting, and narration. Commercial
announcing is one of the most important on-air tasks, and Chapter 10 of-
fers a complete and comprehensive treatment. Methods of self-improvement
and guidance to career advancement are discussed in Chapters 11 and 12,
respectively.

End-of-chapter summaries are foliowed by exercises that recreate the
pressures of on-air work and prod the reader to think in new directions.
Appendix A is a pronunciation chart to help you decode foreign words and
names. And the drill material in Appendixes B and C is designed to challenge
every aspect of your delivery and analytical skills.

The first edition of Announcing was used in classrooms across the nation.
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Users recommended additions, so we have integrated substantial new
material while keeping the basic organization. Specifically, we have

¢ Expanded the coverage of television news. We’ve included new
sections on live, remote broadcasting, and field reporting. We've
added material on the newswriting techniques used by on-air
newspeople.

¢ We have added a section on the special demands that all-news
formats make on radio performers.

» The section on ad-libbing has been greatly expanded. The section
now includes discussion of specific techniques that improve ad-
libbing in major radio formats and in various television performance
situations.

¢ We've added more discussion of what you need to succeed in an on-
air career in broadcasting. We've included tips by industry experts
on how best to prepare for such careers in both radio and television.

The second edition has additional information on voice use and devel-
opment, on-camera appearance, and the importance of being able to read
to time.

Most of the drill material is new. We've updated wire service and local
news copy, and provided extra voiceover and promo copy. We’ve added
newer material that offers the opportunity to practice new styles of presenta-
tion in both radio and television.

So this second edition of Announcing retains the best features of the
original text while adding considerable new material focused specifically on
the needs of on-air performers.

We extend our sincere gratitude to the following reviewers, who made
many valuable suggestions: Phil Blauer, Anchor/Producer, KESQ-TV (ABC),
Palm Springs; Terry Draper, National Broadcasting School; Lincoln M.
Furber, American University; Darrell E. Kitchell, Fullerton College; Thomas
Mullin, Eastern Wyoming College, Wheatland Program; and Roosevelt
Wright, Syracuse University.

Finally we’d like to thank our editor, Becky Hayden, who again supplied
experience and expertise to ensure that the final product is as good as we can
make it, and that it fully meets the needs of those who will use it.

We hope this text will serve as a lifelong reference and help lay the
groundwork for future growth. One thing that’s great about this art and
business is that you never stop learning.

Lewis B. O’Donnell
Carl Hausman
Philip Benoit
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Power and magic attend the broadcast media. The mystique was there from
the earliest days of broadcast history. Radio waves could be explained by science,
but people were still fascinated by the idea that voices and music could
somehow crystallize out of thin air. A cat whisker moving over a quartz
crystal attached to primitive earphones could bring the distant sounds of
concert music into the most remote prairie cabin. The simple “crystal set”
quickly became a common feature in American homes. It became a popular
pastime for tamilies and individuals to don headsets and stare off into space
while they used their imagination to picture the events they were hearing
(Figure 1.1).

As radio developed and flourished, it became possible for virtually the
entire nation to participate—in a weekly drama program, a comedy or variety
show, a vivid description of a news event—at exactly the same moment. Never
before had it been possible for the attention of such vast numbers of people
to be focused on the same thing at the same time.

The power of this phenomenon was dramatically demonstrated by the
famous Mercury Theater presentation of War of the Worlds on Halloween
night, 1938. This dramatized invasion of “Martians” was mistaken for a real
news event hy millions of frightened listeners. Many people fled in panic from
the supposed site of the invasion in New Jersey.

Only a short time later, a young journalist named Edward R. Murrow




CHAPTER ONE

Figure 1.1. The fascination with
radio when it first began was
focused on the novelty of being
able to hear immediately the
sounds of distant events. This
photo shows two family mem-
bers in 1921, listening to the first
mass-produced receiver for home
entertainment. (The Bettmann
Archive)

Figure 1.2. Edward R. Murrow
broadcast reports from London
during the German blitzkrieg at
the outbreak of World War I1.
He is shown here at CBS head-
quarters in London. (UPl/
Bettmann)

focused attention on aminous events across the sea (Figure 1.2), Murrow’s
broadcasts from London during the summer of 1940 brought the sights and
sounds of war to millions of Americans. They created among Americans a
deep empathy with the plight of Londoners who lived with the constant threat
of destruction as Hitler’s bombs fell on them night after night during the
troubling times that preceded World War II.



THE COMMUNICATOR IN MODERN MEDIA

Many more examples of the dramatic impact of the broadcast media can
be cited. Live television pictures of the events surrounding the assassination
of popular young President John F. Kennedy preceded the shooting of his
alleged assassin on live television (Figures 1.3 and 1.4). TV coverage let
millions of viewers watch as Neil Armstrong made the first human footprint
on the moon’s dusty surface (Figure 1.5). Sports coverage furned into a major

Figure 1.3. Jack Ruby (right)
shoots Lee Harvey Oswald as he
was being transferred from city to
county jail in Dallas on Novem-
ber 24, 1963. (UPI/Bettmann)

Figure 1.4. This photo, taken
from the NBC-TV screen, shows
Lee Harvey Oswald (right),
alleged assassin of President
John Kennedy, gasping in shock
as he is shot by Jack Ruby (in the
foreground, wearing hat, back to
camera). Millions of television
viewers saw the event as depicted
in this photo. (UPI/Bettmann)
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Figure 1.5. Astronaut Edwin E.
Aldrin descends the steps of the
lunar module ladder as he
prepares to walk on the moon.
Fellow astronaut Neil Armstrong
took this photo of his colleague.
(UPI/Bettmann)

CHAPTER ONE

news story as a devastating earthquake rocked San Francisco’s Candlestick
Park and much of California just as ABC began pregame broadcasting before
the third game of the 1989 World Series. Live coverage showed people
toppling the Berlin Wall, ending Soviet control of East Germany, and
challenging it in Eastern Europe. And a succession of dramatic moments in
the Persian Gulf War were depicted in live television sound and pictures of
reportersand camera crews fumbling with gas masks as they described missile
attacks taking place at that exact moment half a world away from Americans
transfixed by the scenes they were witnessing (Figure 1.6; and Box 1.1). The
list is long. Nearly everyone can relate personal experiences in their lives that
were made dramatic and memorable by the power of broadcasting.

Today the “romance” is gone that once stirred the imaginations of people
huddled over crystal sets, plucking distant sounds from the “ether.” We now
take for granted our ability to tune into events anywhere in the world. But
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broadcasting is an even larger part of our daily lives than anyone eould have
imagined in its earliest days. Radio and television have become our eyes and
ears on the world. We stayin touch as we drive, jog, and vacation. Cut off from
this link with events, we feel deprived.

Given the amount of time we spend listening to and watching broadcast
media, and given their influence on aur lives, it’s remarkable to realize how
recent these developments are. And we do not yet fully understand how these
developments have shrunk our globe and changed our prospects.

The discovery of electromagnetic waves by nineteenth-century German
physicist Heinrich Hertz forms the basis of radio and television broadcasting.
Guglielmo Marconi perfected the device that would allow the Hertzian waves
to be put to such use. Working in Britain, the Italian inventor and business-
man refined the technology, acquired patents, and set up an organizational
structure to explore commercial applications for electromagnetic waves.

At the turn of the century, the closest thing to instant communication was
the telegraph. Marconi’s development of radio communication in the early
1900s was viewed simply as a way to remove the need for wires in telegraphy.
So the term wireless was applied to Marconi’s radio technology.

One outgrowth of Marconi’s work was ship-to-shore communication.
When Marconi expanded his operations from Britain to the United States,
this application of his inventions held the major promise of commercial
success for his firm.

Figure 1.6. NBC correspondent
Arthur Kent reporting live from
Saudi Arabia during an air-raid
alert at the beginning of the war
in the Persian Gulf. Television
viewers shared the drama and
uncertainty reflected in the use
of the gas mask by a corre-
spondent uncertain of the level
of danger involved in covering
the event. (Photo courtesy NBC)
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CHAPTER ONE

Television in the Gulf War
| Seas e s ==

On January 16, 1991, millions of people spent hours in
front of their television sets watching a map. It was a map of
Baghdad, and the audio portion of the program was coming
through a telephone pickup of three CNN correspondents who
were describing what they could see from the windows of
their room in the Al Rashid Hotel. The fact that the visual
portion of the program was nothing more than a. map made
no difference in the level of interest that viewers felt. It was
the words of the eyewitnesses that kept viewers riveted to
their television sets over the course of several hours.

What the CNN reporters were seeing and describing to
viewers worldwide, was the outbreak of the air war against
Saddam Hussein’s Iraq. Saddam’s annexation of Kuwait
several months earlier had led to the extraordinary events
now being described to a worldwide audience. Television was
letting millions of viewers get some inkling of what it was like
to be under attack by allied bombers.

As they crouched on the floor and held the mic out the open
window to pick up the sounds of the bombs, these three re-
porters were also letting those who planned the attack know
whether their plans were succeeding. This was made abun-
dantly clear in a. news conference that same evening when the
Secretary of Defense responded to a question by stating that
he was getting his information from CNN.

The experience was unique in human experience. For while
the broadcast media have long been able to involve audiences
in major events, never before had the event been the outbreak
of war. CNN and to an extent the major broadcast networks
had been heading for this kind of coverage. There were live
reports from the Berlin Wall and Tienanmen Square. But the
onset of the Gulf War was a precipitous moment in history
whose precise outlines had been only vaguely outlined prior to
the actual initiation of bombing. There had been uncertainty
about when and if the allies would attack the Iraqis, and if so,
how they would do it.

As the war unfolded, CNN and the broadcast networks
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brought to their viewers a succession of reports that essen-
tially changed the nature of news as it relates to the question
of how the public becomes aware of events. Correspondents
who came on the air in Riyadh, Saudi Arabia, or Tel Aviv, for
example, to report on SCUD missile attacks were never sure
of whether missiles were actually coming in, how many there
might be, and whether or not they contained chemica. war-
heads. Gas masks, if not actually donned, were handy. Often
reporters and camera crews broke off coverage to take refuge
in shelters. But what did this mean for viewers in terms of
how the war was experienced?

It often meant that information came to us in raw form.
The usual processes of television news reporting, in which
information is gathered, evaluated, confirmed, and then
reported, were absent during the live reports. Rumor and
unconfirmed information were reported as soon as reporters
learned of them. For example, it was reported at one point
that chemical warheads had been used in some of the first
SCUD missile attacks. Eventually it was learned that the
missiles had conventional warheads. Once that was known, it
was reported immediately. But some viewers received that
information sooner than others, depending on which network
they were tuned to. Some viewers likely turned off their sets
before the networks learned the truth. They may well have
been misintformed on this aspect of the SCUD attacks for quite
some period of time.

So we have seen television take on a new role. The imme-
diacy, which serves so well to involve us in events as they
take place, means that we must be more sophisticated in how
we use the information we receive through television. We need
to assume a certain skepticism when we receive live news
reports. There is a chance, indeed in some cases a likelihood,
that what is reported may turn out to be false.

In making judgments about the significance of events thus
reported, we are one step further removed than we have
previously been from having solid information to work with.
We must now make an extra effort to determine that the
reports we have seen and heard are true before we accept
what we have learned through broadcast news reports.

This newly learned skepticism about news broadcast re-
ports can serve the public well if it also develops a tendency

(continues)
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CHAPTER ONE

Box 1.1 (continued)

among citizens to take more responsibility in making sure of
information before acting on it. In that sense, perhaps we can
thank the technology that allows television journalists to let us
experience events instantaneously, for necessitating and de-
veloping a new sophistication among news consumers that will
raise the level of public discussion among television viewers
worldwide.

For the broadcast performer, immediacy in news coverage
simply means that in live reporting information will some-
times come to you at the very time you are on the air report-
ing on a story. There may be no immediate way to check on
the accuracy of some of the reports you receive. In such cir-
cumstances it becomes necessary to exceed the normal jour-
nalistic requirement to provide complete information in a
timely fashion. It becomes your additional task to fully inform
viewers and/or listeners of the nature and quality of the in-
formation you report.

When the ocean liner Titanic sank in the Atlantic in 1914, the ship-to-
shore wireless allowed the American public to read in their newspapers about
the rescue efforts shortly after they occurred. A young wireless operator,
David Sarnoff, sat for long hours at his telegraph key and relayed information
from rescue ships to eager newspaper reporters.

When the firm called American Marconi later became RCA, and Sarnoff
became its head, he predicted that radio would become a “music box” that
would bring quality entertainment to people far from cultural centers.

Radio’s development into Sarnoff’s music box was spurred by aninvention
developed in 1912 by Lee de Forest. De Forest’s Audion tube allowed radio
to go beyond its role as a wireless telegraph. It was easy to impose on radio
waves the simple on-off changes necessary to transmit the dots and dashes of
telegraphy. But enabling the medium to carry and then reproduce voice and
music was much more complex. De Forest’s work made the breakthrough.

Extensive application of de Forest’sinvention began in the eraimmediately
after World War I. The Roaring Twenties were on the horizon. The straitlaced
Victorian era was fading, and the “jazz age” was dawning. Many radio sets
were the playthings of technically skilled tinkerers, but radio equipment was
being manufactured for the home, as well. Soon nearly every family could tune
in to the sounds of this exciting era.

Schedules in those days were hit or miss, and programs always originated
from a studio. Broadcasters took their role very seriously, and in fact it was
common for performers to wear formal clothes when appearing before
the microphone. Guest performers were brought in to fill up the broadcast
hours. All programs were live. So that performets would not be intimidated
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by the technology, studios were usually
richly furnished tolook like sitting rooms
(Figure 1.7). The microphones were of-
ten concealed among large house plants,
and the term “potted palm era” became
a slang designation for this period.

This period gave birth to commercial
radio. “Leasing” aradio station’s airtime
for delivery of a commercial message
first took place in New York City on
August 28, 1922. A talky spiel broadcast
over WEAF promoted a real estate de-
velopment in Jackson Heights.

Whileradic was developing, networks
also evolved as distinct entities. By con-
necting stations and broadcasting the
same programs simultaneously, networks
could offer high-quality programming
on a regular basis. From the stations’
standpoint, networks were what was needed to fill the long program hours
that so quickly drained the resources of local operations.

Networks soon dominated radio programming. The first network, NBC,
was developed in the 1920s and evolved into two separate arms, known as the
Red and Blue networks. NBC Blue later split from NBC and became ABC.
CBS started up in 1928. The networks occupied much of the attention of the
U.S. radio listening audience for many years.

As radio developed through the 1930s and 1940s, its promise as a com-
mercial medium ripened. Early advertising in radio used such devices as
naming a performing group after the sponsor’s product. Every time an
announcer introduced the Cliquot Club Eskimos, the sponsor was men-
tioned. This soft-sell tactic was much favored over the less dignified direct
product pitch. But there were sometimes gross advertising excesses. Bizarre
itemssuch as Dr. Brinkley’s Famous Goat Gland Medicine and other products
were extolled in terms reminiscent of snake oil pitches.

Since then. advertising has dominated the broadcast media. Advertisers
associated with stars, and products became known through catchy musical
jingles. During radio’s heyday in the 1940s and early 1950s, the distinction
between program production and advertising was blurred. Advertising
agencies actually produced much of the programming, which was then
delivered through the facilities of the stations. And advertising developed the
one type of program most closely associated with this era of radio broadcasting.
The soap opera still bears the name of its advertising connection.

Soap operas efficiently solved a major problem confronting the broadcast
media, namely, the need to fill hour after hour of program schedules with
entertainment that would attract audiences. The soap opera let writers work

Figure 1.7. Old-style radio
studio. (Photo courtesy of the
National Broadcasting
Company, Inc.)
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CHAPTER ONE

Figure 1.8. (Left) Radio drama enacted in NBC radio
Studio with the aid of a sound effects man and groaning
victims (on floor) on “Lights Out.” (The Bettmann
Archive)

(Right) William Conrad, wha went on to television fame in
“Cannon” and “Jake and the Fat Man,” starred on the
radio version of “Gunsmoke,” which aired on CBS radio.
(The Bettmann Archive)

with a basic formula in which a situation was estab-
lished and developed daily. All that was required was to
introduce plot changes in the lives of the characters and
to write dialogue that told the story. The extraordinary
audience appeal of these imaginary everyday people
made the soap opera a staple that has expanded to
daytime television and now is a mainstay of evening
television as well.

Radio programs of the 1930s and 1940s consisted of
the various program types that we see today in modern television. Comedies
like My Friend Irma, drama like Lights Out and The Goldbergs, and westerns
like Gunsmoke (Figure 1.8) made up much of the evening programming
schedules of the major radio networks.

Many of the most popular programs were sponsored by a single advertiser
whose product became associated with the program. Many of the top radio
programs were produced by the advertising agencies that handled the
advertising of the sponsors. In time the networks had very little control over
the programming they supplied to their affiliated stations.

The close association of advertiser and program production and the
lack of supervision by broadcasters led to a crisis in the 1950s. The public
found out that some ad agency-produced TV quiz programs were rigged by
sponsors, producers, and agencies that wanted to inject more drama and
excitement into the shows. When the quiz scandal was uncovered, the
advertising community lost much of its control over the program-
ming function of broadcasting. And the broadcast industry became more
involved in the content of its programs.

Radio journalism initially met resistance from newspapers. Publishers

5
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feared that if people could listen to news on radio, they would stop buying
newspapers. Although that situation never developed, radio news did take
an great impact in the uneasy days before and during World War II. The
ability to transport the listener to the scene of an event and to hear the voices
of newsmakers “shrank” the globe and led to a growing awareness that
nations cannot live in isolation from one anather. This revolution in thinking
led to the development of the modern broadcast media.

The people who filled the airwaves with their talents created a tradition in
early broadcasting. They developed a specialty that had roots in show
business.

The announcer was part salesperson, part master of ceremony, part
sophisticated worldly interpreter. Early radio announcers performed a wide
variety of tasks. The announcer had to read commercial and news copy,
pronounce foreign names, be conversant with classical music, and be
knawledgeable about current performers and musical trends.

The announcer was expected to be witty and sophisticated, and was
perceived as perfarming, rather than talking, when doing his job. By the mid-
1930s radio broadcasting had become the era of the golden-voiced an-
nouncer. A deep male voice was considered essential for success in radio.

Delivery was stylized and emphatic. Announcers used a distinctive and
instantly recognized style of speaking that was heard nowhere else but in
radio. Anyone who talked like an announcer in normal conversation would
have been considered rather strange, to say the least. Yet this style was
expected and demanded on the air.

v

The ability to transport
the listener to the scene
of an event and to hear
the voices of news-
makers “shrank” the
globe and led to a grow-
ing awareness that
nations cannot live in
isolation from one
another.

The First
Announcers
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CHAPTER ONE

By the end of World War 1, broadcasting had begun to change dramatically.
The emergence of television directly led to developments that characterize
contemporary broadcasting.

Television, which became a major force in the early 1950s, turned out to
be much more than radio with pictures. It was a revolution in the lives of
Americans everywhere. While radio engaged our imaginations and provided
stimulus for the theater of the mind, television allowed us to react with less
involvement. It filled empty hours effortlessly. By merely turning a knob, one
could be in direct visual touch with arresting activity that occupies the senses.

And what about radio after television captured the U.S. psyche? Many
observers felt the radio was on its deathbed. They argued that sound alone
could not compete with sound and pictures. The program forms that had been
the bread and butter of radio were being usurped by television.

But radio found a new role, a new application of Sarnoff’s music box
theory. By specializing on the modern availability and popularity of recorded
music, and making this music available to the public day and night, radio
emerged as a healthy new entity. At the same time, radio news evolved into
a short format. News was given in brief doses at frequent intervals so that
listeners could tune in and quickly hear about developments. The public,
meanwhile, found that radio could go anywhere, and the medium became a
constant companion, keeping the listener company during driving, picnick-
ing, or studying.

As radio flexed its muscles in this new role, it learned to appeal to
advertisers more effectively by targeting specific audience segments. The
music selected for programming could attract one segment of the mass
audience, which could then be delivered efficiently to advertisers who wanted
to reach this group with a specific message.

Announcers of this era began to break away from the stilted formality that had
characterized the medium in the 1930s and 1940s. The disc jockeys of the
1950s took their lead from radio personalities like Cleveland’s Alan Freed and
Philadelphia’s Dick Clark. The style was fast paced. The D.J. became one of
the many sound elements that made up a steady stream of sound that came
to be widely known as Top-40 radio.

The energy of the style captured the imaginations of American youth and
became a focal point of a national youth culture. Rhythm and blues music
merged with “hillbilly” music to form rock and roll.

And the role of the radio announcer changed. The D.]. became an architect
of fun. It was his job (the field was very much male dominated) to inject
energy. Rather than merely inform listeners about program elements, it
became the announcer’s task to fill the spaces between records with zany
patterand afast-paced delivery of time, temperature, and weather interspersed
with information about the music and performers that dominated the airways
of Top-40 stations.
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The traditional announcer-host remained a fixture of many stations until
the early 1970s. The style of this type of on-air personality was much the same
as the announcer of the 1930s and 1940s. As the youth culture came to
dominate broadcasting, however, the traditional announcer became rare.
Today the only vestige of the sophisticated man-about-town style is in the
nostalgia sound. typified by the “Music of Your Life” format.

The imprint of the early rock D.].’s has carried forward into the style heard
on modem stations that program the contemporary hit radio (CHR) format.

Meanwhile, television became the mass entertainer, offering something to
everyone. At both the local and national levels, news has developed as an
entertaining and money-making product appealing to a broad audience.
Situation comedy, adventures, and other kinds of entertainment rivet vast
audiences. and families today gather around an electronic hearth, which one
astute social observer has termed “the cool fire.”

Today’s technology promises to improve the media and the number and
variety of program forms that exist. The emergence of the videocassette
recorderand theincreasingabundance offered by cable and satellite technology
provide an array of choices.

it seems safe to predict that modern developments and technology will
reinforce certain trends that have emerged:

1. More program choices, and increased specialization of the programs
themselves. Business reporting, for example, has developed into a distinct
specialty, and certain cable and broadcast outlets offer extensive segments
devoted to it.

2. An increase in the importance of one-to-one contact between announcer
and audience, especially in the supersegmented radio markets. With this
development comes the continued decline in the use of the stylized
“announcer voice.”

3. The ongoingregulatory debate that seeks to define the range of expression
permissible on broadcast media. The questions of what constitutes inde-
cency and whether or not such regulatory agencies as the Federal Commu-
nications Commission (FCC) can establish standards that don’t trample
on constitutional guarantees of free expression can affect the program
content af both radio and television. Broadcasting that pushes the limits
of such expression is likely to experience increasing pressure from the FCC
and Congress to conform more closely with the standards of decency
shared by the American mainstream.

4. Theever-increasingimportanceofnews, especially livenews. Technological
advances. including portable transmitting units and compact audio and
video gear, make further inroads into on-the-spot news coverage more
likely and place additional demands on announcers’ ad-libbing skills.
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CHAPTER ONE

These and other trends have a strong impact on all segments of the
broadcast industry, but they relate specifically in a number of ways to the on-
air performer.

This book focuses on the communicator in the broadcast media. We use the
term announcer, because it remains in common usage and still serves in
industry job descriptions.

Eventually this outdated term will be replaced. A modern on-air performer
does not simply announce. He or she entertains, converses, informs, and
provides companionship, but very rarely proclaims a program element in the
formal, stylized way of the old-era announcer.

Today’s on-air broadcaster isacommunicator, acatalyst for amessage. Whether
the message is news, commercial copy, an interview segment, or agame show,
the task of the communicator is to serve as a conduit for communication
between the originator of the message and the audience.

The traditional announcer with the stylized delivery is no longer the
backbone of the industry. He has been replaced by professionals who can
convey greater intimacy, the image of a real person rather than a disembodied
voice or a talking head.

A program director of one major market station, for example, wants air
personalities to come across as “next-door neighbors.” Another broadcast
executive disdains the type of performer who speaks, as if from a pulpit, “to
everyone out there in radio-land.” One television news director specifies that
staff members must show credibility and generate trust.

The communicator in the modern media must use more than good diction
and appearance, although these qualities are undeniably important. He or she
must also use qualities of personality and physical presence in the job. In
addition to being adept at conveying the facts, a news reporter must show that
he or she understands the story and is a trustworthy source of news, while
communicating the story in a way that holds audience attention.

A communicator-announcer doing a radio commercial can no longer get
by with the stylized, rthythmic affectations of the announcers of radio’s golden
age. Most announcers today are asked by producers of commercials, for
example, to sound natural. That means that the delivery, as such, should not
be noticeable. The ideas are what are important, and the announcer’s job is
to interpret and communicate them, not announce them to all those people
in radio-land.

On-air jobs today frequently call for specialized knowledge and skills. In
the radio of the 1930s and 1940s, the same announcer was sometimes
expected to host an interview show, do a classical music program, deliver
commercials, introduce various types of programs, and read the weather
report. Today’s broadcast communicator usually is assigned a much more
narrow range of tasks.
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For example, if an early-era announcer had to introduce classical music
pieces during a short segment of his shift, he was expected to pronounce
properly the names of the works, the composers, and the artists. Butamodern
radio announcer rarely encounters a brief segment of classical music. If
classical music is played, it is generally within the entire format of the station,
and the announcer has been hired partly because of his or her in-depth
knowledge of the music, its history, and the styles of particular artists. Mere
knowledge of pronunciation is not enough. Duties of a madern radio
announcer do vary widely, especially in a smaller station, but the tasks are
confined to a more focused area. Television on-air duties are typically even
more sharply defined than in radio.

This is not to imply that you can succeed by becoming a specialist in one
area and learning nothing else. A generalized background is important, for
reasons that are pointed out throughout this text.

Jobs may overlap, especially in smaller stations where a radio staff
announcer may double as a TV weather anchor. As you advance in market
size, your duties will generally become more specific. Primarily, though, most
on-air jobs fall into six basic categories (see Box 1.2).

A communicator has a great deal of responsibility, both to the employer and
to the audience. Much has been made of the potential of broadcasting to be
manipulative. A variety of industry standards and government regulations
address this issue.

Like professionals in most fields, the broadcaster must follow principles
and standards that guard against misuse or abuse of the power and influence
of the media. Considerations of accuracy, fairness, honesty, and integrity
apply not only to broadcast journalism, where they are paramount, but to all
on-air operations as well. These considerations are discussed as they apply,
throughout the hook.

Preparing for a career as an on-air performer begins with an honest appraisal
of talents, qualities, and abilities. Strengths and weaknesses must be exam-
ined honestly; this is no time for rationalization and excuse making. Make a
sincere effort to discover whether you have what is needed to succeed as a
broadcast communicator.

It is no disgrace to decide early in life, atter a candid look at yourself, that on-
air work is not for you. The broadcast announcing course in which you are
now enrolled will be the first indicator. If your performance is excellent to
outstanding, you stand a chance in this highly competitive field. Keep
evaluating yourself as you work through the course and through this text.

Physical Requirements Experience and critique will tell whether you
have the physical tools necessary to succeed. For example, although a deep

o
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CHAPTER ONE

What Kind of Broadcasting Job Do You Want?
e ——— - & = ]

There are many different specialties in broadcasting. You
will probably find yourself doing one of these jobs:

1 + Radio staff announcers, typically thought of as “disc
jockeys” (D.J.’s).

2 + Radio or television news reporters: general-
assignment reporters who file reports from the field, and
anchors who deliver news from a studio.

8 ¢ Play-by-play sports announcers and sports anchors,
in television and radio.

4 o TV and radio weather reporters and anchors, who are
now often certified meteorologists.

5 « Talk show hosts for radio and television.

6 e Specialty announcers, such as commercial voice-over
announcers. Stations do not ordinarily hire announcers only
to do commercials. Instead, these duties are assigned to staff
announcers or freelance announcers and actors. Other special-
ties include narrators and hosts of movie presentations.

voice with “rounded tones” is no longer essential, and the field is open to
women as well as men, an announcer does need a certain amount of vocal
strength and a versatile voice with a pleasing quality. Severe speech impedi-
ments or voice problems must be evaluated realistically. If uncorrected or
uncorrectable, they will limit your chances of success.

Poor appearance—to which obesity, bad teeth, and skin problems contrib-
ute—will certainly interfere with advancement in television. Overall poor
health is a detriment on the air because the work is physically taxing and the
hours demanding.

Educational Requirements An area to evaluate as soon as possible is
your educational preparation. Most broadcasters who hire talent advise that
it’s important to be broadly educated. Some people who aspire to broadcast-
ing careers make the mistake of concentrating on narrow, vocational courses.
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But to be an effective communicator, you need to be able to discuss and
recognize concepts from a variety of disciplines. The news reporter who is
ignorant of political science and history will sooner or later misunderstand a
story element and blunder badly on air. A radio announcer who doesn’t know
how to pronaunce and use words will often appear foolish. Both these flaws
will hinder careers, as will any on-air betrayal of a lack of education.

Whether gained through formal training or through reading and life
experience. education is the best tool for success in this industry.

Also, the ability to write well—an outgrowth of the total educational
process—is essential for almost all broadcasters.

Emotional Requirements Whether you are meeting a deadline for a
news story or coming up with a funny ad-lib during a music program, you’re
sure to find stress in broadcasting. For one thing, your job will typically be
performed before thousands of people, and that creates stress. Second, “time
is money” in broadcasting. Tasks must be performed quickly and accurately
to avoid retakes. Broadcasting is a constant race against the clock, and the
clock never loses. An announcement slated for 5:59:30 p.M. must be made
precisely at 5:59:30, and in most cases it had better be finished exactly at
6:00:00 because that is precisely when the news is fed from the network.

The ability to handle stress of this magnitude is critical, because for some
people stress problems can become emotionally crippling.

Itisalso important to look honestly at the broadcast industry as a career field,
a field that has been described variously as a golden path of opportunity and
as a virtual snake pit.

Nature of the Business By its very nature, commercial broadcasting is a
money-oriented industry. Depending on the level at which you work, you may
be paid very well or very poorly. Job security is not particularly good in the
industry in general, and it is especially poor for on-air performers. Except for
noncommercial radio and television, ratings are money. (Ratings and market
studies are also becoming increasingly important to public broadcasting
programmers and fund-raisers.) As an on-air performer, you must produce
ratings, and you will be looking for work if those ratings don’t materialize. To
add to the problem, consider that the situation is not always fair: a performer
with good on-air abilities may be poorly rated because of inept station
programming or an unfavorable time slot. Or you may come to work one day
and find that the station has been sold tonew owners who plan a new format,
or that budget cuts have eliminated your job. We have talked with several
young television newspeople who were ready to get out of broadcasting
because of the uncertainty and insecurity of the field. One news producer had
just been hired as part of a “new commitment to news” at a medium-market
television station. Three weeks after leaving his former job in another part of
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CHAPTER ONE

the country, he was called in by his new employers and told that his job had
been eliminated because of budget cuts.

Careers can take off quickly and rise steadily. You may also, however, find
yourself waiting for that big break for years, traveling from station to station.
Sometimes that big break comes. Sometimes it doesn’t.

Benefits and Drawbacks On the plus side of broadcasting as a career is
the sense of importance and the degree of celebrity status that accrue even at
lower levels of the business. It is also a job that gives a lot of personal
satisfaction, a job that many people do for free.

In the highest levels of broadcasting the money is excellent, and it is not
uncommon to make a good living at the medium-market level. As large
corporations increase their involvement in the broadcasting industry, fringe
benefits and salaries have been improving at all levels. It is not as common as
it once was for radio stations to be staffed entirely by those willing to work
at minimum wage, but minimum salaries do exist in small markets never-
theless.

Those who make good salaries have climbed a vast and heartless pyramid.
For every announcer in Boston or Chicago, hundreds or thousands of an-
nouncers work for poor salaries in small markets while waiting hungrily for
an opportunity to move into the big time.

A Realistic Evaluation Any on-air person knows that there’s no greater
feeling of accomplishment than that generated by those good days, those
magic moments. But there are lows for most of the highs. Hard work may or
may not be rewarded. The excitement of the business may make every day a
new challenge, but stress may take a serious toll.

So how do you make a choice? There is no pat answer, but we sincerely
hope this book will help you decide. When you have finished the chapters and
exercises, you should have a realistic picture of what is required and where
your particular strengths and weaknesses lie.

If you decide to pursue the profession of on-air broadcasting and perfor-
mance, you will be entering a field that offers tough standards but wonderful
rewards. You, too, will feel the unparalleled excitement of participation in
important and significant moments.

The world of broadcasting, in fact, is a great succession of moments, like
the ones Edward R. Murrow transmitted in the dark days of the Battle of
Britain, and in the social drama reflected in television images of women
reservists leaving husbands and children for military duty in the Persian Gulf.
Those moments have been captured by a system of modern media that is
stunning inits capabilities: we can be anywhere on the globe in an instant, and
never be out of touch with entertainment, companionship, or news.




Most good broadcast voices are made, not born. True, many announcers have
an extra share of native talent, but most of us learn effective vocal skills by
practice.

This chapter lays a foundation on which you can build a clear, powerful,
and professional-sounding speaking voice. After you have learned mechanics
of posture, projection, and diction, you’ll be able to practice those fundamen-
tals not only during classroom sessions, but lifelong, on the job.

These mechanics are important, because a good-quality voice is an entry-
level qualification for almost any on-air position. In broadcasting, voice
quality is one of the first points on which people judge you. In radio, it is just
about the only one. Your voice is what you are to the listener. This text steers
clear of the “rounded tones and golden throat” approach to broadcasting, but
having a pleasing voice is important. Remember that the emphasis is on a
pleasing voice, not necessarily a deep, booming, overpowering voice.

Talent coach Bill Slatter points out that “with very few exceptions, the
successful broadcaster has learned, one way or another, to speak well. His or
her speech is usually free of marked regional accent, and his articulation is
clipped and understandable.”' Slatter notes that top network anchors and

“By Their Speech You Shall Know
Them,” Communicator. April 1989,
p.51.
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CHAPTER TWO

reporters have refined their speech over a period of years, by conscious effort
and practice.

This chapter suggests ways to make the most of your voice, to use it as
effectively as possible. We also discuss ways to eliminate problems that could
disqualify you from on-air employment, such as diction problems, poor voice
quality, and regionalism.

And we explain how to protect your voice from abuse by relaxing the
mechanism. This technique also improves voice quality.

Voice instruction is worthwhile for anyone who speaks for a living, and it
is of prime importance to an announcer. Often, voice and diction receive
cursory treatment in broadcast performance courses. One reason, perhaps, is
the feeling that the only way to deal with speech and voice problems is to get
the help of a professional therapist. And it’s true no broadcasting text could,
possibly cure stuttering or a severe speech impediment. For such disorders,
consult a speech pathologist.

However, many problems broadcasters face are simply the result of bad
habits, and this is where a full treatment of the subject can be beneficial. You
can improve the quality of your voice by practicing some easy exercises. You
can make your diction more crisp by acquiring an awareness of common
problems and by practicing with a tape recorder. Many of the solutions are
simple.

The vocal mechanism is amarvelous device and has certainly come a long way
from the early days of human evolution, when the apparatus was primarily a
sphincter that could be manipulated to form a grunt. We can still grunt, but
we can also use the vocal apparatus to form an incredible range of sounds.

When you are working on exercises to develop your voice, it helps to know
the structure you are using. For instance, tightness in the throat can be more
easily overcome if you understand the musculature of the region. Indiaphrag-
matic breathing, it’s important to understand just where the diaphragm is and
what it does.

There is no need to memorize all the structures of the breathing and vocal
apparatus, so we show only the basics. For further information, investigate the
classes in basic speech production, almost certainly available in your institu-
tion. In addition to classes in normal speech production, you will benefit from
exposure to singing instruction, even if you entertain no ambitions as a singer
and have no talent for singing.

The mechanism that produces your voice is tied to your respiratory system
(Figure 2.1). This is important to know for a number of reasons, not the least
of which is the action of your diaphragm. Your lungs extract oxygen from the
air, but they don’t suck air in or propel it out. That function is performed
primarily by your diaphragm, a muscle that extends across the base of your
chest. It is connected by fibers and tendons to your sternum (breastbone) in
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front, to yourribs at the sides, and to your vertebrae in back. When you inhale,
your diaphragm contracts, pushing your intestines down and out. That is why
your abdomen should expand when you breathe in. When you exhale during
speech, your diaphragm relaxes and is pushed upward by your abdominal
muscles. Air in your chest cavity is compressed and forced out through your
trachea.

The trachea is the airway leading from your chest to your larynx. The
tracheais the point at which a number of airway tubes, including the bronchial
tubes, are joined together. Bronchitis is an inflammation of the bronchial
tubes, and through experience with this common malady, most people are
keenly aware of the location of the bronchial tubes.

The larynx (Figure 2.2a) is often called the “voice box.” The larynx is
cartilage, a tough, somewhat flexible and gristly material. Several different
cartilages make up the larynx. The most important are the thyroid cartilage,
which protrudes from the neck and forms what we call the “Adam’s apple”
(larger in men), and the cricoid cartilage, which connects to the thyroid
cartilage. These cartilages form a roughly tubular structure in which the vocal
cords are suspended.

The vocal cords—more properly called vocal folds, since they’re not really
cords—are membranes that come together across the cavity of the larynx.
There are two folds, and during the process of producing voice, known as

Figure 2.1 How you breathe.
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Figure 2.2.

(a) The larynx. In this roughly
tube-shaped structure, vocal
cords are suspended across the
tube,

(b) Vocal cords open during
quiet breathing. This is the view
you would have looking directly
down someone’s throat.

(c) Vocal cords closed during
phonation.
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Vocal cords
— (inside thyroid cartilage)

—— Thyroid cartilage

Cricoid cartilage

—Vocal cords

)

phonation, they stretch across the cavity. The easiest way to visualize the vocal
cords is to see them as if you were looking down someone’s throat, as shown
in Figure 2.2b.

A number of muscles contribute to speech. The intrinsic muscles of the
larynx are entirely contained within the larynx. The extrinsic muscles are
outside the larynx and serve in speech, singing, and swallowing.

Above the larynx is the pharynx, the part of the vocal tract that exits into
the mouth and the back of the nasal passages. Constricting muscles in the
pharynx can close off the respiratory tract above the back of the throat. The
pharynx connects with nasal passages above the back of the throat, the part
of the throat you would see if you stuck out your tangue and looked ina mirror.

During normal breathing, the vocal cords are relaxed and are some distance
apart, as pictured in Figure 2.2b. But during phonation, the folds meet and
actually impede the flow of air through the larynx (Figure 2.2c). Air escapes
through the folds in short bursts only hundredths or thousandths of a second
in duration. These bursts cause vibrations in the air. Combinations of tension
and air pressure on the vocal cords produce various pitches and loudness.
Each small vibration is amplified to produce voice in the same way a brass
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instrument amplifies the sound from the mouthpiece. If you took the
mouthpiece off a trombone and blew through it, it would produce only a
weak, high-pitched squawk, the direct vibration of your lips. But when the
mouthpiece is attached to the trombane, the acoustics of the instrument’s
piping cause an entire column of air to vibrate. Because of this effect, the
musical note is heard, full of resonance and power. Likewise, a violin string
just produces a scratchy noise when vibrated all by itself. The sounding board
and the internal resonance cavities of the violin augment the sound of the
string to preduce a full, rich tone.

Roughly the same effect occurs in the human voice. The mouth and nasal
cavities act as resonators, enhancing some of the harmonics (overtones) of the
voice. Even the sinuses and the bones of the skull act as resonators.

Resonation in the nasal cavities is most apparent during the pronunciation
of so-called nasal sounds, such as m, », and ng. This becomes apparent when
you close your mouth and hum; where does the air escape? The buzzing
sensation of humming shows that you are producing resonance in the nasal
passages.

You don't pass air into the nasal passages all the time. But nasal cavity
resonance while saying m, n, and ng canenhance your voice. Resonance along
the entire vocal tract enhances the quality of your voice.

Methods of developing resonance and other qualities of a pleasing voice
are discussed later in the chapter.

It is worthwhile to make a clear distinction between voice and speech.
Basically, voice is the vibration that emerges from the vocal cords and from
resonance along the vocal and nasal tracts. Speech is how that sound is shaped
and arranged within the mouth. The term speaking voice applies to the whole
effect of voice and speech.

Making an honest evaluation of your voice and speech is one of the most
productive things you can do in your career. Any voice or speech deviation is
a handicap. Some performers have succeeded in spite of such deviations, but
that is rare.

Evaluate your voice and speech with a tape recorder and, ideally, with a
knowledgeable instructor, speech-language pathologist, or vocal coach. You
can start with Box 2.1, the Self-Evaluation Checklist at the end of this section.
It is difficult to critique yourself. You hear your own voice through bone
conduction or vibration, whereas others hear your voice after it has traveled
through the air. Remember the first time you heard yourself on tape? The
difference between your perception of your voice and the actual playback was
probably startling.

But tape playback also has its limitations, because we don’t discriminate
our own speech sounds with precision. Even people with severe lisps
sometimes cannot tell they have a problem unless they are trained to listen
critically to a taped playback.

Take advantage of critique from instructors and colleagues to identify

Evaluating Your
Voice and Speech

v

Making an honest
evaluation of your voice
and speech is one of the
most productive things
you can do in your
career.
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CHAPTER TWO

problem areas, and listen critically to your tapes in an effort to develop self-
critiquing skills.

A pleasing voice is helpful to a broadcaster, but an offensive voice is a real
handicap. Voices that “turn off” listeners may result from problems in quality,
delivery, and breathing.

Problems with Voice Quality Have your ever developed a negative
image of someone on the other end of a phone conversation, someone you've
never met but have pictured because of his or her voice? Gravelly voices, for
example, are not pleasant to listen to and certainly are a detriment for most
broadcasters. Here are some of the most common negative voice qualities,
possible causes, and suggestions for improvement.

HoaRseNESs: A raspy sound in the voice, often categorized as a voice that
“sounds like it’s hurting,” is called hoarseness. This vocal sound may be a
symptom of a pathological condition and should, if persistent, be checked by
a physician. Most hoarseness results from overuse and improper use of the
voice, such as cheering at a sports event, and can be compounded by too much
tension in the vocal apparatus.

“THIN” voice: When a “thin,” weak voice is the result of the way the vocal
mechanism is formed, not a lot can be done about it other than to enhance the
thin voice as best one can through good vocal habits. Often, though, a
thin quality is the result of a lack of resonance. The two keys to increasing
resonance are proper air support, including good posture, and relaxation.
Also, chronic inflammation and swelling of the nasal passages can cut off
resonance. (Try pinching your nose and talking; note how “weak” the voice
appears.)

GRAVELLY vOICE: Whereas a hoarse voice typically has a strident “breaking”
quality to it, the gravelly voice is usually low pitched, does not project, and is
not melodic. )

Gravelly voices sometimes result from a simple lack of projection. Note
how gravel-voiced people often slouch and speak with the chin on the chest.
Gravelly voices often result from speaking in a pitch that is too low. Better
breath support, a higher pitch, and better projection can often ease this
problem.

Problems in Vocal Delivery Even when the vocal and breathing appa-
ratus is working properly, a voice can fail to be pleasing because of poor
delivery. We’ll define five typical problems and give possible solutions.

MonNoToNE: Failure to change pitch results in a monotone delivery. Pitch is
the listener’s perception of the frequency of a sound (its relative highness or
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lowness), as in the pitch of a note on a musical scale. A mono:one can be
extremely unpleasant to listen to. and conveys the impression thas the speaker
is bored and/or boring. Speaking in a monotone can also irritate the vocal
cords. A speaker with a monotone should pay more attention to the nuances
of the pitch rising and falling.

Poor piTcH: Some people try to talk out of their range, too high or, as is
sometimes the case with male news reporters, too low. One effect on the voice
is an unnatural quality. Speaking at an unnatural pitch opens the door for
vocal abuse, and a problem that would-be basses don’t consider is that
constantly taiking at the bottom end of their range limits the expressiveness
of the voice. When you are at the bottom of the range, you can only go up.
Finding a more comfortable and natural pitch often clears up the problem.

SINGsONG: A singsong delivery is characterized by a rhythm that rises and
falls; it’s a predictable voice pattern showing artificially wide and pronounced
pitch swings—the “disc jockey voice.” The problem isn’t hard to eliminate
once it has been recognized. Adopting a normal speech melody solves the
problem.

ENDING PATTERN: Many people end each phrase or sentence on the same pitch
or series of pitches. A voice pattern that becomes predictable is boring and can
be distracting.

WHININESS: A whiny sound is often caused by speaking at a pitch that is too
high and elongating vowels. “I toooooold you this would happen . . . look at
the mess you’ve gotten us into noooooowwwwww.” Awareness of whiny
delivery is the first step in eliminating it, along with assuming a better pitch
and shortening vowels. Whininess is also sometimes associated with an overly
nasal delivery (too much air being diverted into the nose during speech).

Problems in Breathing Poor breath control and the related problem of
poor posture are often at the root of an unpleasant voice. Even though
breathing is an automatic function, there is some technique involved in
breathing properly for voice production. The old gym class concept of
“throwing your chest out” when you breathe is incorrect and counterproduc-
tive. It is the abdomen, and not the chest, that must expand significantly
during inhalation for proper speech.
Here are some typical problems and suggestions for alleviating them.

BreatHy voice: The “Marilyn Monroe” or “breathy starlet” voice may be
either a physical or a breathing problem. It can be caused by failure to bring
the vocal folds together closely enough during phonation, so that air escapes
while you are speaking. A common and more easily corrected cause of a
breathy voice, however, is not having sufficient air reserves, so that the
speaker “runs out of breath.” More attention to proper phonation, proper

O



Speech

CHAPTER TWO

vocal tension, and possibly professional therapy are indicated, along with
better posture and breath support.

VOICE WITHNO “CARRYING POWER”™: Often the result of inadequate support from
the abdominal muscles, lack of carrying power is compounded by lack of
projection. Projection is simply the process of sending vocal sounds out of
your mouth, Breathe diaphragmatically, and pay attention to posture.

There are different ways to categorize speech problems, and our catego-
rization is not the same as a trained speech pathologist would use. Instead,
speech problems are discussed in terms of their accurrence and importance
to the on-air talent.

The most common categories of sounds produced within the mouth and
vocal apparatus are vowels and consonants. Among the consonants, different
parts of the vocal apparatus are used to produce various sounds, including the
following.

FricaTives: The source of these sounds is the gradual escape of air through a
constriction in the mouth or vocal tract. Major English fricatives are £, v, th,
s, z, sh, zh, and h.

PLOsIVES AND sToPs: An explosion of air (¢ and d at the beginning of a word)
or suddenly stopping air flow (¢t and d at the end of a word) will produce these
sounds. Major English plosives are p, b, ¢, d, k, and g.

FRICTIONLESS CONSONANTs: Included are semivowels, nasals, and laterals.
Semivowels, w, r, and y, have a continuous, vowel-like quality in their
pronunciation. An / sound is similar but is known as a lateral, because the
breath exits from the side of the mouth. Another related type of sound is the
nasal category: m, n, and ng.

When the sounds just described are omitted, distorted, added, or substi-
tuted for one another, speech problems occur. Here are examples of four
typical deviations:

¢ Omissions: Dropping the k in “asked” so it sounds like “ast” instead
of “askt.”

e Distortions: Altering the s sound so that it comes out more like a th
(lisp). Vowel distortions are also common, such as saying “pin” for
“pen” or “min” for “men.” Vowel distortions sometimes are trace-
able to a regional accent.

» Additions: Putting an r where it does not belong: saying “soar”
instead of “saw.”

o Substitutions: Saying d for th, as in “dese” and “dose” for “these” and
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“those™; or n for ng, as “bringin.” This is sometimes called “drop-
ping the g,” an error that also shares some characteristics of an
omission.

Difficulties ir sequencing sounds constitute yet another type of deviation,
defined as follows.

® Fluency problems (stuttering and cluttering): Stuttering is a problem
of rate and rhythm that is best addressed by a professional therapist.
Cluttering, as an informal definition, involves telescoping sounds
together, saying “vejble” for “vegetable.”

Omissions, distortions, additions, substitutions, and fluency problems are
terms used to identify specific speech deviations. How do they relate to
braadcast announcing? Specific speech deviations are components of these
overall prablems: sloppy diction, regionalism, and cluttering and rate prob-
lems.

Sloppy Dictiom Simple failure to pronounce sounds clearly is sloppy
diction. Faults of this type include omissions, such as dropping the final -ing,
which is a typical transgression. While “lookin’” might be acceptable in
conversational speech, it is not usually acceptable on the air. Sometimes
substitutions are simply the result of social or cultural diction habits, such as
saying “dis” and “dat” instead of “this” and “that.” Substitutions, though,
often require professional therapy. A lack of knowledge about the language
can lead to additions, too, although this is not strictly a diction problem. For
example, the adjective form of “disaster” is “disastrous,” not “disasterous.”
The proper word is “nuclear,” not “noo-cue-lahr.”

Poor diction is a habit. “Lip laziness” accounts for many caszs of sloppy
diction, and failure to move the lips and tongue enough for crisp diction is a
habit that must be overcome.

Here are some guidelines to help you tighten up sloppy diction.

1. Self-evuluate. Listen carefully: do you say “pitcher” for “picture”? Practice
correct pronunciations,

2. Do not “drop” final endings. Be sure to pronounce -ing with an ng, not n.

3. Practice giving full measure to all sounds within words. The word “beasts”
has three distinct sounds at the end. Sav “beasts,” not “beese.”

4. Watch contractions. Unless you articulate clearly, the negative form of a
contraction may sound like the positive form. If the announcer doesn’t
clearly pronounce the ¢ at theend of “can’t,” the statement “The mayor said
hecan’t remember being told the funds were missing” could be understood
as meaning the opposite of the way it is written.

©
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Regionalism Regional speech is almost always a handicap to on-air tal-
ent. Yes, there are successful news reporters with New England accents,
and radio personalities with southern drawls, but they are the exceptions,
not the rule. A regional accent may even disqualify you from broadcast
work in your hometown. In a city on the other side of the country, you may
literally be laughed at.

The discussion of regionalisms and ways to eliminate regional pronuncia-
tion is continued in the section titled “Language and the Broadcaster.”

Cluttering and Rate Problems Cluttering, or telescoping sounds, is
different from sloppy diction because cluttering typically involves a problem
with rate of speech and sometimes a lack of attention to communicating the
message. The clutterer often jams words and sounds together because he or
she is speaking too quickly. Many otherwise intelligible people become
practically incoherent when they read aloud and rattle off the words at
breakneck pace, with no phrasing. A clutterer who reads over the air
frequently compounds the problem by just reading, not communicating. In
other words, proper stress is not given to the words and phrases, so the reading
comes out as a mashed-up jumble.

These deviations reflect problems in articulatian, meaning the joining and
juxtaposition of sounds and words, rather than simple diction, which usually
refers to the formation of individual sounds.

Cluttering and rate problems are common for people beginning air work.
They are most effectively handled by

1. Slowing down the rate of reading

2. Marking copy for effective understanding and delivery (shown in the next
chapter)

3. Speaking clearly in an effort to communicate ideas, not just read words.

Fluency Limitations and the Broadcaster On-air performers who
have fluency difficulties will have difficulty communicating effectively.
If words are delivered at break-neck speed and articulation is poor, the effect
is like hearing the music from a Broadway musical without the lyrics. The
music may not sound too bad, but it is easy to miss the full meaning of the
message that the writer intended to convey.

The broadcast announcer has a number of toals that can be used to help
convey the full meaning of the words being read. If the rate is too fast or if
articulation is poor, however, those tools don’t get a chance to perform the
functions they should. The effectiveness of speech melody, or inflection, is
totally wasted if it flies by the listener too rapidly. Nuances of meaning are lost
and the intended effect of the copy is diminished or eliminated.

An uneven rate of delivery can also cause inaccurate and inconsistent
timing. When a television news anchor reads copy that leads into a taped news
package, people in the control room need to be able to depend on a consistent
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rate of delivery. To come up to the proper speed, tape must be started several
seconds befare the anchor completes the lead-in. So an anchor who slows
down at that point will “step on” the opening of the taped segment.

In radio, the increased use of satellite automation means that timing must
be more precise than ever before. On many stations in the past, a five-minute
newscast could run over or under time by several seconds or more without
anyone noticing. But if you know that the satellite programming will start
exactly when the minute hand of the clock hits 12, you also know that five
minutes is all you have. Anything less than that will create dead air. That tight
limit also applies to reading commercial copy and items like station IDs,
promos, and weather forecasts.

Similar requirements limit people who do narration and voice-over
assignments. Timing must be an element of your delivery that you can con-
trol. You must often adjust your rate so that you convey meaning even
when conditions force you to vary from your usual rate.

The bottom line is that if you want to be effective as on-air talent in almost
any type of assignment, you must know how to read copy precisely to time.
Some top professionals can take a piece of copy, ask the producer how much
time he or she wants filled, and read the copy in one take so that it hits the time
limit exactly. But most of us need some rehearsal first. You must find ways
to practice timing so that you can hone your skills.

One effective exercise to improve timing is to divide a piece of broadcast
copy into sectiorrs, to be read in a stated amount of time. Read the copy over
and over until you are able to read through to the end in the designated amount
of time. Here’s how to set up the exercise.

Typed copy has about ten words per line, on the average. Sixteen lines of
copy would be about a minute’s worth at a reading rate of 160 words per
minute—a generally good rate for broadcast announcers.

Take a piece of copy with at least sixteen lines, and mark the mid point—
eight lines down—with a mark that is easy to see. Place another mark at
the end of the copy—sixteen lines down. Using a timing device that lets you
easily see the number of seconds that have elapsed, read the copy through.
See how close you can come to reaching the midpoint at 30 seconds. Did
you complete the sixteen lines in 60 seconds? Practice this over and over
with various pieces of copy. (You can use the copy in Appendix B of this
text.) With practice, you’ll find that you will develop an awareness of how
to read the copy at the proper rate to make it fit the proper time frame.

The point we’re making is simple. Don’t assume that you can simply
ignore speech problems in rate and timing. Your problems may not be
severe enough to require professional attention, but even relatively minor
difficulties can severely hinder your ability to interpret copy effectively. The
exercises at the end of this chapter can help you identify any problem areas
you may have. For more help, consult a speech therapist or one of the many
books on voice improvement.

One of the most comprehensive books is Utterback’s Broadcast Voice
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Handbook.? Utterback has a wide background in voice and diction and has
helped many professional broadcasters improve their vocal delivery.

Using language well is obviously of paramount importance to the broad-
caster. Unfortunately, there are no simple and all-inclusive guidelines for
proper pronunciation and usage, and categorizing standards and definitions
is very difficult. Scholars have debated the issues of dialects and standardized
language for centuries without producing a completely definitive standard.

For example, what defines a dialect? In most basic terms, it is a variety of
a language, but from what exactly does it differ? Is a certain dialect
substandard? What is standard?

It is useful to look at the language issue in the most basic terms, the terms
most directly related to on-air broadcasters. This discussion includes pronun-
ciation, which is obviously germane to a chapter on speech and voice. Also
important, and included in this chapter to complete the discussion of
language, is an examination of usage.

Two common terms encountered in on-air broadcasting are standard
English and general American speech. Although these descriptions are
sometimes used interchangeably, “standard English” is generally taken to
mean the English language as it is written or spoken by literate people in both
formal and informal usage, whereas “general American speech” can be
defined as pronunciation of American English using few or no regional
peculiarities. From the standpoint of pronunciation, deviations from general
American speech are dialects resulting from regionalism or social circum-
stances.

Regional Dialects Linguists identify dialects in terms of local and
regional peculiarities in pronunciation. There are said to be four main
regional dialects in the United States: Northern, North Midland, South
Midland, and Southern. There are many distinct variations within these
categories.

The exact scope of general American speech has always been elusive, but
it has come to be used for all speech except that of New England and the
coastal south.> Perhaps a better basis for judgment would be network
standard, the unaccented speech of most newscasters and actors delivering
commercials.

2Ann S. Utterback, Broadcast Voice
Handbook (Chicago: Bonus Books and
Radio and Television News Directors
Association, 1990).

3David Blair McClosky and Barbara
McClosky, Voice in Song and Speech
(Boston: Boston Music Company,
1984).
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An unaccented form of American speech was thought to be spoken in
Chicago, although clearly some speakers in Chicago do use regional speech.
In the early days of broadcasting, some organizations sent announcers to
Chicago in an effort to eliminate regional accents.

Eliminating regionalisms in any manner is not easy. We’re so used to
hearing our ewn regionalisms (primarily vowel distortions) that we find it
hard to distinguish regional speech from the unaccented speech used by most
network newscasters.

An effort must be made to correct regionalisms, though. Vowel distortions
due to regional dialects can be distracting to a listener who, for example,
expects to hear “boy,” but hears instead *bo-ih” from a southern speaker. And
many people find substitutions even more intrusive. The New England trait
of adding r’s where they don’t belong (“pizzer,” “bananer”) and dropping
them where they do belong (“cah,” “watah”) can irritate listeners unaccus-
tomed to the dialect.

As we noted earlier, you may not be able to distinguish your awn regional
dialect. If your instructors or calleagues tell you that you have & distracting
regionalism, they’re probably right. And if you can’t identify and correct the
regional distortion or substitution on your own, by all means ask a speech
professional or coach for help in getting rid of it.

Social Dialects Certain differences in pronunciation are apparent among
groups that differ in educational levels or cultural practices. Since stan-
dard speech is arbitrarily assumed to reflect the highly educated members
of a society, a similarly arbitrary definition pegs lower social dialects as
substandard.

George Bernard Shaw satirized the rigid British class system by reflect-
ing its cultural differences in speech patterns. In Pygmalion, Shaw made the
point that mere attention was given to the packaging of the words than to their
substance.

Still, it is important for a broadcaster to reflect the social dialect looked on
as standard. You must use educated pranunciations and usages. Saying
“dese” instead of “these” can reflect a substandard social dialect, as can
loose pronunciation. “Whatcha gonna do?” is not acceptable speech for a
newscaster. The appropriateness of loose pronunciations, however, clearly
varies with the situation. You don’t commonly intone every sound when
asking a friend, “What are you going to do?” In informal situations, some
loosening of pronunciation is acceptable.

Usage The choice and use of words must be considered in evaluating
standard language. Standard English, remember, is pegged to the educated
speaker or writer. Use of double negatives, such as “haven’t got none” is
obviously substandard.
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Self-Evaluation Checklist
e e ]

A speech or voice deviation or a significant deviation from
standard English or general American speech can slow the
advancement of even the most intelligent broadcaster. It is
important to keep an open mind to critiques and evaluations
of voice, speech, and language. Although it is often difficult to
perceive deviations in your own voice and speech, by constant
monitoring with a tape recorder you can train yourself to be
your own best critic.

Read through two or three pages of copy or a newspaper
article. Then play back the tape and ask yourself,

1 ¢ Do I slur any words and sounds together?
2 o Are my consonants crisp and clear?

5 e Are my s sounds too harsh? Do my plosives (p’s
and b’s) cause the mic to pop?

There is a more subtle point to be considered here, however. Although it
is assumed that anyone contemplating a career in the broadcast media has the
knowledge and ability to avoid such obvious blunders as “haven’t got none,”
other lapses in grammar and usage can seriously detract from your image as
an educated, standard English-speaking broadcaster. What is your impres-
sionof an announcer who speaks about a “heart-rendering” movie? The usage
is comically incorrect. (If you’re in doubt, look up “rendering.”)

A lack of knowledge of the language also can mislead. One news reporter,
for example, spoke of a city official’s “fulsome” praise for a retiring teacher.
“Fulsome” is a word that is used as a synonym for “abundant,” so much that
its original meaning, namely, “offensive or disgusting,” is rapidly becoming
lost. Similar fates seem to be in store for “presently,” “disinterested,” and
“infer.” Use words correctly. Never guess in an on-air situation.

Itisimportant to be aware of any speech or voice problems you may have. Self-
evaluation can help you assess your own speech so you can more easily identify
and deal with problems that will hinder your progress toward achieving a
more professional on-air delivery. Use the checklist in Box 2.1 to get started.
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4 » Are there any regionalisms or colloquialisms in
my speech? Do I say “soar” for “saw,” or “youse” for “you”?

5 » Do I “drop” endings?

6 e Do I read too quickly? Do my words telescope
together?

f? » Do I have a distracting voice pattern? Do I sound
like a bad disc jockey?

8 » Is my voice hoarse, harsh?

9 » Am I speaking in a pitch range that is too high or
too low?

1 O s Can I hear tension in my voice? Does it sound
constricted, tight?

Note: Although self-evaluation is helpful, the difficulty of
hearing your own mistakes cannot be overemphasized. If at
all possible, have an individual analysis of your voice and
articulation problems.

The next step is to concentrate on some positive steps you can take for self-
improvement. Of primary importance to improving voice quality is posture.
Another critical aspect of a pleasant voice is relaxation of the vocal apparatus,
which also plays the major role in preventing vocal abuse. Relaxation
techniques are discussed in the section titled “Maintaining Your Voice.”

‘The first step in improving your speaking voice is to learn correct posture
and breathing.

The suggestion to “speak from the diaphragm,” which is a good one,
doesn’t make any sense unless the process is explained and understood.
Using posture and breathing techniques will require forming good habits
and breaking bad habits.

The first habit to cultivate is proper posture. “Posture is the most
important element in voice,” contends David Blair McClosky, an author
and voice therapist who has coached presidents Kennedy and Johnson,
breadcaster Curt Gowdy, and actor Al Pacino.*

*McClosky and McClosky.
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McClosky recommends a posture in which your feet are spread comfort-
ably apart and your weight is slightly toward the balls of your feet. The key to
the proper posture is to get rid of an exaggerated curve in your back. Keep your
back straight and tuck your hips in, as shown in Figure 2.3. This posture
allows for proper breathing. Virtually all voice coaches point out that it is the
abdomen that must expand during breathing, not the chest. Although you
may have been taught in elementary school to “throw out your chest” when
you breathe, that’s not good technique. It doesn’t ket your abdominal muscles
and therefore your diaphragm to provide adequate support for the column of
air in your vocal tract. If you are unclear on this, please take a moment to
review the sections on vocal anatomy and physialogy.

“Diaphragmatic breathing” is something of a misnomer, because we have
to use the diaphragm to breathe regardless of what scrunched-up posture we
may assume. However, proper diaphragmatic breathing is accomplished
when the contraction of the abdominal muscles pushes the diaphragm in and
supports the column of air. This can be accomplished only if the abdomen is
allowed to expand when the diaphragm pulls down into the abdominal cavity
during inhalation.

Proper breathing compels us to abandon sone of the typical vanities
imposed by current culture, including the notions that we should be wasp-
waisted and that men should have a swelling chest. In order for us to breathe
properly, the abdomen must expand. Note the action in Figure 2.4 (a and b).

When the abdomen and the diaphragm have expanded, natural exhala-
tion from that position, involving a contracting of the abdominal muscles,
will produce the proper effect. Be certain you have used your diaphragm
properly. One way to check on diaphragmatic breathing is to stand against
awall and have someone press his or her fist against your abdomen. Proper
inhalation will drive that fist away (Figure 2.4c).

Here is one final test to see if you are breathing properly. Assume the
correct posture and place your hands on your lower ribs (Figure 2.4d). Inhale.
If your ribs move you are expanding your chest instead of your diaphragm.

This breathing posture works just as well in a seated position. All that will
change is the position of your legs. Keep your back straight and your hips
tucked in. Practice minimizing rib motion.

We've all heard the unnatural, affected delivery of the speaker whose diction
is just too precise. This issue is raised because some people try to clear up
imprecision in diction by swinging to the other extreme, which is probably a
marginal improvement at best. Remember, English-speaking people do not
pounce on every single sound in a sentence.

The best way to identify too-precise diction is, of course, to listen to a tape.
It also helps to watch your mouth as you speak into a mirror. Exaggerated
mouth and lip movements are often indicative of exaggerated diction.
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Figure 2.3. A good posture for
speaking. The goal is to min-
imize back sway and give your
diaphragm and abdomen plenty
of room for expansion.

——— Minimize “sway” in back

—— Tuck hips in

—— Slightly flex your knees




Figure 2.4.

(a) The telltale way to determine
whether you're breathing dia-
phragmatically: before inhaling,
place your hand a couple of
inches below your breastbone.

(b) When you inhale, you should
feel and see an expansion of your
abdomen. This demonstrates the
action of the diaphragm.

(c) A good test of whether your
diaphragm is being used in
breathing is to stand against a
wall and have a partner press
with his or her fist as shown;
inhale and try to push the fist
away.

(d) If you can detect rib motion,
you are breathing from your chest
rather than from your diaphragm.

Special Considerations
for Broadcast Work

CHAPTER TWO

@
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Even normal-sounding p’s and b’s can cause a microphone to pop; that is, to
vibrate with an explosive noise because a blast of air has hit the mic element.
Sometimes, simple awareness of the problem and practice in controlling the
force of plosives is enough. Speaking across the mic, rather than into it, can
help. Or you mightchoose a mic thatis less susceptible to popping. All options
are discussed in Chapter 4.

Women doing on-air work sometimes encounter resistance from listeners
who claim their voices are harder to understand. For some people, especially
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older listeners with age-related hearing losses, this is true. For reasons dealing
with acoustics and the functioning of the hearing mechanism, the impaired
ear hears lower-pitched voices better than higher-pitched voices. A reason-
able lowering of pitch can sometimes overcome this. Good projection and
resonance can also resolve much of the problem.

Finally, be aware that many on-air diction problems can be solved by
careful attention to copy interpretation. “Read for meaning,” advises Ann
Madsen Dailey, an author, consultant, and speech-language pathologist.
“Use pauses where appropriate, stress key words, and use natural expression.
Very often this can clear up the problems caused by poor habits developed by
just ‘reading out loud.””

Broadcasters, like teachers and salespeople, often must contend with hoarse-
ness, irritation, or just plain tiredness in the vocal apparatus. Even if the abuse
is not serious enough to cause harm, no performer can communicate
effectively when his or her voice is reaching the point of failure.

Good health and nutrition are important to on-air performers. They help
you improve etfectiveness the same way proper physical conditioning con
tributes to the performance of an athlete. Like athletes, announcers are called
on to perform at a specific time and place. That means you must perform well
then — not just at those rare times when your voice sounds perfect. If you
have to produce a quality vocal performance on a regular basis, you should
try to be as fit as possible at all times. Eating sensibly, exercising moderately.
and avoiding behaviors that harm your health will help you make sure your
vacal tools are always ready to use to their best effect (see Box 2.2).

Relaxation is the key to maintaining your voice. Proper relaxation also
helps produce a pleasant, resonant voice. The exercises recommended in
Box 2.3 really do work! Try them, practice them, and make them into a daily
regimen.

“Vocal abuse” is any excess strain on the vocal apparatus, most notably on the
vocal cords, that produces irritation. Symptoms of vocal abuse include
hoarseness. a change in character of the voice, fatigue or discomfort in the
region of the larynx and throat, and a change in the basic pitch of the voice.

Vocal abuse can be chronic or acute. Chronic abuse develops gradually
from improper vocal habits and excessive stress in the vocal mechanism. The
results of acute abuse come on suddenly. usually from screaming or a very
hard period of speaking or singing.

Such abuse can result in a number of physical problems, including

¢ Formation of vocal cord nodules and polyps

* Excessive “bowing” (taking on a misshapen appearance) of the vocal
cords

¢ Chronic irritation
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CHAPTER TWO

Tips on Diet and Health
==t aaRat e = 2 3)

To get the most from your voice, follow a healthy lifestyle.
The vocal mechanisms are physical, after all. Good health
practices and proper diet help strengthen the vocal mecha-
nisms and provide the energy that helps you develop an
effective vocal delivery. Here are some basic tips that will
help you keep fit and avoid the consequences of poor general
health:

* Get plenty of rest. When your body is tired, that will show
up in your voice. A tired voice is usually higher pitched and
lacks strength. Announcers who try to perform with a tired
voice may wonder if they can even finish the shift. At-
tempts to “clear” the voice — frequent throat clearing and
straining to lower the pitch — just aggravate the problem.
The only effective remedy is to get some rest. Better yet,
get enough sleep in the first place, and try to find some
time for relaxation before starting assignments that require
heavy use of your voice.

e Exercise. In addition to exercises that work the vocal
mechanisms, engage in some form of regular, strenuous
physical activity that works the major muscles of the body.
This will strengthen your heart and lungs and give you
endurance and overall energy. Your vocal delivery will

One cause of vocal abuse is an abnormally low pitch. McClosky notes that
when he was a university choirmaster and singing teacher in the 1950s and
1960s, the heyday of the big-voiced announcer, a surprising number of
students who reported voice problems to him were enrolled in the college’s
broadcasting school. They were trying to lower their pitch to the male ideal
of those days.

There are several ways to protect your voice from abuse in addition to
speaking in a natural tone of voice. Neri Holzer, M.D., a Connecticut ear,
nose, and throat specialist, offers these suggestions:

1. Listen to what your larynx and throat are trying to tell you. The body has
several defense mechanisms, including pain and hoarseness. If these
symptoms are chronic, reevaluate your speech patterns.
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IMPROVING YOUR SPLAKING VOICE

reflect the general condition of the rest of your body. You’ll
be able to go longer with less strain and the extra energy
will give you a more forceful delivery when you need it. Of
course, it is always wise to have a physical examination by
a qualified physician before starting a strenuous exercise
program—especially if you have been leading a rather
sedentary life.

Watch what you eat. A diet high in fat and low in nutri-
tion contributes to fatigue and susceptibility to illness. The
carbohydrates in whole grains and fruit, combined with
adequate protein from various sources, will provide energy
and help you maintain health. Don’t eat too much tat, and
pay attention to the nutritional values of the food you eat.
If you are averweight, start a weight reduction program
that helps you lose pounds over a reasonable length of
time. Fad diets can endanger your health, and they usually
don’t work.

Don’t smoke. The constant irritation of heavy smoking can
damage the vocal mechanism and greatly impair vocal
delivery. Aside from the well-known risks to general health,
smoking continually irritates the vocal cords. General irri-
tation of the throat can result in excessive mucus produc-
tion and the development of a “smoker’s cough” that
further strains the vocal mechanism. Over time, the gen-
eral quality of the voice can change as the result of perma-
nent damage to the vocal folds. Eventual lung damage can
impair effective breath control and reduce the force of your
vocal delivery.

. Warm up. Do some light vocalizing (humming, singing, etc.) before an
extended on-air period or other time of vocal stress.

. Keep well hydrated. When tissues lose moisture, they’re more susceptible
to damage. Have a glass of water on hand.

. Use amplification when possible instead of raising your voice. A radio
announcer, far example, can reduce strain on his or her voice by turning
up the volume on the mic channel instead of shouting.

. Don’t smoke. Tobacco smoke directly irritates the vocal cords. Smoke
indirectly irritates the cords by stimulating coughing.

. Avoid extensive use of the voice when you have a cold. Using your voice
then makes yau more susceptible to vocal irritation. Also, avoid habitually
clearing your throat.

. Look at your whole body for signs of tension. Stress in other parts of the
body can cause a reaction in the voice. Similarly, posture has an important
role in keeping the vocal mechanism relaxed and working freely.
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CHAPTER TWO
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Some Exercises to Relax Your Body and Throat
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Many of these are performed regularly by professional
singers and speakers.

1 ¢ Roll your head: forward, to the left, backward, to the
right, and forward again. Repeat several times in each direc-
tion. This helps relax shoulders and neck.

2 o Massage the muscles of your face. Work down from
your hairline, and let your jaw go slack.

3 o Thrust out your tongue several times, then let it hang
limply over the bottom lip. Relaxing your tongue is important
because the back of your tongue goes right down your throat.
Tension here can interfere with vocalization.

4 ¢ Massage the area under your chin (Figure 2.5a) until
there is no rigidity apparent. Learn to relax these muscles
“on cue.”

5 o Grasp your lower jaw between thumb and forefinger
and work it up and down until you overcome any muscular
resistance (Figure 2.5b). When you get good at this, you can
bounce your jaw up and down with your forefinger.

6 o Gently massage the larynx from side to side (Figure
R.5¢) until you eliminate rigidity and any “clicking” sensation.

Dr. Holzer's last point is important: having a relaxed body and vocal
apparatus relieves much of the strain on the voice mechanism and allows the
voice to function better. Voice therapist McClosky contends that relaxation
is the precursor to any progress in voice development. Unless you can relax
the muscles in your face, tongue, jaw, throat, and neck that interfere with the
muscles controlling the vocal cords themselves, he says “your singing and
speaking will be muscle-bound” (see Box 2.3).

Make these relaxation techniques a daily routine, and remember that
relaxation exercises can be done atany time. Doing thisroutine during a break
in a tiring recording session, for example, will help your voice immensely.
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IMPROVING YOUR SPEAKING VOICE
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Figure 2.5¢c. Massaging the larynx
eliminates rigidity.

7 ¢ Vocalize the word “hah” gently, using the ah sound
as in “arm.” Start vocalization high in pitch and then slide
down the range of pitch. Initiate the vocalization as gradually
and gently as you can.

Broadcasters need not force their voices into an abnormally low pitch range.
A pleasant voice, rather than a deep voice, is the hallmark of today’s
professional announcer. An artificially low-pitched voice is unattractive and
can actually damage the vocal cords.

A basic knowledge of the vocal mechanism lets you identify the function
of various parts of the apparatus when doing exercises to improve its
function. Vocal cords are suspended in a chamber of cartilage and allow air
to escape in short bursts. Those short bursts create a vibration, which is
amplified by the vocal tract and nasal passages.

Evaluation of voice and speech is valuable for all on-air performers.
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CHAPTER TWO

Typical voice problems involve poor quality. delivery, and breathing.
Typical speech problems are sloppy diction, regionalism, and cluttering.

It is also important for on-air personnel to be familiar with standard
American English and general American speech and to avoid significant
deviations from these standards.

Aninappropriate rate of delivery and poor articulation can detract from
the effectiveness of your vocal communication. Proper control of delivery
rate also helps the announcer read to time limits—an important skill.

The broad task of making the speaking voice more pleasing begins with
self-evaluation and isolation of specific problems. Continued work for
crisp diction is important, but diction should not be overemphasized. It is
also important to be aware of special considerations for broadcast work,
such as using microphones properly.

Learning diaphragmatic breathing is the first major step in the long-term
process of improving your speaking voice. Learning to relax is the second
major step. In addition to preventing vocal abuse (a common problem of on-
air broadcasters), relaxation increases resonance and improves the overall
tone of the voice. Exercises can relax the vocal apparatus. A program of diet
and fitness can help to ensure overall good health, which contributes to your
ability to use your voice effectively at all times.

In addition to regularly practicing the techniques described in
this chapter, you can benefit by doing these exercises.

1 e Pronounce the following pairs of words; record them if
possible. Is there a distinguishable difference in your pronun-
ciation? There should be.

picture/pitcher saw/soar
wear/where best/Bess
park/pock peas/please
adapt/adept aunt/ant
bowl/bold pin/pen
can/kin ensure/insure
kin/king bad/bed

An interesting variation of this exercise is to have a colleague
or instructor check your pronunciation. An even more useful
variation is to use each pair of words in a sentence. See if the
distinction between the two similar words is still as clear dur-
ing conversational speech as when the words are spoken in
isolation.
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IMPROVING YOUR SPEAKING VOICE

2. Read through a line of poetry or other work and
enunciate every sound in the sentence. Exaggerate to the
point of silliness, but be sure to hit every consonant and
vowel precisely. If you don’t have poetry on hand, try this:
“Speak distinctly, and rise above the babble of the crowd.”
The point of this exercise is to discover all the “hidden”
sounds and variations of sounds we often gloss over.

3. Another type of diction practice is the tongue twister,
which can be fun and interesting but probably not of extraor-
dinary valne. There was, however, a time when tongue twist-
ers were popular material for radio announcer auditions, per-
haps reflecting an overemphasis on mechanics, as opposed to
communication. Tongue twisters can bring about a healthy
awareness of the accuracy of diction, however, so try these:

Betty Better bought some butter. But, she said, the butter’'s
bitter and if I put it in my batter it will make my batter bitter.
So Betty Botter bought some better butter and put it in her
batter and the batter wasn’t bitter so she opened a tin of
sardines.

4. A variation on tongue twisters is a passage containing
seminonsense words that must be read for meaning. Read the
following paragraph so that the meaning is clear to a listener
who has not heard it before. It is a very good exercise for
showing how control of rate, pause, and inflection conveys

meaning.

Bill Bell builds bells. The bells Bill Bell builds bang and bong
on Beele Boulevard. Bill builds bells with brass bell balls.
Bell’s bell balls build big bells. Bill Bell built brass ball-built
bells for the Beal’s bull, Buell. Buell’s Bell-built brass bell
banged when Buell bellowed on Beele and bore Bell's bells
bong abroad. Bill Bell’s bells, brass-bali-built for Beal's
Beele-based bull Buell biased brass bell builders toward Bell
brass ball-built bells. Boy!®

3Douglas Ehninger, Bruce E. Gronbeck,
Ray E. McKerrow, and Alan H.
Monroe, Principles and Types of
Speech Communication, 10th ed. (New
York: Scott, Foresman, 1986), p. 398.
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The whole point of putting an announcer in a studio with a script to read is
toconvey a message to a listener or viewer. Whether that message is delivered
solely by sound, as in radio or with the added use of visual elements as in
television, the objective is to translate what the copywriter had inmind, so that
the listener ends up with the same idea. The broadcast communicator is
responsible for using all the skills and talents he or she can bring to bear, to
make sure the message is as effective as possible. This chapter addresses the
basic responsibility of the broadcast communicator to understand the mean-
ing of the message, and outlines techniques to improve its delivery. We will
discuss (1) finding key words; (2) determining the mood, the pace, and the
purpose of the copy: and (3) understanding that the goal is communicating,
not merely reading. We’ll also explore ways to mark copy for pronunciation,
interpretation, and phrasing.

The “message” is far more than just words. You must consider a variety of
emotions and reactions when you look at words on paper, words that must
be conveyed with meaning to each member of the audience. Tocompound the
challenge, you must be sure that a faulty reading doesn’t mar or blunt the
meaning of the message.

the Message

Getting the
Meaning

o



Figure 3.1. Bill St. James, one
of the industry’s top freelance
communicators.
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“The most important
ability an announcer
can have is to interpret
copy correctly.”—Bill
St. James.

Finding Key Words

CHAPTER THREE

An announcer conveys meaning by giving the copy an interpretation that
communicates, through inflection and emphasis, something beyond the
literal reproduction of the words on paper. Perhaps the words must be
charged with emotion, or give a sense of excitement. You communicate these
ideas by first getting a clear and precise understanding of the message. To do
SO, you must

1. Carefully analyze the meaning and purpose of the copy (the topic of this
chapter)

2. Communicate the words and phrases in such a way that the message has
meaning and impact (the topic of Chapter 4)

Although years of experience can result in these two practices “coming
naturally,” the top professionals in the business never forget the need for
understanding and communicating. “The most important ability an an-
nouncer can have is to interpret copy correctly,” says Bill St. James, former air
personality on WYNY, New York, and now one of the industry’s best-known
freelance commercial voices. (Figure 3.1) “You have to be able to read it as
the guy who wrote it had it pictured in his head. And the other thing is that,
when you get to this level, you have to do more than just read copy. You're
expected to breathe life into it, to make it believable and human.”

The point is often driven home rather vividly to beginners. Consider, for
instance, this businessman’s response to hearing a tape of a proposed
commercial: “The announcer doesn’t know what he’s talking about . . . don’t
you people know anything about my business?”

One prospective news reporter lost a job he wanted very badly. The news
director explained why when the audition tape was played back. “Listen to
how you read right through this line: . . . relative calm except for rioting in
a black township north of Soweto. . . .” What the hell is this story about? It’s
about rioting in a BLACK township.

Both performers were ineffective because they failed to understand the
message.

To understand and communicate the message, you must identify key words,
identify pace and purpose, and communicate—rather than just read—
the copy.

The example we just gave of the news story shows what happens when the
performer misses a key word. Finding those key words is the first step in
analyzing the thrust of the copy.

Too often performers try to find key words by simply underlining every
word that looks relevant. That approach is better than nothing, but if too
many words are emphasized they are no longer key words. Striking a
balance is the goal.
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UNDERSTANDING THE MESSAGE

One way to get to the heart of a piece of copy is to read it through and
identify three words that summarize the thrust. This approach can give a
surprisingly accurate reflection of which words are most important.

Theater set designers, who must come up with simple structures to convey
complex messages, often play the mental game of distilling a play into a
paragraph. then a sentence, and then a word. The set is designed around this
word. This approach is oversimplified, but does force you to think about the
most basic meanings behind a play or any other form of communication. Key
words are those that accurately convey the meaning of the copy. So changing
key words can change the meaning of the copy.

For example, “Kim won the 10-kilometer run” is a simple statement. If
you're looking for key words in that statement, you have to understand the
context of the sentence. Is it an expression of amazement at athletic power?
Tum it into a question-and-answer form to show it in a framework of a
coniplete thought:

e “KIM won the 10-kilometer run? She hasn’t trained in months!”

Changing the key word, then, can alter the perceived meaning. Let’s
complete three more question-and-answer pairs and show how context
affects meaning.

¢ “Kim WON the 10-kilometer run? I thought she came in third.”
¢ “Kim won the 10-KILOMETER run? She said it was a 10-mile run.”
¢ “Kim won the 10-kilometer RUN? 1 thought it was a walkathon.”

Obviously. finding the key words may mean going through the original
copy several times to clarify for yourself what the author had in mind. This is
not a mechanical process, although mediocre announcers make it so. For
example, in most commercial copy the performer can rightly assume that
words such as “bargain,” “inexpensive,” “free,” “new,” “natural,” and “mod-
ern” are key words, words that are intrinsic to the message and that deserve
stress. But those powerful-looking words are not always the key words, and
a performer can mangle the message by not understanding it in context. How

important is the word “new” in the following piece of copy?

The new line of Smith Shoes will give you a step up as you swing into
spring. . . . Look great and feel greatin . . .

The most important words here are probably “Smith Shoes,” “look great,”
and “feel great”; “new” is really not important. Also of secondary importance
are the words relating to spring. The werd “new” is almost redundant, since

few shoe stores offer old shoes as their spring line. The purpose of this copy

©
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Mood

CHAPTER THREE

is not to communicate the idea that Smith Shoes are new. The purpose is to
communicate the idea that Smith Shoes will make you look and feel great, and
will let you “swing into spring” in an upbeat way.

But let’s take another example:

The new line of Smith Personal Computers, designed with the latest in
digital technology . . .

Here, the word “new” assumes paramount importance. After all, a new
personal computer, in these days of technological one-upmanship, is inher-
ently more valuable than one of an older design.

The point is to avoid a mechanical approach to finding key words. Never
assume that the most obvious choices are the words that convey the message.

Much the same caution applies to news copy. In news, there’s really no
stronger verb than “died.” It conveys the most urgent event in our society, the
loss of a life. But although there’s no question that “four children died in a fire
at...” is the correct interpretation of copy, the word died isn’t always the
most important word in a message. For example,

The families of the four children who died in Tuesday’s tenement fire
are suing the owner of the building . . .

Is “died” the key word here? Not really. The most important words are
“families,” “suing,” and “owner.” Putting too much stress on the concept of
death:

The families of the four children who died in Tuesday’s tenement fire
are suing the owner of the building . . .

makes the listener think that the communicator is calling attention to a
contrast between the families of those who died and those who didn’t.
According to this reading, the sentence ought to be completed with

. . . but the families of burn victims who did not die are not suing.

To sum up, finding key words is not a simple or mechanical process. It
involves a thorough analysis of the copy. Marking key words in the copy helps
the performer accurately communicate the thrust of the message.

Understanding the mood the copywriter wants to project helps you to give an
accurate interpretation. By contrast, not understanding the mood can detract
from the communication. Projecting an inapprapriate mood or making an
inappropriate change of mood can baffle the audience. For example, in one
familiar situation comedy routine the newscaster mixes up his copy and

&



UNDERSTANDING THE MESSAGE

blunders into a tragic plane crash story with the smile and upbeat tone
reserved for the final “light side” piece.

Misreading the mood is seldom that obvious, but it can happen, and it can
mar your delivery. So carefully determine the mood. It could be, for instance,
any one of the fallowing:

e (Carefree. “Swing into spring with Smith Shoes . ..”
¢ Sincere. “Are you concerned about your health insurance?”

* Romantic. “Dinner by candlelight at the Copper Bottom Restaurant
will be one of the most . . .”

e Somber. “Twenty-three miners were killed this afternoon in a cave-
in north of the city of . . .”

¢ Excited. “Bob Smith Oldsmobile has 30 cars ready to go at below
wholesale!”

¢ Humorous. “A bank customer using an automatic teller machine in
Los Angeles got more than he bargained for today when the
machine spit out ten thousand . . .”

The relatively straightforward task of evaluating the copy for mood is done
not so much to determine what mood the particular piece reflects as to find
out where changes in mood must be expressed. A common problem for
inexperienced or ineffective newscasters is not being able to spot the points
in copy where the mood must change. When mood changes are not spotted
inadvance, the interpretation becomes inappropriate. At best, the announcer
slides through the copy with an overall lack of mood, At worst, he or she
catches the error and tries to change the mood at an inappropriate point,
losing the real mood and sense of the copy.

Pace s the rapidity of words, the overall rate of reading, and the rate of reading
within phrases. You can make the most effective use of pace after you have
acquired an understanding of when and why to vary it. In general, a speeded-
up pace conveys a sense of excitement. Sometimes, that excitement can be
panicky, harried:

Timeis running out. Yes. you’ve heard all the talk about business phone
systems. . . . All the commerecials . . . all the hype. But it’s your decision
and you’ve got to make it soon! And you better make it right.

But note that a change of pace is needed in the second part of the
commercial:

... you'd better make it right.

Pace
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The more you know
about the context for the
copy, and the broader
your range of knowledge,
the better you can
interpret the message.

CHAPTER THREE

At Telephone World Business Systems, we’ve been helping people
like you make the right decisions for over twenty years. We've got the
facts—not hype—and we can sit down with you and tailor-make a
system that will do the job right.

We know it’s a big decision, and . . .

Where would you vary the pace, and why? The first part of the commercial
conveys a sense of time running out. That is as urgent a message as you can
get. The pace, of course, is very rapid, almost breathless.

But the second part of the spot calls for a slower, more deliberate reading.
“At Telephone World Business Systems, we’ve been helping people like
you . ..” signals a change to a slower, deliberate, purposeful pace.

Get into the mind of the writer. What is he or she trying to get across? At
this point, it’s simply you can stop panicking and come to Telephone World
Business Systems, where we help people in the same situation every day, so
calm down! :

An announcer who used the same pace throughout would mutilate this
spot and lose much of its impact.

What is the copy intended to do? Why was it composed in the first place?
When you have answered these questions, you know the copy’s purpose.
Copy can persuade, inform, entertain, even anger. The communicator must
understand the purpose in order to transmit the message accurately.

To understand the purpose, you have to understand more than what’s on
the paper. The more you know about the context for the copy, and the broader
your range of knowledge, the better you can interpret the message.

For example, consider the intense advertising campaigns that competing
phone systems have engaged in since deregulation opened the door to
competition. To help interpret our imaginary Telephone World Business
Systems spot, the announcer should be aware that the employee responsible
for choosing a new phone system is under a great deal of pressure to make the
right decision amid an intense advertising barrage. A valid interpretation
must appeal to this theme.

Experience professionals can lend an important sound to such copy
through accumulated skills of emphasis and inflection. Understanding copy,
though, will always help anyone’s interpretation.

In addition, the announcer should understand the purpose of individual
phrases in relation to the context. What would you perceive to be the purpose
of the question “Why did this happen?” Standing on its own, it means little.
It assumes varied significance when read in relation to the context. For
example,

e “Economists said interest rates fell sharply in the wake of the
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presidential election. Why did this happen?” Here, “Why did this
happen?” is an expression of simple curiosity.

¢ “Scientists found that the orbit of Pluto varied last year by hundreds
of millions of miles. Why did this happen?” Now the question
expresses wonderment.

¢ “Speculation about whether the birds would fly north or south was
ended today when they flew west. Why did this happen?” Why did
it happen this way, and not the other ways?

¢ “Ten people died in yesterday’s apartment house fire. There were no
smoke detectors in the building, which had passed a recent code
inspection. Why did this happen?” The question now expresses
outrage.

To sum up, understanding the purpose is essential. The next stage of the
broadcast performance process— communicating the message— cannot be
done effectively unless you know why the copy, sentence, phrase, or word is
there in the first place.

Perhaps the ultimate example of reading instead of communicating was
provided by an announcer with a fine voice but a lazy and mechanical
approach to his work. The copy was designed to relate the sponsor’s product
to the weather, and the announcer was supposed to open the spot with one
of the following three options:

e “What a beautiful, sunny day. .. .”
¢ “Look at all that rain. ...”
e “We’ve had more than our share of snow. ...”

But he read all three, and he failed to understand at first why the program
director and the sponsor were so upset with his delivery.

That example is not too far-fetched. Similar mess-ups happen every day.
Poor on-air performers can make hash out of commercial and news copy
because they simply do not take the time to understand the message they want
to communicate.

This is the sum of what we discussed in the previous section. A good
broadcaster must incorporate key words, mood, pace, and purpose to
communicate, rather than just read.

Most of us have heard “announcers” who have decided in their own minds
“what announcers sound like.” They deliver each message in a mechanical
singsong. That is reading.

A commumicator knows how the copy should be read and can get across
theintent of the author. He or she does not followa preset formula but instead
approaches each reading with an open mind, looking for the thrust of the
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Phonetic Spelling

CHAPTER THREE

material. In most cases, the better performer is not necessarily the one with
the better voice, but the one who makes the copy genuine, natural, believable,
and true to the intent of the author.

After many years of practice, this ability can become second nature. Good
performers develop that second nature by marking copy to indicate key
words, pace, pauses, and in some cases mood and purpose. They also include
methods of indicating pronunciations of difficult words. Learning to mark
copy is one of the most important steps you can take toward improving your
performance skills.

To many, marking copy is more a learning process than a practical tool. Many
performers don’t mark copy. They rely on experience and ability to carry the
situation.

Many announcers do not have the opportunity tomark copy. Commercials
are kept in a copybook that is used by all staff announcers and would soon be
obliterated if each staffer put individual marks on the copy. Newscasters must
often read copy that is prepared by others and that is not assigned to a
particular newscaster until moments before airtime. Marking such copy is
not practical. _

What experienced announcers do, in effect, is to mark copy mentally.
Beginners should mark as much copy as possible directly on the paper,
because the ability to do it mentally takes extensive practice.

However, all on-air people mark unfamiliar pronunciations, and such
markings frequently are written right into the typed copy or wire service text.
Marking copy for pronunciation is an integral part of understanding the
message.

How do you show how to pronounce an unfamiliar word? Basically, you
must come up with notations that will let you or another reader look at the
agreed-on code and know how to pronounce the word. Such a system is
known as phonetic spelling.

There are a variety of phonetic systems, and some are very accurate but
very complex. The International Phonetic Alphabet (IPA), for example, uses
symbols not found in the English alphabet to indicate elements of pronuncia-
tion. The International Phonetic Alphabet is a valuable tool for linguists and
other scholars, but its value for broadcast pertormers is limited for two
reasons:

1. It is not understood by all broadcasters. The IPA can help someone who
knows it to reproduce pronunciations with great accuracy, but most
broadcast copy is not written by people who will read it over the air. Even
in newsrooms where broadcasters do write the majority of the news
department’s copy, much of that copy is read by other newspeople.

2. Many of the symbols in the International Phonetic Alphabet are not
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The Associated Press Pronunciation Guide
i e SR S taT e W W s PR T I

Vowel Sounds Consonants
a bat, apple oh go,oval €  got, beg
ah father, arm oo food, two J job, gem
aw raw, board ow scout, crowd k  keep, cap
ay fate, ace oy boy, join ch chair, butcher
e,eh bed u curl, foot sh  shut, fashion
ee feet, tea uh puff zh  vision, mirage
i,ih  pin, middle yoo fume, few th  thin, path
¥, eye ice, time. guide kh gutteral “k”

Source: James R. Hood and Brad Kalbfedd, compilers/editors, AP Broadcast News
Handbook (New York: Associated Press, 1982), p. 23Q.

reproducible by standard typewriters, teletype machines, or computerized
word processing equipment.

The second problem also rules out the use of diacritical marks, such as
those found in the dictionary. Standard typewriters, teletype devices, and
word processors can'’t reproduce markings such as i and i.

The best alternative seems to be the phonetic spellings used by the
Associated Press Radio Network. The AP uses a simple phonetic spelling
system to convey how a name or other word sounds. It “goes along with the
commonly accepted principles of English usage as to how vowels and
consonants are sounded.”

When an accent is indicated, the AP places a teletype apostrophe over the
letter or letter group that should be accented. As an example, in the style of
the AP Broadcast News Handbook,' the name Juan Martinez spelled phoneti-
cally would appear as Wahn Mahr-tee -ness.

When you are constructing or interpreting a “pronouncer,” as it is called,
use standard English usage and the guide shown in Box 3.1, from the AP
Broadcast News Handbook.

Pronouncers are shown in all wire service copy destined for broadcast use.
If you are doubtful about a word and don’t have a pronouncer, two very

'JTames R. Hood and Brad Kalbfedd,
compilers/editors, AP Broadcast News
Handbook (New York: Associated
Press, 1982), p. 230.
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Marking and Decoding
Unfamiliar Words
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CHAPTER THREE

helpful works are the pronunciation guides prepared by the National Broad-
casting Company (NBC) and the British Broadcasting Company (BBC).
Newspeople are responsible for determining the pronunciation of names of
local newsmakers, a process that often involves making telephone calls to
individuals, their families, or business associates.

To be able to approximate unfamiliar English words and words in foreign
languages, it is worthwhile to get some exposure to foreign pronunciations.
For one thing, some pronunciations can’t be approximated by phonetic
spelling because the sounds are not commonly used in English. Also, sooner
or later you will come across a foreign word and have no way to check it out.

The English-speaking announcer faces some additional problems, other
than simply deciphering pronunciations.

Problem Many foreign words have been anglicized as a matter of conven-
tion. In English, we speak of Munich, Germany: to speakers of German, the
city is named Miinchen. Naples, to an Italian. is Napoli. Even when the
spellings are the same, American pronunciations can differ from those of the
original language. Paris, to a Frenchman, is Pah-ree’. How does an announcer
decide?

Recommendation Ideally, you must know the convention. Use pronuncia-
tion guides, the dictionary, wire service pronouncers, and the pronunciations
you have heard from network newscasters. Be aware that the network
standard in foreign pronunciation is not always infallible, and often those at
the very top levels of the networks cannot come up with a definitive
pronunciation, either. Coverage of the Iranian hostage crisis involved widely
different pronunciations of names for a period of months until conventions
were established. Use the convention favored by the most authoritative source
you have.

Problem Assuming you know the convention to use, is the word or phrase
(not a proper name or place name) pronounced with foreign inflection? If so,
how much?

Recommendation Attempting to pronounce foreign words and phrases
with the inflection used by a native speaker of that country can sound affected
in many circumstances. For example, an announcer reading a commercial for
a Mexican fast-food restaurant would appear affected if he or she trilled the
r’s in burrito, unless that announcer were adopting a character role. On the
other side of the issue, American announcers do not have the flexibility to
anglicize pronunciations as severely as the British, who pronounce Quixote
as Kwiks’-oht. The American announcer must come up with compromises
depending on the situation.

1. Most foreign pronunciations sound natural, unaffected, and acceptable
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UNDERSTANDING THE MESSAGE

when rules of foreign pronunciation are followed. However, the word is
pronounced das an educated native English speaker would say it, not as a
native would say the word. An American speaker, for example, knows that
the au configuration in German is pronounced ow, and would use that
pronunciation. The speaker would net, though, try toreproduce a German
accent precisely. Likewise, the speaker following this rule would not trill
r’s in Spanish words and would not make the #’s in French words too nasal.

2. The most notable exception is in classical music programs, for here the
announcer is expected to be an expert. Typically, the classical music
announcer should give full inflection to the words, using native pronun-
ciation.

Problem What about proper names and place names?
Recommendation Follow convention, use American pronunciations for
names of well-known people or places according to these guidelines:

1. The names of major cities and countries are spoken according 1o American
convention (e.g., Munich, not Miinchen). In most cases, an American-
flavored pronunciation, rather than an imitation of native inflection, is
best. The final ¢k in Munich, then, would be pronounced like an American
k, not gutturalized, as in German.

2. Proper names of newsmakers are usually pronounced without foreign
inflection. However, it is always correct to pronounce a person’s name the
way he or she says it, whether that person is foreign or American. Many
names in ¢lassical music are by custom pronounced with foreign pronun-
ciation and full inflection.

3. It is good form to pronounce names of people and places with foreign
inflection if those people or places are not famous. A story about a small
wine-producing town in France, for example, could be read with native
French inflections given to the words.

It is difficult to decipher foreign pronunciations from tables of vowels
and consonants. Moreover, a table is not always available, so it is worthwhile
to memorize the general characteristics of the major languages. It is also
worthwhile to listen to recordings of foreign speakers. A table of letters
and sounds and their pronunciation in major languages is provided in
Appendix A.

-

French At the end of a French word, the letter e, without an accent, is not
pronounced (étoile). This is also the case for final es (étoiles) and for the ent
ending on verbs (ils parlent).

Most final consonants are not pronounced. A phonetic approximation of
“Parlez-vous frangais?” (“Do you speak French?”), forexample, is “Pahr-lay
voo frahn-say’?”

O
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CHAPTER THREE

Most of the consonants are pronounced like English consonants. Some
vowels before n and m are nasalized (enfant, sont, fin, enchanter, un
americain. In short, a vowel or diphthong is nasalized when it is followed by
n or m in the same syllable; en/fant, em/ployer, am/bu/lance.

] is pronounced zh, like the sound in beige. Accents usually fall on the last
syllable: bataille, terminée. Otherwise syllables receive about equal stress: in-
té-res-sant, Mon-a-co.

German There are few if any silent letters in German. Some sounds are not
approximated in English, such as the ¢ (the mark above the letter is an
umlaut). This vowel can be either short or long, in the same sense that the
English a is long in “lake” but short in “bat.” The long é can be approximated
by rounding the lips as though you were going to say “oh” but saying “ay” as
in “say” instead. To shorten the vowel, don’t say “ay” as in “say” but rather
“eh” as in “bed.”

Twomainindicators of along vowel are that itis before only oneconsonant
(much the same as in English) or that it is at the end of a word.

Other major facets of German vowel pronunciation are that au is
pronounced ow; eu is pronounced oy; ei is pronounced like the word “eye”;
and ie is pronounced ee.

Common consonant pronunciations: d is pronounced as ¢ when occurring
at the end of a word. Another common word ending substitution is p for b.
The letter j is pronounced as a y; s is pronounced as z; w is pronounced as f.
Native German speakers will pronounce a beginning s as sh when words start
with an st or sp cluster; ch is pronounced as kh, a guttural k.

“Sprechen sie Deutsch?” (“Do you speak German?”) would be ap-
proximated as “Shprekh-en zee Doytch?”

Accents in German are most commonly on the first syllable. It is also helpful
to know that all nouns are capitalized in written German. -

Spanish Spanish is very regularin its pronunciations, and you can figure out
many Spanish words and names by remembering that i is pronounced ee, and
e is pronounced ay. Typically, a is pronounced a# as in “father” rather than
a as in “apple” (a convention that applies to many languages).

For consonants, remember that I/ is pronounced as a y.

Caballero (“gentleman”) is pronounced cahb-ah-yay’-row.

In Spanish, the ris trilled, but in most cases you will not try to approximate
this in English pronunciation. / is pronounced like an English 4. Accents
usually fall on the last or next-to-last syllable; occasionally accent marks tell
you what syllable to stress.
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Italian Italiun words are pronounced much as they are spelled. Unlike
English, double consonants are pronounced as in cappello (hat) and carro
(cart) in contrast to capello (hair) and caro (dear).

Be aware that Italian ci and ce take on ach sound, as in cibo (food) and cena
(supper). Also, as often in English, Italian gi and ge take on a j sound
(Giovanni, gelato). The letter 4 is silent and is mainly used to change di, ce,
gi, ge sequences from ch and j sounds to k and g sounds (Cecchetti, Ghia).

The letter combinations gn ard gl are pronounced something like the first
n in onion (ogni, meaning “every”) and the Il in billiards (figlio, meaning
“son”).

Keep inr mind that i is pronounced ee but that e can be ay (meno) or e
(Elena) and that o can be ok (sole) or aw as in English law (forte).

The letters i and u before and after another vowel (with the exception of
theci, ce, gf, ge sequences) are generally pronounced y, as in yes (chiamo), and
w, as in wet (buono).

Next-to-last syllables frequently receive stress in Italian words, but there
are many words with stress on ather syllables.

Russian Russian language copy written in the Cyrillic alphabet is translit-
erated for English speakers. This means that in a broadcast situation, the
words have been converted to English equivalents, although the pronuncia-
tions still are somewhat irregular. The evin Gorbacheyv, for example, is usually
pronounced off by American speakers who transliterate.

A General Strategy Obviously, the introduction just given is not all-
inclusive, and if a list could be made all-inclusive, it would be cumbersome
and defy memorization. Committing these guidelines to memory, though, can
provide a good start in decoding foreign pronunciations. The best strategy is
to combine knowledge of pronunciation rules with a good set of reference
books, a broad education, and an observant personality. Suppose you need
to say,

Our next selection is by Richard Wagner: the prelude to Das Rheingold.

Wagner is one of the names that is customarily pronounced with full
inflection and adherence to native pronunciation. Most names in classical
music follow this custom. Therefore, the ch in “Richard” is pronounced as a
k. The a, as is typical of most foreign pronunciation, is close to the a in the
American word “arm.” The w takes the Germanic v sound. The title of the
music needs little decoding except for the ei configuration, which is pro-
nounced like the word “eye.” Thus we have Rih-kart’ Vahg'-ner, dahs Ryn’-
golt.

Similar analysis can be applied to the following examples or to the copy in
the drill section in Appendixes B and C:

©
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The Spanish region of Castile was originally divided into the provinces
of New Castile and Old Castile, known as Castilla la Nueva and Castilla
la Vieja.

Note in this example that you would use different inflections when reading
the English and Spanish designations of the same regions.

Although not known as the most intellectual of Italian composers,
Giacomo Puccini is one of the best known.

To begin your analysis, check the difference in pronunciation between the
single ¢ in Giacomo and the double ¢ in Puccini.

Although this chapter centers on marking and understanding copy, some
suggestions on delivering copy involving foreign words and phrases are
appropriate to conclude the discussion:

1. Try never to be caught unaware. Check copy thoroughly and phoneticize
words. Be aware that foreign words can arise in almost any on-air work,
not just classical music, international news, or sports. Check proper names
with the people named, if possible, because even a common name such as
Gentile can be and is pronounced “Jen-teel’-ee” by some people in certain
locations. With some words, there may be little to go on in terms of the
word’s origin or pronunciation, and it is wise to flag the word and check
with an authoritative source, such as the radio station news director.

As announcer Norm Howard of KQED-FM in San Francisco put it in
one of his broadcasts: “In the course of our work we often have to
pronounce unfamiliar and foreign words—the names of opera singers,
composers, places and names in the news, words from different ethnic and
cultural groups, from alphabets other than Roman. This is all by way of
saying that a few minutes ago I mispronounced the name of the polar bear
Pike, and I want you to know that it is ‘Peek-uh,” not ‘pike.” Such are the
hazards . . .”

2. Do not hesitate before saying the word. If you hesitate, listeners may think
you are wrong even if you are right.

3. Bluffing sometimes is necessary, but don’t get carried away. One an-
nouncer, for example, recalls the time he was reading “cold” a list of boxing
title holders, whoin the lower weight classes were mostly Latin Americans.
He did rather well except for his highly accented rendition of what he
thought was the name of the featherweight champion, “Teet’-lay Vah-
caht’-ate,” which turned out to mean “Title vacated.”

Remember that although learning the basic pronunciation rules can help
in many situations, there are exceptions tomany of the rules. True competence

O




UNDERSTANDING THE MESSAGE

in foreign pronunciation is best achieved by having some familiarity with the
actual languages. Several semesters of foreign language courses will be of
great benefit in cultivating pronunciation skills.

English words should also be marked and phoneticized. In fact, English
is a very irregular language, and a simple set of rules to govern all English
pronunciations cannot be devised.

Most lexicographers (writers and compilers of dictionaries) define “ac-
ceptable pronunciation” simply as a pronunciation agreed on by convention
among educated people. Pay attention to the way knowledgeahle speakers
pronounce words, and when in doubt about a word, look it up in a reference
book.

Some pronunciations are especially deceptive, and incorrect pronuncia-
tions have warked their way intc common usage. See Box 3.2 for examples.

B 0 X 3 . a

Exampiles of Frequently Mispronounced Words
BESI RS ST E IR ) e S iaa sl i 87

Some really common words are also very commonly mis-
pronounced. Here are some examples:

* nuclear. it’s noo’-clee-yahr, not noo’-cue-lahr.
e status. stayt-us is more widely accepted than stat’-us.
* data. dayt’-uh is more widely accepted than daht’-uh.

e (Greenwich. Say “Gren’-ich” to designate Greenwich, En-
gland, and Greenwich Village in New York City. Some small
communities pronounce the same word “Green’-wich, ”
however, which points up the need for checking local
usages.

If these words took you by surprise, consult a dictionary or
other reference book and check out the following words and
place names. Be sure you are pronouncing them correctly and
not adding additional sounds. For example, “ath’-ah-lest” is a
common mispronunciation.

accessory infamous radiator length
impotent Moscow Delhi Yosemite
Spokane La Joll4 Canaan Cannes

O
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When in doubt, look it up
in a reference book.



Using Symbols to
Aid Interpretation

Figure 3.2. Symbols
for aiding inter-
pretation.
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CHAPTER THREE

Marking copy with correct pronunciations is one of the first things you
need to do when evaluating material. The next consideration is marking it for
proper interpretation, for correct phrasing.

The dictionary defines “phrasing” as a grouping together of words into a unit
forming a single thought. Perhaps a more interesting definition from the
broadcaster’s point of view is the musical concept of phrasing, where many
of the passages that combine to form a larger piece can also stand alone, each
such passage, or phrase, expressing a more or less complete thought.

Musicians and composers use a variety of symbols to aid interpretation,
such as a crescendo (== ), indicating a gradual increase in volume, or a “re-
tard” (anglicized contraction of ritardando), meaning a slowing of the tempo.

A broadcaster can do the same. Figure 3.2 shows some useful symbols for
marking copy. The next section shows how these symbols can help you
communicate the message by phrasing it properly.

Notice how the symbols in Figures 3.3 and 3.4 add to both the understanding
and impact of the copy. Key words are identified and their relative strengths
indicated. The unfamiliar street name is flagged, and the pronunciation
indicated phonetically.

word underline for emphasts

;
Q
N

underline twice for heavy emphasis

ward/word slash for pause

)

s
ja

ord to flag unfamiliar word or pronunciation

<

[0 ne Complete phras e] brackets identify complete phrase

F)

Phr‘a se or Sentence  dots mean slow down

hrase or senlence jaggedline meansspeed up

@D

word | word cuenote for production element or time cue

marginal note for interpretation

L]
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Twa people are dead, four injured, in the wake ot a viclent
Mahr—bqy'
explosion this morning at 443 Marseilles St., The names of the
—_— —_ e

victims are being withheld pending rnotitication of next of kin.

E‘he explosion and resulting fire) leveled the two-story house.

—_——

Investigators are currently on the scene. One fire official {who does

not want to be identified] told Eyewitness News that arson is a
———

possibility.

E'From ghoulies and ghosties and long-leggity beasties, and things that
go bump in the night ] . . Dear Lord protect us."/So goes an old Irish
kitchen prayer.

It's that last item that concermed two local residents late last
evening.

Erhe bump in the igﬁ.t][turned out to be an 1l8-wheel, semi-tractor-
trailef]that crashed through the north wall of the kitchen in the home
of John and Marsha Redbone, of 255 Mulberry Street at about 1I:00 p.m.
last night, while the Redbones watched television in their living room.

Hearing tke loud "bump," John Redbone went to investigate. What he
found was the fiont of a ]Lrgi tﬂc_ls protruding through the kitchen
wall, with the front tire resting atop the overturned refrigerator.

Murfreezburro
The truck's driver, Ted Jarvis of Murfreesbords, Tennessee, was not

injured.
State Folice say the truck failed to make it around a sharp bend

in the road at the Mglbe:;;y Street residence.

The location of that [bend in the road]has caused problems before
for the Redbones. Two years ago a truck overturned in the side yard of
the residence, dumping its entire cargo of chickens into the nearby
swimming _[:ﬂ.

[The Redbones have rejected the idea of placing a M ﬂ_]_. along

the edge of the propertya but say they might consider/a sturdy fence,

Figure 3.3. A marked news story.

Figure 3.4. A marked news story.



Figure 3.5. Marked copy
for a commercial.

Figure 3.6. Marked copy
for a commercial.

CHAPTER THREE

One part of the first sentence in the second paragraph has the potential of
being confusing if not read as a unit: “the explosion and resulting fire” is
bracketed as a grouping.

The examples in Figures 3.4, 3.5, 3.6, and 3.7 take the marking process
further and add some pauses and nuances. Observe how the jagged line in
Figure 3.5 indicates a speeded-up tempo. You want to create a fast, harried
mood for the first section. But when the copy must be slowed down, the
change is indicated by the series of dots. The performer who marked up this
copy realized that the second portion must be read in deliberate fashion. Note
how in the final phrasing, pauses are used for emphasis: “That’s a fixed-rate
mortgage (pause), at 11 percent (pause), and no points.”

The performer who marked up this copy also used a cue for a jingle at this

Jibberish
You've been running from bank to bank, you've heard gibberish
B 2 S . il R e —

and promises. You need a mortgage and time is running out. Well,

where qualified borrowers can get a fixed rate mortgage at 11 percent,

and no points. That's a fixed rate mortgage/at 11 percent,/and

no point577z. The Hypothetical Savings Bank, member, FDIC.

It's late July./August is right around the corner./It's time to shopvfov\f
W, but it's tﬁg_ to get enthusiastic about wool and corduroy,
when the thermometer is pushing 2 degrees.

[So take a break from your shopping for fall]/and enjoy something
_t_al} and w_;g__l.[come to the lunch counter at Woolworth’s in the Park
Plaza Mall] and treat yourself to a "Sizzlebustex.”

It’s not exactly a drink. But it is 9991', L‘i«.e‘ly‘:%g\:\?, §9q
5eﬂf§§.s‘t1§r).g.tl'he Sizzlebuster is made from six kinds of fruit] mixed with
ice. There's no sugar added, and each one is mixed fresh at the time you
cool and refreshed.[And this week]it's only $1.50.

So if you need a break from summer, and looking at heavy fall

clothing isn't cooling you off, stop at Woolworth’s lunch counter and
D e e B T T U B e )

get a Sizzlebuster. It's the cool thing to do.

p—1]
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A fine Italian xestauxant is hard enough to find todayjin this world of

fast food]dnd grab it and xun] And if you wamt to take time to enjoy the

quiet elegance of beautiful surroundings while you dine, you may have

given up hope. 5
Montinareeos
But vait./Thexe’s Montinerio’s Casa Italiano, where fine dining is
v NS et tee oo
still considered a necessity of life.[The finest northern Italian
_—_——— — L T A TR e

cuxsxne]{expextly prepared py a master e@efa is presented to you/xn an

atmosphere of quiet chtoxxan elegance Your food is served with the

attention to detail that reflects the 0Old World grace and style]of the
— — . T
finest European restaurants.
e

So forget the hurry-up world for a while. Put some style back into
PN e A NN AN B N N NN N N N ———

A
your life. Come to Montinerio’s Casa Italiano and see what life can be
———— T T

like in the slow lane.

point. He or she might also elect to use that cue mark for timing. The
performer could indicate that the remaining copy must be read in agiven time
period.

Censider how the examples presented show the ways in which phrasing can
affect interpretation. The bank commercial was affected because the pace
conveyed two very different moods.

Ineffective readers typically do not blend and match all the phrasing
elements in a piece of copy. This frequently results in what might be called
“mixed signals.” for example, someome on television who is smiling but is
clenching his or her fists.

You have to get your signals straight. There is some latitude in phrasing,
but slow. deliberate phrasing would be inappropriate for most soft drink
commercials, and quick, frenetic phrasing wouldn’t work well for an
insurance spot.

The example of “Kim won the 10-kilometer run” in the section headed
“Finding Key Words,” illustrates the impact of inflection. Rhythm is also a
powerful tool in conveying a message. The pause can create emphasis and,
to an extent, suspense. Paul Harvey is an acknowledged master of the long,
long pause, which virtually makes the audience beg for the punch line of his
news story.

Rhythm incorporates change of pace, which is also a component of
understanding and communicating a message.
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Figure 3.7. Marked copy fora
commercial.

Phrasing and
Interpretation

Rhythm and
Inflection



The Melody of Speech

CHAPTER THREE

In many cases it is not difficult at all to visualize the copy as a piece of music.
Variations in rhythm, different inflections and emphases, and variations in
loudness, intensity, and pitch, all combine to provide a total effect.

Good writers know this, which is why they “write for the ear.” Effective
communicators recognize the melodic and dramatic features of what is
written, and often compose their own words and melody. The Gettysburg
Address, for example, uses a memorable rhythm. And one noted piece of
advertising copy was delivered in an unforgettable way: “We make money the
old-fashioned way . . . we earn it.”

Communicating a message is the first and most basic responsibility of an
announcer. The announcer must think in terms of ideas, not words.

Finding key words in the copy is a tool for understanding meaning and
ideas. Getting the meaning of the message involves understanding and
identifying mood, pace, and purpose. The goal is to communicate, not just
to read.

Key words are not always obvious. Often some analysis and digging are
necessary to uncover the true meaning and impact of the piece. Noting key
words is part of marking copy. Another important part of marking copy is
identifying and decoding unfamiliar words and phrases. Wire service pho-
netic spelling, although it has its limitations, works well within the con-
straints of typewriters, teletype machines, and typical newsroom operations.

An announcer should make every effort to become familiar with the
principles of foreign pronunciation. In addition to learning some language
rules, it is important to know how and when to employ foreign pronunciation
and inflection. In most cases it is best to follow the rules of pronunciation of
the appropriate language but without trying to use the inflections of a native
speaker of that language. Speak as you would imagine an educated American
would, assuming some familiarity with the language in question. Never
hesitate before you say a foreign word.

Names of contemporary newsmakers are pronounced as the person named
wants. Names of foreign cities are pronounced according to conventional
American usage. In the specialized field of classical music, however, foreign
words receive full native accents and inflections.

The major component of marking copy is using symbols to aid interpreta-
tion. These symbols act like a musician’s notation and guide the announcer
to proper phrasing.

Phrasing—the grouping together of words into units forming single
thoughts—affects meaning and communication. Marking copy identifies
many of the signposts to meaning and communication. Also, it helps the
announcer convey the proper rhythm and inflections of words and the melody
of the words.

2
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1 e Mark up copy from the drill material in Appendix B
and C or copy provided by your instructor. Split into groups of
four and exchange copy. Compare similarities and differences.
Discuss the differences and why you feel markups are right
or Wrong.

Next, elect one person to read all four pieces of marked
copy, following the markings closely. Others in the group may
also do this, depending on time limitations.

3. Using newspaper articles, pick four key words per
sentence and write those words down. Do this for an entire
article. Many long sentences will have more than four key
words, so you will have to use your judgment in identifying
the most important words. Be sure to use a straight news
article, not a feature or human interest piece.

Read your key words aloud to a partner or to the class.
Your partner or the class members must try to reconstruct
the story from the four key words per sentence. When you
read aloud, play out the words broadly and give them as much
meaning as possible.

3. Write three approximately 30-second commercials for
automobiles, and to the best of your ability write them “to
ear.” Make up whatever details you wish, but structure the
commercials around these three concepts:

Commercial 1: To express elegance and love of luxury.
Think in terms of rich leathers, classic interiors, and
elegant lines.

Commercial 2: Youth, excitement, adventure.

Commercial 3: Practicality, dependability, durability, value
to a growing family.

Have a partner or classmate give an interpretation of the
commercials that you have written, aloud or on tape. Critique
that performer. Work with him or her until you feel that each
commercial is done correctly. Compare your critique with the
instructor’s eritique.
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Once he or she understands the basic message, the broadcast communicator
must apply those skills to the actual delivery of information. Whether you’re
reading voice-over copy from a printed script or ad-libbing your way through
the moming drive segment of an adult contemporary radio station, the basic
requirement is to generate a response from the audience.

In this chapter, we begin by discussing the basic principles of reading copy
and then deal with some of the nuances. We discuss ad-libbing in detail
Finally, we’ll examine two technical skills that are central to effective delivery
of the message: mic technique and camera technique.

Why bother to sit down before a mic or TV camera and read a piece of copy?
The answer is not as simple as it seems because, in addition to a good
mechanical delivery, a broadcast performer has several goals:

1. To communicate the message accurately

2. To convince the audience, on a one-to-one basis, that the performer
understands and believes what he or she is reading

3. To breathe life into the message

4. Tokeepthelisteners’ and viewers’ attention by giving energy to the reading

cating the
Message
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Using Your Voice

Genuine Delivery
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Your voice must
not distract from
the message.

CHAPTER FOUR

Accomplishing these goals involves proper use of your voice, a genuine and
believable delivery, and the addition of style to the reading.

Proper use of your voice will help you considerably in communicating, being
convincing, breathing life into a message, and keeping the audience’s interest.

A good voice is more than an “announcer voice.” Today, you can be
successful with what was once thought of as an average-quality voice. Innews,
there has been a trend toward hiring on-air people who act more like
journalists and less like performers. The commercial industry often needs
voices that express humor or whimsy. Radio station managers and program
directors search for true communicators who can reach a specific audience,
rather than baritones with “rounded tones.”

Two key elements of proper use of your voice were outlined in Chapter 2:

1. A healthy and relaxed vocal mechanism
2. The absence of distracting deviations, such as speech impediments or
inappropriate regionalisms

Here we add a third key element:
3. A natural-sounding, genuine delivery

A common beginning mistake is to put onan “announcer voice” and ignore
the copy, focusing on the delivery as an end in itself. But even if you
remember nothing else from reading this book, remember that the voice
is only a tool and the message in the copy is what is important. Your voice
must not distract from the message.

Some performers use the message as a vehicle for their voices, a practice
that is neither productive nor professional. Actor John Carradine once said
that one of the most valuable lessons ever taught to him was not to be “in
love with my voice.”

[tis difficult to define the elements of genuine delivery, because “genuine”
implies a sound as natural and unaffected as possible. And yet, the broadcast
studio is not a natural setting, and you certainly would not read copy the way
you speak to a friend in a restaurant. Although some people advise announc-
ersto talk as though they were speaking to friends in their living rooms, that’s
not, in a literal sense, what you want to do.

Y oumust work in an unnatural setting and make your performance appear
natural. You must make your message resemble the manner in which you
speak to your best friend. If you listened to a tape of a conversation among
friends, you would probably decide that it did not meet broadcast standards,
especially in terms of diction and energy level.

A genuine delivery adds excitement and interest to a message without
injecting artificiality. Mechanically trying to “punch up” copy can result in a
strained, unnatural sound. That strained quality sometimes is a result of not
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COMMUNICATING THE MESSAGE

paying attention to the phrasing of the copy. If the words and phrases have
been carefully analyzed and the copy marked appropriately, the delivery can
sound much more believable.

Lack of artificiality is rapidly becoming one of the most desirable qualifi-
cations for an on-air performer. Today’s performers in both radio and
television are people who can communicate one-to-one. No longer do
broadcasters address the audience. In radio, particularly, you are often being
listened to by one person who is alone.

Top performers who conduct interviews on the air have become particu-
larly adept at the kind of personal approach required of broadcasters today.
One of the best in this format is Terry Gross (Figure 4.1), whohasts Fresh Air,
an interview program heard nationwide on National Public Radio. She is
particularly adept at establishing a close rapport with both her guests and her
audiences. Although she has an excellent voice, she uses it conversationally,
putting her listeners at ease as they join her to explore the personalities of her
interesting guests.

A style can also be defined as a particular and distinctive characteristic or
mode of action. Style is a component of both writing and performing.

Style

Figure 4. 1. Terry Gross, who hosts
Fresh Air, an interview program
aired on National Public Radio, is
noied for her ability to communi-
cate one-to-one with both her
guests and her listening audience.

O



CHAPTER FOUR

It is difficult to draw a line between a stylized delivery and an artificial
delivery, and even more difficult to try to cultivate a style that works. Trying
too hard can result in an affected, phony delivery.

Yet broadcasters, by the very nature of their work, are required to have
something distinctive about their delivery and appearance. On-air people
frequently become noted for their styles, and unless a performer has some-
thing unusual going for him or her, advancement may be difficult.

There is no comprehensive list of styles, nor should you adopt mannerisms
based on the approaches given here. Bear in mind, too, that performers use
bits and pieces of various style categories to form their own unique styles.

Don’t consciously wedge yourself into a style or copy everything a
particular performer does. Do, however, remember that all performers pick
up things from their colleagues. No one lives in a vacuum, and the way in
which other professionals work must have an effect on each of us.

This eclecticism has a plus and a minus side. Johnny Carson admits that
some of his style was picked up from the late Jack Benny. The result for Carson
was obviously successful. On the other end of the spectrum, the clipped
speech pattern of David Brinkley once drew hordes of imitators, most of
whom probably retarded their own professional growth by trying to be David
Brinkley when one David Brinkley was enough.

Let’s look at some style categories and representative performers.

Sophisticated Diane Sawyer is an example of a performer who projects a
sophisticated air. She projects intelligence, culture, and taste in her bearing,
her phrasing, and in her appearance. She is one of only a very few performers
who manage to present this image without seeming to be a caricature of
sophistication. Former CBS News journalist Eric Sevareid also conveyed an
air of cultured intelligence, as does Morley Safer of CBS’s Sixty Minutes.

Figure 4.2. Molly McCoy has an
authoritative style that brings
credibility to her work as an
anchorwoman for CNN. (©CNN,
Inc. All Rights Reserved.)

Authoritative Someone who projects an air of importance and power
comes across as “authoritative,” a word that is overused in broadcasting to
promote news programming. ABC’s Peter Jennings is a good example of
authoritative style, asis CBS correspondent Leslie Stahl. CNN’s Molly McCoy
(Figure 4.2) also conveys authority as an anchor for CNN from Atlanta.

Whimsical Advertisers often seek performers who can project humor and/
or vulnerability. The whimsical style works well in specific applications. You
would not, though, customarily find this style in the anchor of the evening
news. There are certain whimsical elements in newspeople and people related
to the news business, such as David Brinkley, Charles Osgood (Figure 4.3),
and Andy Rooney.

Figure 4.3. Charles Osgood often
employs a whimsical style. (Photo
courtesy of CBS News.)

PFolksy Without peer in the aw-shucks, down-home approach to communi-
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COMMUNICATING THE MESSAGE

cation was the late Arthur Godfrey, who mesmerized audiences by his folksy,
personal manner of broadcasting. A performer who can master this style is
sometimes able to parlay it into great trust and therefore great sales power.
Godfrey did this superbly.

Walter Cronkite, one of the premier newspeople in the history of American
broadcast journalism, projects the aura of an intelligent next-doar neighbor.
Using phrases like “By golly!” when covering a space flight, Cronkite’s
friendly, informai style helps give him tremendous credibility. Charles Kuralt
also exemplifies the effective use of the folksy style.

Knowledgeable/Didactic Hugh Downs is noted for the knowledgeable/
didactic approach. “Ask Hugh what time it is,” Jack Paar once wrote, “and
he’ll tell you how to build a watch.” This schoolteacher approach inspires
confidence and curiosity.

Bill Moyers appears rather bookish and has a reputation as an intellectual,
which he bolsters by his style. He often analyzes a story in a way no typical
hard-news reporter would. Frank Gifford, a superb sportscaster, projects this
type of image. Newscaster John Chancellor is often described as professorial,
and he uses this style element to great advantage. Perhaps the epitome of the
didactic, professorial approach is the analytical approach employed by
George Will, who indeed once was a college professor.

Aggressive or Hard Sell Performers who seem to leap out of the radio
or television set represent the aggressive approach. Mike Wallace has made
a living from this style. Some ohservers have noted the aggressive manner
of Geraldo Rivera (Figure 4.4).
Rivera’s bearing and body lan-
guage convey a sense of energy—
evenurgency, although heisnoted
more for anemotional rather than
an intellectual approach. Sam
Donaldson carries the aggressive
approach to its zenith—or nadir,
depending on your point of view.

Physically Appealing Whena
performer’s appearance becomes
part of his or her persona, this
physical appeal qualifies as a style
element. However, an attractive
on-air performer does not auto-
matically fit only this one style.
In the most blatant of cases, it is

Figure 4.4. Geraldo Rivera.
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not difficult to see why an advertiser would feature Meredith Baxter Birney
or Tom Selleck. On a more subtle level, newscasters frequently benefit from
an appealing appearance. Although attractiveness was certainly not the
primary reason for their success, physical appearance has helped Dan Rather
and Connie Chung.

Sincere “C’mon, this is a real problem, so help me out here.” Phil Donahue
has turned sincerity into something of an industry, and for him it succeeds.
The sincere and trustworthy approach also works well for commercial
spokespeople such as Dick Van Patten, who capitalizes on his father-figure
image. Former CBS News anchor Walter Cronkite is still recognized as the
embodiment of the sincere and trustworthy news figure. Tom Brokaw
projects a youthful sincerity, and Charles Kuralt comes across as a friendly
next-door neighbor in his On the Road reports for CBS.

NWovelty Usually people in the novelty category have distinguishing charac-
teristics that make them virtually unique, yet they often have many imitators.
Howard Cosell is a perfect example.

Combinations of Elements The preceding descriptions of the categories
are of course not definitive. Many performers cut across style lines, using
several elements to hone their particular deliveries. For example,

e Ed McMahon. He combines hard sell, sincerity, and a folksy approach.

¢ Ted Koppel. Koppel gives the impression that he plans to get his
Nightline guests to deal forthrightly with controversial areas, even if
it makes them uncomfortable to do so. His style is not threatening.
He conveys authority through a combination of sincerity and a
knowledgeable approach. His effectiveness is enhanced by the
Nightline format, which places the guests in a separate studio from
Koppel where they don’t physically interact with others on the
program.

® Geraldo Rivera. The style of this controversial television talk show
host is remarkably effective in conveying to viewers the impression
that he represents them. He uses a “street-smart” image combined
with a sincere approach. Rivera alternates the aggressive style of an
investigative reporter trying to uncover wrongdoing with the image
of a sensitive person who is only putting his guests on the spot
because he has to get at some important issues.

* Bryant Gumbel. Gumbel (Figure 4.5) combines a direct, “let’s cut
to the chase” approach with a thoughtful, reflective style that often
comes through as the Today show goes to a break. His style tends to
dominate in brief conversations with co-hosts, a trait that has been
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criticized by some viewers.
His incisive interviewing
techniques are effective in
drawing out essential
information from guests in
the relatively short segments
that characterize the Today
show format.

* Judy Woodruff. She
combines an authoritative
presence, a knowledgeable
demeanor, and a measure of
physical appeal. Her
straightforward style of
interviewing conveys no
hint of her reactions to the
comments of guests, a trait
that also seems to characterize her tellow newspeople on the
MacNeil/Lehrer NewsHour.

Figure 4.5. Bryant Gumbel, of
the Today show, interviews
Professor Michael Seeds of
Franklin and Marshall College.
Gumbel’s incisive interviewing
style draws a considerable
amount of information from
guests in a relatively short
period of time. (Photo by Paul
Brawley)

You can certainly apply the same analysis to most performers you view
and, just as important, to yourself.

Developing a Style As we have said, developing a style requires a mea-
sured approach, not all-out imitation. It is a combination of assessing your
own strengths and weaknesses and experimenting with style elements that
capitalize on your strengths. We list briefly several methods for developing
a style.

1. Imitate performers who have style elements you would like to adopt. Do
this during practice sessions and within the bounds of reason.

2. Before adopting stylistic devices, analyze why those styles are successful
for the performers who use them. The foregoing section was intended to
stimulate such analysis. Ask why the style element bolsters that person’s
performance.

3. Play up your strengths and make a realistic evaluation of your weaknesses
as you appear to the audience. Aaron Frankel, Broadway director and
acting instructor, points out to students that personal qualities do not
always translate to the actor’s stage identity. The same halds true for
broadcasting. An extremely sophisticated and urbane performer may not
appear as such on camera or on mic.

4. Experiment. That is what practice is for. If something works, add it to your
store of knowledge and experience. If it doesn’t work, discard it.
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Learn from the tech-
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of others, but do not
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CHAPTER FOUR

5. Learn from the techniques and successes of others, but do not ape their
styles.

Many intangibles are associated with communicating a message. Most are
subtle, but such nuances often are key elements in getting the message across
effectively.

Gestures, energy, and body language are some of the more important
nuances involved in broadcast communication.

As anexercise, try delivering a piece of radio copy while sitting on your hands.
It’s difficult, or should be. Gestures, even on radio, act to color the delivery
by their association in our own minds with moods and feelings.

To turn the example around, adding gestures can help radio announcers
add expression to their readings. No, the audience can’t see the gestures. The
audience can, though, sense the announcer’s involvement in communicating
anidea. Just record a lighthearted radio commercial while smiling and again
while frowning. You’ll hear the difference.

On television, gestures are obviously more apparent. A television lens
magnifies many movements and makes them look exaggerated, so poor use
of gestures can also have a negative effect on TV

For example, restrain your head movement on television. A certain
amount of head movement is natural in everyday conversation, especially
among animated speakers, but it can be distracting on camera. Be especially
conscious of restraining the movement of your head when the TV camera is
on a tight shot.

Radio announcers who plan to move into television should restrain their

B 0 X 4. . 1

Guidelines for Projecting Energy
RSN L U SR Y ST

1 ¢ Show enthusiasm for the subject.

2 ¢ Project your voice and personality. As one director
puts it, “try to jump right into that lens.”

5 ¢ 'Vary your pitch and delivery, and be sure to avoid a
monotone.

4 e Look involved and interested, even in radio.
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head movement. too. If you have practiced head-bobbing for yearsin the radio
studio, it may be impossible to break the habit when you try to make a
transition to television. Avoiding this mannerism from the start is easier than
trying to break the habit later on.

Proper gestures, movement, and posture can reflect positively on perfor-
mance. We address this topic later, in a section on body language.

For many of us, putting energy into a piece of copy requires conscious effort.
Low-key speakers appear fine in most normal conversation but can seem
decidedly lackluster on the air.

Hereisagray area where the performer has to consciously “punch up” copy
but must avoid artificiality. The only way to arrive at a proper compromise is
through practiceand critique. During practice, it’s perfectly all right to overdo
the level of energy. If it appears too “hyped.” back off a bit. Fine-tune as you
go along.

The most important aspect of energy and liveliness is that you cast yourself
in the role of being extremely interested and/or excited by what the copy is
saying, just as you would be interested and excited when telling a friend you've
gotten a great job. That approach may be overdoing it a bit for some products,
and much news delivery requires amoresomber attitude. But energy is always
animportant attribute of a performer’s talent, and it is worthwhile to cultivate
these qualities. The guidelines in Box 4.1 will help you project energy and
liveliness.

On the last point, note that most top television performers actually are
physically fit. The professorial John Chancellor is, in reality, a large and
powerfully built man, and even though his physique is not immediately

5 ¢ Maintain good posture when on mic or on camera.

6 e Do not use excessive motion. Motion by itself will not
inject energy. Appropriate and controlled gestures will.

‘? ¢ Do not try to inject energy by using a high-speed
delivery. Speeding up a monotone won’t make it any more
interesting.

8 o Make every effort to appear and to actually be
physically vigorous. Successful radio performers sound vigor-
ous, and successful TV performers look and sound vigorous.

Energy
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Ad-Libbing
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obvious to the viewer, his physical energy and presence are. Walter Cronkite
is physically active and aggressive. Jamie Lee Curtis and Jane Fonda typify the
vitality and energy that health and fitness provide. Cronkite was at one time
a race car driver, and his competitive vigor shows on air. Dan Rather was an
energetic although undersized college football player.

Being in good physical condition never hurts and can help considerably in
the effort to give energy to your on-air work.

Body language has a powerful effect on a performer’s appearance and
delivery. It is really a combination of gestures, physical energy, and posture.

Body language reflects your attitude toward the audience. Pay attention to
body language and your use of it. Some suggestions are shown in Box 4.2.

Many people think of ad-libbing as a matter of opening the mouth and letting
the words flow. Even the most experienced performer, however, is never sure
exactly what will come out at a given moment. The result of a too-spontaneous
ad-lib is frequently embarrassment.

Most good ad-libbers have worked very hard to develop thought patterns
that allow them to draw material together in advance, even only a moment in
advance, and to use that material appropriately. Ad-libbing is a kind of role
playing, and even a second’s rehearsal in that role gives the performer an
advantage.

The ability to ad-lib (literally, to speak “at pleasure”) is becoming one of
the most important parts of a broadcaster’s arsenal. News reporters today

B 0 X 4 . 2

Use Body Language to Your Advantage
s s e e e SRR T

1 ¢ Make your body language show that you are open
and at ease. Avoid crossing your arms in front of you, which
reflects a closed and defensive attitude.

2 o Reflect vigor in your posture. Resist the temptation to
slump, which is a particular problem faced by TV performers
when sitting at a desk.

8 « Use body language to project an interested attitude.
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must ad-lib more often than ever before, thanks in large part to modern live
transmission technologies.

The first step in developing ad-lib talents is impossible to master in a quick
lesson: it is the state of being well educated and conversational in a variety of
fields. An announcer cannot fake knowledge. A news reporter must know the
facts, a program host must know something about the guest’s topic, and a
radio personality must, if he or she ad-libs about local matters, be up on
current events,

Step 2 in effective ad-libbing consists of learning how to do a quick
encapsulation and rehearsal. Give some thought, even an instant’s thought,
to what you want to say. Break it into coherent, short, and simple thoughts
and phrases. Mentally edit what you want to say. The biggest problem of most
ad-libbers is their tendency to ramble on too long. One of the authors of this
book, for example, was once assigned to ad-lib a 90-second piece froma crime
scene live over the air. Just moments on the scene, and panicked by the thought
of having to fill 90 seconds, he delivered a rambling, barely coherent report
that went 6 unbearable minutes. The point? Ninety seconds is not really very
long to ad-lib. and the report would have gone much better if the reporter had
collected what few facts he did know, assembled them into three or four
coherent thoughts, and ad-libbed without trying to fill. This would have
turned out to be much closer to the 90-second requirement and would have
made much more sense.

The same principles apply to the interview format. Some program hosts are

Leaning slightly forward toward the camera lens gives the
impression of energy and interest.

4 o Review videotapes of yourself in search of uncon-
scious negatives in your body language. Do you clench your
fists while smiling? Do you wet your lips, giving the impres-
sion of nervousness even if you are calm?

5 o Be aware of how your body language affects others.
During an interview program, tenseness on the host’s part
often communicates itself to the guest.

6 o Maintain the posture and breathing habits demon-
strated in Chapter 2. Good posture energizes a performance
and improves breath support.

©
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Less is always better
when it means the
difference between a
coherent ad-lib and

rambling.
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more concerned with showing what they know rather than clarifying what the
guest knows, and they ad-lib a halting and seemingly endless recitation of the
facts during the show’s introduction. Less is always better when it means the
difference between a coherent ad-lib and rambling.

Here is a review of the principles of good ad-libbing followed by an
example:

1. Plan and encapsulate. Sum up what you want to say in a few mental notes.
2. Deliver the ad-lib in bite-size segments.
3. Keep it short.

Good ad-libbing involves giving a natural appearance to an unnatural
action. When we speak in normal conversation, we don’t use the well-
thought-out phrases of expert reporters. This is graphically brought home to
people who read transcripts of what they have said in court testimony or legal
depositions. What sounded quite lucid while being spoken seems almost
unintelligible and semiliterate when reduced to the written word.

Thus news reporters ad-libbing live over the air need to organize their
material more carefully than if they were describing the scene to someone
during a telephone call. Organization and as much pre-air planning as
possible are needed. For example, take this scene approximated from a
report of a major windstorm.

This is reporting from the mobile unit. . . . It’s really
difficult driving because of all the debris in the road, and we don’t know
when the situation is going to be cleared up. The winds were very heavy,
and because of all the debris in the road, police are banning travel. Like
[ said, it’s difficult getting around because of the power lines and
downed treelimbs . . . sopolice don’t want people on the roads. Noone
is quite sure when the situation is going to be cleared up . . .

Had the reporter given a bit more thought to the coming ad-lib, the
thoughts could have been broken down into three main points:

1. Police have banned travel.
2. Storm damage is heavy.
3. There is no indication of when the situation is going to be cleared up.

Breaking that down might take all of 5 seconds, but the result would have
been a significantly better report:

This is reporting from the mobile unit, one of the few
vehicles on the road now because the police have banned travel in the
wake of this evening’s windstorm. Debris in the road has made driving
virtually impossible . . . the city streets are liftered with downed tree
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limbs and power lines. At present, police aren’t able to give any
indication of when the situation is going to be cleared up.. ..

The same information is presented, and the report is shorter and more
logical.

The principle of planning and encapsulating applies to all facets of ad-
libbing. A radio staff announcer, for example, might want to ad-lib about the
upcoming Fourth of July weekend. Instead of barging headlong into the ad-
lib, she thinks, “I'll come out of the music, read the weather, mention how
short the summer has seemed so far— it’s almost the Fourth of July— then
talk about some of the events coming up.”

In addition to being an accurate and coherent expression, an ad-lib should
be able to pass the test of appropriateness and should be delivered with a
professional-sounding flow.

Appropriateness Just why do you want to ad-lib? To say something, or to
hear yourself talk? Try to avoid the latter option. It never hurts to subject a
planned ad-lib to this test. A radio personality whose primary purpose is to
entertain still must deal in appropriate ad-libs, which touch on common
experiences that have meaning to the listeners. In-jokes concerning station
personnel, for example, don’t meet this test.

Flow Practice eliminating pauses and interjections. Saying “uhh” or making
extensive pauses can become annoying tolisteners. There isnoreason, inmost
cases, for these delays to collect one’s thoughts. Stalling and interjections are
primarily nervous habits.

Although the principles just outlined are useful for just about any
circumstance, certain tasks require individualized techniques. Let’s look at
some specific ad-libbing requirements of some typical broadcast performance
situations.

In radio today there is considerably less ad-libbing in general than there once

was. Most modern radio music formats promote themselves as providing
listeners with “more music, less talk.” So a steady stream of patter from a
“personality”-oriented announcer or disc jockey is counterproductive.

The key s that “less is more.” Most radio shifts today call for the announcer
to be the facilitator. It isher or hisresponsibility to make the program elements
flow together and create an atmosphere where the audience feels comfort-
able. Announcers must blend with the overall sound that identifies the station
and the format. Ad-libbing helps in that effort by providing information and
supplying transitions to smooth the process of getting from one program
element to another.

In large-market radio, there are usually strict guidelines for announcers
who work an airshift on a music program. In mostcases, the music is the star.

Ad-Libbing in Radio
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Announcers are expected to talk about things that will interest the particular
types of listeners the station is targeted to reach. An oldies station that targets
adults between the ages of 35 and 44, for example, wants its announcers to
be knowledgeable about the music and the events that occurred when it was
first popular.

Many stations will spend a great deal of money researching the music they
play to determine how often a particular cut should come up in the playlist
rotation and how the music should be blended to meet the desires of the
audience. One major-market announcer who was fond of claiming full credit
for attracting listeners to the station was invited by the program director to
substitute polka music for his normal fare of contemporary hits to see if his
sparkling presence was really the crucial element that held the interest of
listeners. He declined the challenge. A talkative announcer who wants to be
the center of attention can interfere drastically with a carefully designed music
format.

For those announcers who are permitted creative leeway, there are fewer
restrictions on the style and content of the program. In these programs (often
aired in morning drive time), the personality is the focus. Personalities in
major markets often work with a producer who helps put together ideas for
the program and helps in the studio work necessary to make the material work
on the air. Even though greater creative latitude is allowed on personality
programs, there is no less attention to the content of the show. The host of a
“personality” morning show, for example, often spends three or more hours
after the airshift preparing for the next day’s program.

At Baltimore’s WQSR, the morning air personality sits down with the pro-
ducer at the end of the show to discuss that day’s program. They discuss what
worked and what didn’t, and talk about ways of improving things that didn’t
work well. From 11 A.M. until 1 p.M., the producer and the personality go into
the production studio to produce the material to be used the next morning.

WQSR’s general manager Brad Murray says that to be successful in large-
market personality radio, you need to be creative, a good writer, and well
informed. Many of the comedy elements used on personality shows are based
on current topics in the news. The personality must also be sensitive as to how
far he or she can go in flirting with the boundaries of good taste. Top radio
personalitiesand their producers usually know when they’re crossing the line,
according to Murray. When they get into questianable areas, they ask for an
opinion as to whether or not to go with the idea.

Depending on which format you’re working with, ad-libbing is either
virtually nonexistent, as in some “lite” music stations, or is a major element,
as in many contemporary hit radio formats. A brief look at several popular
formats will show how widely ad-libbing requirements can vary in radio
today.

Country Modern country formats are much changed over the hillbilly styles
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of most country stations of an earlier era. As pointed out in the discussion of
staff announcing responsibilities in Chapter 5, today’s country music record-
ing industry uses all the mixing techniques used in any other category of
music. Aside from the major identifying characteristics of steel guitars and
lyrics about truck driving and cheating in love and romance, country music
stations don’t vary widely from many cother formats in their overall sound.

Consult Chapter 5 for the general requirements of the country station staff
announcer. At this point we’ll focus on the special requirements for ad-libbing
in this format.

The overriding principle of effective ad-libbing in a country format is
“know the music and the artists who create it.” While your ad-libbing will be
restricted by the same “more music” constraints of all modern music radio,
the ad-libs you do use will almost always touch some aspect of the current
scene in country music.

If you are new to the category of country music, you’ll need to get a quick
education. There are several good histories of country music in book form.
Check one or two out of the library and bone up.

For actual on-air ad-libbing, here are several principles to guide you:

* Relate comments to what is going on at the moment on your sta-
tion. Don'’t start talking about the latest Hollywood gossip about
Dolly Parton if you've just come out of a cut from Merle Haggard’s
latest album.

» Don'’t depend on your memory of items in the news when making
comments about the music or the artists. Bring clips of information
to the studio with you so you can briefly review the information
before using it on the air. Chances are listeners are already aware of
any news, and you'll lose all your credibility with your audience if
you get the facts wrong.

* Never make fun of the music or the artists. Country music fans are
fierce in their loyalties. Many countrv music fans regard their fa-
vorite artists as “family.” Attempts by a radio personality to get a
laugh by making comments about an artist are not well received.
The same, of course, holds true for all music genres to some extent:
listeners may also take offense at remarks about performers as
diverse as Bob Dylan or Frank Sinatra.

Adult Contemporary or Lite The concept of the announcer as facilitator
of program flow is nowhere more prominent in radio than in the adult
contemporary format. Ad-libbing should be used sparingly and often is not
evenallowed by program directors. Keeping the music flowing is the key here.
This format tends to have greater diversity of music styles than many others
in radio. It tries to draw from a bit wider spectrum of musical tastes. The
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theory is that, even if listeners may not particularly like what’s playing at the
moment, they will often stay around long enough to hear a selection they do
like. But there must be music.

Ad-libbing, when permitted, is very brief and usually is based on the
weather, traffic reports, of comments on a current movie or a performance
by an artist featured in the station’s music format.

For ad-libbing purposes, it is not necessary to have the kind of in-depth
knowledge of the music that country music announcers need. Usually the
adult contemporary formats have oldies mixed in with more contemporary
cuts, but oldies are not the featured aspect of the format, so avoid ad-libs
taking off from nostalgia that accompanies a selection. The guidelines to keep
in mind for ad-libbing in this format are

o Keep remarks very general. Since the audience has a somewhat
broader range of interests than those of other formats, you only risk
offending part of the group if you give opinions about anything.

» Submerge your personality. The announcer’s role as facilitator is
aided by a certain amount of anonymity. The music should form the
central core of the station’s sound. Ad-libs that draw attention to the
personality of the announcer detract from this goal.

o When in doubt, leave it out. If you have any question in your mind
about the appropriateness of an ad-libbed remark, don’t say it.
You’ll seldom be worse off by passing up an opportunity to ad-lib.
You may, however, regret having interjected an item that turned out
to be innappropriate.

Top 40 or Contemporary Hit Radio (CHR) The CHR format, as it exists
on most stations, includes more ad-libbing than any other format in radio
with the exception of talk radio. The CHR format follows in the tradition of
the Top 40 stations of the 1950s, where the personality of the disc jockey
figured heavily into the sound of the station. There are several varieties of
personality type within the category identified as CHR. They break generally
into three basic types:

1. Rock jock. This is the modern equivalent of the personality form invented
by the famous D.].’s of the 1950s. They maintain a steady patter laced with
information about the music and the artists. Various items of interest to
teens and young adults are interspersed, punctaated by humor that appeals
to those groups. Energy is the hallmark. The overall sound is heavily
produced.

2. Outrageous. This style skirts the boundaries of good taste, occasionally
overstepping the boundary of what some find offensive. Disc jockeys who
affect this style typically insult listeners and often make disparaging
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remarks about well-known people. The sound is characterized by short
prerecorded segments with heavy use of sound effects.

3. Shock jock. This personality tvpe exists primarily in large markets where
the personality can afford to annoy substantial numbers of listeners, many
of whom will tune in out of a sense of curiosity about how far the disc jockey
will go in his or her effort to shock listeners. The bounds of good taste are
frequently crossed, and the only restraints seem to be to make obvious
word substitutions for language that would be considered too offensive for
broadcast.

The requirements for ad-libbing in the CHR format will of course vary,
depending on the particular style. The style of personality will often vary by
time slot within the same station. There may., for example, be an vutrageous
style jock for a“Morning Zoo” program in meming drive time and a standard
rock jock for midday. Some general principles can be stated for all three
categories within this format.

* Develop a humor style based on the youth culture. Take a lead from
the Saturday Night Live and David Letterman types of humor, but
be sure to avoid the appearance of being a rip-off artist, who steals
phrasing and material directly from these sources. Work on humor
that meshes with these styles, but that bears the stamp of your own
personality.

* Keep up with the music and artists that constitute the format. Read
trade press articles about them and keep up to date on news about
items such as concert tours, film appearances, and music videos.
Integrate this into your ad-libs. This is particularly necessary for the
rock jock who has less reliance on humor and shock to create an
effect.

* Maintain a high energy level in your style. This is helped by the
heavy use of short produced program elements that characterize this
format. Prepare a list of ad-lib topics and short items, and take it in-
to the studio with you. Check them off as you use them to avoid
repeating items. Keep comments short, and move quickly from item
to item.

* Even in the categories of outrageous and shock jock, there is danger
in going too far beyond the limits of the acceptable. The line is dif-
ficult to define. but when you have gone 100 far, it can mean the end
of the job and sometimes the end of your career. The best guideline
to avoid going too far is to make it a practice to back off when you
sense that you may be overstepping the bounds of what you can get
away with—with your audience and your station management.
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Ad-Libbing on Television
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Talk Radio The announcer on talk radio must be able to ad-lib effectively
about a wide number of topics. The major key is to be well informed. You
should regularly read one or two major national newspapers, a good regional
paper, and both general-interest and news magazines. You need to keep up
with topics and people who appear on Nightline and other public affairs
programs on television, and you will have to be generally aware of the books
that are drawing a large public following.

In short, the talk show host has to be a well-rounded person who can
articulate thoughts with clarity and style. Not an easy assignment, but for
those who do it well there are many opportunities for work.

Ad-libbing in this format requires the ability to move quickly from one
topic to another and to deal with a wide variety of people. General principles
to keep in mind are

e Bone up on the topic under discussion. If you are speaking with a
guest expert, familiarize yourself with the guest’s background and
with the books he or she has written. Read the background on
topics in the news that are scheduled for discussion.

e Be careful about expressing opinions. Unless your assignment calls
for a personality who has strong opinions that are supposed to
provoke listeners and guests into disagreement and conflict, soft-
pedal your opinions. In general, keep your comments as neutral as
possible, but don’t be afraid to play “devil’s advocate” to generate
discussion.

e Don’t let yourself come through as a know-it-all. The most effec-
tive host comments in talk radio are made with a certain degree of
humility. If you are as well informed as you should be, you will be
far more knowledgeable on most topics than the average call-in
listener. Never forget, though, that the listener is the most important
element of the equation. Treat all callers with respect, but don’t get
drawn into displays of emotion.

Radio ad-libbing is an art that demands careful attention to context. A
reticent talk show host will not succeed; nor will a big-mouth adult contem-
porary announcer. Many announcers can effectively work in a number of
different formats and quickly sense the requirements of ad-libbing. The key
is that when it’s done effectively, ad-libbing is virtually unnoticeable as such
totheaverage listener. When it drawsattention taitself, ad-libbing can detract
from the impact of the format in general. The announcer who does so quickly
becomes expendable.

Several television situations require announcers to ad-lib. On the local
level, news, sports, and weather programming often call on announcers
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to ad-lib. Also at the local level are talent assignments involving hosting movie
programs, and local talk or interview programs.
Network-level announcing assignments that require ad-libbing include
game show hosts, talk show hosts, sportscasting, and news reporting.
Some general guidelines for each category can help prepare you for the ad-
libbing requirements of each of these assignments.

Local Local news, sports, and weather talent need to be prepared to ad-lib
in these general sets of circumstances:

1. Between segments on the news set. The concept known as “happy talk”
brought ad-libbing to local news programs all over the country. The
extremesofthat idea, in which the conversation was specifically structured
to convey the impression that the on-camera talent were great friends, has
given way to brief segments of conversation that simply function as bridges
between segments of the program.

2. In live reporting situations. The increasingly common use of live reports
from the scene of a news event makes it necessary for reporters to ad-lib
news reports that once would have been taped and edited for broadcast.
Live sports coverage also uses on-air talent to fill in spots between sports
action with ad-libbed material.

3. Duringweather shows. The TV weather reporter is the only person on the
news set who works without a written script. The basic information is
given on the maps and charts, but it is up to the reporter to present the
information smoothly.

4. When hasting television movie programs. Although this formzt is disap-
pearing rapidly, some programs on some local television stations still
broadcast feature films in a format tha calls for ahost to introduce the film
and make comments in the spots where there are commercials.

5. During local talk shows. Programs in which a host interviews area
personalities and visiting celebrities require talent to ad-lib extensively to
make the program run smoothly.

Network At the network level, ad-libbing is done by live news and sports
reporters, talk show hosts, and game show hosts.

News and sports reporting requirements are similar to those at the local
level, although the audience is larger. The same general abilities are required
at network and local levels.

Game show hosts have special requirements. Generally, they must create
an atmosphere of fun for the participants and the audience.

Talk show hosts at the network level are generally required to interact
easily with guests and to move the conversation along so that it stays fresh and
entertaining for the audience.

Whether at the network or local level, each of these assignments requires
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announcers to draw on their experience to make the unnatural seem natural.
Those who succeed in that task draw little attention to their ad-libbing ability.
That’s the sign that they have succeeded.

It is difficult to draw general guidelines for ad-libbing in these different
circumstances, but there are several principles to keep in mind.

® Prepare yourself as well as possible before you go on camera. If you
are on the news set, for example, plan ahead with colleagues to
establish the general sequence of the conversation. If no one knows
what to expect, and everyone tries to jump in to fill up the dead air,
viewers will sense the confusion and the credibility of the whole
news team will be in jeopardy. If you are reporting live, list what you
will say in sequence. Do the same thing for live sports reports.

e Don'’t be a slave to your pre-set plans. The best ad-libs are indeed
“off the top of your head.” The trick is not to have blind faith that
something will occur to you once you're on the air. If you have
prepared properly, you'll have an idea of what you will say when
you are expected to ad-lib. If something better occurs to you later,
go with it.

¢ Try to think ahead about what exactly will tuke place during the
program or program segment you're involved with. Not all situa-
tions requiring ad-libbing are live, but many are. The more you
can anticipate what will happen, the more confidence you'll have.
Relaxing and feeling confident improve the effectiveness of your
ad-libbing. The same goes for taping sessions. There is a certain
amount of leeway for error in some ad-lib situations, but the more
professional you are in the session the better you’ll feel about your
performance.

Ad-libbing in performance situations is the ultimate test of a professional.
Those who do it well have considerably broader opportunities for advance-
ment in broadcasting than those who can simply read a prepared script.

We'll discuss ad-libbing more as it fits in with other aspects of various
performance situations, in later chapters. For example, there is more on ad-
libbing for staff announcing in general in Chapter 5. News ad-libs are explored
in the context of overall considerations for on-air work in both radio and
television in Chapters 6 and 7, and ad-libbing for commercials is examined in
Chapter 10.

The rest of this chapter deals with techniques of playing to microphones and
cameras. Mic technique and camera technique are major components of basic
announcing skills, and they have an enormous impact on a performer’s ability
to communicate a message.
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In broadcasting, the equipment necessary to put the broadcast over the air
is a very prominent part of the performer’s work. The ability of a performer
who does not know how to deal with mics or cameras can be seriously
compromised by technical errors. By extension, a performer knowledgeable
about equipment can enhance his or her performance. Some mics, for
example, tend to flatter voices of certain types.

A basic communication model (Figure 4.6) shows that in terms of
communication, anything that hinders transmission of a message from sender
to receiver is known as interference. A great deal of interference may be
generated by a performer who is uncomfortable and unfamiliar with the tools
of the trade.

There is no necessity for every performer to be a technician. Only a basic
knowledge of mics and camera technique is required for skillful on-air work,
but that knowledge is essential.

A microphone reproduces sound by means of a diaphragm within the
instrument. The diaphragm vibrates in response to sound. Sound is a
vibration of molecules in the air or other medium. The diaphragm of the mic
responds to that sound in much the same way as our eardrums respond to
sound. The mic then converts the vibration of the diaphragm into an electrical
signal, which can be transmitted or recorded. The process of converting one
form of energy to another is known as transduction.

What does this mean to the broadcast performer? Various miicrophones
respond differently to sound. To use the instruments properly, performers
should be aware of at least some of these differences.

©
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Figure 4.6. A basic communication
model.
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Only a basic knowledge
of mics and camera
technique is required
for skillful on-air work,
but that knowledge

is essential.

The Microphone



Figure 4.7. Examples of the three
main types of mics. (a) The EV
635A, a rugged, dependable,
moving coil mic. (b) The RCA
77DX, a fine-quality ribbon mic.
(c) The Neumann U-87, a popular
condenser mic. (Photos courtesy
of Gotham Audio Corporation,
New York City.)

(a)

CHAPTER FOUR

Microphone Types Mics are classified first according to their internal
electronics. The mics most common in broadcasting are the moving coil,
ribbon, and condenser types.

MovinG coil: The diaphragm vibrates in sympathy with the sound that
activates it. An attached conductor moves through a magnetic field and
creates an electrical signal. Moving coil mics, such as the ElectroVoice 635A
(Figure 4.7a), are regarded as rugged and versatile, and are used extensively
in field work.

RiBBON: A thin foil ribbon is suspended between two poles of a magnet.
Vibrations move the ribbon; the moving ribbon creates an electrical signal.
This mic is not very rugged, but many broadcast performers like a ribbon
because it is said to impart a warm, rich quality to the voice. RCA’s 77DX
(Figure 4.7b) is an old-fashioned ribbon mic still favored by many announcers
whofind that the ribbon element flatters their voices. But ribbon mics do have
their disadvantages, one being an extreme sensitivity to wind. Popping of
plosives (p’s and b’s) is very evident on a ribbon mic.

CONDENSER: An electrical element called a capacitor stores an electrical
charge. Actually, “condenser” is an old term for “capacitor” that happened to
stick as the name for this type of mic. An electrical charge is applied to the
diaphragm and a capacitor plate. The vibration of the diaphragm produces a
change in capacitance, which is transduced into an electrical signal.
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Condenser mics provide the highest quality of sound reproduction with
excellent sensitivity. (A good example is the Neumann mic pictured in Figure
4.7¢). For a performer, this can be an advaniage and a disadvantage. Extreme
sensitivity provides the intimate “presence” so in tune with many FM radio
formats. Conversely, a supersensitive condenser mic picks up a great deal of
unwanted sound, such as breathing, mouth noises, and console operation.

Pickup Patterms Another major consideration in mic technique is knowl-
edge of pickup patterns. The major pickup patterns are omnidirectional,
bidirectional. and cardioid.

The omnidirectional mic picks up sound from all directions equally well
(except fram the very rear of the mic, where the actual mass of the unit blocks
sound reception). A very simplified representation of the omnidirectional
“pickup pattern” is shown in Figure 4.8a. The pickup pattern chart packed
with the mic would contain concentric rings representing the relative volume
in units of scund intensity called decibels. Technical details are beyond the
scope of this book, but if you are interested in exploring further the role of
sound and audio in broadcasting, we suggest you consult Modern Radio
Production by O’Donnell, Benoit, and Hausman, and Audio in Media by
Alten (see Suggested Reading).

For the performer, an omnidirectional mic is especially useful in hand-held
operations where background noises are desired, as in many news applica-
tions.

The bidirectional pattern (Figure 4.8b), which is characteristic of the
ribbon mic, is sometimes useful in a two-person interview.

“Cardicid” means heart-shaped, which describes this pickup pattern (Fig-
ure 4.8¢c). Remember, these patterns extend in three dimensions, so a cardioid
mic’s pickup can be approximated by imagining it to be the stem of a gigantic
apple.

A cardioid pickup pattern is useful to the performer in that it cancels out
sound from the rear. That feature is often essential in “combo” operations
where a radio staff announcer operates the console and other equipment. If
noise from the background were not canceled, the listener would be treated
to a wide variety of clicks and thumps.

Frequency Response [n addition to mic type and pickup pattern, fre-
quency response is an important consideration to on-air perfarmers. Fre-
quency response is a complex subject, but basically it means the range of
frequencies that can be picked up by an audio system, and because of
differences in this response, certain mics emphasize certain pitches and de-
emphasize others. One notable characteristic of cardioid mics is known as the
“proximity effect,” an emphasis of bass frequencies as the performer moves
closer to the mic. This can be good or bad, depending on the announcer. Some
mics emphasize the frequencies that lend clarity to speech, such as the higher
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Figure 4.8. Three mic patterns.

(a) An omnidirectional pickup
pattern—mic picks up sound
equally well from all directions.
(b) A bidirectional pickup pat-
tern—mic rejects sounds from the
sides, hears only front and back.
(c) A cardioid (heart-shaped)
pickup pattern—mic rejects sound
from the rear.

a

®
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frequency sounds of consonants. lhese types of mic are quite useful when
maximum intelligibility is required.

Still other mics have switchable patterns. The user, for example, may select
a “flat” response for music (all ranges of frequencies receiving equal empha-
sis), or a “bass roll-off,” where the bass frequencies are deemphasized, to
defeat the proximity effect and lend greater clarity to speech.

Microphone Selection and Use Selection and use of microphones can
have an impact on the performer’s image and appearance. Selection of mics
is usually done by someone other than the performer, although experienced
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announcers do develop a preference for particular mics and use them when
available. More important for the entry-level performer is knowing how to
translate the information just presented into effective performance. Some
practical suggestions are given in Box 4.3.

Leaming prcper mic techniue requires an investment of time and a
willingness to experiment. You must also ask questions of engineering and
praduction personnel, who usually will be willing to fill you in on any aspect
of mics and their use.

The equipment of television places a variety of demands on broadcasters. Mic
technique is not very important because mics in TV are usually clipped to the
performer or hung from booms. The unblinking eye of the camera, however,
can flatter a performer, or poor camera technique can hinder the performer.

PlayingtotheLens One of the major problems faced by newcomersto TV
performarice is difficulty in becoming comfortable with the properties of the
lens on the TV camera.

To play to the lens, work as follows.

1. When you look at the lens, look directly at it. Even a small diffraction of
the angle of your gaze will be very apparent to the viewer.

2. Take an occasional glance at the studio monitor so that you know what
kind of shot you are in. When the lens is on a close-up, you must be careful
10 restrain movement and gestures.

3. Use praper eye movement. Some of us glance to the side when carrying on
a conversation. Although not particularly bothersome in normal conver-
sation, this habit is extremely distracting on TV. A camera lens will
mercilessly pick up this movement, and the performer may look “shifty-
eyed.” When you break contact with the lens, it is much better to glance
downward than to glance sideways.

The subject of camera changes is addressed more completely in the
chapter on tekevision news, but it is worthwhile to note that changing the
gaze fram one camera to another is a good talent to cultivate. Do not make
a glassy-eyed rotation of the head. Instead, pretend you are changing
conversation partners at a party.

Posture amd Bearing Movement and posture are important elements of
camera technique. To use movement and posture to improve out on-camera
appearance, try the following:

1. Learn a standard stance and practice it. This is particularly important to
announcers who read while seated at a desk. Considerable practice often
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goes into developing a good-looking and consistent
body position. Desk-sitting announcers should prac-
tice using the full-front or three-quarters postures (Fig-
ure 4.9). The goal is not to slump and to avoid unneces-
sary movement, while appearing reasonably relaxed.

2. Don'’t fidget. Excessive blinking, table tapping, and
constant wetting of lips will imply that you are ill at
ease, even if you are not.

3. Don’t use mechanical expressions. The “raised
eyebrow” that some viewers think implies skepticism
may simply be a gesture that the newscaster has
affected. Not only does it not mean skepticism, it
doesn’t mean anything.

The newscaster’s pasted-on “concerned face” can
often appear ludicrous and can be offensive to some
viewers who know that you really are not ready to
break into tears. Some viewers may feel that amaudlin
expression is an insincere attempt to appear emotion-
ally moved by a tragedy that is being reported.

Figure 4.9. The three-quarters
position is frequently used when
on-camera talent is seated at

a desk.

Eye Contact Now that prompting devices (Figure 4.10) are common in TV
stations, maintaining eye contact isn’t as difficult as it once was. Devices such
as the TelePrompTer consist of a mitror that is angled over the camera lens.
A special camera takes an image of the news copy, and
that image is projected onto the mirror. The news-
caster or other performer can see the script, but
it does not interfere with the camera’s view.

You will, though, be required to read directly from
copy in many circumstances. In TV news, late-break-
ing events, election coverage, and so forth all require
™ 4 g1 you to read from printed copy and still maintain good
s eye contact.

Maintaining eye contact involves the ability to read
ahead a sentence or two in the copy. This skill is
valuable for radio announcers, too, because it allows
them to monitor clocks and look at equipment they are
operating. Reading ahead also allows you to spot errors
in copy and allows a moment or two to adjust. To
cultivate eye contact, use the following guides.

1. Practice reading one sentence ahead of the point in
the copy you are reading aloud. This is nowhere near as difficult as it
sounds, and experienced communicators can often digest entire para-
graphs in advance of the words they are reading aloud.

Figure 4.10. A prompting device
allows you to read from the script
while maintaining eye contact
with the camera.
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Tips for Using Microphones
SRR O S R eSR a]

1 ¢ If you have problems with popping plosives, avoid
ribbon mics. In addition, position yourself and the mic so that
you can speak across the diaphragm, not directly into it.

2 o Positioning yourself closer to a mic will provide a
more intimate feel to your reading. This is particularly true of
the supersensitive condenser mics. Be aware that the intimacy
can be accompanied by a strong increase in the audibility of
mouth noises, such as lip smacking and teeth clicking.

3 o Working closer to a mic with a cardioid pattern will
lend a deeper quality to the voice. It also may muffle the
sound reproduction, which is why some station engineers
cover the mic with a thick foam wind filter. The filter me-
chanically keeps the announcer back from the mic.

4 o Wind filters, which come in many shapes and sizes,
can sometimes be of use to the announcer who is operating
outside in windy conditions or has a problem with popping
plosives. These filters, also known as pop filters, simply block
some air movement.

5 ¢ When speaking into a mic, maintain the same relative
distance from the instrument. This depends on the piece you
may be reading, of course. For an intimate feel you might

want to move in closer to the mic, but be sure to maintain that

same distance throughout the reading so that the intimate feel
is consistent.

6 ¢ How close should your mouth be to the mic? The
answer depends on your individual speech pattern, the mic
itself, and the effect desired. As a general rule, 6 inches,
about the length of a dollar bill, is a good working distance.

r? ¢ You will want to work closer to the mic in noisy
situations. Move farther away from the mic if you have a
deep, powerful voice and tend to sound muffled during play-
back.
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8 e Hard-sell pieces generally sound more convincing
when the announcer moves back from the mic. The perspec-
tive offered more adequately reinforces the hard-sell message
than a close-up, intimate perspective.

Push yourself during practice sessions to scan as far in advance as
possible. Reading ahead helps in more ways than maintaining eye contact,
because you will be digesting and repeating back ideas rather than words.

2. When reading from a hand-held script, avoid looking up at monotonously
regular points. Don’t, for example, get into the habit of glancing down at
the end of each sentence.

3. Although prompting devices have simplified the problem of making eye
contact, they do require some measure of skill. For one thing, a performer
using a prompter must avoid staring too directly into the lens. It’s natural
to keep an eye on the lens, though, so remember to glance down
occasionally.

4. Announcers with poor eyesight need the prompters placed close to them.
Otherwise, they will stumble over the copy and squint. But performers
with very dark eyes must be wary of having the prompter and the camera
lens too close, because the movement of their eyes from word to word will
be apparent and can be distracting.

Energy One of the most important elements of camera technique and on-
air performance in general is the ability to infuse energy into a performance,
and the most common defect is a lack of that energy. Consider these three
remarks overheard or read recently:

e “Be as vibrant as possible,” a TV talk show producer recently told a
guest for an upcoming segment. “There’s something about the
medium that robs energy.”

e “If you sat next to the announcer on the set,” a weather reporter told
a trainee as they watched the host of Good Morning, America, “he’d
blow you away. But on the air he has just the right level of energy.
You need that kind of energy in your performance.”

e “I am returning your tape,” wrote the news director. “Your appear-
ance is good, your voice is outstanding, but your energy level is very
low. If you don’t care about what you are reading, why should the
viewers?”

It is better to inject too much energy than too little. First, what you think
is too much might be just enough after the lens and camera have “robbed” the
energy. Second, it will be easier to back off than to try to add.
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In the most basic terms, reading copy involves using the voice to facilitate
expression, and communicating the ideas with an unaffected delivery. The
way the announcer does this involves the element of style. Polished perform-
ers often borrow style elements from professionals they admire, and you can
do the same. However, developing a style must never be outright imitation.

Many of the announcing skills needed to communicate a message involve
nuances. Gestures are a nuance that can improve expression even in radio
because they add an intangible element of communication. Gestures must be
carefully controlled because the television lens magnifies gestures and they
can detract from appearance. Energy is another nuance, and a performer
should always infuse energy into on-air work. A third nuance is body
language, which can subtly convey many impressions to the audience. A talk
show host tensely holding the arms across the chest, for example, will convey
the image of a withdrawn and up-tight person, a feeling that may be
communicated to the audience and to a guest on the program.

An increasingly important basic announcing skill is ad-libbing. To be
effective, an ad-lib must be kept brief and must be thought out in advance,
even if the announcer can devote only a moment to planning. Break down
what you want to say into distinct ideas, and make mental or written notes of
those ideas.

Both radio and television performers need to develop the ability to ad-lib.
Ad-libbing in radio requires a knowledge of the audience and the format. Ad-
libs must blend well with other elements of the overall station sound. Today’s
“more music, less talk” concept requires music show hosts to make ad-libs
short and effective. Talk radio hosts need to keep up with current events and
tomove quickly from one topic to another. Television situations that require
ad-libbing include news, sports, weather, talk and interview programs, and
hosting movie shows.

Camera and mic technique are crucial in communicating a message. An
ammouncer who knows how to work effectively within the technical con-
straints of the media and can take advantage of the properties of mics and
cameras will look and sound better. Microphones have varying electronic
elements and pickup patterns. The elements are moving coil. ribbon, and
candenser. Patterns are omnidirectional, bidirectional, and cardioid. An
example of mic technique involves moving closer to a mic for a more intimate
perspective.

Camera lenses pick up and magnify any deviation of the eyes from a direct
angle to the lens, so a direct gaze,without eye shifting, is important. The
properties of a TV camera also require polished movement and posture. Eye
contact bolsters contact with the viewer, and cultivating the ability to read
ahead in the copy allows greater eye contact as well as improves communica-
tion skills.

The most common mistake in television and to a great extent in radio is
failure ta project enough energy.
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CHAPTER FOUR

1 o Cast celebrities in the following hypothetical commer-
cials. Write down which celebrities you would choose for each
spot, and what elements in their styles will reinforce the
particular message to be communicated.

a. A radio bank commercial specifically geared toward attract-
ing young customers.

b. A radio bank commercial geared to attracting mature
investors with a great deal of money.

¢. Narration (off camera) for a television documentary on the
great science fiction movies of the 1970s.

d. Host (on camera) for a TV special on the earth’s volcanoes.
e. Host (on camera) for a humorous look at small-town

America. The host must not imply anything demeaning
about small towns; the humor must be good-natured.

2. Experiment with different body pcsitions as you read
several pieces of copy (from the drill section in Appendix B or
C or provided by your instructor). Record the readings on
audiotape.

Use these modes:

a. Slouching in a chair
b. Standing
¢. With gestures

d. Sitting on hands
e. Smiling

f. No expression

3. Practice ad-libbing. Take the following exercises seri-
ously; they can be very effective and useful. Using a portable
tape recorder,

a. describe a scene (a busy street corner, looking out a win-
dow, a sporting event—anything) for 60 seconds or so.
Make it compelling, and more than just a physical descrip-
tion of objects.

b. clip an action news photo from a newspaper and ad-lib a
description of the scene (about 60 seconds’ worth).

c. ad-lib a brief commercial from the following facts:

3




COMMUNICATING THE MESSAGE

¢ There is a Washington’s Birthday Sale at the Acme House
of Furniture.

¢ Everything is marked down 20 percent.

e There’'s a complete selection of Nordberg Scandinavian
furniture, including teak desks and coffee tables.

* Acme will be open all day tomorrow from 9 till 9.

Before you start, let us complicate things a bit. Do this
commercial twice: once as you think it should be done for a
hit music radio station, and once for a classical music
station.






The staff announcer in today’s radio station does far more than just read copy
and introduce records. In addition to informing, persuading, and entertain-
ing, the staff announcer must reinforce the station’s overall sound. He or she
must blend with the production elements and the rhythm and pace of the
format to reinforce the basic programming strategy of the radio station. If the
format happens to be fast-paced contemporary hit radio, for instance, the staff
announcer is expected to convey energy and to inject the right amount of
humor to provide an entertaining accompaniment to the music.

Modern radio is very specialized. Formats are targeted for well-defined
segments of the population. In radio today, on-the-air performance is mea-
sured by the announcer’s success in attracting listeners among the station’s
target “demographics” (population). The primary goal of a staff announcer.
therefore, is to attract and hold the interest of the audience segment that the
station needs to attract advertisers.

Although reaching those particular audiences is their primary goal,
announcers also must know how to operate equipment and how to organize
time and perform the tasks integral to on-air work. Small- and medium-
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Figure 5.1. A radio staff announcer
working combo.

The Staff
Announcer’s Job

v

A competent and skilled
performer is one who
can work effectively
within a format and
can reach that

target audience.

CHAPTER FIVE

market stations usually require the announcer to work in “combo,” operating
the mixing console (Figure 5.1) and manipulating discs and tapes, while
simultaneously announcing.

In this chapter, we outline the operational and organizational skills re-
quired for effective on-air performance in modern radio.

In a broad sense, the duties of a staff announcer can be classified as
performance, operations, and organization. There is a great deal of overlap
among these categories of duties, but they break down the typical staff
announcer’s job as well as any other classification. Understanding these
categories provides valuable insight into some of the operational and crgani-
zational tasks that are not heard by the listening audience but still play an
important role in the staff announcer’s job.

Much of this chapter centers on programming, rather than on what would
strictly be considered announcing, and you may wonder why. Well, program-
ming has been evaluated in such detail because programming ared the role of
the performer have become inseparable. Although 20 years ago an announcer
could rely on a good voice and a glib tongue, modern air personalities are
evaluated primarily on their ability to fit within the station’s format and
reinforce the station’s programming. A competent and skilled performer is
one who can work effectively within a format and car reack that target
audience.
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RADIQ STAFF ANNOUNCING

Performance includes introducing records, entertaining with humor, and
reading comunercials, weather, sometimes news. and routine announcements
such as time and temperature. It also includes the air personality’s general pat-
ter, which can range from occasional ad-libs to extended comedy monologues.

The duties associated with getting program elements over the air by means of
station equipment (turntables, microphones, the mixing console, etc.) are
called operations. This category involves such duties as the off-air recording
for laterreplay of in-studio programs ormaterial fed via anetwork line. Taking
readings of the station’s transmitting gear also falls in this category. Another
operational duty assigned to some staff announcers is answering telephones
and taking requests. Many radio stations pay close attention to telephone
calls, using them as an informal research tool.

Never forget that a heavy responsibility can rest on the shoulders of the on-
air person during periods of emergency or natural disaster. On-air staff—and
sometimes this means the staff announcers as well as newspeople—must pass
along crucial information about storm warnings, floods, and other imminent
dangers. Each and every on-air person must be familiar with the appropriate
contacts at local police, fire, and civil defense agencies. In addition, the
operator of the radio console is generally responsible for monitoring the
Emergency Broadcast System.

Organizational duties include pulling records from the station’s library in
preparation for an airshift and refiling those records when the shift is
completed. Other duties include filling out the station’s program logs, lining
up commercials and music in advance of airplay, “clearing the wire” (Figure
53.2), and sometimes assembling newscasts.

With our three categories in mind, let’s watch some typical staff announcers
at work, focus on requirements of the job, examine the equipment used, and
discuss the role of formats in the working world of the staff announcer. The
responsibilities of an air personality vary tremendously fromn station to
station. In smaller operations, the announcer may even be responsible for
vacuuming the studios. In the top markets, an air personality is just that: an
entertainer expected to project a personality, with no or very few operational
or organizational chores.

The following job descriptions and working conditions are typical for
stations in the market sizes given. All names are fictitious.

Small-Market Country AM with FM Automation Frank is the morn-
ing man at this station, which is housed in a prefabricated three-office build-
ing in an open field next to the transmitter and antenna. The station serves a
city of 19.000.
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Figure 5.2. Clearing the wire.

Frank arrives at the station at 5:30 A.M., relieving the all-night person, who
is in charge of tending the automation and doing some production. Frank
signs on the AM at 6:00 a.M. His performance duties include acting as host
of the morning music show until 10. He will also “rip and read” newscasts
during the shift. Commercial reading is animportant duty. Frank is known for
his ability to ad-lib a commercial, and sponsors furnish him with many fact
sheets. At 10 he moderates a half-hour telephone call-in swap shop. From
10:30until 11 he plays a taped religious program, supplied by an organization
that buys the airtime. During the tape, Frank must cut two or three
commercials. When he is relieved at 11, he goes to lunch and later returns to
the station for some more production work.

Operational duties include turning on the transmitter, taking transmitter
readings at intervals during his shift, running the board for his own program,
running the production board when cutting commercials, and operating all
the studio equipment. Another responsibility on Frank’s shift is to keep the
FM automation running. He must change tapes at half-hour intervals and add
material to the program rotation.

Organizational duties include filling out logs, pulling music for his show,
refiling that music after the program, monitoring and clearing the wire, and
checking the newspaper for local stories. In addition, Frank must keep neat
records of the swap shop program because listeners will call in throughout the
day to inquire about advertised items.




RADIO STAFF ANNOUNCING

Summary: Although not a particularly accomplished performer, Frank is
well known in the community. He is expected to be reasonably knawledgeable
about the music he plays and to be able to communicate effectively on the air.
He is in actuality a “personality,” but much of his job involves operations and
organizational duties.

Small-Market AM Adult Contemporary Lisa, a college student, is a
part-time staff announcer at this station, which barely survives in a town of
12,000. The station plays mainly contemporary songs, although there is some
country and some “easy-listening” music.

Physically, the station consists of an on-air studio, a small production
studio, and two offices. The news wire was removed when the owners fell
behind in their payments to the wire service.

Performance duties include acting as a host of a music program and
reading an occasional commercial or public service announcement.

Operational duties include running all station equipment. From 7 A.m.
until 10 A.m. on Saturday, Lisa will run the board for her own record show,
and from 10 until noon she will act as engineer for a Polish music program
hosted by a local businessman.

Organizational duties include making standard log entries, filing records
and copy, vacuuming the station, and emptying ashtrays and trash cans. Lisa
works for minimum wage, as do most of the employees at the station. She
receives na benefits of any kind.

Summary: Lisa’s primary responsibilities are operational: putfing records
on air, runming the board, and so on. She is not a smooth air personality, nor
is she expected to be.

Small- to Medium-Market AM /FMStation Georgeisanannounceron
the FM. He plays easy rock and works the afternoon shift. The station is
located in a city of 40,000 and is very successful. Headquartered in a
reasonably modern building in the center of town, George’s station has
modest but modern equipment, all of which is well maintained.

Performance duties include introducing records, some light patter, and
reading commercial copy and weather. Station policy prescribes back-
announcing; that is, George gives the name of the song after it has finished.

Operational duties include running the board for his show and for the local
news anchor. He also must hit the network newscast at the top of the hour
exactly, and open the network channel on the board.

Organizational duties include pulling music, planning record intros,
taking occasional phone calls, and keeping the program log.

Summary: George is expected to maintain a light, pleasant tone through-
out, to give brief intros to the music, and to back-announce the songs. Voice
quality is important, but there is not a large amount of emphasis on
personality.
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CHAPTER FIVE

Medium-Market Adult Contemporary AM This station has a rigidly
programmed music format, and heavy emphasis on news, traffic reports, and
other useful information. It serves a city of 250,000. Jay, the afternoon staff
announcer, also deals with a great number of promotions and contests. His
shift runs from 3 p.M. to 7 p.M., although he reports to work at 11 A.M. to handle
the heavy production load assigned to him.

Performance duties include heavy ad-libbing, fast humor, and banter with
callers who are participating in promotions and contests. Jay reads an
occasional commercial, but most commercials are recorded.

Operational duties include the complex job of running the board, which
involves handling incoming air traffic reports and frequent prerecorded
station identification announcements, inserting commercials, and running
the console for the news anchor.

Organizational duties include pulling, but not selecting, music. Music is on
cartridges (special tapes described in a later section of this chapter) in anearby
rack. All songs to be played are listed on a log prepared by the station’s
program director, and Jay pulls the appropriate cartridges from the rack.

Summary: Jay is expected to run a tight board, to handle many fast-paced
activities, and to be an excellent ad-libber. He is a good communicator and
provides listeners with an entertaining four hours of music, information, and
humor.

Medium- to Major-Market FM Rock Angela works in a very high-tech
environment. The equipment is state-of-the-art, and there is a great deal of
glass in the spacious studio setup. On Angela’s shift, from midnight until 6
A.M., she plays long album cuts for a loyal audience in a city of 450,000.

Performance duties include projecting a hip, laid-back style and ad-libbing
about the recording artists. She also reads, in her style, short news summaries
prepared for her by the late-evening newsperson, who leaves at midnight.

Operational duties include running board, a relatively simple job since
long album cuts make up most of the program material.

Organizational duties include pulling records and taking requests. Re-
quests must be logged, because station management wants to know what
listeners want to hear.

Summary: Angela is expected to project a certain personality over the air,
the aura of the laid-back aficionado of a particular kind of rock music. In
addition, she is required to ad-lib about the music, and therefore must be
extremely knowledgeable.

Major-Market All-Talk AM Barbara hosts the 10 A.M. to 2 p.M. shift ina
station located inacity of one million. She sits in a fairly small studio separated
by glass from her engineer, who runs the console. There is a producer for the
show who screens incoming telephone calls. To Barbara’s right is a device
that identifies each caller by first name and hometown.
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Performance duties include conversing with the callers and. indirectly,
with the rest of the listening audience, and providing information on the topic
being discussed. She conducts interviews and reads commercials.

Beyond turning on her own microphone, Barbara has very few operational
duties.

Organizational duties include heavy research into the topics being dis-
cussed, including a ritual morning’s reading of four major newspapers.
Barbara also must be knowledgeable about the topics of discussion with
interview guests.

Summary: Barbara is expected to be a lively conversationalist and an
interesting person in general. She must be a superb ad-libber and interviewer.
Also, she is a true one-to-one communicator, an absolute must in the business
of talk radio. A comprehensive knowledge of current events is taken for
granted.

Major-Market Adult Contemporary FM Bob has the afternoon shift in
a network-owned and -operated station in a city of several million. Located
in adowntown skyscraper, the studio is lavishly furnished and even equipped
with a fireplace, a holdover from the golden days.

Performance duties include introducing records, giving informal patter
between cuts. reading commercials, and introducing the news. Bob will cut
some other cominercials, but not as part of his regular job. He will be paid
extra, and very well, for any voice work he does in addition to his airshift.

Operational duties include nothing mare than turning on his mic. An
engineer in another room runs the console.

Organizational duties are limited to keeping track of the commercial
scripts and other announcements handed him by an assistant.

Summary: Bob is expected to perform flawlessly. Sponsors pay thousands
of dollars for commercials and expect him to bring that copy to life. He has
an exceptional and distinctive voice, which has made him wealthy.

Three Rules of Thumb The examples just given do not cover every
situation in modern radio staff announcing. They do. however, illustrate three
rules that generally prove true—see Box 5.1.

The tools and experience necessary for an air personality vary with the
particular needs of the station and the size of the market. The format, a
concept that is examined in more detail shortly, also shapes the requirements.

Smaller markets often seek the so-called jack of all trades. The reason:
small market staff announcers simply do not have the support staffs available
in larger markets, and must therefore absorb some of the duties that are
relegated to other specialists in larger markets. It is not unusual, for example,
for a small-market announcer to double as an engineer. A small-market
announcer withno technical training will often be required to perform routine
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CHAPTER FIVE

The Division of Labor in Large and Small Stations
TN e e e SV R Y (ST T T

1 ¢ Facilities and equipment tend to be better in larger
stations. Of course there are poorly equipped, rundown facili-
ties in major markets, and state-of-the-art equipment can be
found in smaller markets. But in general there is more money
at the disposal of owners of stations in larger markets, hence
better equipment and physical plants.

2. The staff announcer is responsible for fewer opera-
tional and organizational duties in larger markets than is the
case in smaller markets.

3. An air personality is expected to be more professional
and talented in larger markets. That person usually will have
proved his or her abilities in progressively more demanding
arenas before reaching a major market.

maintenance on equipment, such as cleaning heads of tape recorders. Air
personalities may also participate in station sales, act as play-by-play announc-
ers, or write copy.

In larger markets, positions are more specialized and require more
narrowed and refined talents. The ability to do an interview is useful in small
markets, but it is vital to the radio talk show host. What passes for engaging
humor in a small market may not captivate audiences in New York, where
whole formats evolve around the gag-telling ability of the staff announcer.

Basic requirements for a staff announcer in any market or format include
a working knowledge of music and the ability to garner an in-depth knowl-
edge of a particular music style if the situation requires. Familiarity with
good grammar and pronunciation is a must. Also important is the ability to
work with equipment, since almost every staff announcer must start in a
small or medium market and run his or her own board. Lack of this ability
definitely hinders a career.

A clear, expressive voice, free of speech and vocal defects, is almost
mandatory. Some announcers can turn an odd speech pattern into a trade-
mark, but the odds are against anyone with a distracting defect in his or her
delivery.

A resourceful personality and the ability to perform well under pressure
are definite pluses. A college education is helpful, but rarely specified in the
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job description. However, being well educated in a general sense is extremely
worthwhile for any performer.

As mentioned earlier, operation of equipment is a major portion of a staff
announcer’s job in most small and medium markets, and a “tight board” is
important. Mastery of equipment is not the be-all and end-all of staff
announcing, however. Being an air personality involves genuine communica-
tion, not just spinning records and manipulating the console. Unfortunately,
some air people become fixated on equipment and gimmickry, at the expense
of developing an engaging personality and real communication skills.

Even production specialists are wise to avoid thinking in terms of
hardware and technical operations instead of focusing on concepts and
communication of a message. With that point understood, do recognize that
confident operation of equipment is important. Here is a short introduction
to some of the equipment found in a typical radio station.

Console To the uninitiated, the console (Figure 5.3) is an intimidating and
complex collection of switches and dials. But although the hardware can be
complex, the concept is simple. The console is the Grand Central Station of
the control room, routing signals, mixing signals, and amplifying signals.

RoutinG: The console is able to take the output of a sound source such as a
microphone or turntable and send, or route, it to the transmitter or to a tape
recorder. A variable resistor called a potentiometer (“pot”) governs the
loudness of the audio signal. Audio is the electrical signal, which transmits
sound.

There is also, in a typical con-
sole, an on—off switch that gov-
erns the pot. Further details are pro-
vided at the end of this discussion.

MixING: Animpertantduty of the
board operator is to mix signals,
such as music from a turntable
and voice from a microphone.
The console allows multiple au-
dio sources to be put over the air
at the same time. For example, if
the turntable is brought up on
Pot 1, and the microphone on Pot
2, the operator, by judgment and
experience, will set the correct
balance between music and voice.
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Equipment

Figure 5.3. A commonly found
broadcast console.
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AmpLIFICATION: Theelectrical signal strength of most componentsin the radio
control room is very weak, and the console must amplify these signals toalevel
high enough to feed the transmitter or a tape recorder.

As stated, the console performs these functions by means of potentiom-
eters, which are manufactured in the form of knobs, similar to rheostats, or
asverticalsliders. A potentiometer is almost always referred toas a “pot,” with
the word also serving as a verb (e.g., “to pot up the turntable”). The on—off
switch is commonly known as a “key.”

Animportant element to understand regarding console functionis the key.
[t is generally a three-position switch, with off in the middle (Figure 5.4). The
audition channel is to the left. The program channel is to the right. Audition
is an off-air channel, used for private listening or, in some advanced
applications, for off-air production work on the on-air console. The program
channel is the on-air channel. When a pot is keyed to program, the audio
source it governs is fed to the transmitter. During off-air production work, the
program signal is generally fed to a tape recorder.

An alternative to the audition channel is the cue channel, which feeds a
signal to a small speaker usually located in the console, without putting that
signal over the air. The most useful application for the cue channel is in
listening for the point ina record at which the announcer wants to begin acut.
Then the record can be backtracked so that at a specified time after the
turntable is started, the music will begin at the desired point.

Turntables Turntables (Figure 5.5) are essentially record players, but they
differ from the home variety in several respects. For example, a broadcast
turntable is a heavy-duty unit that has a plate (the part that spins) that can be
manipulated by hand to cue a record to a point just before the music starts.
Older turntables are driven by a gear system, whereas more modern equip-
ment uses a direct-drive method.

For the broadcast performer, working with turntables is basically a matter
of learning to cue discs properly and to start them smoothly. This skill is
essential in both air work and production.

CompactDiscs Compactdiscs (Figure 5.6) have added a new dimension to
broadcasting, and most industry experts predict that the compact disc will
eventually supplant the turntable. Because the system uses a digital, com-
puter-aided system to record and play back sounds, the compact disc gives
what some feel is a truer rendition of recorded sound. The virtual explosion
in recent years in CD use on radio has generally improved things for the on-
air performer. There is less need to cue discs than there was when analog
turntables were dominant, and there is less chance of damaging CD record-
ings. Modern broadcast CD players are easily programmed to play many
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Figure 5.4. (above left) The key or
switch has three positions. To the
right is the “program” position. To
the left is “audition.” The center
position is“off.”

Figure 5.5. (above right) A broad-
cast turntable, seen from above.
Figure 5.6. {left) A compact disc
player. (Photo courtesy of Sony
Corporation of America.)
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CHAPTER FIVE

Figure 5.7 (above left) Tape reels
eome in various sizes; the most
common are 5 inch, 7 inch, and
10/z inch.

Figure 5.8. (above right) A
broadcast~quality tape recorder.
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music cuts over a period of time. Combined with other facets of computerized
operation in state-of-the-art on-air studios, CDs have reduced the amount of
physical operational detail for modern radio performers. They have become
virtually indispensable in air and production studios.

Reel-to-Reel Tape Machines Reels of tape come in several sizes, includ-
ing 10Y2-, 7-, and 5-inch widths (Figure 5.7). The tape itself is generally '+ inch
wide for most broadcast applications.

Audio tape has a mylar or acetate base coated with iron oxide— a fancy
name for rust. The iron oxide coating can pick up magnetic impulses and store
them by means of the arrangement of the particles. The pattern is encoded
onto the tape by the heads of the tape machine. Typically, a tape machine
(Figure 5.8) has an erase, a record, and a playback head, and the tape crosses
the heads in that order.

Tape recorder heads operate as transducers, a concept introduced in
Chapter 4’s discussion of microphones. Basically. the record head transduces
an electrical signal into a magnetic signal, which is stored on the tape. A
playback head reads the magnetic pattern and transduces the magnetic
impulse into an electrical signal.

A variant of the reel-to-reel tape machine is the cassette recorder (Figure
5.9). High-quality cassette machines are often found in production and air
studios. Portable cassette machines are used extensively in radio news.

Cartridge Machines The cart machine (Figure 5.10) is a record and
playback device that uses a single loop of tape. The broadcast cart does not
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Figure 5.9. (left) This type of
cassette recorder is used in many
radio stations.

Figure 5.10. (below) This cartridge
unit, or “cart machine,” represents
a type found in many radio
stations today.

'EE N ERENNNENNNNNNENNINNNNNNINNN]

need to be rewound, since it contains a continuous reel
of lubricated tape that feeds from the middle of the
spool.

Aninaudible tone automatically stops the tape when
it reaches the point at which the recording was started.
The advantage of a cart over reel-to-reel tape is that the
operator does not have to thread a machine and locate
the beginning of the program, or rewind the tape when
it finishes. Because of the great convenience of the cart
machine, much music and virtually all commercials
and public service announcements are “carted.”

There are other types of equipment available to an
on-air performer, and their use is best addressed in a
production course. Production skills are indispensable
toaradiostaffannouncer, since inmost cases the duties
of radio performer and producer overlap. In fact, the
ability to use equipment often plays a major role in the Vo
overall effectiveness of the communicator. (Just read e o i SR
through the trade journals and note how many help-
wanted advertisements for on-air positions speeify
expertise in production.)

Consider too that if you lack the ability to run the
board competently, your performance will be compromised. No matter how
good an announcer’s voice and delivery may be, constantly flubbed program
elements will detract from the message.

POOG O OO

Formats and the
Staff Announcer

In modem radio, the format identifies stations and differentiates one station
from another. One of the primary duties of a radio staff announcer is to
reinforce the station’s format.
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Any sound element must
reinforce the format.

CHAPTER FIVE

Formats center on more than the choice of music. The format is built by
the style of announcing, by the overall pace of program elements, by the choice
of announcers, by the sound of commercials, even by the choice of micro-
phones. Any sound element must reinforce the format.

For example, certain FM radio formats center on the “laid-back” air
personality who communicates in an intimate way with the listeners. Stations
using this format often equip the air studios with highly sensitive mics that
pick up breathiness and mouth noises, important components in projecting
the “personal” feel. Also enhancing that feel, of course, is the style of the air
personality and how well he or she works within the format.

In the past, a typical announcer had a powerful, versatile voice and was
called on to do widely differing tasks. A typical shift might have involved
reading news, introducing classical music, hosting a live band show, and
reading loftily worded commercials.

Glibness and a good voice often were sufficient qualifications for an
announcer’s position. Auditions usually consisted of tongue twisters and
classical music pronunciations, to test the announcer’s mechanical ability to
render words and phrases.

Today, much more empbhasis is placed on communicating a particular
message. The news reporter, for instance, is expected to have more than just
a voice. He or she must project understanding of the news, a perspective
gained only by a professional journalist. Classical music announcers today
must show in-depth understanding of the music, not simply the ability to
correctly pronounce titles and composers’ names.

The specific formats of modern radio call for special abilities and charac-
teristics on the part of the on-air personality. Here are some examples of how
an effective on-air communicator must work within a format to reach a
particular audience segment.

Adult Contemporary (AC) In what is known as the adult contemporary
(AC) format, radio station programmers typically try to reach the young adult
audience, defined usually as listeners ages 18 to 35 or 18 to 49, depending on
the particular demographic sought. Demographics are statistical representa-
tions of populations,

The demographic data obtained from a study of an audience’s density,
distribution, and vital statistics are intensely important in the station’s overall
sales and programming effort. In short, the goal of a commercial station is to
“capture” a demographic range and sell that distinct audience to advertisers
who want to reach a specific group.

An interesting outgrowth of demographics is psychographics, statistical
breakdowns of the audience by lifestyle. Researchers have developed such
colorful psychographic designations of audience segments as “minks and
station wagons,” or “shotguns and pickups.” In any event, radio stations use
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demographics and psychographics to shape their sound toward reaching a
clearly defined audience.

Although adult contemporary programming varies widely within the
format, it usually consists of a mixture of light rock, some former hits, and
possibly some easy-listening music. Current popular hits are used, but AC
programmers steer away from heavy or experimental rock.

To work effectively within an AC format, consider these suggestions:

1. Avoid artificiality. Extreraely patterned, singsong “disc jockey” voices are
not popular, nor are voices with odd characteristics.

2. Maintain an even pace, not frenetic but certainly not laid back.

3. Be well organized. AC radio relies heavily on the transfer of information
(school closings, notes of community interest, traffic, weather, etc.).

In hiring AC announcers, it is not unusual for program directors and
station managers to specify “a performer who can provide companionship.”
This job description might translate into projecting a personality of a friendly
and amusing next-door neighbor. As one program director put it, “the kind
of man or woman you’d like to have at your cocktail party.”

Hit Radio The category that used to be referred to as Top 40 but now is
commonly called contemporary hit radio, or CHR, is oriented toward the
younger listener. Often, stations are zeroing in on youth in the 12 to 24 age
bracket. The format is fast paced, with nany different program elements
interjected in short periods of time. A jingle may be followed by a commercial,
which butts up to a very short station promo, which overlaps the beginning
of the music cut, while the announcer “talks up” to the vocal.
To be effective in hit radio, an announcer should

—

. Project a very high energy level.

2. Have a good working knowledge of the music. The hit radio announcer
won’t be required to engage in lengthy discourses on the performers, but
some knowledge is necessary. Ignorance of the music and musicians will
quickly become evident. Remember, many of the listeners to this format
read fan magazines, memorize jacket liner notes, and attend concerts by
the performing artists.

3. Handle control room equipment smoothly. A great deal of practice is

necessary, because in this fast-moving type of radio the “tight board” is

essential.

If you opt for a career in hit radio, remember that you must be able to
sustain enthusiasm for the format and for the music. Trends in music come
and go, and even announcers in their early twenties often find their tastes
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CHAPTER FIVE

moving away from current hits. But on-air enthusiasm must always be
evident.

Country There are several formats for country music. One old style was
typified by twanging guitars and whining vocals. Some of those elements can
still be found in country, but for the most part the format has moved closer
to the mainstream of popular music, featuring more sophisticated arrange-
ments and orchestral backgrounds to supplement the guitars. Country can
run the gamut from folk to hillbilly to bluegrass to what some programmers
refer to as countrypolitan— country music oriented toward a primarily urban
audience.

Suggestions for country music air personality work include the following:

1. Study the music and artists. Many listeners are devoted fans, so a good
working knowledge on the announcer’s part is essential.

2. You must have genuine interest in and appreciation for the music.
Enthusiasm for country music is hard to fake.

3. Develop an understanding of factors that relate to rural life. This is not to
be construed as implying that all country music listeners are farmers. They
are not. Some of the most successful country music stations in the nation,
in fact, are located in large cities. However, country music has strong roots
in agricultural settings, and many country stations serve rural people. If
you do serve a rural area, remember that farming today is a big, sophisti-
cated business, and a modern farmer is just as likely to read the Wall Street
Journal as the dairy association newsletter.

Country music can be a satisfying format in which to work, since country
personalities often attain celebrity status in their markets. This means that an
announcer in this format should have a strong desire to communicate and an
interest in individuals and the community.

Easy Listening Formats for so-called easy-listening music have evolved in
many directions, from “elevator style” background music to more lively
programming that incorporates some of the more melodic current hits. In
most cases, the music is heavily orchestrated, with few vocals.

Here are some hints to help you function successfully in an easy-listening
format:

1. You should have or develop a resonant and pleasant voice. “Mellowness”
is one of the more popular qualities stressed by programmers of this
format. Also, a mature-sounding voice is an asset, since many listeners to
this format are 35 years old and older.

2. You must have or develop the ability to read with great accuracy. Ad-
libbing is less important than in other formats, since most material is read.
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But since copy is slotted less frequently, and sponsors typically pay a
premium for commercials that will stand out, those spots must be
delivered with precision.

3. Always maintain afriendly, personal approach. The “friendly communica-
tor” has become something of a buzzword in the easy-listening category.

Easy listening may involve nothing else from the announcer but time and
temperature checks, or it can entail a full-scale, albeit low-key, music show.
Good voice and diction are especially important in this format.

Album-Oriented Rock (AOR) Although long record cuts and heavy rock
are staples, within the AOR format are a myriad of music types and
demographic targets. Probably no other format is involved in such precise
“narrowcasting,” or targeting of a very specific audience segment. One station
in the market might, for example, focus on so-called experimental rock, while
another might tend toward more popular selections.

In any event, an AOR announcer must have a good working knowledge of
the field, since he or she will be expected to ad-lib at some length about the
musie and the artists.

Other suggestions are as follows:

1. Use an intimate and conversational style. This is virtually the hallmark of
the AOR announcer.

2. Study the particular jargon and lifestyle of the listeners, their slang
expressions. the concerts they attend, the clothes they wear.

3. Strengthen your ability to ad-lib effectively and at some length. Ad-libbing
is important to most radio announcers. but this format, with its conversa-
tional approach, requires superior skills.

As with country music, interest in and knowledge of album-oriented rock
is difficult to fake.

Talk Radio Talk radio has been around for many years but only recently
has emerged into a widespread format, including a very successful series
of programs on Talknet. The entire rationale is to elicit responses from
listeners who phone in and comment on various topics.

To function effectively in the talk radio format. follow these three rules:

1. Read as many newspapers and newsmagazines as you can. Knowledge in
a wide variety of areas is essential. A talk show host caught unaware of an
important trend or news development can appear foolish.

2. Develop and practice the interview skills presented in Chapter 8. Many
talk radio shows feature an interview segment. If there is no guest, the host
must use the same skills to elicit responses from callers.
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3. Pay particular attention to time and timing. The talk radio host must know
when and how to wrap up a discussion in order to hit the network news
or other program element. Also, he or she cannot afford to be caught short,
without material to finish a segment.

Talk radio requires the ultimate in one-to-one communication skills and
a genuine interest in people and events. Glibness and superficiality are
apparent immediately.

Other Specialized Formats These include classical, all-jazz, urban con-
temporary, and foreign language formats. New formats evolve regularly,
and existing formats split into narrower categories. At one time, “rock”
was a reasonably accurate description of a station’s format. Today there
are narrower splintered variations of this format, ranging from new age to
soft rock.

The narrower the format, the greater the knowledge required of the
announcer. In classical music stations the announcer must be an expert.
Besides knowing enough to program music, he or she must be able to discuss
the pieces themselves and the life and times of each composer.

A station’s programming varies within the day, and programming elements
in a particular daypart will differ from other time periods in the same station.
A daypart is a segment of several hours, generally identified in terms of the
audience tuning in. In a typical adult contemporary station the morning
period, usually from 6 A.M. to 9 A.M. is known as drive time, or morningdrive.
As you might guess, that term relates to the heavy listenership as people
commute to work. Drive time also includes people in their homes, preparing
for the day’s activities. These listeners typically are assumed to be eager for
news and information, and for a bright companion to get their day started.

As the daypart changes, so does the station’s programming elements. The
midday audience, listeners from 10 A.M. to 2 or 3 p.M., does not include a great
many office or factory workers and is typically thought of at many stations as
“housewife” time. The approach of a midday announcer therefore must be
different, and at our hypothetical adult contemporary station would be geared
toward women. Delivery might be slower; there is not as much flow of news
and information, and no traffic reports. Because the listeners have longer
periods in which to listen, there may be longer features and interviews.

Later comes “afternoon drive.” Here, the input of news and information
is stepped up as listeners once again take to their autos. Afternoon drive is
generally a bit lower keyed than morning drive.

In the evening, the station’s listenership typically skews younger. The
announcer may gear his or her approach to college students studying while
listening to the radio.

Overnight segments have become more competitive in terms of the

N
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advertiser’s dollar. Once thought of as virtually a throwaway, the modem
overnight shift often has substantial numbers of listeners, sometimes a very
devoted audience. Listener composition typically changes throughout the
overnight period. From midnight until 2 A.M. much of the audience may
consist of people who have not yet gone to bed, whereas 2 A.M. to 4 A.M. often
is the domain of night workers. Starting at 4 A.m., the emphasis may shift
slightly to incorporate very early risers. Overnight on-air radio staff announc-
ers often gear theirapproach and program content with these periods in mind.

To effectively communicate with the target audience, an air personality must
combine natural talent and experience. Some elements can be taught, but skill
as a staff announcer comes only with experience. Experimenting to determine
what works and what doesn’t is an invakuable part of the learning process.
Audience feedback over the telephone plays a role, as do ratings. You can
also learn a great deal by listening to other air people, selecting elements of
their styles with which you can be comfortable. Of course direct imitation is
not the goal, but there are very few accomplished radio air personalities who
couldn’t name five or six other broadcasters who influenced their style.

One guideline that almost never fails is this: be conservative when you first
start-out. An inexperienced announcer who tries to emulate another person-
ality probably will produce a poor imitation at best and possibly a ludicrous
flop. What seems like side-splitting humor to a novice announcer may simply
sound inane to the listener.

Start slawly. Learn the station’s equipment, program schedule, and
format. Ad-lib with discretion. Experience and airtime will point up your
strengths and weaknesses. You may find that you have a definite flair for
humor. If so, expand on that base slowly. Here are two techniques for
developing an on-air personality and a perspective from which to approach
air work:

1. Useimitation and trial and error. Listen to other personalities and identify
the elements in their deliveries that are adaptable to you and your station.
The key here is to listen critically, both to others and to yourself, to
determine whether that joke, approach, or style really works.

2. Polish your delivery with the audience in mind. Put yourself in the place
of alistener, a listener you believe to be typical of your station. Would you,
the listener. find that remark funny, or tasteless? Is that 5-minute feature
compelling or boring? Use this acid test before and after a program
segment.

The artistic and technical aspects of delivering a commercial are evaluated
in Chapter 10. See Box 5.2 for three techniques of commercial delivery that
relate specifically to the radio staff announcer.
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Entertaining with
Humor and Taste

v

1. Avoid in-jokes.

2. Think before you say
it. Is it really funny?

3. Don’t keep repeating
the same line. Listeners
will notice.

CHAPTER FIVE

B 0 X 5 . 2

Commercial Delivery
R s, T SR SR 1

1. Avoid “going flat” on commercials. One of the biggest
problems encountered by an announcer pulling an airshift is
a general flatness imparted to commercial copy. Often a
radio staff announcer must read the same copy day after
day for weeks. (One author of this book once worked at a
radio station where a client’s copy remained unchanged over
a 158-year period. It became a badge of having earned your
credentials as an announcer at the station to have the chance
to read this classic, enduring copy on your airshift.) And with
the increasingly heavy use of prerecorded commercials, only a
few spots may be read live by the airshift announcer. The
result: a mechanical, lackadaisical approach.

Keep your energy level and enthusiasm high, by reminding
yourself that this is where you directly earn your paycheck.
Remind yourself of the fact that the client has only you and
your ability to interpret the copy, as a means of persuading
listeners of the value of his or her commercial message.

2. Do not use the same rhythm, pattern, and inflections
for every commercial. Each commercial is an individual work

As stated, the development of a personality, as the term applies to on-air radio
work, is largely a matter of trial and error and experimentation. Humor and
entertainment value, which are important facets of that on-air personality,
must be balanced by good taste.

When experimenting, consider that sumor must be funny. That sounds
tautological, but a scan of the radio spectrum suggests otherwise. Three points
on humor during an airshift:

1. Avoid in-jokes.
2. Think before you say it. Is it really funny?
3. Don'’t keep repeating the same line. Listeners will notice.

Some radio air personalities subscribe to humor services that provide one-
line jokes for a fee. These lines can be incorporated into the patter, and with
practice they will sound original and topical. The danger with subscription
humor is that you may not adequately make written material “your own.” If
a joke sounds as though it is being read off a sheet, it will fail.

e




RADIO STAFF ANNOUNCING

and must be analyzed in terms of its own intent. What is the
goal of the spot? To whom does it appeal? Why? To avoid
mechanical reading, you must have an understanding of these
points. Find the key words and use the techniques of marking
copy described in Chapter 4. But vary your vocal delivery so
that each commercial comes across to the listener as distinct
and unique.

3. Read what is written. The quickest way to get into
trouble as an on-air announcer is to take liberties with a
client’s commercial copy. The key guideline in 99 percent of
the situations in which you are asked to read copy live is to
play it straight. Don’t change words, or rearrange the order
of presentation. And avoid the temptation to make gratuitous
remarks about the copy before, during, or after reading it. If
you think you can do a better job of writing the copy, talk to
the sales representative and make suggestions. Don’t take it
on yourself to punch up someone else’s copy on the air. In
most cases the copy has been cleared with the client, and
most clients are quite specific in what they want said and
what they don’t want said in their radio commercials. The
exceptions are commercials in which an announcer is asked
to ad-lib a commercial from a fact sheet. When that situation
oceurs, it will be very clearly stated on the copy sheet.

Entertainment is really what the whole business is about. The overriding
goal in the element of entertainment is to get and keep the attention of the
audience. The audience must be interested in a commercial, a record. or a
public service announcement. Therefore, you must be interested, and you
must sound interested.

Good taste varies, to some extent, with the composition of the audience.
A staff announcer is expected to avoid material and presentations that would
offend the audience, unless the announcer’s style is one of being offensive.
There are, of course, some announcers whose style is built around bad taste,
a provocative method of enticing listeners to tune in. But for mest purposes
goad taste is still the name of the game.

In the demanding work of an air personality, there is considerable pressure
to be funny and to come up with things to say. Often, this pressure may lead
you to say things you shouldn’t. When in doubt, especially at the beginning
of vour career, err on the conservative side.

Some radio announcers’ careers are impeded by amateurish attempts to be
outrageous or exceptionally funny. Understand that unless and until you
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Analyzing Yourself
and Others

Airchecks

CHAPTER FIVE

attain the stature of a Don Imus, station managers will be far more concerned
with complaints of sponsors and listeners than with your freedom of
expression.

How do you keep improving your skills? One major advantage of being in
the broadcast business is the ease with which comparisons are made. Ana-
lyzing the strengths and weaknesses of others can significantly help your
development.

Listening to yourself is important. Taping a show is an excellent tool. In
some stations, monitoring airchecks (a recorded segment of an actual airshift)
is a requirement of the job.

Also, solicit the opinions of others. Friends and co-workers may sometimes
tell you what they think you want to hear, but often they will be strikingly
honest. Feedback may sometimes be tough on the ego, but it is worthwhile.

Sometimes announcers stop learning at a particular phase, perhaps in a
small or medium market. Those announcers may never get any better because
ofalack of talent or, more probably, because the situation does not force them
to improve. If there are no expert programmers critiquing airshifts, and if
competition does not force continual improvement, the announcer will not
grow professionally.

Always remember that the very best announcers got that way by compari-
sonand critique. At one major-market station, for example, the entire air staff
receives a daily critique from the program director.

Careful analysis and self-critique are vitally important to honing on-air
skills. Listen to yourself; then listen to others. A good-quality radio with along
antenna can bring in an astounding number of stations. You can immediately
compare your performance with others all over the region. At night, when
radio waves travel farther, your comparison can extend halfway across the
nation.

When analyzing the deliveries of other announcers, refer to a copy of the
Broadcasting/Cablecasting Yearbook. This annual publication, which is
found in most major libraries, lists along with much other information, all the
radio stations in the United States by call letters and by frequency. Identifying
the size of the station and market will help your analysis by showing exactly
what format and market size you’re listening to.

You will hear an amazing variety of material. On a major-market adult
contemporary station, for example, a twist of the dial turns up a noted per-
sonality interviewing via telephone a public relations man trying to promote
a product.

Announcer: Can I tell you something?
P.R.Man: Yes, of course.
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Announcer: No offense, but you're kind of a jerk. Has anybody ever
told you that?

This announcer makes a career out of being offensive.
Changing stations to a medium-market hit radio station, the listener
encounters a robotic screamer who makes a living out of endless repetition.

(Jingle)

Hey, that’s Madonna!

(Station 1D)

Everybody wins at ! Nineteen after ten! Comin’ at ya
with ...

At a small-market country station, the announcer takes a more original
approach:

Well, howdy. C'mon in. Get set for sume mighty fine country music.
We’ve got Merle and Dolly and . . .

This air personality has developed a unique personality and plays the
role well. Even his speech pattern, a virtual “country dialect,” reinforces
his image.

But on the neighboring adult contemporary station, the announcer is not
doing so welk.

And that was Whitney Houston. Ard there’s Bob coming in the
studio . . . he’s been over at Hank’s office and we know what they’ve
been talking about . . . heh, heh . ..

In-jokes just don’t bolster communication between the air personality and
the audience.

But in another state, an FM AOR personality plays personal communica-
tion to the hilt.

How’sit going? Wow, what aday, huh? The weather was just great . . .
just great. Frank, who’s working in the stockroom of the A&P, just
called in and says he’s depressed about having to work on such a
beautiful day, and he thinks a double shot of R.E.M. might improve
things . . .

She ad-libs a few remarks concerning that group’s last concert in town.
In another city, an announcer at a large station that plays middle-of-the-
road music, tending toward nostalgia, ad-libs beautifully.

0 00 00O OO0 OO SOOOOOO OGO DOS OO OCEOBO0OOCOO0OOCEEOOOOECEOOSOEOPOECEOONOSONOSNCSEOTOOOIOGSOSOEOOBROOIEOEES

@



CHAPTER FIVE

... When that song was recorded she was warking as a vocalist with
Tommy Dorsey. Nobody thought her style would make it. but after . . .

The announcer, one of the best in the business, gives an insightful and
interesting background into the music. How did he get to that plateau?
Presumably by doing his homework, listening to himself and to others, and
always trying to improve. In the fast-changing world of the radio staff
announcer, staying still is, in reality, moving backward.

Radio staff announcing is a complex job, involving entertaining, informing,
and providing companionship. The duties and responsibilities of an air
personality vary among particular stations and particular markets. Typical
jobs involve performance duties, operational duties, and organizational
duties. Performance is on-air work. Operations include operation of station
equipment. Organizational duties include keeping logs and filing music.

In general, the larger the market, the greater the emphasis on performance
duties. This means that the large-market performer must be a superior on-air
performer and will generally have fewer operational or organizational duties.

Most announcers have operational duties, though, and even those who do
not have operational duties certainly have run the board at one point in their
career. The board is a mixing console allowing the operator to mix, route, and
amplify signals from sound sources. Sound sources include turntables,
microphones, tape machines, and cart machines.

Techniques of radio staff announcing include developing a personality and
perspective, a task that involves trial and error, listening to and incorporating
suggestions and feedback, and assessing one’s performance from the point of
view of the audience.

Delivery of commercials is an important part of the staff announcer’s job.
Two techniques that relate specifically to this task are maintaining energy and
enthusiasm and varying delivery. These two techniques are particularly
important because radio staff announcers often “go flat” when confronted
with many commercials to be read in a shift.

Important to the staff announcer are humor, entertainment, and good
taste. What is funny to the announcer may not be funny to the audience, so
it is important to subject prospective humorous remarks to the acid test: is it
really funny, and will itamuse a listener? The listener expects to be entertained
by listening to a radio personality, and there is no surer way for an air
personality to be entertaining than to enjoy what he or she is doing. But any
humor and entertainment must be subject to the rules of good taste, and
evaluating program elements and potential ad-libs with that in mind is
worthwhile.

Radio staff announcers have a distinct professional advantage in that
they can easily listen to others and compare their performance with that of
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announcers in local and distant areas. Use a copy of Broadcasting/Cable-
casting Yearbook to find out additional information on the markets to
which you are listening.

E x e T c i N e s

1 e If you have access to a production facility, combo a
5-minute record show. Pot down the records after the music
has been established, and move into another piece of music.
The timing is approximate, but the content must include
a. An introduction to three discs
b. A weather forecast
¢. A public service announcement (PSA)

d. Station identification

e. One cammercial

f. Two time announcements

Do this with any style of music and style of delivery with
which you feel comfortable. If at all possible, write your own
commercial, PSA, and other material. If production facilities
are not available, just read the copy into a tape recorder and
pretend the records have played.

2. Repeat Exercise 1, but use music and delivery reflect-
ing these formats:

a. Fast-paced hit radio, with a target audience of very young
teens

b. Easy listening, with a very affluent, middle-aged target
audience

c. Album-oriented rock, with a target audience of rock aficio-
nados in their early twenties.

3. Seleet the lardgest and best radio station you can receive
in your area and listen for 15 minutes at a time during three
separate dayparts. Write down your impressions of the air
personality, and describe that individual’s

a. Timing

b. Pace

¢. General approach
d. Use of humor
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Do not undertake an extended discussion; just make brief
notes. Also, note production values, such as how tightly
recorded material is played together and integrated.

If possible, listen during morning drive, midday, and after-
noon drive. Compare and contrast the air personalities on the
dayparts.
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Perhaps the most personally satisfying area of broadcast performance is news.
News is distinct among broadcast performance specialties because it is a
distinct profession with its own professional standards, operating principles,
and ethics. Two chapters (6 and 7) are devoted to broadcast news in this text.
They address the special qualities that comprise the news operations of radio
and television.

Very few newspeople are employed simply to read news on the air. A major
part of the day-to-day duties of broadcast newspeople is involved with
preparing the news broadcast. The on-air newsperson must be able to gather,
write, and produce some of the audio and/or visual elements that give form
to broadcast news stories. Even those few individuals at the very top level of
broadcast news have some involvement in assembling the elements of the on-
air news product. And those people got to the top of that lofty pyramid
because they were skilled journalists who advanced through the ranks.

It is beyond the scope of this book to offer a full course in journalism. But
Chapters 6 and 7 provide a broad view of the journalistic principles that relate
most directly to on-air performance.

Broadcast journalism offers rewarding opportunities for talented and
skilled broadcast performers. In television, news offers the greatest number
of opportunities for entry into the medium. To succeed in this specialized area,
it is highly advisable to include in your preparation some training in
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Broadcast News

Structures and Content

CHAPTER SIX

journalism, both broadcast and print. It is also important to become well
grounded in other academic areas, such as economics, political science,
English, foreign language, and sociology.

In an overall sense, a journalist in a broadcast setting is under the same
obligations and constraints as a print journalist. The responsibility for
accuracy and completeness is no less demanding in radio and television than
in a newspaper. Broadcast news takes on some additional importance,
however, because of its immediacy. Broadcast, especially radio, is the medium
most capable of responding instantly to breaking news. Moreover, the impact
of broadcast news is often considered to be greater than that of the print
media. This was brought home vividly during the extensive coverage of the
war in the Persian Gulf. The immediacy of live reports of events that were
taking place as we saw them, and the ability of video to convey the
effectiveness of high-tech weapons, were just two elements of coverage that
print could not duplicate. Television, with the help of satellite hookups,
allowed people at home to experience this war in ways that have never before
been possible. In fact, in many ways television viewers probably had a better
concept of what was going on at any point in the war than many of those who
were actually on the ground in the war zone. Even the U.S. Secretary of
Defense noted at one point that he was getting his information on the initial
bombing raids over Baghdad from CNN.

Often, broadcast news is looked on as something like show business, and
many such criticisms have some justification. For example, the trend toward
“happy talk” news programs of the 1970s produced, at the extremes, some
inane results.

The power of the rating point in broadcast news is undisputed. No
commercial station can afford to ignore audience considerations in news
programming. But the charge that broadcast news is “pure show business” is
false, and the source of much of this notion—namely, print critics— should
be recognized. Print news sources are not exempt from the need to attract an
audience, either. Newspapers, which have paid great attention to graphics,
artwork, and readability, also show awareness of the “entertainment” func-
tion.

A commonsense look at the state of American broadcast news journalism
shows that although show business plays an undeniable role, there is a great
deal of quality, integrity, and inventiveness at every level of the profession.

The structures of broadcast news fall into several broad categories that
overlap. They are presented here to give an idea of the news functions, not a

definitive listing.

Newscast In its simplest form, a newscast involves nothing more than

(5
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reading aloud a string of news stories. In longer form, such as television news,
the newscast is a mixture of breaking news and feature material. In essence,
the newscast is a planned and structured assemblage of news, which
encompasses some of the following forms.

Report One element of a newscast, the report, deals with a single news item.
[t can take many forms, such as the voice report on radio, where the reporter
delivers a minute or so on a news topic. The voice report, or voicer, is signed
off with the reporter’s name and affiliation, suchias “This is Frank Lombardo
reporting for WAAA News.” The radio voicer can be expanded to include an
actuality, or snippet of an interview or other relevant audio from anewsmaker
or news event. Incorporating an actuality into the voice report produces what
is known as a voice-actuality. This might consist of 10 seconds of the reporter
delivering the first section of the voicer, an interview segment cut in for 20
seconds, then the reporter finishing up with a 10-second close and signing off.
Actualities without a voice report wrapped around them are often used within
the newscast. Sometimes actualities are simply introduced by the newscaster.

Television’s version of the voicer is often referred to as a stand-up. The
structure of the radio voice-actuality piece, when done with video, is usually
called a package.

Interview The exchange of information and ideas is often the crux of an
entire news show, such as Meet the Press. The subject of interviewing is
covered in detail in Chapter 8. When portions of an interview are used in a
news report or newscast, they become actualities.

Documentary A documentary is a relatively long piece done in dramatic
style. Generally. a documentary focuses on one issue and has a plot line. A
documentary usually reaches a conclusion and makes a point. “Documen-
tary” is clearly distinct from “docudrama,” whichis a dramatic reconstruction
of an actual event in which actors representing real people work from scripts
based on eyewitness accounts and the public record.

Hard Versus 8oft News Hard news generally deals with breaking stories
and ongoing events that are newsworthy hecause of their immediate impact
on listeners and viewers. Soft news, sometimes called feature news, is not
necessarily linked to a time element or to a story of immediate impact. For
example, the story of a fire in progress is hard news, whereas a follow-up
report on the lives of the people thus made homeless crosses into the soft news
category.

In many stories, soft and hard news overlap. An investigative report on the
influence of organized crime in city government may uncover hard news, or
material that becomes hard news.
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CHAPTER SIX

Broadcast journalism requires a number of specialized skills and talents.
Aside from the standard requirements for other broadcast assignments, the
following attributes are helpful and in many cases essential.

A Broad Education Knowing something about a wide variety of subjects
is a great plus for a broadcast journalist. Proper pronunciation of words and
names is largely a function of formal and informal education. It is also
important to have an awareness of world events. After all, you can’t report the
news without understanding the context in which events occur.

Writing Skills Almost all broadcast news on-air people are required to
write copy. Remember, too, that occupants of read-only positions generally
got there through previous news positions in which they employed writing
skills. You must develop the ability to write for the ear in broadcast style, a
topic addressed later in this chapter.

Ad-Lib Skills The ability to ad-lib is especially important for the voice
report, which in modern radio and television is frequently delivered live over
the air. New remote gear means that more news pieces are done live from the
field, and with improving broadcast technologies there is no question that the
ability to ad-lib will become increasingly important in broadcast journalism.

Interpersonal Skills News-gathering personnel must sometimes prod,
flatter, or browbeat news sources, depending on the situation. The ability to
extract news requires finely honed interpersonal skills. Also, you are likely to
encounter difficult situations in dealing with news sources, and often you
must be particularly sensitive to the feelings of someone who is emotionally
distraught.

News Sense Few of us are born with news sense, but someone lacking it
cannot determine what is news and what is not, and cannot assess the rela-
tive importance of stories. A journalist develops this ability largely through
experience and guidance from other professionals.

Style in broadcast news, in a general sense, concerns the way the news is
presented. From a performer’s standpoint, the desired result of a particular
styleis to draw attention to the news, not to the newscaster. Exceptional news
personalities are usually highly regarded because they make the news co-
herent, exciting, and immediate for the listener or viewer, not because they
are handsome or beautiful.

Yet popular folklore would have us believe that the typical news anchor
is chosen exclusively because of his or her looks and voice. There is a kernel
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of truthin that, but journalistic know-how and the ability tocommunicate and
convince are the deciding factors in hiring for most anchor jobs.

The factars that make any broadcast journalist able to communicate and
convince include believability, energy, and authority.

¢ Believability. A newsperson with a believable style is able to
communicate without artificiality, inspiring confidence in the truth
of what he or she has to say. Believability is enhanced by forthright
speech devoid of any artificial patterns and by a knowledge of news
and current events.

e Energy. Broadcast news performers are expected to inject energy
into their delivery, to keep listeners and viewers interested. To
succeed in this, the performer must be interested in the copy.

» Authority. The element of authority—a variant of believability—
convinces the audience that the newsperson knows what he or she
is talking about. Viewers and listeners almost always can tell the
difference between a mere reader and a real reporter.

Broadcasters are required by the very nature of their jobs to have
something distinctive about their on-air appearance and delivery, and style is
important to newspeople as well as to other on-air personnel in broadcasting.
Style—which includes the elements of believability, energy, authority, and
miscellaneous personality traits and other elements discussed in Chapter 4—
is a major factor in the success of many journalists. Box 6.1 gives some
examples of newspeople who project various styles.

As the foregoing examples suggest, an effective communicator of news
must develop beyond being a reader of copy. An important part of broadcast
journalism is the interpretive role played by the newscaster, the energy,
believability, and authority the newscaster imparts to the copy

One caution: the development of your style must not affect content. Never
let style distort facts.

Newswriting is a complex field. and shelves full of books have been devoted
to it. This introduction describes some basics of newswriting that are
particularly useful for the on-air performer.

Why is newswriting important for an-air people? First of all, to succeed as
a journalist, you must be able to write. Second, understanding how a news
story evolves greatly enhances your ability to communicate facts and ideas.

Let’s follow a radio news story from beginning to end. A radio news
reporter hears from the police and fire scanner that there’s a fire at a major
furniture warehouse. Sheimmediately calls the fire department, eonfirms that
there is indeed a fire at that location, gets the name of her informant, receives
permission to record the call, and gathers pertinent informatian.
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any broadcast journalist
able to communicate
and convince include
believability, energy,
and authority.

Newswriting Basics
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Figure 6.1. Veteran news broad-

caster Paul Harvey is very
effective with an authoritative
style of on-air delivery. (Phato
courtesy of Paul Harvey.)
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Examples of News Delivery Styles
== — —— ———=_—— |

Paul Harvey. Known for his distinctive radio style, Harvey
(Figure 6.1) projects authority and tremendous energy. A
listener could not possibly conjure up a mental image of
Harvey reclining in a soft chair to do his show. It is an
edge-of-the-seat affair, punctuated with gripping suspense
as he builds to the conclusion, pauses, and delivers the
punch line.

Ted Koppel. Authority and believability are strong points
in Koppel’s delivery. His apparent ability to stay completely
in control regardless of the situation seems to have been a
factor in his selection to act as host of Nightline. Although

: What’s happening right now?

Two alarms have been called in. The call came in at 10:47 and we
sent the first units. When the deputy chief arrived, he figured we
needed another unit, so a second alarm was called in.

: Has anyone been hurt?

Not that we know of, but rescue firefighters are searching the
building right now.

: Do you have reason to believe that people are still inside?

No, the manager of the building says all employees are accounted
for, but we have to check as a matter of routine.

: Could you describe the extent of the fire?

At last report, the building was about 50 percent engulfed. I just
talked to the deputy chief on the scene and he thinks the roof might
collapse, so the firefighters on the inside are going to have to get
out pretty soon.

: Any danger to other buildings?

We don’t think so. There’s not much wind, and no buildings
connect to the warehouse.

: Do you know what caused the fire?

Nope, no idea at this time. Listen, I gotta run because there’s
another call coming in. Call me back in 15 minutes or so and I'll
know more.
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this program often deals with relatively abstract ideas, it
also provides a forum for the exploration of ongoing news
stories such as hijackings.

e Ed Bradley. The no-nonsense approach of this veteran
Sixty Minutes reporter conveys the image of someone who
understands the essential elements of the story he is work-
ing on. His style is nonconfrontational, but he conveys to
the audience that he is not going to be satisfied with the
answers he receives until he gets the truth. Viewers get the
impression that Bradley is carefully building his story bit
by bit, filling in pieces that will eventually result in a com-
plete picture.

e Connie Chung. A straightforward approach enhances
Chung’s authority and believability. She is a pleasant,
serious journalist who does not hesitate to show her con-
cern with the news.

From this information, the reporter can construct a story. Granted, it is far
from complete, but that’s what the reporter has, and she must go on the air
with it in the next couple of minutes.

The first step is to write the lead, the first sentence of the story. The two
primary categories of leads in broadcast writing are hard leads and soft leads,
but there are many variations. A hard lead is a straight presentation of
information, the major facts of the story. The soft lead is a more leisurely
approach, designed to stir interest.

In the case of a fire story, an immediate piece of breaking news, a hard lead
is called tor:

A two-alarm fire is racing through the Hoffman Furniture Warehouse
at 511 Clinton Avenue West.

The lead sentence in broadcast news writing is usually shorter than a lead
in a newspaper article. Basically, this is because broadcast news is written for
a listener instead of a reader. If who, what, where, when, and why are all in
the first sentemce, a listener will be very hard put to comprehend it. A
newspaper lead might look like this:

A two-alarm fire raced through the Hoffman Furniture Warehouse at
511 Clinton Avenue West today, causing no injuries but heavily
damaging the building, District Fire Chief Stanley J. Kusinski said.

That is a good newspaper lead, but even though considerations of “why”
have been omitted, it would be difficult for a listener to digest.
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The radio lead just given is more appropriate, and when followed by other

important details it forms the basis for a short, punchy story:

A two-alarm fire is racing through the Hoffman Furniture Warehouse
at 511 Clinton Avenue West. No injuries are reported. All employees
are reportedly accounted for, but officials on the scene are conducting
aroom-by-room search. The building is 50 percent engulfed by flames,
and firefighters worry that the roof may collapse.

The initial report was called in at 10:47 this morning. When officials
arrived on the scene, they called for additional apparatus.

Fire officials say there’s little danger of the fire spreading to nearby
buildings. The cause has not yet been determined.

This story could also be written to include an actuality recorded from the

telephone interview.

A two-alarm fire is racing through the Hoffman Furniture Warehouse
at 511 Clinton Avenue West. No injuries are reported. All employees
are reportedly accounted for, but officials on the scene are conducting
a room-by-room search.

Here’s how District Fire Chief Stanley Kusinski describes the scene:

“The building is about 50 percent engulfed. I just talked to the
deputy chief on the scene and he thinks the roof may collapse.”

The initial report was called in at 10:47 this morning. When fire
officials arrived on the scene, they called for additional apparatus.

Fire officials say there’s little danger of the fire spreading to nearby
buildings. The cause has not yet been determined.

The story will be updated throughout the day, and the lead will progress

through several stages:

Fire officials have finally left the scene of a stubborn, smoky fire at the
Hoffman Furniture Warehouse . . .
Investigation continues into the cause of this morning’s fire at the
Hoffman Fumiture Warehouse . . .

When a story is no longer breaking news, the lead may change from a hard

lead to a soft lead:

It was an exhausting day for local firefighters, as 24 volunteers battled
a stubborn blaze that burned for more than 7 hours . . .

In writing a television news script, the same general principles apply. The
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difference is that in television you will have the added element of pictures to
deal with and your facts will be put together in a different way.

Using the same fire example, but in television scenario, we can illustrate
the differences in approach. First of all, there will probably be less rush to get
something together to put on the air. In radio, there is usually a regular
newscast scheduled a short time after the station’s newsperson gets word of
the story. As we have shown, the story can be developed over time as more
and more details become available. In television, there are far fewer times
when news can be broadcast. Usually there is an early evening and a late
evening news block, and some stations have a news report at noon.

Because television has fewer newscasts and because it relies on pictures to
tell much of the story, a very different approach is needed when a news story
breaks. More work needs to be done to get the pictures that will tell much of
the story, and more people are needed to do the work. Here is how the job will
be set up:

1. Usingthe facts she has gathered, the reporter does an on-camera “bridge”
as a transition between segments taped at the scene.

2. The reporter does an on-camera “stand-up,” which will conclude the
package when it is edited for air.

3. The reporter and cameraperson return to the studio.

4. The reporter writes copy to be read by the anchor in the studio as live
“voice-over” audio while taped pictures of the fire appear on the screen.

5. The package is edited and prepared for use on the air.

The actual amount of writing involved in putting this package together is
minimal. Much of the reporter’s responsibility centers around quickly gath-
ering essential information, selecting the items that best tell the story, and
integrating the information with visual elements of the story.

A major cansideration in writing the copy for a package like the one
described here is how closely to follow the video. There is a fine line between
ignoring what is on the screen and writing too directly about it. [t would sound
silly, on the one hand, to say, “Thisis a fire that erupted this morning.” People
can see there is a fire. To have the anchor say, “This is a fire,” uses valuable
time to provide information that the viewer already has. On the other hand,
if you are showing firefighting action, this is the wrong time to talk about the
progress of the investigation into the cause of the blaze.

When a television news director receives word of a breaking news story
such as a major fire, a reporter and a news crew will likely be assigned to go
to the scene and do the story. Several factors may influence the details of how
the story is handled at this point.

Let’s assume that the story breaks a couple of hours before a scheduled
newscast. If the news director feels the story is fairly important, a live remote
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may be set up to bring viewers the reports directly from the scene as the story
develops. If the story is regarded as less important, the news director may tell
the reporter to prepare a “package.”

A package usually runs somewhere between 90 seconds and 2 minutes. It
includes taped pictures of the news event, and interviews with key people
connected to the event. The reporter also records on-camera reports at the
scene.

Whether coverage is live or packaged, getting the story ready for the air
requires the on-camera reporter to coordinate several different activities.
We’ll use the fire example toillustrate what a typical television reporter would
have to do to get the story on the air.

1. Arriving at the scene of the fire, the reporter tells the cameraperson to get
some shots of the fire and the firefighters battling the blaze.

2. The reporter locates the fire official in charge at the scene and does an on-
camera interview.

3. Thereporter locates workers who have evacuated the building and getson-
camera reactions from two or three of them.

The proper approach at this time might be to give an overview of the facts
about the fire. The appropriate lead-in to the script might read:

Fire officials are still not sure what touched off flames that engulfed
this Clinton Avenue furniture warehouse this morning. The facility is
owned by the Hoffman Furniture Company. No one was injured in
the blaze, which caused an estimated 200 thousand dollars worth
of damage to the facility.

Another consideration in writing the on-camera material from the scene
is to avoid using material that may change later. For example, if you were to
report in your stand-up that “officials are unsure if anyone was injured in the
fire,” your tape becomes useless if the question of injuries is answered before
your report is aired. If you are in doubt about elements of the story, leave it
out of your report from the scene and let the anchor fill in the information
when the report airs.

As afinal note, read your copy aloud as you write it. This is something most
broadcast journalists do automatically. It helps you write in a style that is easy
to read. For example, the phrase “sixty-six separate series of incidents” might
look fine on paper, but when read aloud, problems quickly become evident.
Reading your copy aloud is also necessary to determine how long it runs.

Television script writing makes unique demands of reporters. The major
consideration is to be as brief as possible and yet to convey alot of information.
It takes a bit of practice to master the techniques of “tight” writing, but once
mastered it becomes almost automatic.
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The goal of broadcast newswriting is to communicate facts quickly and
accurately, There is little room for excess words. The same principles apply
to ad-libbing live reports. In fact, because of the immediacy of broadcast news
and the need to get a story on the air as quickly as possible, many reports from
anews performer are half written, half ad-libbed. The roles of performer and
journalist are inseparable.

To effecsively present written and/or ad-libbed material, keep in mind the
points highlighted in Box 6.2 and discussed in the text.

First, use attribution correctly and when necessary. Attribution is the
association of material reported with the source of information. Failure to use
correctly attributed information is a common mistake among beginning news
reporters.

Controversial statements must always carry attribution. “Chemicals in the
village water supply were responsible for the death of 5-year-old Heather
Smith” is a statement that must be attributed to a qualified source. An ap-
propriate attribution might be “according to County Director of Public Health
Frank Johnson.”

Statements of opinion must be attributed in news reporting. For example,
“The mayor badly bungled the handling of the school bus strike” must be
attributed to the source, such as “according to the Democratic members of the
city council.”

Legal charges must be attributed. If police arrest a suspect in a bank
robbery, the phrases “police have charged” or “according to police” must be
incorporated into the statement. It is wise to attribute all information on
arrests or charges to the official source. One important reason is that
streetwise criminals frequently give names and addresses of other real people
when being booked. If you report, “John Jones of 211 Front St. held up the
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Pointers for Effective Presentation
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1 o Use attribution correctly and when necessary.
2 ¢ Paraphrase quoted material.

3 « Keep sentences short.

4 ¢ Use clear sentence construction and word choice.

5 o Write for the ear.
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First National Bank” without attribution (such as, “according to Detective
Frank Andrews of the city police physical crimes unit”), you are opening the
door to legal problems if indeed the bank robber appropriated John Jones’s
name. This point is not purely academic; it’s a troubling area for journalists.
Several police officials have noted that use of false identities— someone else’s
name, address, and even place of employment and Social Security number—
is occurring with great frequency today. By the time police sort out the
arrestee’s real identity, the damage may be done; so always attribute the
charges to the legally constituted source.

Caution in handling crime stories is crucial because legal boundaries
concerning lawsuits against news organizations are not always clear. Use
“alleged” or “accused” when referring to someone charged with acrime. Even
this cautionis not always a blanket defense should the charges be proven false.
Lawsuits concerning crime reporting are not very frequent in daily journal-
ism, but the possibility always exists.

A commonsense guide to the problem is to use attribution when there is
any doubt as to the factuality and verifiability of the statement. For example,

¢ “The governor visited City Hall today” does not need attribution
because it is a fact verifiable by photographs. TV footage, and
eyewitness accounts. Viewers and listeners will not expect explicit
attribution, nor will the governor’s office demand it.

* “The governor will not run for reelection” demands attribution.
The statement could, for example, be attributed to the governor:
“Governor Masters made the surprise announcement during a press
conference here at City Hall.” Or, attribution could be made to “a
statement from the governor’s press secretary.” A veteran reporter
sure of his or her story and facts may link the statement to a “highly
reliable source close to Governor Masters.” In any case, the factual-
ity and verifiability must be proven, to the largest extent possible,
directly within the story.

Note that in broadcasting, the attribution is often given at the beginning
of the sentence: “Police report that a human body has been found in
Southtown Gorge,” instead of the newspaper type of end-of-sentence attribu-
tion, “A human body has been found in Southtown Gorge, police report.”

Second, paraphrase quoted material. For the most part, direct quotes are
not used in broadcast writing. The quote is usually paraphrased. Continual
reference to a direct quotation, such as “quoting now,” is distracting, and is
used only when necessary for absolute clarity in the case of controversial or
sensitive material.

Third, keep sentences short. Usually 20 to 25 words is the top limit.
Although a number of word formulas have been developed, common sense
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is the best guideline. Simply break up longer sentences in a natural place, and
be aware that keeping sentences short is particularly important in ad-libbing.
An occasional long sentence is all right, since continual short. choppy
sentences become repetitive in rhythm and unappealing to the ear.

Fourth, use clear sentence construction and word choice. Listeners cannot
go back and reread what you just said. Avoid using words that are easily
confused by listeners, such as can and ean’t.

Fifth, write for the ear. The material is meant to be read aloud, so read it
before putting it over the air. If it doesn’t sound right, redo it.

A successful journalist must earn the trust and respect of the public. Certain
canons of ethics apply to the job, and they are important to any performer who
functions in news. Practices and policies vary from station to station, but two
terms germane to any discussion of journalistic ethics are right to privacy and
libel.

The Right to Privacy Possibly the reporter’s first encounter with the right
to privacy will involve the recording of a newsmaker’s voice or image. There
are a few cases in which you can record someone without his or her per-
mission. Obviously, you do not need permission to record a press conference.
In other cases, though, the line becomes blurred.

If you approach someone in a public place with microphone in hand and
explain who you are and what you are doing, you’re on solid ground to report
or broadcast. Entering a private office or residence is another matter and
should be considered case-by-case with your news executive.

Telephone interviews can cause problems because the interviewee may
later claim to have been unaware of the recording. To protect yourself and
your station, a mechanical beep tone is useful. Better yet, inform the person
on the other end of the line that you are recording and get his or her consent
on tape. Be sure to learn your station’s individual policy governing recording
phone calls before you air any portion of a recorded conversation.

In many cases the right to privacy is clear-cut, but in many cases it is not.
Hidden-camera interviews and other investigative techniques should be used
only under the supervision of an experienced news executive and/or attorney.

Sometimes the right to privacy is not so much a legal issue as a moral one.
Does the grieving widow of a slain police officer have a right ta privacy? Is
she unnecessarily traumatized by having a microphone thrust in her face and
being asked for ecomment? Common sense and good taste deny the right to
invade her privacy just to get a story. By contrast, newspeople have swarmed
over artificial heart recipients, and concern has been expressed that the
patients’ rights to privacy were being trampled. However, because these
surgery patients consciously chose to participate in medical experiments of
profound significance, the public’s need to know seemed to legitimately take
precedence aver the individuals’ rights of privacy.
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The right to privacy also depends on whether the individual involved seeks
notoriety. A person who is defined as a public figure, such as a politician or
a performer, has sacrificed a considerable amount of right to privacy by
entering the public spotlight. This has a bearing on the legal interpretations
of damage to reputations, known as libel.

Libel As recentcourt cases have demonstrated, there are very few clear-cut
answers to the question of what constitutes libel.

Basically, libel is the act of issuing or publishing a statement that damages
a person’s reputation, defaming his or her character and exposing him or her
to ridicule.

Simplistic definitions of libelous versus nonlibelous statements are worse
than none at all, since there are many gray areas within the law. The
interpretation of libel laws is subject to change according to new court
decisions.

To briefly consider the most basic points of libel as they apply to a news
announcer, examine the contention that truth is a defense against libel. On
close examination, you can see that this is a somewhat simplistic concept,
since truth is not always easily definable. If a reporter alleges that the subject
of a story is an incompetent physician, can that charge be proven? If the word
incompetent is used, can it be defined and verified? Has the physician been
convicted of malpractice?

Yes, truth is a defense against libel, but often the question revolves around
the recognized definitions of the words and termrs used in the news item. As
journalists Ted White, Adrian ]. Meppen, and Steve Young put it,

. .. proving the truth is not always easy, and the proving must be done
by the writer or reporter. If you referred on the air to a labor leader as
aracketeer, you had better be prepared to shaw that he was convicted
of such a crime or that you have conclusive evidence of such activity
that will stand up in a court of law. Otherwise, you and your station
management could lose a lot of money.'

Another defense against libel is privileged communication. For example,
you cannot be sued for repeating remarks made by members of Congress and
judges from the floor of the legislative chamber or in open court; those
remarks are privileged communications. Certain other public statements and
records are also privileged. In cases less clear-cut than judicial or legislative
remarks, always check with a senior news executive if there is a possibility that
the statements could be interpreted as libelous.

A fair comment against a public official or public figure is not libel.

'Broadcast News Writing, Reporting,
and Production (New York: Mac-
millan, 1984), p. 55.
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Someone who runs for public office, by the very nature of that act, exposes
himself or herself to public comment. The courts have ruled that people who
seek publicity have, for all intents and purposes. less protection under libel
laws. However, “fair” and “accurate” are subjective terms; a reporter does not
have carte blanche when dealing with public figures. An irresponsible and
unfounded statement against a celebrity can still be actionable (serve as the
basis for a lawsuit).

Malice and reckless disregard of the truth are the primary factors a public
official must prove in order to wage a successful libel suit. As was the case with
William Westmareland’s 1983 suit against CBS, the issue was not only the
truth of the allegations against him, but whether the allegations were made
with the intent to harm and with prior knowledge that they were untrue. This
can be adifficult case to make, as Westmoreland found; he eventually stopped
pursuing the case in 1985.

Malice and reckless disregard continue to be criteria for cases involving
public figures. But the scope of who, exactly, is a “public figure” appears to
be shrinking.

Be aware that libel law interpretation changes as courts make decisions
and set precedent, and that libel laws ditfer from state to state. It is very, very
difficult to predict what the interpretation of libel laws will be if any gray area
is entered. When in doubt, always check with a senior news executive or the
station’s legal counsel. (See Box 6.3.)
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A Primer on Privacy and Libel
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First and foremost, remember that what follows is a brief
summary of libel and privacy law—not specific legal advice.
Laws differ from jurisdiction to jurisdiction. So when in
doubt, consult with a senior news executive or your station’s
attorney.

Journalism professor Martin L. Gibson defines libel as
published material that subjects a person to hatred, contempt,
or ridicule. Beyond that, libel can be established if the person
suffers loss of respect or if he or she is harmed in some way.

Certain things must happen in order for libel to be commit-
ted. Usually in case law these are called elements of libel.
They are publication, damage, identification, and fault. Pub-
lication is self-explanatory, except that the word also applies
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CHAPTER SiX

Box 8.3 (continued)

to something disseminated over the airwaves. Damage can be
emotional or monetary, but it is often the case that libel suits
are brought over a story that causes loss of income to a
business. Probably this is because balance sheets are easier to
document than emotional suffering.

Identification, again, is relatively self-explanatory, but for
the purpose of this discussion it’s important to remember that
identification usually means specific identification of an indi-
vidual. Groups rarely sue for libel. Of particular importance to
the broadcast journalist is avoiding accidental associations of
people and events, such as using so-called wallpaper video
showing a car repair establishment to illustrate a story about
car repair scams. Someone whose shop is identified by the
video may indeed have a viable libel action against you even if
you chose that person’s shop only as cover video. (Cover
video simply refers to pictures used to fllustrate a television
news script.)

The third element is fault. It must be shown by the plaintiff
that the information was incorrect and fulfilled the other
elements. (Note that simply being incorrect does not expose
you to a libel case. If you say someone is 6 feet tall when he
is really 6 feet, 2 inches, there are very few instances where
that would be construed as a mistake that caused damage.)
Public people—that is, people who have thrust themselves into
the public eye—must prove fault to a higher degree. They
must show that the reporter disseminated the information
knowing that it was false, and with the intent of causing
damage.

There are a number of defenses against libel. For the
purposes of our discussion, we will group these defenses into
the categories of provable truth, privilege, fair comment, or
public figure exposure.

Provable truth, as mentioned in the text, goes beyond
simply knowing in your heart that the allegation is true. It
must be documented and specifically proven in court. That is
why news writers frequently avoid words such as incompe-
tent. This term is rather nebulous, difficult to prove, and you
would be in a better position to simply list your documenta-
tion, rather than use the catch-all term incompetent.

Privilede applies to statements made on the floor of a legis-
lative body when that body is in session, or in court when
court is in session. These statements are granted what is often
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called absolute privilege, and a reporter enjoys qualified priv-
ilege, meaning that he or she is protected from libel action as
long as the remarks are repeated fairly and accurately.

Fair comment simply means the right to express an opin-
ion. A journalist has every right, for example, to criticize a
play, a restaurant, or a public performance. However, that
criticism cannot include embellishments of the truth or unre-
lated and irrelevant personal attack. For example, a Supreme
Court opinion handed down in 1990 held that an opirion col-
umn could be subject to libel action because it dealt with a
serious issue—an implication that a local high school coach
committed perjury.

Finally, public figure. Our concept of public figure exposure
stems back to the 1964 Supreme Court case of Times v. Sul-
livan. In that ruling, the Supreme Court held that the Ameri-
can spirit of valuing free and robust debate causes a public
official to expose himself or herself to public criticism. As a
result, a public official—in this case a southern police com-
missioner—enjoys less protection.

Decisions following Times v. Sullivan broadened the defini-
tion of a public figure to include famous persons as well as
elected or appointed officials. More recent cases, however,
have moved the pendulum in the other direction, affording
more protection for well-known people who are not public
officials.

Privagy. Privacy actions are far less frequent than libel
litigations. A good share of privacy case law, in fact, does not
relate to news operations. For example, many privacy cases
involve appropriation of someone’s image for advertising
without that person’s consent.

The areas that should concern a news reporter are inva-
sions of privagy, which in some way embarrass a person or
portray that person in false light. The issues are far from
clear-cut. For example, successful privacy actions have been
brought against news organizations that have carried “Where
are they now?” stories that brought up true but embarrassing
tales of what someone did decades ago.

The defenses against privacy actions are as complex as the
laws. However, as a general guideline you should remember
that an item that embarrasses someone must be newswor-
thy—a difficult concept to determine. But judgments can and
have been made against news organizations that pictured
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Gathering Radio News
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CHAPTER SIX

Box 6.3 (continued)

people in embarrassing situations simply for the sensational
impact. Second, being a reporter does not give you the right to
trespass. Third, you should be especially careful when dealing
with minors or anyone who might be deemed to have dimin-
ished capacity to knowledgeably agree to be interviewed or
appear on air. Finally, subjects of certain news stories do lose
their right to privacy just because of their bad luck. However,
be aware that laws do protect the privacy of victims of certain
crimes—especially sex crimes. Remember that, while there
will always be exceptions, when someone seeks publicity, or is
the subject of a current legitimate news story, you are prob-
ably on safe ground.

Radio news can be the most immediate of all media. When people need to find
out about a breaking news story, such as a weather emergency, they turn on
the radio.

Radio news operates under the basic journalistic principles described
above. This section deals with some of the specialized methods and equip-
ment by which radio news is gathered and structured, and with the equipment
used by radio reporters. Techniques and operations relating to delivery,
formats, and news services are examined later.

In radio, newsgathering consists of obtaining facts and sound sources. This
can be done at a very basic level by one person working with a telephone and
a telephone recording device, as demonstrated by the example of the reporter
covering the furniture warehouse fire by phone. On a more sophisticated
level, radio newsgathering can involve a staff of street reporters equipped
with portable cassette gear, covering specialized beats. In large radio news
operations, there are people in charge of editing and production.

All radio news operations are under the command of a news director. In
small stations, the news director may be the only newsperson on the payroll.
In large radio stations, he or she is an executive in ¢charge of large budgets and
staffs. The radio news director usually reports to the station general manager
or the program director.

The concept of actuality is very significant in radio news. Gathering
actualities by phone or with a portable tape recorder has become one of the
radio newsperson’s primary responsibilities. Few stations are content to
simply read stories over the air; somewhere in most newscasts there is
actuality material.

Actualities can consist of an interview segment or a wild sound bite, that
is, sound other than interview speech, recorded at the scene of a news event.
The scream of sirens, for example, could be incorporated into a piece as a wild
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sound bite. Wild sounds might consist of the chanting of crowds on a picket
line, or the roar of flames in a four-alarm fire. When an actuality consists of
an interview segment, it is usually less than a minute long, more often less than
30 seconds. Longer actualities are used in documentary pieces.

The radio news reporter must choose acompelling piece of actuality rather
than running an entire interview. When gathering and editing down an
actuality, the reporter looks for responses that express opinion or give greater
focus to the central issue of the story. A politician’s description of what he or
she thinks a budget cut will do to the district is far more interesting than a
recitation of budget figures.

In general. when choosing actuality, remember that

1. Statements of fact made during the interview are best used in writing the
script.

2. Statementfs that express emotion or opinion are best used as actualities
within the news report.

The basic radio reporting tool is the cassette recorder hooked to a good-
quality microphone (Figure 6.2). Because cassette tape is difficult to edit
mechanically, it is frequently dubbed up to reel to reel for physical splicing,
the actual cutting of the tape. In most cases, the appropriate portions of the
cassette material are dubbed onto cart.
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Radio Reporting
Equipment

Figure 6.2. A portable cassette
recorder used with a good-quality
microphone is the workharse of
today’s radio news reporter.
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Often the newsperson uses a small production
studio (Figure 6.3) containing necessary equipment
and an electronic link between the telephone and the
recording gear.

Carts and cart machines are used extensively to
hold voice reports, voice actualities, and actualities for
useduring anewscast. Practices vary among individual
stations, but usually there is a standard method of
labeling the cart with the name of the person being
interviewed or the reporter filing the actuality, the
length of the interview, and the outcue. The outcue is
the final word or words spoken on the tape. Labeling
an actuality with an outcue is a must because it
indicates when the newscaster is to begin speaking
again. Multiple actualities used for the same news story
areusually placed on separate carts, but they can be put
on one cart and separated by a stop tone. An interview
used as the basis of a story that incorporated two
actuality cuts would look like this in final script form:

CITING FAILING HEALTH, STATE SENA-
TOR MARGARET BLANK TODAY AN-
NOUNCEDHERWITHDRAWAL FROMTHE
. UPCOMING RACE FOR REELECTION.

° //BLANK #1//

. ... As'm sure you’re aware, I've had several operations within the
° past four years, and while my health is relatively good, [ don’t think I'm
- up tothe strain of another term in office.

° THE SURPRISE ANNOUNCEMENT HAS THROWN LOCAL
+ REPUBLICANS INTO TURMOIL AS THEY JOCKEY FOR A SPOT
e ON THE PRIMARY TICKET. AS TO HER POSSIBLE SUCCESS-
s OR,BLANK WON'T PLAY FAVORITES OTHER THAN TO SAY,
o //BLANK #2//

. At this point, I'm not endorsing anyone. [ will pledge to oppose,
.
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Figure 6.3. A small production
studio used for radio news
production.

though, anyone who plans to cut aid to education in our district.

THAT STATEMENT IS INTERPRETED BY SOME OBSERVERS
AS A BACKHANDED ENDORSEMENT OF CITY SCHOOL SU-
PERINTENDENT PAUL WHITE, WHO HAS EXPRESSED AN
INTEREST IN BLANK'’S JOB.

The carts for this cut would be labeled

e Blank #1:09 (term in office)
¢ Blank #2:08 (in our district)
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The format of capital letters for announcer copy and lowercase letters for
actuality is used in many news operations, although practices vary. You
should always, though, have the actuality written down, in case the tape fails
and you are obliged to paraphrase the statement.

Radio news reporters often feed cuts over the telephone with special wires
leading from the tape recorder and sometimes feed taped material and live
reports over two-way radios or specialized small transmitters. Stations in very
large markets may have a series of these transmitters located thraughout the
city to boost the signal back to the station or to the station’s antenna.

The basics are the same, and a reporter can certainly do a decent job
without sophisticated hardware. But as radio news becomes niore highly
competitive, the use of high-tech equipment will certainly increase.
Typically, a radio news anchor is responsible for gathering, editing, and Radio News
reading news. The operations involved include making calls to police and fire
agencies and scanning newspapers and wire services for important stories.
Working with wire service material is covered in a later section. Here we
mention the practice, common in radio, of rewriting newspaper stories for
broadcast. This practice should be pursued with caution, because when a
newspaper story is wrong and a radio reporter rewrites and uses it, the radio
reporter is wrong, too. Many newspapers vigorously object to the use of
stories gathered by the newspaper staff. Nevertheless, the newspaper will
always be an important source for the broadcast journalist, and once you have
verified the story and done some additional checking and gathering, you are
ethically entitled to use the story.

There will generally be pieces left over from the previous shift or the
previous night, such as a report on a city council meeting. The morning news
anchor would certainly want to include such material in the early reports, but
the council story may be rather stale by noon.

Stories must be written and rewritten throughout the morning. The re-
porter will follow up on tips from the public, items broadcast over police
scanners, and story assignments set up in advance. Street reporters will cover
stories in person, and often the morning anchor will take to the streets later
in his or her shift.

v

A radio journalist must
make people visualize
a story in the theater

These are the most basic operations. Now the journalist-performer must of the mind.
take the raw material and make it compelling.
A radio journalist must make people visualize a story in the theater of the Painting a Picture
mind. Much of this responsibility is shouldered by the writer, who must with Words

choose the words and phrases. The performer, who may also have been the
writer, has to read accurately with expression and meaning. This really
becomes important to the journalist who has to ad-lib a report from hastily
scrawled notes. In that case, those words and phrases must paint a picture that
is coherent as well as vivid.
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CHAPTER SIX

The techniques for understanding the message (Chapter 3) and for
communicating the message (Chapter 4) apply here. Some additional sug-
gestions follow (highlighted in Box 6.4):

1. Describe events with imagination. Your words are virtually all the
listener has to go on. Your ability to describe can be dramatically improved
with practice, so practice as much as possible. One program director of a
major market all-news station advises reporters to practice describing any-
thing: ride along in the car and describe the countryside; look out the window
and describe the neighbor’s fence. In your descriptions, pay attention to
details, such as the exact color of leaves or the shape of a yard.

2. Include sound in the story. Can you get the sound of a fire engine into
your street report? By all means give it a try. Also, don’t be afraid to
incorporate the acoustics of the environment into your story, such as the
sound of wind on a report concerning fast-moving brushfires. Do not
manipulate sound elements in a way that will affect the content of the story.
For example, do not use sounds of strikers chanting recorded during the
morningas an element of a story covering the situation in the afternoon, when
there were no strikers outside. Also, never use a sound effects record or other
device to fake sound elements for a news story.

3. Make accurate mood changes. In radio, you have only your voice to
communicate changes in moods, and this has to be done with precision, since
stories are typically short. One of the most common complaints about poor
radio news announcers is the lack of mood change between and among
stories.

Mark copy to reflect changes in moods. Do not use the same pitch, pace,
and rhythm for a report on a double homicide and for a story on a senior
citizens’ outing.

4. Use and stress vivid words. A television shot of a smoky fire speaks for
itself. In radio, you have to paint a word picture. Do not touch important
words too lightly. If you are writing or ad-libbing, never be content with
pedestrian phrasing. For example, which description is more vivid and
compelling?

e “There is a great deal of black smoke coming from the upper
window.”

® “Greasy black smoke is boiling from the upper window.”

Simple words can paint vivid word pictures; there is no need to become
flowery and lurid. Edward R. Murrow’s historic word pictures of London
during World War II were effective primarily because of the simplicity of the
images and the straightforwardness of his delivery. Murrow used vivid small
details to bring the picture to life in the theater of the listener’s mind. He was
not content, for example, to simply tell the listener that bombs were
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Tips for Vivid Commumnication
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]. ¢ Describe events with imagination.

2 ¢ Include sound in the story.

5 ¢ Make accurate mood changes.

4 o Use and stress vivid words.

5 o Pay a:tention to clarity in using actualities.

6 ¢ Develop a system for gauging time.

exploding. Instead, Murrow described the burn marks in pavement scorched
by hot shrapnel. He was never content to simply describe the sight of people
scurrying underground; he invoked other senses, too: “Youcannot believe the
stench of the air raid shelters.”

5. Pay attention to clarity in using actualities. If you play an actuality
during the delivery of a newscast, identify the speaker before and, if possible,
after the actuality plays. It is best to do this by gracefully including the name
of the speaker, such as “Professor Campbell of Georgetown went on to
say . .. ” If that is not possible, a simple declarative sentence will do: “That
was Professor William Campbell of Georgetown University.”

6. Develop a system for gauging time. Time yourself reading copy
whenever possible so that you become able to look at a piece of copy and
immediately gauge its length in terms of airtime. Radio news often operates
under extremely rigid time requirements, and it is important to be able to
estimate how much copy can be read in an allotted time period.

Your reading rate will probably be about 150 words per minute (wpm),
although rapid news readers sometimes reach about 200 wpm. Rate of speech
is much faster on a long-form announcement such as anewscast than on a 30-
second comimercial. You can determine your standard long-form reading rate
simply by timing a minute’s worth of reading and counting the words.

Knowing the average number of words per line of copy will simplify word
counting. Most standard typewriters average about 10 words per line of copy,
but that will vary according to script formats and typewriters. Maechines with
outsized type fit considerably fewer words on a line.

0 000000008 000000 OO OGO OO OO OO0 OO OO0 OO0 OO0 OO0 OO0 CEOOOOOSOEONONSIEPOSEOSEOSEOSIPOOPIOSEOSEOSIEOSOSOOSEOSEDS



Fitting News
to Station Format

The All-News
Format in Radio
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If you read 150 wpm, and your script averages 10 words a line, you now
know that 15 lines of copy will fill one minute. Knowing how many lines of
copy you read per minute is the most valuable method of time approximation.

Skilled announcers who must “stretch” copy often develop a method of
prolonging vowels and gently slowing the reading rate so that the stretching
is not noticeable. You would not want to use this method for stretching a
3-minute newscast to fill 5 minutes, but it is helpful when it appears that 5
lines of copy will fall 5 seconds short.

When news copy is running too long, it may be a simple matter to drop a
line or two in the story. However, be sure you are thoroughly familiar with the
story so that you don’t drop vital elements such as attribution or a punch line.
With experience and a complete understanding of the story, you will be able
to ad-lib a brief conclusion rather than just dropping some copy.

There was a time when broadcast news was looked on as something of a
burden, to fill FCC requirements. A pleasant development, especially for the
journalist, was the discovery that news could make money. Audiences wanted
well-done news, and advertisers were willing to pay for exposure on a
newscast.

As a result, news has become just as much a part of a station’s program-
ming strategy as music and staff announcers. The news must reinforce and
complement the sound of the station. This is accomplished in a variety of
ways, using every kind of component, from the produced opening of the
newscast to the style and pace of the newscaster to the selection of the news
itself. A newscaster on an album-oriented rock station with a laid-back for-
mat should not use a delivery in the style of a teen-oriented all-hit station.

A modern radio journalist must be able to vary his or her delivery to fit the
sound of the station. Unless you have the luxury of having an assured career
with one particular format, it is highly advisable to practice flexibility in your
delivery. Listen to what works at other stations, and practice communicating
effectively within other formats.

In 1965, New York’s WINS became the first radio station to make a success
of an all-news format. The idea was greeted by many with skepticism. The
nay-sayers felt that audiences wanted news only in small chunks. It seemed
unlikely that anyone would stay tuned to one station for continuous news.

WINS proved that the format could succeed, and in the nearly three
decades since its inception, the all-news format has become viable for stations
in many markets. WCBS in New York, KYW in Philadelphia, and WPOP in
Hartford, Connecticut, all have used the format to become some of the most
successful stations in the country. In addition to those listeners who keep their
radio dial tuned to all-news stations for the entire time they are listening to
radio, many listeners tune in for a brief update on what is happening. This high
turnover enables all-news stations to perform well in the category of ratings
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known as “cume” ratings—ratings that count the number of different people
who tune in to a station during a certain segment of time. The hybrid format
of news/talk, combines news programming with listener call-in program-
ming.

The all-news format is a demanding one for on-air news readers. The
station’s entire sound depends on the style in which the news is presented.
That style is a function of (1) the length of news stories and news segments,
(2) the selection and arrangements of news stories, and (3) the reading style
of news readers.

The on-air performer must be able to maintain a presence over time that
is sustained only by the sound of her or his voice. To do so requires con-
siderable skill in several areas:

* Rate. The successful news reader at an all-news station must move
along at a comfortable pace. If the rate is too fast, readers will miss
important elements of the story. If readers are too slow, energy is lost,
so the listener’s attention is likely to wander. The most effective rate
is one that strikes the reader as a comfortable conversational rate.

¢ [Inflection. Inflection is probably the most crucial element of a news
reader’s delivery in the allnews format. A singsong rate is deadly. It
could literally lull listeners to sleep. (Incidentally, we have inter-
viewed radio listeners who say that they use the all-news radio sta-
tion in their vicinity to help them fall asleep at night. A news reader
must guard against inflections that unduly emphasize this character-
istic of the format.) Vary your inflection enough so that patterns do
not repeat. If you tend to drop pitch every time you come to the end
of a sentence, for example, the pattern quickly becomes noticeable.
Be aware of your inflection and adjust it to avoid repetitive patterns,
while guarding against inflections that do not fit the style of the
copy.

o Timing. All-news radio is delivered in timed segments. A common
promotional phrase used by one all-news station is “Give us 10
minutes, and we’ll give you the world.” Announcers must be pre-
cise enough in delivery to be able to read news scripts exactly to
time, so that segments end on the dot at the right time. Very often
news readers read copy that ends just before the station joins its
network for its newscast. Networks begin their segments at the pre-
cise time scheduled. If a local news reader runs over or under the
time allotted for the copy adjacent to the news, the cue will be
missed.

* Pitch. Announcers who use a pitch that is too low or too high will
stand out because of the length of time listeners have to discern the
fault. A common fault ameng some inexperienced male announcers
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is to try to hit an unnaturally low pitch. This can be deadly to all-
news performers because an inappropriate pitch stresses the voice.
Eventually the constant voice strain of the all-news format will likely
impair the announcer’s ability to use his voice. Find the correct pitch
for your voice, and the delivery will not only conserve your voice but
it will sound better.

e Error-free reading. The most important hallmark of a good news
reader in any circumstance is the ability to read copy without
stumbling and with accurate pronunciation. Of course, everyone
stumbles at some point, and in a format that demands that you
continue reading without interruption for 15 minutes or so at a
time, there is much more opportunity for stumbles to occur. An-
nouncers who consistently have trouble reading copy smoothly,
however, won’t last long in an all-news format. There are no second
takes in live on-air work. The performance must be as close to flaw-
less as possible or it becomes distracting to listeners.

e Proper pronunciation. Words and names must not be mispro-
nounced in all-news radio. Listeners associate the credibility of the
station with the news reader on the air. If you mispronounce the
name of a newsmaker or a place name, you can bet that someone
listening knows you did it. Your credibility and that of the station is
compromised. In the all-news format, credibility is everything. If
listeners don’t think you are knowledgeable about the news you’re
reading, they won’t continue to listen.

In general, the key to giving a good performance in an all-news format is
to be very solid in the principles that apply to all news reading. Credibility is
crucial. In the all-news format, the elements of effective performance are
emphasized by the long time periods when your talents will be on display.
Flaws are magnified many times over, while the absence of flaws won’t be
noticed much. That is as it should be. Remember that the important element
of the format is the news. It is your job as news reader to showcase the news.
The most effective performers are noted by average listeners, not because of
their outstanding voice and delivery, but because they communicate. The
trick is to make the listener think it is easy to do that.

News services are an important cog in radio news operations and provide a
link to news sources not available at the local level. From the standpoint of
news operations and technique, a local reporter does well to gain a thorough
understanding of these services because they are effective tools for making
the station’s entire news effort more effective and professional.

One familiar news service available to radio stations is the hourly news-
cast provided by radio networks through a landline or satellite link. Because
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of the increasing importance of formatting, network newscasts are sometimes
provided in different forms for various stations, with one feed tailored for rock
stations and another for stations serving a middle-of-the-road audience.
Networks also provide features that can be broadcast live or recorded for later
airplay; in some cases, they furnish voicers and actualities for use in local
newscasts.

Another important tool for the radio news professional is the wire service.
Wire services such as the Associated Press and United Press International
typically provide information via teletypes in the form of ready-to-broadcast
copy. This includes newscasts, feature material, weather, and state news. A
variety of wire service copy is included in Appendixes B and C.

Wire services offer localized feeds known as “state splits,” which can be
quite useful to newspeople on slow days. A state report on aid to education,
for instance, can be localized further by calling city or town officials and
asking for comment.

Wire services do such a capable job that some local operations become
overly dependent on the wire, which results in what is commonly termed a
“rip-and-read” operation. The best use of a wire service is as a supplement to
an active news operation.

For stations that assemble national newscasts at the local level, there are
audio services that provide actualities, voicers, and voice-actualities for
integration with wire copy. The wire service feeds a print copy describing the
cuts, known as a billboard, which lists the cuts by number, time, content, and
structure. These cuts are fed according to a regular time schedule. A tone
precedes each cut so that newspeople can cart the cuts, starting the cart
machine af the end of the tone.

A recent arrival in the field of syndicated news services is Zapnews. This
service provides national news, sports, features, business news, and what it
bills as “information and talking points for newspeople and air personalities.”
Clients receive Zapnews on a fax machine or a personal computer. Subscrib-
ers receive and pay for only the packages they want. Stations may sign up or
drop the service whenever they like.

Transmitted from suburban Washington, DC, Zapnews uses CNN, Reu-
ters, and various stringers around the country as sources. A staff of journalists
in Washington covers the news from the nation’s capital.

Two main features of Zapnews make it attractive to modern radio sta-
tions. It costs less to subscribe to than the traditional news services, and there
are additiona! savings in not having to house a teleprinter that runs through
mounds of paper each day.

At this writing, plans are to add “Z-Net,” a digital audio service that will
provide actualities and voicers.

Many private organizations provide news feeds in return for the expo-
sure. Cornell University, Syracuse University, and Dickinson College in
Carlisle, Pennsylvania, for example, operate radio news services that provide
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Figure 6.4. This

billboard for
the Dickinson
College News
Network lists
news stories
that can be
recorded from
the telephone
and used in
radio news-
casts. (Cour-
tesy of the
Dickinson
College
Communica-
tions Office)

CHAPTER SIX

Network.

DICKINSON COLLEGE NEWS NETWORK
OCTOBER SCHEDULE

The Dickinson College News Network, a radio news service providing both wrap stories and supplementai sound
bites on current issucs and cducational concems, announces sts October schedule.

OCTOBER 1
O AND THE ECONOMY
Cuts in Middle East oil production have American economists predicting oil prices that could double
to $70 a barrel - creating a recession worse than the 1970's. Dickinson College economics professor
Michael Fratantuono talks about the impact of shrinking oil supplies and higher prices on the U.S.
and world economies.
OCTOBER 8
D,C. SEARCHES FOR A NEW MAYOR
American cities face such grave problems as homelessness, cocaine use and crime - all on the rise.
Washington D.C. is now the murder capital of the world and its mayor, Marion Barry, was just
toppled from power by his own drug problems. Now, as D.C. residents are about to elect a new
mayor, Dickinson College Political Science professor Manley Elliot Banks looks at the city's future
under a new leadership.
OCTOBER 15
REBUILDING THE U.S.S.R.
1989 was the year the Soviet Union backed out of the Cold War, mostly because it was too expensive
and because Gorbachev needed help from the West for a failing Soviet economy. But some experts
say the new opportunities in the Soviet Union are not as promising as Westerners think. Dickinson
College economics professor Leif Rosenberger discusses the stability of the Saviet economy and
future investment opportunities there.

OCTOBER 22
TRICK OR TREAT OR DANGER

With Halloween around the comer kids are looking forward to candy and other treats. But some
communities have outlawed traditional Halloween fun because of increased tampering with trick or
treat candy. Dickinson College Sociologist Martin Needleman looks at the dangers of Halloween in
today's America.

OCTOBER 29

PENNSYLVANIA VOTES

The November election for governor has candidates ready, defining their strategies on important
Pennsylvania issues. But does this really affect how Pennsylvanians will vote? Dickinson College
Political Science professor Jim Hoefler who is conducting a pre-election poll in Cumberland and
Dauphin counties talks about what factors help decide how Pennsylvania will vote in the upcoming
race for the governor's seat..

News reports will begin on Monday momings and will run for a week. To record stories and actualities for on-air
use, call toll-free in Pennsylvania:
1-800-422-7279
If you would like to arrange an interview with any of the sources listed above, or if you would like more
information about the news network or Dickinson College, call 717-245-1289.

©

feature material to stations free of charge in return for the positive exposure.
Figure 6.4 shows a listing of stories provided by the Dickinson College Radio




BROADCAST NEWS AND RADIO NEWS ANNOUNCING

Radio news is a sophisticated business, requiring much more than an ability
to read aloud. In addition, radio is not television without the picture. It is a
medium offering a unique blend of immediacy, intimacy, and drama. Broad-
cast news is a field dominated by journalists; therefore, a radio or TV
newsperson is bound by the responsibilities and ethics applied to all journal-
ists. Although it undeniably has elements of show business, broadcast news
is a serious and formidable type of journalism.

The general structures of broadcast news include the newscast, the report,
and the interview. The documentary is a long form of broadcast news
containing dramatic elements. Broadcast news content generally can be
categorized as hard news or soft news. Hard news deals with breaking stories.
Soft news presents feature material.

The basic requirements of a broadcast journalist include a broad-based
education, the ability to write, the ability to ad-lib, the ability to interact with
people, and the possession of a news sense. Style is an important element
to an on-air broadcast journalist. The journalist must project believability,
energy, and authority.

Anyone who aspires to a news anchor position must know how to write.
Most newspeople do their own writing, and even the ones who no longer
write the material they broadcast achieved their positions by being skilled
writers and journalists. Broadcast news consists of a short but informative
lead, followed by a succinct and compelling recitation of the facts. Among the
skills to be mastered in writing or ad-libbing a news story are correct use of
attribution and the ability to paraphrase quoted material accurately. Using
short sentences, using clear sentence construction and appropriate word
choice, and writing for the ear are also important.

Ethical issues have an impact on the broadcast journalist, who must have
a basic understanding of when and how someone’s image or remarks can be
recorded. Because the issues of right to privacy and libel are complex and
the related rulings are subject to change, you must ask for guidance by your
news executives when dealing with sensitive issues.

The foregoing principles apply to both radio and television news. Address-
ing radio news specifically, it is important to have an understanding of how
radio news is gathered and structured. A basic component of radio news is the
actuality, the recorded sound of a newsmaker or event. Radio actualities can
be inserted into a story in a number of ways.

Radio news anchors and reporters are generally responsible for gathering,
editing, and reading news. Sources include news services such as the radio
networks, wire services, and news services offered by private organizations.

Radio journalists must be able to paint a picture with words. This process
involves describing with imagination, including sound in the story, making
accurate mood changes, and using and stressing vivid words. To preserve
clarity and flow in the word picture, the announcer must pay attention to
clarity of stories and actualities, and be able to gauge time effectively.
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CHAPTER SIX

News is a component of the station’s overall format, and the news effort
and news announcers’ deliveries must be compatible with the station’s overall
sound.

) b 4 e r [ i s e s

1 o Take five local stories from the newspaper and rewrite
them into broadcast style for a 3-minute newscast. Record the
newscast, making sure it runs exactly 3 minutes.

2. Write brief, descriptive phrases for the following cir-
cumstances. Feel free to take some liberties, since you are not
operating from a strict factual base, but keep within the
bounds of reason. The goal is to use descriptive, colorful ad-
jectives and punchy verbs. Use the active, rather than the
passive, voice. For example,

¢ (Circumstance: A tractor trailer carrying chemicals tipped
over on the expressway and broke open. The payload of
chemicals went onto the highway.

e Description: A tractor trailer ruptured, spewing chemicals
onto the expressway.

Get the idea? Take out those flat-sounding words, and make
the sentence paint a picture. Try these circumstances:

e Circumstance: An escaped convict was shot and killed
while running away from the police.

e (Circumstance: A tree was blown over by the wind. The
roots were pulled out of the ground and stuck up in the air.
The falling tree broke through the roof of a house.

e Circumstance: An angry Senator Jacobs called his oppo-
nent a liar. Jacobs said his opponent should withdraw from
the race. Said his opponent was lacking in morals. Hint:
Come up with variations for “said” and “called.”

e (Circumstance: Tractors were driven by farmers into the
grounds of the state capitol. Onlookers were frightened by
the onslaught of tractors. Hint: Use the active voice.

e (Circumstance: People at a funeral walked past a casket,

e




BROADCAST NEWS AND RADIO NEWS ANNOUNCING

walking slowly. The wife of the slain policeman began to
cry loudly as she passed the casket. She leaned on top of
the casket.

3. Select one of the newscasts created in Exercise 1 and
critique it. Rate from excellent, fair, to poor on the following
categories:

a. Were ideas presented clearly?

b. Was energy level sufficient?

c. Was there an adequate change of mood between stories?
d. Were all pronunciations correct?

e. Was delivery natural sounding?

f. Did the reader sound interested in the material?

Compare your evaluations. If there is disagreement- among
critics, play back the tape and examine the specific instances.
Be prepared to defend your criticisms.
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Much more is involved in on-air work in television news than sitting before
a studio camera and mouthing words convincingly. Television newspeople
function as a part of a team that must work closely together to get the news
on the air.

Television news reporters and anchors are expected to know how to put
together a story from start to finish in a short period of time. So they must be
able to write clearly and quickly and be familiar with the basics of video
production. The performer must have a firm grasp on how television news is
gathered, structured, and produced. You simply cannot do the job without
understanding the basics.

A tremendous amount of advance planning and thinking about content is
necessary for TV news coverage. Getting each report on the air involves a
technical crew and a reporter. So personnel must be scheduled with care so
that all important stories during the day can be covered. with flexibility for
breaking stories.

After the story has been photographed. the pieces are assembled and a
script is written. The finished report must pass the scrutiny of the station’s
news executive(s), who decide whether it will be used. Sometimes news
reports do not pan out, and they are pulled. In many cases, news items are
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How TV News Is
Gathered and Structured
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CHAPTER SEVEN

bumped to make room for more timely stories. The entire process is often
harrowing, always exciting. This section examines the basics of the business,
including gathering the material, structuring it in a form useful for telecast,
and putting it over the air within a newscast.

Television news operations vary quite a bit in seope, depending on market
size and other factors. A small-market newsroom might house only four or
five full-time employees, while a major-market operation may have close to
a hundred participants.

Although the particulars of staffing differ from station to station, the ba-
sic functions of the TV newsroom are roughly similar in all markets and
operations. In larger markets, with bigger staffs, the operations are more
specialized. Basic functions include administration, production, gathering,
and reporting.

News Administration This function, headed by a news director, involves
decision making on news coverage and responsibility for staffing and bud-
geting. News directors in major-market stations often find themselves rather
removed from actual newsgathering, having to focus instead on fighting for
budgetary allotments, new equipment, and additional personnel. The news
director of asmall station may supervise only two or three other reporters, and
will cover stories and perhaps anchor the evening newscasts, as well.

The number of administrative layers in a news department varies accord-
ing to the size of the department. Most medium-market stations employ an
assignment editor, whose responsibilities include scheduling crews and re-
porters and assigning and developing stories.

In summary, the functions of news administration are

¢ Personnel and budgetary management
¢ Decision making and editorial policy
¢ Planning coverage of news

News Production In recent years news production has been revolution-
ized by development of lighter, more easily portable video equipment. The
transition from film cameras to videos, which took place through the early
1970s, has significantly enhanced our ability to report the news quickly and
creatively.

Production duties range from the basic technical jobs of such staffers as
audio specialists, to the producer, who is in overall charge of assembling the
production elements of a newscast and often some editorial elements. The
producer reports to the news director.

Within the production function are such specialists as camera operators
in studio and in the field (Figure 7.1), studio assistants, control room
operators, and field producers. A field producer, as the name implies,
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TELEVISION NEWS ANNOUNCING

supetvises the production function
outside the studio. The job descrip-
tion varies in different markets, how-
ever. In very large markets and net-
works, associate producers and
assistant producers work under the
field producer’s supervision in gath-
ering news from the field.

In larger markets all duties be-
come more specialized. A major-
market operation may have one or
more people responsible for elec-
tronic graphics, and the graphics
designer may be an executive who
supervises the entire “look” of the
newscast. Some people specialize in
editing, the process of arranging and
rearranging the raw materialsof news
into a final product.

Although not strictly a part of the production function, broadcast engi-
neers keep equipment maintained and operating, as well as supervising
ongoing technical functions. A particular requirement for production engi-
neering concerrs live remotes, where a microwave unit is used to transmit
directly from the news scene.

In summary, duties of news production people include

¢ Operating equipment needed to record or air the news
» Presenting visual elements, such as graphics and sets
¢ Editing and assembling raw materials

Newsgathering and Reporting Once news administration has assigned
stories, journalists must gather the facts, outline the story elements, write
copy, and deliver the copy to the camera either in a field report or as an an-
chor segment during a newscast. In larger markets, full-time writers compose
copy, do research, and to some extent edit and revise copy. In some cases,
writers are assigned to work with a reporter in the field, a function bordering
on field production.

The primary duties of the newsgathering and reporting arm of the
television news effort include

¢ Assembling facts and writing stories

e Working with the production function to get visual and aural
elements such as interviews and cover shots

¢ Delivering the news copy
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Figure 7.1. ENG equipment is now
commonplace in television news
coverage.
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How the TV
Newscast Developed
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CHAPTER SEVEN

The various functions interact a great deal. An on-air member of the
newsgathering and reporting arm cannot operate without understanding the
other functions and working closely with staffers in the other areas of
television news.

In the early development of television, a newscast was radio with pictures,
and very few pictures at that. Typically, newscasts were no longer than 15
minutes and featured a camera focused unblinkingly on a news anchor, a
personality who virtually carried the show.

Not surprisingly, this format did not have tremendous appeal. During the
late 1940s and early 1950s, television was looked on as a poor relation of
radio.

The evolution of the modern newscast came about through experimenta-
tion. At the local level, stations expanded coverage of sports and weather into
separate segments. But even through the late 1960s, the local news was often
done halfheartedly, and might feature only one or two short film pieces
juxtaposed with the reading of an anchor.

At the same time, broadcast executives began to realize that the newscast
could produce revenue for the station. That revelation brought about gradual
but tremendous change. For one thing, the increased competition for
audience shares sparked innovation and creativity as news and station
executives sought new ways to attract viewers. The many developments that
have changed the news picture since the 1960s include the supplanting of film
cameras with portable video gear, vivid graphics, fast-moving and evocative
formats, and the increasing focus on the newscaster as an informer, per-
former, and personality.

Personality did, indeed, become important in the content of the vast
majority of TV news shows. Packaging became and remains a prime issue, as
pointed out by the increase in news consultants. These specialists advise on
the impact and acceptability of elements within the newscasts, from newscast-
ers to news writing, from selection of stories to the color schemes of sets.

A formidable amount of criticism has been aimed at the consultant trend.
That criticism has been balanced by the vigorous pursuit of ratings by station
management. Many seasoned journalists and critics feel that accepting con-
sultants’ recommendations was selling out to show business and that news
judgments were being subjugated to non-news considerations designed
solely to increase revenues.

Station executives are motivated by a desire to survive. Rating points
translate into salaries and jobs, including the salaries and jobs of the news
staff. So ratings are important for the health of the station and the very
existence of the news operation.

In reality, the pendulum swings both ways. In the early 1970s it became
apparent, especially in light of the ubiquitous “happy talk” formats, that
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TELEVISION NEWS ANNOUNCING

extremes wese being reached in terms of gimmickry and audience hunting.
Today the newscast is a product with a reasonable balance between journal-
ism and show business. It is important to realize that the on-air reporter
must meet a variety of requirements, in terms of both journalism and
entertainment.

On-air news work is generally done under extreme time pressure. Here is
how a television news operation might handle a typical day’s developments:

9aM. The news director arrives at work, scans the files of upcom-
ing events, and discusses stories with the assignment editor.
The assignment editor looks over scripts done by the two
early-morning newspeople and arranges for news crews to
be sent out.

Among the major preplanned stories today are a news
conference on police sting operations, a meeting of the
mayor’s task force concerning whether a new municipal
building will be constructed downtown, and the arrival in
town of a famous rock singer. The celebrity’s imminent ar-
rival is causing great excitement, and the news department’s
live transmission facility, the “Live Eye,” will be stationed at
the airport, Breaking stories include a brush fire threatening
to spread in the far western region of the county and a state
police manhunt for an escaped convict.

Some of the feature stories, known around the news de-
partment as “back of the book” material, were photographed
yesterday but are being edited together today. The feature
piece is a three-part series on adoption, running tonight and
the following two nights.

10 aM. The producer begins putting together a rundown of the sto-
ries that are being considered for the newscast. This rundown
will change many, many times before the 6 o’clock news. The
producer and the assignment editor discuss some of the vi-
sual elements of the stories, too.

Through the morning, the assignment editor is in radio
contact with reporters covering assignments in the field.

1pM.  There are now several other breaking stories. A tractor trailer
has overturned on the expressway, and a photographer is dis-
patched to the scene to take footage of the accident. A writer
will gather facts over the telephone and write a script for a
vaice-over. Tonight, the anchor will read the story off camera
while the video of the accident rolls.

3PM, The newscast is beginning to take shape. Writers are com-

The Typical
Process
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Figure 7.2. Editing stories for The
News at Noon at WPVI-TV
in Philadelphia.

CHAPTER SEVEN

posing some of the script material that will hold up through-
out the day, “timeless” stories that won’t change by 6 p.m.
Some reporters have returned from field assignments, have
written up their scripts, and are working with production
people in editing together the package (Figure 7.2).

The manhunt for the escaped prisoner continues, so a
script will not be written until shortly before airtime. If the
situation does not change, some cover video that was shot
early in the day will suffice for the voice-over.

Production people are looking at and editing videotape,
making decisions on the amount of time to allocate to each
story.

The producer and the news director find themselves with
several piles of video cassettes. These tapes include

¢ Four packages (stories filed by reporters), including the
reporter’s introduction and closing. along with an inter-
view segment and other material.

¢ Seven pieces of cover video, to be used while an anchor
reads over the footage. In the case of the truck accident,
for example, there will be a shot panning the scene of the
accident, and the anchor will read the story over the
video. Total time for the voice-over is 15 seconds.




4:40 P.M.

5:05 p.M.

5:35 P.M.

TELEVISION NEWS ANNOUNCING

e A segment of the three-part piece on adoption. Editing
was finished late in the afternoon.

Here is what the producer and news director do rot have:

* Any idea when the rock star will arrive. Her plane was
supposed to land shortly before news time, but it is going
to be late. The assignment editor is given the responsibility
of coordinating with the airline to figure out when the
plane will arrive.

= Any footage of a serious house fire that broke out minutes
ago. One person is believed dead. A crew is on its way.

» Anything new on the marthunt.

The list of stories is firming up. The production staff is
choosing the artwork. which will be projected behind the
anchors; the sports and weather people are preparing their
segments (details on this in Chapter 9); and the assignment
editor is beginning to think about the 11 o’clock newscast.
He has to cover several meetings and schedule the crews for
their dinner breaks.

A voice on the police scanner indicates that shots have been
fired at the site of the police manhunt. No further informa-
tion is available by phone from the state police. There’s no
time to get a crew out and back, and no one knows for sure
what the shots mean.

Meanwhile, the control tower at the airport says the plane
will be only five minutes late, allowing plenty of time for
coverage by the Live Eye. The arrival of the country’s most
famous rock star certainly is a major story, but the shots fired
at the manhunt site indicate the potential for an even larger
story. Was the convict shot? Was a policeman shot? No one
knows, and there is no time to find out, for if the Live Eye
is to reach the remote site by airtime. it must leave the air-
port now.

“Go to the search site,” the news director orders. His
reasoning: any deaths or injuries occurring in the manhunt
would amount to a major story. Also, the manhunt is in the
third day with no end in sight, and the other two local sta-
tions have backed off coverage: thus there is potential for a
scoop. No one here knows where the competitors’ remote
vans are, of course, but it’s worth a gamble to be the only
station in town to have coverage of the capture—if, indeed,
there is a capture.
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CHAPTER SEVEN

One other point influences the news director’s decision.
Tape of interviews with the rock star’s fans waiting at the
airport has already been fed back to the station.

6 pP.M.  Airtime: the anchors introduce themselves and tease (read a
short piece of copy that tells viewers about top stories com-
ing up) the top stories of the evening. One anchor must ad-
lib, from hastily assembled notes, the introduction to the live
manhunt coverage, the signal for which is just coming over
the air.

The reporter covering the manhunt has just arrived and
has absolutely nothing to go on other than the sound of
shots, heard a half-hour ago. She ad-libs a brief stand-up
from the scene, giving some background on the search and
the convict, who is believed to be hiding in the woods. Then
she indicates that the story will be followed up shortly.

Back at the studio, anchors read through their scripts,
several copies of which have been disfributed to them, to the
prompter operator, and to the producer, the director, and the
audio director. Anchors will read some stories straight to
camera, do voice-overs for taped footage, and introduce
reporters’ packages.

During a commercial, the director cues the anchors:
“We're going to the Live Eye right after the commercial.” The
anchor again must ad-lib an intro. This time, there’s dramatic
live footage of a wounded prisoner being led to an ambu-
lance. Also played back is a tape made moments ago showing
the actual capture. The reporter on the scene must, of course,
make sense of all this and communicate the excitement of the
situation to the viewer.

This action is produced by a corps of on-air performers who, as we have
seen, must not only speak to the camera but must also work within the
technical constraints imposed by television. Part of their job is to create
material under intense time pressure and be able to communicate with
accuracy and completeness.
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