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PREFACE

Television and Radio Announcing is designed to help you become a more
effective communicator, and it emphasizes the communication and
performance skills that are essential for a successful announcer. Like its
predecessors, this Fifth Edition is a comprehensive and practical in-
troduction to the diverse field of broadcast performance, and it covers
many topics: careers; ad-libbing; working with equipment; pronuncia-
tion, voice, and usage; and specialized announcing techniques, from
news reporting and interviewing to delivering commercials and play-
by-play sports announcing.

New practice material includes several award-winning radio and
television commercials. More copy with suggestions for interpretation
appears in this edition. Practice material for foreign pronunciation now
includes several news stories featuring names and words in Spanish,
German, French, and Italian. Other languages are also represented,
and foreign names and other words in those languages are given pro-
nouncers. The Pinyin system for the pronunciation of Chinese words is
included for the first time.

In this edition, radio news and television news have been given
expanded coverage in separate chapters. New material there and else-
where explains how the jobs of announcers have been affected by
changes in broadcast technology, including compact discs, satellite up-
links, direct-drive turntables, and improved microphones, audio con-
soles, and portable cameras and recorders.

Individuals familiar with earlier editions of this text are aware that it
advocates no single approach to the teaching of announcing. Rather,
the text offers a wealth of useful material on both the mechanics and
communicative value of announcing that permits instructors and stu-
dents to evaluate and select the material most applicable to their needs.
Although it may be said that the text provides too much information to
be covered easily in a single semester, it is also true that the text




xii

PREFACE

provides ample material for subsequent years of study, practice, and
reference.

Finally, a bit of advice for students who are using this book for a
required course. Though you may not intend to become an announcer,
a study of announcing will be of great benefit to you for other reasons.
Everyone talks, not just announcers. In fact, most of our contact with
other persons involves spoken communication. Consequently, an ef-
fort to improve your voice quality, diction, vocabulary, and ability to
express yourself will pay high dividends.

For students who are interested in other aspects of broadcasting, a
course in announcing will benefit you in several ways. In addition to
improving your ability to express yourself with confidence, you will
profit from this study whether you intend to become a writer, a pro-
ducer, a director, or an executive. In short, a course in announcing
deserves your best efforts, for in a certain sense, broadcasting centers
on the performer.

S. W. H.




ACKNOWLEDGMENTS

In preparing the fifth edition of Television and Radio Announcing, I con-
sulted with several dozen professional broadcasters, colleagues, in-
structors, equipment manufacturers, and advertising agency person-
nel. To all who helped, I extend sincere thanks for your cooperation
and suggestions and your interest in the project.

Among my colleagues who provided special help are Dr. Stanley T.
Donner, Professor Emeritus of the University of Texas at Austin; Ernie
Kreiling, Professor of Telecommunications and syndicated television
columnist; and Professors Herbert L. Zettl, Rick Houlberg, Herbert
Kaplan, and John Hewitt, all of San Francisco State University. Special
thanks go to Arthur Asa Berger, who drew the cartoons showing radio
and television hand signals and to Professor Paul C. Smith, audio
coordinator for the Broadcast Communication Arts Department at San
Francisco State University. Paul is responsible for most of what I know
about audio.

I am grateful to the following individuals who read the manuscript
and made helpful suggestions for improvement: Dan Baker, California
State University at Long Beach; Theodore Clevenger, Florida State Uni-
versity; Elbert Coalwell, KCUR Radio in Kansas City, Missouri; John S.
Gibson, University of Texas at Arlington; Ann Harper, Butler Univer-
sity, Indianapolis, Indiana; Ralph E. Hillman, Middle Tennessee State
University; Bruce Klopfenstein, Bowling Green University, Ohio; Wil-
liam Torrey, American University, Washington, D.C.; David Tucker,
Wilkes College, Wilkes-Barre, Pennsylvania.

I am grateful also to Chet Casselman, who once again allowed me to
use his excellent suggestions for writing news copy. Peter Cleaveland
of ABC Radio News and Wayne Freedman of KRON-TV shared with
me their techniques for producing both radio and television news
packages.

Sports directors and announcers who were generous with their help



Xiv

ACKNOWLEDGMENTS

include Don Klein, voice of the San Francisco 49ers; Art Popham, inde-
pendent sports producer, Tacoma, Washington; and Walt Brown,
former play-by-play announcer for the University of Arizona.

Broadcast personnel from KRON-TV who helped include Mike Fer-
ring, news director; Darryl Compton, associate news director for oper-
ations; Todd Hanks, engineer; Mark Thompson, meteorologist; Bob
McCarthy, traffic reporter; news anchors Bob Jiminez and Evan White;
urban affairs specialist Belva Davis; and political analyst Rollin Post.

At KGO-TV, I was helped by co-hosts Terry Lowry and Fred LaCosse
of “AM San Francisco” and by Jan Landis, Senior Producer of that
show. Also at KGO-TV, help was extended by meteorologist Pete Gid-
dings, news anchor Janet Zappala, floor director Joey Smith, and med-
ical specialist Dr. Dean Edell.

At WBZ-TV, I received assistance from Andrew Radin, television
news publicist; news anchor Jack Williams; talk show host Buzz Lut-
trell; and floor director Patsy Wheeler.

Radio station KFRC personnel were generous in updating my
knowledge of popular music broadcasting. My appreciation is ex-
tended to Dave Sholin, program and music director; chief engineer
Philip Lerza; production director Albert Lord; and disc jockey Bobby
Ocean. ‘

KTIM personnel who helped include Phyllis Gordon, Susan Bice,
Lori Rose, Michael Fox, Bill Monihan, and Jeffrey Schaub. Thanks also
to newscaster Leslie Lang of KTOB.

Jim Eason of KGO Radio assisted in the preparation of the material
on radio talk shows, and James M. Staudenraus of United Press Inter-
national provided information about the services of UPI.

Disc jockeys Pete Kelly of KZST, Santa Rosa; Fred Wayne of KFTY,
Santa Rosa; Sherry Mouser of KSRO, Santa Rosa; and Rob Taylor of
KTOB, Petaluma are thanked for posing for photos.

News reporters Randy Shandobil and Jay Sondheim of KTVU, Nancy
Fleming and Jack Hansen of KGO-TV, Valerie Mihanovich of KCBS,
and Mary Ward of KRON-TV are thanked for their help.

Advertising agencies that supplied copy for the book include
Ammirati & Puris, Inc.; Ketchum Communications; Cunningham &
Walsh, Inc.; Grey Advertising, Inc.; McDonald & Little Advertising;
and Ingalls Associates, Inc.

Special assistance was provided by the following persons and their
advertising agencies: Jim Deasy and Cindy Mills of Allen & Dorward;
Gerry Sher of KABL; Mia Detrick of Peaches & Cream; and Paul C.




ACKNOWLEDGMENTS

XV

Mesches of Backer & Spielvogel Advertising. Chuck Blore of Chuck
Blore & Don Richman, Incorporated, provided some of the most cre-
ative copy in the book.

Additional thanks go to Del Gundlach, creator of Cheep Laffs, free-
lance announcer Peter Scott, and Troy Alders of TLA Productions.

Equipment manufacturers who supplied photos include RCA; Beyer
Dynamic, Inc.; Shure Brothers, Inc.; Electro-Voice, Inc.; Sony Corpora-
tion of America; Sennheiser Elec. Corp.; Swintek Enterprises, Inc.;
Crown International, Inc.; Gotham Audio Corporation; AKG Acous-
tics, Inc.; Pacific Recorders & Engineering Corporation; Autogram Cor-
poration; Studer Revox America, Inc.; Auditronics, Inc.; and Auto-
mated Processes, Inc.




'World Radio Histor
e e ————— e B it — e = e e e e —



TELEVISION AND
RADIO ANNOUNCING




o World Radio Histor
R R R e et ——————— e e e e e



1
BROADCAST
ANNOUNCING

This book is about human communication, with a focus on the elec-
tronic media of radio and television. Its purpose is to help you improve
your communication skills. Studying this subject can be of lasting
benefit whether or not you intend to become a broadcast performer.
Confident, effective expression has always been an invaluable tool.
Today, with the ever-increasing significance of electronic media, com-
petence in their use may become nearly as important as literacy was a
century ago. This book is an aid toward developing media literacy.

In one sense, then, this book is about television and radio announc-
ing. It discusses announcing as a profession, treats both the technical
and the performance aspects of the field, covers correct usage of Amer-
jcan and Canadian English, contains chapters on the major areas of
specialization within the field, and provides broadcast copy for practic-
ing performance skills.

In a broader sense, this book is about communication. If you apply
yourself to the task, you can look forward to noticeable improvements
in your abilities to (1) make pleasant speech sounds, (2) clearly articu-
late the speech sounds of the English language, (3) vary pitch and
volume effectively, (4) pronounce words according to accepted stan-
dards, (5) select and use words, phrases, similes, and metaphors effec-
tively, (6) express yourself confidently, (7) interpret copy, (8) speak ad
lib, and (9) communicate ideas lucidly, both orally and through non-
verbal communication.

The regular use of audio and videotape recorders can be of immense
help in your development as a broadcast performer. After hearing and
seeing yourself perform over a period of several weeks, you should
begin to note and correct annoying mannerisms, speech malpractices,
voice deficiencies, and personal idiosyncracies that displease you. As



FIGURE 1.1

Disc jockey Sherry
Mouser delivers a com-
mercial live. Her micro-
phone is a Sennheiser
MD421U. (Courtesy
KSRQ, Santa Rosa,
California)

THE BROADCAST
ANNOUNCER

CHAPTER 1

you make adjustments and improve, you will gain confidence, and
this, in turn, should guarantee further improvement. Although you
may have to rely on a department of broadcasting for regular practice
with a videotape recorder, an audio recorder of adequate quality can be
obtained for a very small investment. If you are serious about becom-
ing an effective communicator, you should purchase and use an audio
recorder.

The announcer is a product of the electronic age, but several related
professions preceded that of the broadcast announcer by centuries or
even by millennia. Preliterate sforytellers, troubadours, the singers of
psalms, town criers, and newspaper journalists of a later age all per-
formed roles similar to those of modern announcers, for each was
charged with providing a service to a public. With some, the emphasis
was on the delivery of information; with others, the emphasis was on
entertainment. Announcers are related to storytellers in that they
speak directly to their audiences. Radio announcers also resemble writ-
ers of the print medium in that they often describe events not person-
ally seen by their audiences. Television reporters and news anchors,
on the other hand, frequently describe events while viewers are seeing
live or on tape the event being described. In this, television reporters
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FIGURE 1.2

News anchor Jack Wil-
liams works with both a
hand-held script and a
prompting device. (Cour-
tesy WBZ-TV, Boston.
Photo by Sarah Hood.)

and news anchors can be compared only with the narrators of news-
reels of pretelevision days.

Despite the similarities that announcers share with people of earlier
professions, there are some important differences. Both radio and tele-
vision reach vast audiences, scattered over thousands of miles. In addi-
tion, radio and television possess instantaneousness. It was one thing
for an oral historian to describe for the people of Macedonia the
triumph of Alexander over the Persians; it was quite another thing for
millions of Americans to hear H. V. Kaltenborn give a live report of a
battle during the Spanish civil war. Radio made it possible for the first
time in history to describe to millions of people events happening at
that very moment. It was because of the opportunities radio presented
for instantaneous communication over great distances, together with
the fact that radio is a “‘blind” medium, that announcers became indis-
pensable. Radio could not function without the services of people who
provided direct oral communication and who described events, in-
troduced entertainers, or read the news.

On radio, the announcer is the clarifying link between the audience
and otherwise incomprehensible sound, noise, or silence. On televi-
sion, the announcer is the presenter, the communicator, and the in-
terpreter. The announcer is, thus, as important to the broadcast media
as any person can be. Without such performers, both radio and televi-




FIGURE 1.3

Talk show host Buzz Lut-
trell interviews guests
during a live talk show,
“People Are Talking.”
(Courtesy WBZ-TV, Bos-
ton. Photo by Sarah
Hood.)

CHAPTER 1

sion as we know them would be impossible. Because announcers usu-
ally make direct presentations to their audiences, they represent econ-
omy as well. No other means of disseminating information is so swift
or need be so brief as the word spoken directly to the listener. Small
wonder, then, that radio and television announcers must be equipped
with native talent, undergo intensive training, possess broad educa-
tional backgrounds, and work diligently at practicing the skill. Their
function is important and the responsibility is considerable.

We use a variety of terms to describe announcers, among them per-
sonalities, disc jockeys, hosts, narrators, and reporters. Some people in
several categories of broadcast performance do not like to be called
announcers. Among them are news anchors, reporters, commentators,
sportscasters, and narrators. Specialization and codification have cer-
tainly made more precise nomenclature possible; when clarity de-
mands it, it should be used. The term announcer will be used through-
out this book for economy whenever the profession is being discussed
in general terms.

An announcer is anyone who speaks to an audience over radio or
television, through cable or other closed-circuit audio or video distribu-
tion, or electronic amplification, as in an auditorium or theater. Sing-
ers, actors, and actresses are considered announcers only when they
perform that specific function, as in commercial presentations. An-
nouncing specializations are many and include the following;:
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FIGURE 1.4

News reporter Aleta Car-
penter records a field re-
port for a newscast.
(Courtesy KDIA, Oak-
land, California)

Broadcast journalism:

reporters—field, special assignment, general assignment
anchors, or news readers
analysts

commentators

weather reporters
consumer affairs reporters
environmental reporters
entertainment reporters
farm news reporters
business news reporters
sports reporters

Sports:

play-by-play announcers
play and game analysts

Music:

disc jockeys

classical music announcers
Public affairs:

interviewers
panel moderators
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Commercials:

voice-over announcers (television)
demonstration-commercial announcers (television)
straight oral presentation announcers (radio)

Narration:

readers of film and video documentaries

Acting as host or hostess on special programs:

talk shows (television)

phone-in talk shows (radio)

“magazine” shows (“Evening Magazine,” “Entertainment Tonight’—
television)

dance, popular music shows (television)

ballet, modern dance shows (television)

featured films

children’s programs

game shows

Staff announcing:

readers of station breaks (radio and television)
readers of trouble copy (such as "please stand by’ —television)
introducers of featured films (when title is not seen on screen)

There are also single-subject specialists who contribute to talk shows
or newscasts on subjects such as gardening, cooking, exercise, con-
sumerism, science, art, and health. Other announcers record books
and newspapers for the blind. During parades shown on television,
announcing teams identify the participants, explain float construction,
and provide “color.” Corporate and industrial audio and video pro-
ductions often require the services of narrators. As you can see, there
are many announcing specializations, any one of which may be well
suited to your speech personality.

According to the U.S. Department of Labor, approximately fifty-five
thousand men and women are currently employed as broadcast an-
nouncers. Most of these are full-time employees of radio and television
stations and networks. Many others are full- or part-time free-lance
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FIGURE 1.5

Dr. Dean Edell produces
his daily program on
health and medicine from
his small office-studio.
(Courtesy Dr. Dean Edell
and KGO-TV, San
Francisco)

announcers, performing as narrators for both broadcast and nonbroad-
cast documentaries and instructional tapes. Because many free-lance
announcers work only sporadically, we may assume that not more
than sixty thousand persons earn their full income as radio and televi-
sion announcers. The rapid expansion of cable television services, in-
cluding all-news and all-sports cable operations, has created additional
opportunities for announcers, but the field remains highly competi-
tive. The announcer who can offer a station more than announc-
ing skills has a better chance for initial employment and career ad-
vancement than does a narrowly trained specialist. It should also be
observed that between 80 and 85 percent of all broadcast announcers
work for radio stations and radio networks. Your chances for success
as an announcer, then, will be enhanced if you prepare chiefly for
radio and if you bring to your job the ability to sell time, write and
produce local commercials, prepare weather reports, write or rewrite
the news, or program the computer at an automated station.

A growing number of men and women work not in broadcast sta-
tions but in industrial media. Audiotapes, video cassettes, and slide-
tape presentations are made for a variety of purposes, including em-




FIGURE 1.6

Urban affairs specialist
Belva Davis researches a
report, using a computer
terminal connected to a
data bank. (Courtesy
KRON-TV, San Francisco)

CHAPTER 1

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

The following chapters indicate the working conditions and the
kinds of abilities you will need to succeed in each of the major an-
nouncing specializations. If you are a typical student of announcing,
you probably are interested in one of three attractive job possibilities:
news reporting, sports announcing, or music announcing. Few stu-
dents show much enthusiasm for commercial delivery or for interview-
ing. This may be understandable, but you should resist the temptation
to concentrate on one kind of announcing. It is true that most radio
stations follow a single format—all music, all talk, all news—but the
chances are that you will not find your first job at a station that features
the format of your choice. You should, therefore, work on every facet
of announcing, even while you emphasize the area of announcing in
which you ultimately hope to specialize.
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EDUCATION AND
TRAINING

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

The subject matter of radio is not radio, nor is the content of television
television. Both these influential media devote their hours of broadcast
to nonbroadcast disciplines such as news, weather, music, sports, and
drama. Though you should learn performance techniques and the his-
tory and theory of mass communication, you should not limit your
study to these areas. The ability to talk knowledgeably about broad-
casting, to manipulate consoles, turntables, and tape cartridge units,
and to interpret skillfully a script prepared by someone else is neces-
sary for employment, but you must offer more to the station and the
public. Radio and television have little room for empty-headed an-
nouncers. For one thing, the broadcast announcer is being evaluated
by increasingly sophisticated listeners. Americans are better informed
today than they used to be. Informational media are reaching more
people with more messages than ever before. A television generation
has grown up to be quick to spot clichés and gimmicks.

Moreover, as radio stations have moved away from the policy of
offering something for everyone toward special-appeal formats, they
have attracted more homogeneous audiences that know and care about
the program material being offered. Hence the majority of listeners to a
single-format radio station are quick to detect and resent an announc-
er’s lack of knowledge.

The dramatic explosion of knowledge in the past several years will
make announcers who do not grow with the times inadequate for the
1980s and 1990s. The makers of dictionaries have been adding new
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FIGURE 1.7

Bessie Moses translates
the news into the Inupiaq
Eskimo language. (Cour-
tesy KICY, Nome, Alaska)

CHAPTER 1

words to their editions at an unprecedented pace; each represents to an
announcer not only a new word to pronounce but a new concept, a
new technological breakthrough, a newly perceived human condition,
or a new phenomenon to know about.

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

What should you study if you intend to become an announcer?
There are three general areas to consider. First, you should pursue
subjects that will prepare you for your first announcing job; second,
you should select courses that will enable you to offer one or more
specializations beyond straight announcing; third, you must obtain a
broad background in the liberal arts and sciences. The following lists of
courses are arranged under the three categories, respectively. You may
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Announcing
Training

Education for
Specialized
Duties

General
Education

not be able to study all suggested areas, but you should at least discuss
them with an advisor. If you are serious about an announcing career,
your education must have breadth.

Look for courses teaching the following skills:

Radio and television announcing, including interpretation, articula-
tion, phonation, microphone use, camera presence, pronunciation,
ad-libbing, script reading, and adapting the individual personality to
the broadcast media

The International Phonetic Alphabet (IPA) (If your broadcasting de-
partment does not teach this, look to the speech department.)

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

Skills of control room operations, including practice in manipulating
audio consoles, tape cartridge machines, compact disc players, reel-
to-reel tape recorders, and turntables

Small-format video production and editing (Some television stations
expect field reporters to be able to tape and edit news stories.)

Writing for radio and television (Many stations expect announcers to
write commercial copy, news, public-service announcements, and
station promotional pieces.)

Look for courses to prepare you for jobs in the following areas:

Broadcast journalism—courses in journalism, international relations,
political science, economics, history, and geography.

Broadcast sales and advertising—courses in business, marketing, ac-
counting, sales technique, sales promotion, and audience research.

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

Weather reporting—meteorology, weather analysis, weather forecast-
ing, and geography.

Look for courses that examine the following topics:
Social, ethical, aesthetic, and historical perspectives of broadcast

communication
One or more of the nonelectronic arts—music, theater, literature, or art
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FIGURE 1.8

News anchor Bob Jiminez
discusses last-minute
script changes during a
newscast. (Courtesy
KRON-TV, San Francisco)
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Social and behavioral sciences—courses in psychology, sociology,
political science, urban studies, and ethnic studies

Quantitative reasoning—essentially, mathematics and computational
methods

One area of preparation is so important that it requires separate
mention and explanation. Broadcast stations rely heavily on the use of
computerized information systems. For years computers have been
used at automated stations; now there are few areas of broadcast oper-
ations that do not make some use of computers. Among other applica-
tions, computers are central to most videotape editing systems, charac-
ter generators, word processors, some graphics systems, scheduling
and billing systems, and data-retrieval systems. In most of these appli-
cations, a specialized language—such as FORTRAN or COBOL—is
not required. Some familiarity with information systems is highly de-
sirable, and an ability to type well is mandatory. A course in informa-
tion science should be selected with care, for most are not geared
toward applications common in the broadcasting industry.

Certainly you must evaluate these suggestions in the light of your
own aptitude, interests, and career plans. Any college counselor can
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help you determine the appropriateness of these and other subjects.
The important point is that only you can apply your growing knowl-
edge to your announcing practice.

The typical community college requires 60 semester hours for the
associate in arts or the associate in science degree; the typical four-year
college or university requires about 125 semester hours for a bachelor’s
degree. Modern departments of broadcasting invariably require
courses in history of broadcasting, writing for the electronic media,
broadcast research, and communication theory. Whether you are en-
rolled in a two- or a four-year program, it is unlikely that you will be
offered more than six semester hours of performance courses. You
should, therefore, seek performance opportunities wherever they
present themselves—on a campus radio station, in television directing
and producing classes, or on public access cable stations. Remember,
though, that the majority of your class hours will be spent in nonper-
formance courses.

If your goal is only to get your personality on the air or if you feel
that you have a good liberal arts education, perhaps you should go to
the most efficient and economical source of skills training: a good and
reputable trade school. A strong word of caution is warranted. Some
trade schools are neither reputable nor economical. Beware of broad-
casting schools that try to convince you that scores of stations will want
your services, that announcing is all glamour and little work, that
"“anyone can make it as an announcer,” that all announcers earn huge
sums of money, or that “age is no barrier to employment.” Before
enrolling in any broadcasting school, seek the advice of practicing
broadcasters or professors of broadcasting. Ethical trade schools will
welcome your caution and may even refer you to responsible people
for advice.

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

1. You are a staff announcer, and you are to read a commercial for a
local restaurant featuring international cuisine. You must pro-
nounce correctly vichysoisse, coq au vin, paella, saltimbocca alla Ro-
mana, and Hasenpfeffer.

2. You are a staff announcer, and you must read news headlines
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FIGURE 1.9

Combo operator Kay Rog-
ers reads the news from a
Braille script. (Courtesy
KEAR, San Francisco)
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including the place names Sault Sainte Marie, Schleswig-Holstein,
Santa Rosa de Copén, Sao Paulo, and Leicester.

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

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

. You are a play analyst on a sports broadcast, and you need to

obtain extensive historical and statistical information on football in
order to fill inevitable moments of inactivity.

. You are the play-by-play announcer for a semipro baseball game,

and you must pronounce the following American names: Mar-
tineau, Buchignani, Yturri, Sockolow, Watanabe, Engebrecht, and
MacLeod.

. You have been sent to interview a Nobel Prize winner in astro-

physics, and you need to obtain basic information about the sub-
ject as well as biographical data.

You are narrating a documentary, and you must analyze the intent
and content of the program to determine the mood, rhythm, struc-
ture, and interrelationship of sound, picture, and script.
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THE
ANNOUNCER’S
RESPONSIBILITY

FIGURE 1.10

Close-up of Kay Rogers
reading the time on a spe-
cially adapted clock. For
closer timing, she uses a
darkroom timer with
Braille markings. (Cour-
tesy KEAR, San Francisco)

9. You are covering a riot, and you are expected to assess responsibly
the human dynamics of the incident.

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

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

Before committing yourself to a career as a broadcast announcer, you
should ponder the fact that, along with the undeniable privileges and
rewards that accrue to people working in this field, there are several
areas of responsibility as well. First of all, and most obvious, there is
the obligation any performer owes to the audience: that of being in-
formative, objective, fair, accurate, and entertaining. Not everyone
who goes before an audience deserves respect. Announcers who are
sloppy, unprepared, given to poor American English usage, or just
plain boring may get what they deserve—a two-week notice. But there
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FIGURE 1.11

Television talk show
hostess Terry Lowry
elicits a question from the
audience. (Courtesy
"AM San Francisco,”’
KGO-TV, San Francisco)

CHAPTER 1

are others who work hard, possess outstanding skill, and never want
for work but who, at the same time, pollute the public air. These are
the announcers who sensationalize or slant the news, who seriously
misrepresent shoddy products, who circulate unfounded rumors, or
who fan the flames of prejudice by displaying misguided fervor. In a
free society, such announcers are protected by the First Amendment to
the Constitution; the only protection the audience has resides in the
integrity of each individual announcer.

Another area of responsibility is that of emergency notification. Dur-
ing times of floods, hurricanes, tornadoes, and other natural disasters,
broadcast announcers are frequently in a position to save lives through
early warnings. The U.S. government has established an emergency
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FIGURE 1.12

Traffic reporter Bob
McCarthy reports live
during newscasts from a
helicopter. (Courtesy Bob
McCarthy and KRON-TV,
San Francisco)

broadcast system that relies on broadcast licensees to disseminate di-
saster information. It is imperative that all broadcast announcers study
the disaster manual (it is found at all stations) and be prepared to act
swiftly and appropriately in an emergency.

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

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



2
THE ANNOUNCER
AS COMMUNICATOR

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

Unfortunately, some announcing students feel that they have suc-
ceeded when they have developed the ability to “sound like an an-
nouncer.” American broadcasting has been served by several genera-
tions of announcers, and during that time a particular style of delivery
has evolved. Despite the fact that top announcers in any part of the
country reflect unique speech personalities, they are far outnumbered
by announcers who strive for the voice quality, phrasing, and pronun-
ciation of the stereotyped announcer. Good announcing is not imita-
tion; it is communication. Top announcers retain their individuality as
they concentrate on getting their messages across. True communica-
tion as an announcer begins when you learn who you are, reflect yourself
in your delivery, and know that you are speaking to individuals, not to a
crowd. Merely developing your vocal apparatus or expanding your vo-
cabulary cannot guarantee that you will become an effective com-

'To ad-lib is to improvise and deliver one’s remarks spontaneously. It is an abbreviation
of the Latin ad libitum (literally “to the desire”), but it means “to be performed with
freedom.”
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municator. Try always to be aware of two other aspects of effective oral
communication: reflecting your personality and communicating the
ideas or feelings inherent in the words you are uttering.

Announcers must be effective in each of several modes: ad-libbing,
ad-libbing from notes, script reading with preparation, and script read-
ing from cold copy—copy not seen by the announcer until the very
moment of delivery. Typical of ad-lib announcers are radio and televi-
sion field reporters, weather reporters, sports play-by-play announc-
ers, radio disc jockeys, television talk show hosts and hostesses, and
radio phone-in talk show hosts and hostesses. News anchors often see
some of their copy for the first time as it appears on a prompting
device. At the other extreme are documentary narrators and readers
of recorded commercials; hours—sometimes days—are required for
them to achieve the results demanded by a producer. You should
practice all these modes until you feel comfortable with each of them.

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

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

Radio and television are media of oral communication. As a profes-
sional announcer, you can make messages more effective than they
would be if communicated directly via the written word. On a basic
level, you will not misread or mispronounce words; on another level,
you will convey an emotion appropriate to your copy—enthusiasm,
seriousness, jocularity—and will thereby provide variety and interpre-
tation for your listeners; on yet another level, you will show the rela-
tive importance of the various parts of your message, thus enhancing
its meaning. In short, you will present the material in its most persua-
sive and readily understood form.
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Oral communication, however, can be ineffective when radio or tele-
vision announcers fail to present their material clearly and convinc-
ingly. Too many professional announcers merely read words and
consider themselves successful if they avoid stumbling over them. A
word is a symbol of an idea; if the idea is not clear in your mind, or if
you lack the ability to transmit it effectively through your spoken
words, you reduce your chances of communicating the idea to your
listener. Of course, reading words with little or poor interpretation
conveys some of the ideas from writer to listener, but this is not good
announcing, and no amount of rationalizing can justify it. Announcers
are paid to be effective, and this means that they must develop far
more than adequate oral reading skills.

Make it a point to listen to as many news reporters and commercial
announcers as you can and study their deliveries. Listen especially to
those you have come to avoid. Decide for yourself who among them
are mere readers of words and who are true communicators. In all
probability you will discover that you have unconsciously formed the
habit of tuning in the announcers who communicate best and tuning
out those who communicate least. Lay persons may not think in terms
of the communicative ability of a given announcer, but they are none-
theless affected by it. They find themselves unconsciously listening to
those who are best able to help them receive and assimilate ideas. They
are being swayed to causes, concepts, and products at the same time,
however subtly.

Many television announcers do a consistently better job of com-
municating than do their counterparts on radio because the visual
medium demands that they give some physical interpretation to the
words they speak. Eyes and facial expression, and sometimes hands
and arms, convey meaning to the viewer.

Radio announcers who believe that only their voices are important
may attempt to project vitality without body motion. Such playacting is
unlikely to be convincing. Energy is easy to simulate, but unless the
speaker is genuinely motivated by the content of the message, it usu-
ally seems phony. Uncalled-for enthusiasm hinders communication.
To avoid it, you should announce for radio as though your listener
were in the booth with you. You should use your face, hands, and
body as you speak, as you do in ordinary conversation. Integrating all
the tools of communication should help clarify and intensify your mes-
sage, despite the fact that your listener cannot see you. Good physical
gesturing for both radio and television is marked by two considera-
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tions: (1) honest motivation and (2) harmony with the size and moods
of the ideas being expressed. Oversized grins, frowns, and grimaces
and sweeping arm movements taught to generations of declaimers are
seldom appropriate in radio and television.

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

Furthermore, the art of the musician is not just manufacturing beau-
tiful tones or demonstrating great technical skill; it is also faithfully
interpreting and executing the intention of the composer. However
beautiful your voice may be and however rapidly and unfalteringly
you may be able to read copy, you are not truly a good announcer
unless you use your ability to communicate the ideas and the values of
the writer as the writer originally conceived them.

Understanding the intention of the writer is more difficult and de-
manding than is commonly thought. Many specific considerations
must be discussed at length. Stanley T. Donner, Professor Emeritus of
the University of Texas at Austin, has prepared an excellent approach
to analyzing copy. He suggests that you work very seriously with the
following points, using them as a check list when approaching new
copy. Newscasters and disc jockeys very often read their copy without
preparation, because the pressures of their work do not allow for it.
But it is no exaggeration to say that their effectiveness in interpreting
copy quickly is possible only because, at some time in their careers,
they undertook deliberate and methodical practice. Using the sug-
gested check list for serious analysis of various types of copy, you will
become able to size up new copy almost unconsciously. While you still
have the luxury of time, establish a solid foundation for the analysis of

copy.
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Read the copy twice to get the general meaning.

State the specific purpose of the copy in one brief sentence.

. What is the general mood of the copy?

Where does the mood change?

What are the parts of the copy? What is the structure of the copy?

What help is the punctuation in reading the copy?

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

cannot pronounce?

Read the copy aloud.

Do you have any genuine interest in the subject matter of the

copy? Do you reveal this interest?

). Who is your listener? Can you visualize him or her? Are you able to
establish rapport? Are you actually talking to him or her?

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

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

13. Do you need to do any characterization?

o R R

2@

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

1. Read the copy twice to get the general meaning. One problem confront-
ing anyone who spends time and effort preparing copy for oral deliv-
ery is that too much concentration on pronunciation or timing may
obscure the overall meaning and purpose. You should form an impres-
sion of the whole piece by silently reading through it at least twice
before undertaking any of the more detailed work of preparation.

2. State the specific purpose of the copy in one brief sentence. This is the most
important decision you will make. You must discern the major objec-
tives of the copy. Just as it is pointless to begin a trip to some undeter-
mined destination only to wonder why you did not arrive at a satisfac-
tory place, so it is foolish to begin interpreting copy without first
knowing its goal. Your job as an oral interpreter is choosing appropri-
ate means; it is first necessary to determine appropriate ends. The
interpretations of two identical sentences will differ if the sentences are
used in different contexts or for different purposes; similarly, pieces of
broadcast copy that seem superficially to call for the same delivery may
actually require quite different interpretations. Raising questions about
the purpose of the copy will help determine this.
Read this commercial and determine its specific purpose:
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See the all-new Jaguar, on display tomorrow at the Foreign
Motorcar Centre, 16th and Grand. You'll love the Jaguar's
styling and appointments. If you love automobiles, come

see the new Jaguar tomorrow!

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

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

Motorcar Centre, 16th and Grand in downtown River City!

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

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

The mood of a piece of copy can be described as being ironic, jocular,
serious, somber, urgent, sad, light, gloomy, sarcastic—or any of a
number of other adjectives. Some copy is to be read in a straightfor-
ward manner with no apparent attempt to communicate a mood. Read
the following news items, and jot down in the margin the dominant
mood of each, including those that call for a straightforward delivery.
Following these items, adjectives describing the mood of each are
listed. The mood of each item, except the tornado reports, is to be
revealed via only a hint of the emotion mentioned.

1. (CHICAGO) THE NATIONAL WEATHER SERVICE HAS
ISSUED TORNADO WARNINGS FOR THE ENTIRE UPPER MIDWEST. OF-
FICIALS SAY THAT CONDITIONS ARE SIMILAR TO THOSE THAT AC-
COMPANIED THE DEVASTATING STORMS OF MAY FIFTEENTH, IN
WHICH SEVENTY-ONE PERSONS WERE KILLED. SMALL-CRAFT WARN-
INGS HAVE BEEN RAISED FOR LAKE MICHIGAN, AND BOAT OWNERS
ARE URGED TO SECURE THEIR CRAFTS AGAINST THE EXPECTED
HEAVY WEATHER.

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

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

4. (WASHINGTON) THE FEDERAL ELECTION COMMISSION
HAS VOTED TO HALT SECRET CONGRESSIONAL “SLUSH FUNDS,'" A
PRACTICE IN WHICH LAWMAKERS USE PRIVATE DONATIONS TO PAY
PERSONAL AND OFFICE EXPENSES. THE COMMISSION UNANIMOUSLY
VOTED TO REQUIRE THAT ALL SUCH FUNDS BE PUBLICLY REPORTED.
THE DECISION REQUIRES THAT THE FUNDS COUNT TOWARD LAWMAK-
ERS' CAMPAIGN SPENDING LIMIT.

5. A BULLETIN HAS JUST BEEN HANDED ME THAT SAYS A
TORNADO HAS BEEN SPOTTED ABOUT TWENTY MILES FROM DULUTH.
THERE ARE NO ADDITIONAL DETAILS AT THIS TIME.

6. (WASHINGTON) THE GOVERNMENT SAID YESTERDAY
THAT PEOPLE ARE TAKING BETTER CARE OF THEMSELVES NOW THAN
EVER BEFORE, AND THAT THE PROBLEM NOW IS TO FIND WAYS TO
CARE FOR THE LARGE NUMBER OF PEOPLE WHO LIVE LONGER AS A
RESULT. THE REPORT SAID THAT SOCIETY'S SUCCESS IN KEEPING
PEOPLE HEALTHY AND HELPING THEM TO LIVE LONGER IS PLACING
GREAT STRESS ON THE NATION'S HEALTH CARE RESOURCES.

7. (QUEBEC) A CANADIAN RESEARCHER SAYS A SOLAR
DISTILLATION UNIT IS PROVIDING CLEAN WATER ON A DROUGHT-
STRICKEN ISLAND. RESEARCHER RON ALWARD OF QUEBEC SAYS HIS
WORK DEALS WITH THE USE OF SOLAR ENERGY ON THE ISLAND OF
LA GONAVE, OFF THE COAST OF HAITI. ALWARD SAYS RESIDENTS

OF THE SMALL FISHING AND FARMING COMMUNITY FORMED A
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COOPERATIVE TO BUILD A SOLAR DISTILLATION SYSTEM TO PRO-
VIDE CLEAN WATER AFTER YEARS OF DROUGHT HAD DEPLETED THE
NATURAL SUPPLY.

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

OTHER OUT OF HIDING.

Here are adjectives for these stories: (1) urgent, (2) somber, (3) angry,
(4) slight note of victory—winning one for the public, (5) urgent,
(6) light, (7) straightforward, (8) light, slightly humorous.

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

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

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

OVER EIGHT INCHES OF RAIN HAS FALLEN ON SOUTHEAST
TEXAS IN THE LAST TWENTY-FOUR HOURS, AND THERE ARE REPORTS
OF WIDESPREAD DAMAGE AND SOME DEATHS.

A CHICAGO WOMAN WHO CLAIMED SHE KILLED HER HUS-
BAND IN SELF-DEFENSE AFTER TEN YEARS OF BEATINGS HAS BEEN
ACQUITTED BY AN ALL-MALE JURY.

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

ON THE INTERNATIONAL SCENE, THERE IS RENEWED
FIGHTING IN EL SALVADOR BETWEEN GOVERNMENT TROOPS AND
GUERRILLAS, WITH HEAVY CASUALTIES REPORTED ON BOTH SIDES.

A THREATENED STRIKE OF MUSICIANS AND STAGE HANDS
AT THE CITY OPERA HAS BEEN AVERTED, AND THE SEASON WILL
TAKE PLACE AS SCHEDULED.

AND, THERE'S JOY AT THE Z0O TONIGHT BECAUSE OF
THE BIRTH OF A LITTER OF LIGERS——-OR IS IT TIGONS?——ANYWAY,
THE FATHER IS A LION, AND THE MOTHER IS A TIGER.

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

TER THESE MESSAGES.

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

5. What are the parts of the copy? What is the structure of the copy? Almost
any example of well-written copy shows rather clearly differentiated
parts. On the most basic level, copy may be broken down into its
beginning, middle, and end. The beginning is the introduction and
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AGENCY:
CLIENT:

LENGTH:

ANNCR:

SFX:

ANNCR:

SFX:

ANNCR:

customarily is used to gain attention. The middle, or body, contains
most of the information. In commercials, the middle tells us the advan-
tages of this product over all others. The end is generally used for
summing up the most important points. It frequently urges action or
repeats the name, address, and telephone number of the sponsor.

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

getting the attention of the listener or viewer

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

e. repeating some of the selling points

f. repeating the name and address of the sponsor

a0 o

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

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

Deming Advertising, Inc.

Mertel Coffee Mills

60 seconds

Are you a coffee lover? Most Americans are. Would you like
to enter the world of gourmet coffees? Mertel's can help.
SOUND OF COFFEE BEING POURED INTO CUP

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

SOUND OF COFFEE BEANS BEING GROUND

Gourmet coffee is ground at home, just before brewing.
Choose your coffee according to your taste, and the time

of day. A rich, but mild Mocha-Java for breakfast. A
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hearty light French Roast for that mid-day pick-up. A
nutty Arabian with dinner. And a Colombian de-caf before
bed. Sound inviting? You bet. Sound expensive? Not so.
Mertel's Coffee Mills feature forty types of coffee beans
from around the world, and some are only pennies more per
pound than canned coffees. And, there's always a weekly
special. This week, it's Celebes Kalossi, at just $3.99 a
pound! Remember——if you want gourmet coffee, you must
begin with whole beans, and grind them just before
brewing. So, come to Mertel's Coffee Mills, and move into
the world of gourmet coffee! We're located at the Eastside
Mall, and on Fifth Street in downtown Russell. Mertel
Coffee Mills.

Outstanding commercials are both subtle and complex. Special con-

sideration of the analysis of superior commercials will be found in
Chapter 9.

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

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

If we offend, it is with our good will.

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

That is the true beginning of our end.
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Consider then we come but in despite.
We do not come as minding to content you,
Our true intent is. All for your delight,
We are not here. That you should here repent you,
The actors are at hand; and, by their show,
You shall know all that you are like to know.

You may have a good grasp of punctuation, but the section that
follows is intended to relate that knowledge to broadcast copy. It asks for
consistency and accuracy in the use of ellipses; it suggests an unusual
use of question and exclamation marks; it states how certain marks,
including quotation marks and dashes, should be vocally interpreted;
and it lists several marks that you may use to mark your copy. Punctu-
ation marks, like diacritical marks used to indicate pronunciation, are
so small and differ so subtly that they cause occasional difficulties for
an announcer—especially when the sight-reading of copy is required.
Announcers working with written material must always maintain
near-perfect eyesight; some announcers wear reading glasses during
their air shifts although they need glasses at no other time. Wherever
possible, you should review your copy prior to air time and, if you find
it helpful or necessary, add to and enlarge punctuation marks. Some
suggestions for the use of emphatic punctuation marks may be found
on page 36. The section that follows reviews the chief marks and
suggests their pertinence to announcers.

a. The period is used to mark the end of a sentence or to show that a
word has been abbreviated. In copy written for broadcast, abbrevia-
tions such as FBI, NATO, and AFL-CIO are written without periods.
Abbreviations such as Ms. and Mr. may appear with or without con-
cluding periods. News writers often use ellipses to mark the ends of
sentences and as a substitute for commas, dashes, semicolons, and
colons—for example, “The Mayor was late to his swearing-in cere-
mony today. . . . He told those who had gathered for the ceremony . . .
some two hundred supporters . . . that he had been held up in traffic.”
This practice is regrettable, but it is so widespread that you can expect,
at some time, to be asked to work from copy so punctuated. And,
should you become a news writer, chances are you will be expected to
write copy in this style. Obviously, such punctuation is workable; the
problem is that ellipses cannot indicate the shades of meaning con-
veyed by six other punctuation marks.
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b. The question mark appears at the end of a sentence that asks a ques-
tion. In marking copy it is helpful to follow the Spanish practice of
placing an upside-down question mark (;) at the beginning of a ques-
tion, so that you will know it is interrogatory as you begin to read it.

c. The exclamation mark is used at the end of a sentence that demands
some stress or emphasis. As with question marks, it is helpful to place
an upside-down exclamation mark (j) at the beginning of a sentence.

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

. HE SAID AN ANONYMOUS MALE CALLER TOLD HIM TO
“"GET OUT OF THE CASE OR YOU WILL GET BUMPED OFF."
In reading this sentence, you can indicate the quotation by the inflec-
tion of your voice, or you can add words of your own to make it clear
that it is a direct quotation:

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

END OF QUOTE.

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

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

THE TIMES BEST SELLER LIST FOR THREE MONTHS.

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

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



THE ANNOUNCER AS COMMUNICATOR 33

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

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

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

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

EARTHQUAKES ARE COMMON TO CENTRAL AMERICAN NA-
TIONS: GUATEMALA, HONDURAS, NICARAGUA, EL SALVADOR, COSTA

RICA, PANAMA, AND BELIZE.

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

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

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

The dash is also used to summarize a preceding statement:

ANNCR: Senator Marble has never lost sight of one very important
fact of life—national defense.
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In reading copy that uses a dash, you should first determine which
of the rather different meanings just given is intended. If the purpose
is to show hesitation or a break in the thought pattern, then the words
preceding the dash should be read as though they are going to con-
tinue beyond the dash. When the break comes, it should come
abruptly, as though you had no idea until you did so that you were
going to stop. An exception to this occurs when the dash is combined
with a mood of slowness and deliberation.

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

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

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

When you are reading such a sentence, the phrase set off by dashes
should be set apart by pauses, before and after. And, because the
author set it apart for reasons of emphasis, it should be stressed by
manipulating pace, volume, and voice quality.

h. Although parenthetical remarks (remarks that are important but not
necessary to the remainder of the sentence) are used occasionally in
radio and television copy, the same result is usually achieved with
pairs of dashes. Parentheses are used in radio and television work to set
apart the instructions to the audio operator, to indicate music cues, and
to contain instructions or interpretations for the announcer, the actor,
or the television camera director.

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

Senator Johnson said that he called the widow and demanded that
she “return my (love) letters immediately.”
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In this example a reader can see that (love) has been added by a re-
porter or editor. Identical copy used on the air could seriously misrep-
resent the senator’s statement.

i. An ellipsis is an omission of words in a sentence. The mark that
indicates such an omission is a sequence of three or four periods, as in
the following example:

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

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

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

To work with copy written with a series of periods taking the place of
proper punctuation, you may want to repunctuate the copy, using
appropriate marks.

j- The comma has several specific purposes but, generally speaking, it
indicates a separation of words, phrases, or clauses from others to
which they may be related but with which they are not necessarily
closely connected in the structure of the sentence. Commas may link
main clauses, separate a number of items in a series, separate a nonre-
strictive modifier from the remainder of the sentence, indicate the
name of a person being addressed or referred to ("I want you, John, to
leave”), set apart an interjection (”’I want you, let’s see, at about five
o’clock”), or set apart items in dates or addresses (Fresno, California;
July 16, 1892).
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The comma usually marks a pause in broadcast speech. Although
the number of variations in the use of the comma prevents our mak-
ing an exhaustive list of the ways in which it should be regarded,
the comma frequently gives you an opportunity to pause briefly for
breathing.

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

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

b. Two virgules (//) are placed between sentences, or between
words, to indicate a longer pause.

c. Words to be stressed are underlined.

d. Question marks and exclamation marks are enlarged.

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

7. Are there any words or allusions you do not fully understand or cannot
pronounce? To interpret someone else’s copy, you must understand the
meanings of the words. You should cultivate the habit of looking up all
unfamiliar words in an authoritative dictionary. This means devel-
oping a healthy skepticism about your own vocabulary; through years
of silent reading, you have probably learned to settle for approximate
meanings of many words. For a quick test, how many of these words
can you define and use correctly?

peer impassible
burlesque ordnance
fulsome immerge
mendicant apposite
catholic ascetic

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

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

drought accessories
forehead quay
toward pestle

diphtheria  worsted

These words are correctly pronounced as follows:

INTERNATIONAL

PHONETIC
WORD ALPHABET DIACRITICS WIRE-SERVICE
drought [draut] drout (DRAWHT)
forehead ['forid] for'id (FOR'-IHD)
toward [tord] tord (TAWRD)
diphtheria [dif*Q1ria] dif-thir'é-s (DIFF-THIR'-EE-UH)
accessories [aek'sesoriz] ak-sés'or-éz (AK-SESS'-UH-REEZ)
quay [ki] ke (KEE)
pestle ['pes,l] pés'al (PES'-UHL)
worsted ['wustid) woos'tid (WUHSS'-TIHD)

Appendix B is a pronunciation guide for about three hundred often
mispronounced words. Use it to strengthen your ability to pronounce
words according to accepted principles.

In addition to using and pronouncing words correctly, you must
understand allusions in your copy. An allusion is an indirect, but
pointed or meaningful, reference. A few common allusions are given
in the following list. If you do not know their origin, search them out.
The Bible, Shakespeare, and classical works are common sources; dic-
tionaries of word origins, encyclopedias, and guides to mythology are
also useful.

’He was hoist with his own petard.”

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

"’She has a Shavian wit.”

”She was given to spoonerisms.”

”She was false as Cressida.”

”He had the temper of Hotspur.”

’He suffered as mightily as Prometheus.”
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You cannot expect to be familiar with all allusions in every piece of
copy. During your career you may read copy written by hundreds or
even thousands of people, each drawing on a separate fund of knowl-
edge. You can, however, cultivate the habit of finding out about allu-
sions not known to you. Self-discipline is required, because it is easy to
convince yourself that context will make an allusion clear to an audi-
ence even if you do not understand it.

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

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

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

Reading a long script can be difficult. You cannot afford to make
even the minor errors the silent reader may make, such as skipping
over words or sentences, passing over difficult material or unfamiliar
words, and resting your eyes when they become tired. As an an-
nouncer, you must read constantly, read everything before you, read it
accurately and with appropriate expression, and do all this with little
opportunity to rest your eyes. As your eyes tire, you are more and
more likely to make reading mistakes. One way of giving your eyes the
rest they need is by reading ahead: When your voice is at about this
point, your eyes should be about here. When your eyes have reached
the end of the sentence, you should be able to glance away from your
script while you finish speaking the words. Practice this, and you
should be able to read even lengthy newscasts without excessive eye-
strain. But as you practice, make certain you do not fall into an irritat-
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ing habit of many announcers who read ahead: going into a monoto-
nous, decelerating speech pattern at the end of every sentence. Unless
you guard against it, you may be unconsciously relaxing your interpre-
tation as you rest your eyes.

9. Do you have any genuine interest in the subject matter of the copy? Do you
reveal this interest? Whatever the purpose or nature of the copy to be
read, you must show interest in it if you are to communicate it effec-
tively. In many instances you will have a genuine interest in the sub-
ject—as in delivering the news or narrating a documentary script. At
other times, such as when reading a commercial for a product you do
not use or perhaps even dislike, it may be difficult for you to show
genuine interest. As a professional you cannot afford to show disinter-
est in, or disrespect for, the copy you are paid to read. You must try to
put your biases aside. You are an intermediary between people who
supply information and people who receive it. You act as a magnifying
glass: it is your job to enhance perceptions with the least possible
distortion.

The problem of showing interest when reading commercial copy can
be acute for the disc jockey, who must read commercials for literally
dozens of products or services during a typical work week. Even when
you are provided with good copy for reputable advertisers, it is im-
possible to develop a belief in each commercial cause. The following
guidelines, therefore, may be helpful. (1) When you must read a great
many commercials for dozens of different products and when it is
impossible to develop honest enthusiasm for all of them, the best you
can do is read each one with as much effectiveness and interpretive
skill as possible. (2) When you are the exclusive speaker for a product
or have had a long personal relationship with a sponsor, try to gain
firsthand knowledge of the product and communicate your honest
belief in it. (3) When you find yourself reading copy that is offensive,
work to have the copy changed.

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

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

The following two scripts may be used for practice in talking your
scripts. The Blue Cross script should be delivered in a very straightfor-
ward, matter-of-fact manner. The Six Flags commercial is a marvelous
exercise for practicing changes in rate of delivery, pitch, and volume,
as well as for practicing conversational delivery. Both commercials defy
conventional “‘rules’” of structure, and both benefit from their origi-
nality. Music and sound effects will enhance both commercials.

Allen and Dorward
Blue Cross of Northern California

60 seconds

LOUD ROCK AND ROLL MUSIC

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

R & R DOWN AND UNDER

Thank you dear. I'm a working mother with two teenage
girls. Sometimes, it seems that they're at that difficult
age. Sometimes, it seems they've been there for years.
I've got my own business and we're all healthy. When I

opened my shop, I signed up for Blue Cross protection. I
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looked at other health plans, but it was obvious that the
Blue Cross Concept One Hundred Plan had everything we

needed . . . and, I can afford it! Last spring, Cindy was
in the hospital for a few days. Nothing serious . . . but

I know how much it would have cost me. Believe me. Plenty!

START FADE I just couldn't handle a bill like that alone.

ANNCR: There's no reason for you to handle it alone. Qur Blue
Cross Concept One Hundred Plan offers a full range of
benefits for your growing family. See our ad in this
Sunday's Magazine Section or TV Guide or call eight
hundred . . . six, four, eight . . . forty—eight hundred.
Blue Cross of Northern California.

MOM: As a single parent, Blue Cross was one of the best deci-—
sions I've ever made.
AGENCY: McDonald & Little Advertising
CLIENT: Six Flags
CAMPAIGN: New season
LENGTH: 60 seconds
TITLE: IT STARTS OFF SLOWLY
ANNCR: It starts off slowly at first, climbing upward at maybe

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

that you're screaming and laughing at the same time. It's

41
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all in good fun. Here on the biggest, fastest, highest
roller coaster in the world. The Great American Scream
Machine. Just one of the many many new experiences now at
the new Six Flags Over Georgia. There's a whole lot of new
to do this year at Six Flags. Things you'll never forget.

Because good times here are not forgotten.

11. If the copy is literary, who is the author? As an announcer you may
some day be engaged to read the words of a famous author. Aside
from the normal considerations of script analysis, timing, phrasing,
and mood determination, you should make a brief study of the author
and his or her works. If, for example, you were hired to narrate a
filmed documentary on the life of William Faulkner, you would do a
better job if you could take to the script some information about his life,
his strong ties to Oxford, Mississippi, his feelings about the South, the
Snopes and Sartoris families, the forces they symbolically represent,
and the criticism of his work. And this means research.

12. Should you know anything about the origin and background of this copy?
Unlike brief commercials, which tend to be self-explanatory, some
longer and more complex pieces are better interpreted if you know
the author and understand the author’s intentions. Consider what
you should find out before attempting the following announcing
assignments:

narrating a miniseries of television programs on urban transit
narrating a program on migratory farm workers

narrating a program on the works of a great painter

d. narrating an instructional tape on the use of a new computer

b o

Each of these topics requires specialized knowledge and an under-
standing of the author’s motivations. Commercials are quite obviously
designed to sell products or services, but what are the purposes of
these programs? One good way to find out is by talking to authors,
producers, and directors. On a basic level, you will learn whether the
program is intended to be objective and factual or a position statement.
You may also discover the mood the author wants conveyed. You can
question passages that puzzle you, suggest improvements, and ulti-
mately do a better job of interpretation.
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13. Do you need to do any characterization? You may be asked at times to
read copy calling for characterization. Commercials and documentaries
are often written for actors, but both free-lance and staff announcers
may find themselves with such assignments. The following commer-
cial calls for both characterization and a regional dialect. In reading it,
soften speech sounds such as "ers” and "ings.” The personal pronoun
I should be sounded more like ”Ah,”” and thing should be ""thang.” Be
careful, though, to avoid turning this reading into a demeaning stereo-
type. It is representative of a southern dialect, but there is no reason to
assume that the person you play is a caricature. Certainly, the adver-
tiser would want listeners to enjoy the performance and would want
them to feel that the speaker is a pleasant person. The purpose of this
commercial is to sell, and a part of selling is making listeners feel good
about the sponsor and the product.

McDonald & Little Advertising
McDonald's

Egg McMuffin

60 seconds

BREAKFAST IS A BIG THING

You know, down in Willacoochee where I hail from breakfast
is a big thing with grits and fried steak of lean and all,
but the other day I had a different kind of breakfast. I
went to a McDonald's store. It was right after 7 in the
morning, and they were cooking breakfast like I never saw.
They take this muffin, it's not like biscuits, I suppose
it's what people over in England sop syrup with, cause
it's called an English muffin. But they take this foreign
muffin and heat it up, and flat dab on it they put a yard
egg, and this bacon that's more like ham, but they call it

Canadian bacon. And right there on top of all of it they
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put a piece of cheese. And I'm telling you that it sure is
mighty delicious. I never did have a breakfast before that
you could hold in your hand. But that would get kinda

messy with grits.

Courses in acting and participation in plays, including radio and
television plays, will help you learn character interpretation. At times
commercials call for no real characterization but demand a foreign
accent or a regional dialect. Commercials are commonly written for
Scandinavian, English, Irish, Scottish, German, Russian, and “"Tran-
sylvanian” (or middle European) accents and dialects of the South,
New England, and rustic West. The dialects of some ethnic minorities
in America are seldom heard today because they are considered harm-
ful stereotypes. If you practice both characterization and dialects, your
job opportunities will expand considerably.

These, then, are some points to be considered in preparing your
copy. You cannot, of course, apply every point each time you pick up a
piece of copy. In time, however, you should develop a conditioned
reflex that allows you to size up a script and interpret it effectively
without relying on a checklist. In the meantime, the suggestions here
may help you spot your weaknesses and measure your progress.

At some point, you are sure to find yourself working without a script,
when all your acquired skills of phonation, articulation, and interpreta-
tion cannot guarantee effective communication. When you are on your
own as an ad-lib announcer, only your ability as a compelling conver-
sationalist will earn you listeners. Much of the broadcast day consists
of unscripted shows. Disc jockeys, telephone-talk hosts and hostesses
(communicasters), interviewers, children’s show personalities, game
show hosts and hostesses, and panel moderators are among those who
seldom see a script and must conduct their programs spontaneously.
Field reporters may work from notes, but they never see a script.
Ad-lib announcing can be practiced, but it probably cannot be
taught. The formula for success is easy to state but difficult to achieve:
know what you are talking about, be interested in what you are saying, be eager
to communicate with your listener, and try to develop an attractive personality.
In ad-lib interviews, show a genuine interest in your guests and their views.
The ad-lib announcer has a greater opportunity to show spontaneity
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than does a script reader; at the same time, the ad-lib announcer runs a
greater risk of boring the listener. Scripts are usually tightly written,
whereas an ad-lib announcer can wander from point to point. Scripts
have specific objectives, but the ad-lib announcer is free to ramble
without a clear objective. Scripts often are polished and tightened dur-
ing recording sessions, but the ad-lib comments of an announcer can-
not be modified once they have been uttered. Scripts call for interrup-
tions only when they are motivated, but some ad-lib interviewers
throw in a question just as their guest is about to make an important
point in response to the last question. Despite all potential pitfalls, ad-
lib announcing must be practiced and perfected by anyone who wants
to become a professional announcer. Keeping the formula in mind,
practice ad-lib announcing at every opportunity, using a tape recorder
for self-evaluation.

1. Know what you are talking about. Ordinarily we take this for granted.
We expect a sportscaster to have a thorough knowledge of sports and a
disc jockey to know music. The problem arises when an announcer
must ad-lib on an unfamiliar topic. As a staff announcer, you may be
asked to interview a person about whom you know little and about
whose special interests you know nothing at all. Suppose, for example,
you are to interview an astrophysicist about an important discovery.
How would you prepare for this interview? Most radio and television
stations maintain both a library and a morgue, or collections of news-
paper and magazine clippings, news releases, and other published
biographical material. You might well begin your research there. Many
stations maintain a computer that is tied into an information bank.
Inquiries typed into the computer’s keyboard will, in less than a min-
ute, provide you with reams of information on almost any topic or
famous person.

As a talk show host or hostess you would, of course, not rely on a
station library or morgue. To be competent, you would have to be a
voracious reader of newspapers, news magazines, current fiction and
nonfiction best sellers, and a number of general interest periodicals
and journals. At a large station, you also would have the help of a
research assistant when specific information was needed about a par-
ticular guest or topic. Chapter 10 discusses the role of radio and televi-
sion talk show hosts and hostesses.

2. Be interested in what you are saying. To raise this point may seem
superfluous, yet anyone who listens attentively to radio or television
ad-lib announcers will detect some who seem to have no interest in
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what they are saying. Especially guilty are some weather, traffic, and
business reporters on radio who make frequent reports throughout the
day. It is easy to fall into a routine delivery pattern, to speak too
rapidly, and to show no interest in what one is saying.

3. Be eager to communicate with your listener. Only if you really want to
communicate should you consider radio or television announcing in
the first place. If you want to speak merely for and to yourself, buy a
tape recorder and have fun "doing your own thing.”

4. Develop an attractive personality. Very little can be offered on this
point. Most people who are attractive to others have found out how to
be truly themselves, are able to show their interest in others, and have
wide intellectual curiosity. Wit, wisdom, and charm are easily detected
and warmly appreciated but hard to come by.

Practice: Ad-lib Announcing

The exercises that follow rely on the use of an audiotape recorder. Most
can be adapted to television performance, but the advantages of being
able to practice extensively without requiring studio, cameras, and
crew make audiotaped performances more practical for most students.

Twenty topics for practice in ad-lib announcing follow, but do not
look at them until you are fully prepared to begin practicing. To pre-
pare, find an isolated area that is free from distractions. Cue up a tape
on an audio recorder. Have a stop watch or a clock or watch with a
sweep-second hand available to you. Then, choose a number from 1 to
20. Without looking at any of the other topics, read the list item corre-
sponding to the number you have chosen. Start your stop watch. Give
yourself exactly 1 minute to formulate your thoughts. Make notes, if
desired. When the minute is up, reset the stop watch, and start it and
the tape recorder simultaneously. Begin your ad-lib performance, and
try to speak fluently on your topic for a predetermined time—1 minute
for your first few efforts and 2 minutes after you have become more
experienced.

As you form your thoughts, try to think of (1) an appropriate open-
ing; (2) material for the body of your remarks; and (3) a closing state-
ment. Do not stop your commentary because of stumbles, hesitancies,
or any other problems you experience. Do not put your recorder in
"pause” while collecting your thoughts. This exercise is valueless un-
less you work your way through your ad-libs in “’real time.” In order to
improve, you must have firsthand knowledge of your shortcomings;
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the only way to gather this knowledge is to follow these instructions to
the letter, regardless of initial failures. You should also heed a further
suggestion: keep all your taped performances so that you can review
them and measure your progress.

The twenty ad-lib topics that follow are in random order. Some are
rather trivial, and some are of immense importance; some should be
approached with humor, and others demand a more sober delivery.
Keep note of the number of each topic as you perform it so that you
will have a fresh challenge each time you practice. Remember—you
must decide on the length of your performance before you look at the
topic you have selected.

Ad-lib Topics
1. Describe the most important person in your life and give reasons
for your choice.
Describe the environment in which you live.
Discuss the most influential book you have ever read.
What do you hope to be doing in ten years?
Tell about the most embarrassing experience you have ever had.
Tell about your earliest memories of school.
Describe the most enjoyable (or otherwise memorable) pet you
have ever had.
Express your feelings about nuclear power plants.
9. If you could enact or change one law, what would it be, and why
would you take the action you propose?
10. Discuss your favorite type of music.
11. Tell about your first date.
12. Tell about the most influential teacher you've ever had.
13. Discuss an important—and recent—news item.
14. Describe your childhood memories of some important holiday.
15. Talk about your strengths and weaknesses.
16. Express your feelings about universal military training.
17. What qualities do you find in your friends that attract you to them?
18. Express your feelings about capital punishment.
19. Discuss the most memorable motion picture you’ve ever seen.
20. Describe your home town.
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This chapter opened with the observation that the key to successful
radio and television announcing is the ability to communicate ideas or
feelings effectively to other human beings. All the ensuing suggestions
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were offered as various means to that end. In the last analysis, though,
your success as an announcer will be determined by something that
cannot be taught, studied, or purchased: talent. With talent, careful
attention to the suggestions in this book can help you grow toward
true professionalism; without it, hard work will develop your abilities
to a level of adequacy, but further growth may be difficult. Before
committing yourself to an announcing career, you should make a seri-
ous appraisal of your talent. First, assume that you are talented (mental
outlook is very important for any performer; if you think you are un-
talented, you will almost certainly measure down to that level). Sec-
ond, set yourself a target date for your evaluation and establish a work
regimen. Allow yourself at least six months of practice before attempt-
ing to appraise the results. Third, practice, practice, practice! Finally,
evaluate yourself as honestly and objectively as you can. If you have
any doubts, ask qualified people to help you. Do not compare yourself
to an established professional with a headstart of twenty or thirty
years. Your purpose is to measure your growth and your potential. If
you discover that you simply do not have enough ability to satisfy your
aspirations, face up to this. If, on the other hand, the evidence indi-
cates a promising future, intensify your practice. If nothing more
comes of your hard work, you will at least benefit from extensive
practice in oral communication.
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All your preparation for announcing culminates in performance, and it
is on the basis of your performing ability that you will be judged by
audience and employer alike. Of course, you must develop other
skills—such as operating an audio console for radio work and editing
videotape for television news operations—but your before-camera or
on-air work will ultimately determine your success. This chapter con-
centrates on several performance skills that you must develop. Addi-
tional information on performance may be found in Chapter 1, “Broad-
cast Announcing”’; Chapter 6, “Voice and Diction”; Chapter 9,
’Commercials and Public-Service Announcements’”’; Chapter 10, "In-
terview and Talk Programs’’; Chapter 13, "Music Announcing”’; and
Chapter 14, “Sports Announcing.”

This chapter addresses the topics of microphone and camera fright,
microphone and camera consciousness, clothing and makeup for tele-
vision, the use of prompters and cue cards, and miscellaneous tips for
performers. Before turning to these topics, let us briefly consider a
different aspect of performance that can be defined and discussed but
cannot be taught: audience rapport.

Rick Houlberg made this pertinent comment after concluding a
study of viewer preferences of newscasters:

After all the preparation, clothing, hard work, and luck, some-
thing more is needed for the on-air broadcaster to be successful.
We know what that something is although we haven’t been able to
fully describe or study it. This something made us believe Walter
Cronkite and send birthday presents to soap opera characters, this
something makes us choose one television newscaster over an-
other, this something keeps us listening to one rock radio DJ de-
spite a play list which is almost exactly the same as the four other
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available rock stations. This something is a connection made be-
tween the on-air performer and the audience.'

In his research, Houlberg found that most respondents chose the
television newscaster they watched because of these factors: ""he or she
made their problems seem easier,” “would like to know more about
the newscaster off the air,”” “the newscaster is almost like their
everyday friends,” and “made them feel contented.” “The newscast-
ers’ professional characteristics—items such as objectivity, reliability,
honesty, being qualified, and knowing the local market—are second in
importance . . . when choosing which local newscaster to watch,”
Houlberg concludes.

The message here is clear: it is up to the broadcast performer to
project an attractive, warm, and friendly personality to the audience.
Attractive in this sense does not refer to physical appearance, for Houl-
berg found that neither physical appearance nor sex was significantly
important to his respondents. Synonyms for attractive are appealing,
engaging, and charming. These qualities can be used by a sensitive per-
former to build audience rapport—a relationship of mutual trust or
emotional affinity. It is not likely that a student can be taught these
qualities, for they come from within, but being aware of them can help
you channel your inner feelings of respect for your audience, concern
for people, and dedication to your profession into more effective
communication. With this brief discussion of an extremely important
topic, we turn to those skills and practices that can be taught in the
classroom.

An irrational fear of performing before a microphone or camera is a
common reaction for an inexperienced performer. Occasionally, a stu-
dent will relish every opportunity to perform and will delight in perfor-
mance playbacks. For most of us, though, it is normal to have “but-
terflies”” before and during a performance and to feel disappointment
on seeing and hearing the results during taped playbacks.

!From an unpublished presentation of research into "para-social interaction,” conducted
by Dr. Rick Houlberg of San Francisco State University.
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Some tension is not only to be expected, but also can actually help
your performance. Mic fright,® as this phenomenon is traditionally
called, results in the release of adrenalin into the bloodstream, which
causes one to become more alert and more energetic. Within bounds,
mic fright can be an asset to a performer. A person who is keyed up
generates more positive energy than a performer who is routinely
working through a piece of copy in an unfeeling manner.

Excessive nervousness, however, can seriously impair a perfor-
mance. You are suffering from extreme mic fright when any combina-
tion of these symptoms is present: physical tension, shallow breathing,
constricted throat, dry mouth, and (at an extreme) upset stomach and
shaking knees and hands. In terms of your performance, these condi-
tions cause you to go up in pitch, to run out of breath in the middle of
sentences, to have your voice “break,” to lose concentration, to read or
speak at an excessive rate of speed, or to adopt a subdued attitude. At
its greatest extreme, mic fright can make you entirely unable to com-
municate. Generally speaking, mic fright is caused by the following
conditions.

Lack of Experience Nothing but time and regular performances will
help. Performances do not have to occur on the air or in a class session.
Perform a variety of written and ad-libbed assignments, and record
them on an audio recorder. Even television performances will benefit
from being recorded and played back for evaluation on an audio
recorder.

Lack of Preparation It is not possible to prepare for ad-lib announcing (a
news report live from the field or the badinage that is expected of you
as a talk show host), but it is possible to practice ad-lib announcing. To
gain confidence and to develop a smooth ad-lib delivery, practice by
talking aloud to yourself. Walk through your living quarters and de-
scribe what you see; when driving, talk about what you drive past.
Sharpen your ability to hold your friends’ attention as you relate anec-
dotes or discuss matters of mutual interest. Remember, you must prac-
tice ad-lib announcing by speaking aloud. With written scripts, of

2Mic is an abbreviation for microphone. Equipment manufacturers are about equally di-
vided in their literature between mic and mike, but nearly all tape recorders and audio
consoles are labeled mic.
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course, it is possible to practice. Though time pressures may make it
impossible for professional announcers to “rehearse,” you are under
no such strictures. If you want to improve your performances, you
must prepare thoroughly.

Fear of Failure Most of us are more afraid of failing—of making fools of
ourselves—than we are of physical dangers. It is supremely important
for you to conquer this fear and to realize that you can progress only by
daring to try a variety of approaches in your announcing work. To
remain safely within a comfortable shell and perform in a laid-back,
low-key manner is to forgo any chance of major improvement. If you
are a member of a class in broadcast announcing, keep in mind that
you and your classmates are all in the pressure cooker together. Ma-
ture students will applaud and encourage the efforts you make to
explore your potential.

Almost any performance will benefit from conviction on your part.
That is, if you believe in your message and if you sincerely want to
communicate it to others, your fear of failure may simply be pushed
aside by your conviction. Professional announcers do not always have
the luxury of believing in what they are paid to say, but, as a student,
you usually are free to choose messages that are of interest or impor-
tance to you.

As you perform, try to concentrate on your message. Forget about
self and forget about audience, whether that audience is made up of
listeners/viewers or classmates. Assume that you are speaking to one
or two people whom you respect and with whom you want to com-
municate. If you truly have a desire to get your message across, you
can overcome your concern about failure.

Lack of Self-Esteem  Some of us simply feel that we are not important
enough to take up the time and attention of others. This is an incred-
ibly debilitating attitude, and there is nothing to recommend it. Mod-
esty may be a virtue, but self-effacement is not.

Each of us is a unique creation. You are the only “you” who lives or
who has ever lived. Because you are unique, you have something
unique to offer. If you respect yourself, you will perform at an accept-
able level; if you respect your listeners, you will find something worth-
while to say to them; if you respect your subject matter, you will find
ways to get it across. Self, listeners, and topic are interrelated variables
that must mesh if you are to communicate successfully. Successful
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communication will inevitably increase your self-confidence and boost
your self-esteem. Enhanced esteem will bring about ever-better perfor-
mances. Better performances will raise esteem. And so it goes. Daring
to tell yourself that what you have to say is worthy of the interest
and time of others is the start of a new and healthier attitude toward
yourself.

But let’s face it: if you are presenting dull material in a lackadaisical
manner, you have no right to expect the rapt attention of your listen-
ers. If you conduct a boring interview with a boring guest, there is no
reason to try to tell yourself that what you are doing is important. We
return now to conviction—the belief that what you have to offer is
important and valid. To raise your self-esteem, be certain that what
you offer your listeners is worthy of their attention.

Lack of Time (or Effort) to Prepare Mentally for Performance During the
minutes before a performance, you should remove yourself (physically
if possible, mentally if not) from the confusion of a typical production
situation. Find a way to relax, to gather your thoughts, to concentrate
on the upcoming performance. Think over what it is you have to say or
read. Think about mood; about appropriate pace; about the importance
of the message; about the problems of diction, pronunciation, or what-
ever you are working on. Perform physical relaxation exercises. If pos-
sible, sit in a comfortable chair. Begin to physically relax—starting with
your head, then your neck, your shoulders, and so on. After you have
attempted to relax your entire body, imagine that tension or stress is
being discharged from the ends of your fingers. If you try, you can
actually feel the tension leaving your body. At this point, think again
about your assignment, and keep your message and your objectives
clearly in mind as you prepare to perform.

Dislike of One’s Voice or Appearance It is common for students of an-
nouncing to dislike their reflections on audiotape or videotape. This is
not surprising, because we neither see nor hear ourselves as others do.
Most people do not believe that they sound like the voice that comes
back to them from an audio recorder. The reason is simple: all our lives
we hear ourselves speak through both air and bone conduction. The
sound waves that emanate from our mouths are what others hear; the
physical vibrations that go through the bones of the head to the tym-
panic apparatus of the ear are heard by us (the speaker) alone. The
combination of air- and bone-conducted sounds is what we think we




54

Microphone
Consciousness

CHAPTER 3

sound like to others. Only when we hear ourselves through air con-
duction alone, as from an audiotape player, do we truly hear ourselves
as others hear us.

Appearance is another matter. We are used to seeing ourselves head
on, as in a mirror. Even when posing for photographs, we typically
look straight into the camera lens. We are not nearly as accustomed to
seeing ourselves in profile or in one-quarter or three-quarter shots.
Television spares us nothing; replays show us how we look to others
but, because we are not accustomed to these views, we tend to like
them less. Television can also distort our appearance to some extent.
Most of us look heavier on television than in real life.

If we truly understand that audio and video recordings are surprises
only to ourselves, and that others accept our sound and our appear-
ance on tape just as they accept us in person, we are well on our way
toward overcoming mic or camera fright.

The vocal folds, which are central to good vocal tones, tighten up
during times of moderate to extreme nervousness. The tighter the
folds, the less they vibrate, and this results in higher pitch and a
strident-sounding voice. Hot liquids can help relax the vocal folds.
Hot tea, bouillon, coffee, or even hot water can help you achieve a
better speaking voice (this is true even after nervousness has been
conquered).

In summary, you can keep your nervousness within bounds if you
prepare thoroughly, practice at every opportunity, believe in what you
are saying, concentrate on your message, stop analyzing your feelings
and emotions, think of your listener, perform relaxation exercises, ac-
cept yourself as you are, believe that you can and will succeed, and
understand that nearly all of your colleagues are fighting the same
battle.

Microphones are marvelous instruments, but they can do their job only
when they are properly used. Improper use sometimes results from
inexperience or ignorance, but more often than not, the problem is
caused by a lack of microphone consciousness. Typical examples of faulty
microphone consciousness include the following:

1. Failing to clip on a lavaliere microphone before beginning a
performance
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2. Walking away from the set after a performance without remember-
ing to unclip the lavaliere mic
3. Making unwanted noises near an open mic, such as drumming
fingers on a table near a desk mic
4. Moving away from a mounted microphone or moving out of range
of a boom mic
5. Failing to properly move a hand-held mic between you and a guest
you are interviewing
6. Positioning yourself and the guest improperly in relation to a desk
microphone
7. Making sudden, unplanned changes of an extreme degree in
volume
8. Moving in and out in relation to a mounted mic
9. Failing to understand, and properly relate to, the pickup patterns
of microphones
10. Attaching a lavaliere microphone improperly—too far away from
the mouth or under clothing that will muffle the sound
11. Clapping with your hands near your lavaliere microphone

One common problem requires some elaboration. The sound of pa-
per being bent, turned over, or shuffled is the mark of an amateur.
Learn to handle scripts in such a way as to avoid paper rattling. Never
work from a script that is stapled or held together with a paper clip.
Never turn script pages over as you move from one page to another;
always slide the pages you are discarding to one side. Needless to say,
all scripts should be typed on one side of the paper only. When work-
ing with practice material from this or other texts, make typed copies
on 8Y4-by-11-inch paper, double-spacing or even triple-spacing them.

Just as a microphone initiates the process of sending your voice to your
listeners, a camera is the first element in the transmission of your
physical image. Camera consciousness begins with understanding the
needs and limitations of cameras and with recognizing the problems
camera operators face. The discussion that follows covers only those
technical aspects that are relevant to you as a performer.

First, a few words about light and optics. A television camera picks
up reflected light in much the same manner as the human eye. Like the
eye, a camera has a lens, an iris or diaphragm, and a surface on which
images are focused—a retina for the eye, a photosensitive surface in
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the camera pickup tube. The lens focuses the picture, the iris opens
or closes to control the amount of light entering the system, and
the photosensitive surface converts the light patterns into electrical
impulses.

Unlike the human eye, the television camera does not do all its work
automatically. Camera operators are responsible for focusing, while
video engineers maintain the proper iris opening. (Field production
cameras do have automatic iris controls, however.)

Another difference between the eye and the camera is that the eye
does not have a built-in zoom. The zoom lens allows a stationary
camera to select anything from a wide shot to an extreme close-up.
With the eye, a person standing 10 feet away will always be on a
“medium shot,” so to speak.

A final difference is that we can rapidly move our heads approxi-
mately 180 degrees horizontally, leaving a focus on one object and
fixing it on another at the end of our head movement, without any
sensation of blurring; the camera cannot.

Keep these elementary facts about cameras in mind as they are ap-
plied to several aspects of television performance.

Hitting Marks Hitting marks means moving to an exact spot in a
studio or in the field marked by a piece of gaffer’s tape or a chalk mark.
When movement is called for—for instance, moving 10 feet toward the
camera, stopping, and delivering an introduction (a stand-up intro)—it
is important to be exact in your movements and to come to rest in the
predetermined position. Here are some reasons for precision in hitting
marks.

1. Focus. The amount of light entering a lens determines the f-stop
setting of the iris; the f-stop setting in turn determines the depth of field.
Depth of field refers to an area in front of a camera in which everything
is in focus; objects closer or farther away will be blurred. The greater
the amount of light entering the lens, the smaller the iris opening and
the greater the depth of field. Because zoom lenses have a great deal of
glass through which the light must pass, because prompting devices
cut down further on light entering the lens system, and because studio
lighting is kept to the lowest possible level for the comfort of perform-
ers, the iris generally is quite open, and this reduces depth of field
considerably. To put it plainly, if you don’t hit your marks, you may be
out of focus.
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2. Another reason for hitting marks precisely is that the camera
operator is responsible for the composition of the picture. Because it
has been determined earlier where you should stand for the best com-
position, you must follow through in order to enable a camera operator
to do a professional job.

3. A third reason for being meticulous about hitting marks is that
studios often feature area lighting, which means that not all parts of
the studio are illuminated equally. If you miss your mark, you may be
outside the area specifically prepared for your presentation.

Standing on Camera When standing on camera, you must stand still
and avoid rocking from side to side. Weaving or rocking from one
foot to the other can be distracting when on a long shot and disastrous
when on a close-up. In Figure 3.1, Terry Lowry shows how a little
rocking looks on a medium shot; Figure 3.2 shows the same movement
on a close-up. In a television studio, a monitor will be placed where
you can see it, and thus you will know when the camera has you on a
wide, medium, or close-up shot, so you will be aware immediately if
you are moving out of the picture. In the field you most likely will not
have a monitor, and thus you will have no way of knowing whether
you are moving out of the frame. The moral is to practice standing with
a minimum of movement at all times, except when movement is called

FIGURES 3.1 AND 3.2
Talk show hostess Terry Lowry shows how rocking from side to side looks on a wide shot
and on a close-up. (Courtesy KGO-TV, San Francisco)
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for. To reduce a tendency to rock, stand with your feet slightly apart
and with one foot turned out to form a 15-to-20-degree angle with the -
other foot; the turned foot should be about 4 or 5 inches in front of the
other. Standing in this manner should make it all but impossible to
rock.

Sitting on Camera You will find it easier to avoid excessive random
movement when seated, but remember that most movements are exag-
gerated on television. If you find that you habitually move your upper
torso and head in rapid or wide-ranging motions, you should work to
reduce such movement—without at the same time seriously reducing
your natural energy level. Sideways movement can be very annoying,
especially on close-ups. Movement toward and away from the camera
can take you in and out of focus.

Telegraphing Movement When rising or sitting down and when mov-
ing from one part of the studio (or exterior location) to another, you
must move somewhat more slowly than you ordinarily would, and
you must telegraph your movement. To telegraph is to begin a move-
ment with a slow and slight motion, to pause, and then to follow
through with the intended movement. Camera operators are trained to
follow even fast-moving athletes, but you should not rely on their skill
when a little thoughtfulness on your part can guarantee that you will
not thwart their efforts.

For the most part, you should not sit down or stand up on camera
unless the movement has been planned in advance or signaled by the
floor director.> When the camera is on a head shot of a standing per-
former and the performer suddenly sits, the head drops right out of the
picture. When the camera is on a head shot of a seated performer who
suddenly stands, the result is even worse: the viewer is treated to the
infamous “crotch shot!” In Figures 3.3 and 3.4, Fred LaCosse shows us
how this movement looks on television. If you find that you must
stand up, even though no such movement was planned, telegraphing
the movement is imperative—it will give the director time to zoom out
to a wider and safer shot.

>Three terms, floor director, floor manager, and stage manager, replaced the term floorman
when terminology was changed to eliminate sex-referent language. Stations are divided
in their usage of the three terms and sometimes use them interchangeably.
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FIGURES 3.3 AND 34
Talk show host Fred LaCosse shows what happens when he suddenly rises without tele-
graphing movement. (Courtesy KGO-TV, San Francisco)

Cheating to the Camera To cheat is to position yourself so as to create the
impression that you are talking to another person (as in an interview),
while still presenting a favorable appearance to the camera. Cheating
has no relevance to the performer who makes a direct address to the
camera, as a news anchor does. But when speaking to a guest or a co-
host on television, we want two things that would be mutually exclu-
sive if it were not for cheating: we want to see the faces of both per-
sons, and we want to feel that they are speaking to one another rather
than to us. So, instead of presenting only their profiles as they speak,
interviewer and guest position themselves at about a 25-degree angle
from one another—thus opening themselves up to the camera—while
continuing to speak as though they were facing one another directly.

When standing or sitting with another person, as in conducting an
interview, position yourself nearer the other person than you would if
you were talking with that person off-camera. We are all surrounded
by an invisible area that we consider our very own psychological or
personal space. When talking with others, most of us sit or stand at a
comfortable distance from them. Television, however, is no respecter
of psychological space. The intimacy of television is best exploited
when interviewer and guest can at times both be seen in a medium
shot. To sit or stand too far from another performer is to force the
director to settle for close-ups and wide shots. In unrehearsed pro-
grams, the director wants to have an acceptable cover shot, a shot that
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can be used regardless of which person is speaking. If the only cover
shot available is a long shot, the director’s job is quite difficult.

Addressing the Camera When directly addressing the camera (the
viewer, actually), look straight into the lens of the taking camera—
denoted by an illuminated red light called a tally light—and focus
your gaze about a foot behind the glass lens, for that is where your
viewer is.

In a studio production, you can expect to work with from two to four
cameras; three are standard. This means that from time to time you will
have to change your gaze from one camera to another, on cue. The
cuing sequence begins when the floor director points both hands to the
taking camera. On a signal from the director, the floor director rapidly
moves one or both hands to point to the camera to which you are to
turn. When you are performing as a news anchor, the procedure is to
notice the cue, glance down at your script, and then raise your head in
the direction of the second camera. In Figures 3.5 through 3.10, Janet
Zappala shows how to make a clean movement from one camera to
another.

When searching for a thought or a word, many of us tend to raise
our eyes toward the ceiling as we pause for inspiration. This is distract-
ing and unflattering, and if you have this habit, you should work to
overcome it.

Make certain you don'’t try to freeze on a smile while waiting for the
director to go to black or to another camera. In most instances, it is best
to continue small and natural movements while you wait. In Figure
3.11, Jack Hanson shows how one can look when a director stays on a
shot too long while the performer attempts to hold a smile. This is
called the egg-on-face look.

Finally, don’t forget to use nonverbal communication when perform-
ing on camera. Facial expressions and head, hand, and torso move-
ments that are not overdone can add much to your communicative
abilities.

Holding Props A prop, short for property, is an object that a performer
holds, displays, or points to. Typical props are goods used in dem-
onstration commercials, the food and utensils used in cooking shows,
and books or album covers displayed by talk show hosts and
hostesses.




PERFORMANCE 61

FIGURES 3.5-3.10
Anchor Janet Zappala shows how to move, on cue, from one camera to another. (Courtesy

KGO-TV, San Francisco)



62

FIGURE 3.11

Jack Hanson shows the
""egg-on-face” look as he
waits for the director to
go to a commercial
break. (Courtesy KGO-
TV, San Francisco)
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When holding maps, sketches, books, products, or other props,
hold them with a steady hand. Chances are the director will want an
extreme close-up of the object, and even a slight movement can take
the object out of focus or off-camera. Position the prop so that the
taking camera has a good view of it.

When pointing at an object or a portion of it, move your hand, with
the index finger extended, slowly and evenly toward the spot to be
highlighted. Then, hold that hand as steady as possible. Do 1ot make
quick motions here and there—the camera cannot follow them. Al-
ways rely on a television monitor to check both your positioning and
your hand movements.

When holding any object that has a reflective surface, such as a dust
cover on a book or an album liner, use your monitor to make sure you
are holding it at a correct angle. Studio lights reflected from any glossy
object can totally wash out the details of the prop you are holding. In
Figures 3.12 and 3.13, talk show hostess Terry Lowry illustrates the
wrong way and the right way to hold a prop with a reflective surface
on camera.

When demonstrating a product or a procedure on camera, do not
feel compelled to keep up a nonstop narration. Most of us have
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FIGURES 3.12 AND 3.13
Tatk show hastess Terry Lowry shows the wrong way and the right way to hold a reflective
object on camera. (Courtesy KGO-TV, San Francisco)

difficulty speaking fluently while using our hands to show how some-
thing is done or used. Because television is a visual medium, some
things are best left to sight alone. Of course, there are times when
commentary is helpful or even necessary, so you should practice and
perfect the skill of simultaneously speaking and demonstrating. The
point is that constant chatter, especially when marred by hesitancy and
repetitions, is not good communication.

Holding Scripts Scripts are used in live television primarily by news
anchors. They are usually a back-up to a prompting device. In the event
that the prompter fails, or the person feeding it falls behind or rushes
ahead of your delivery, you will need to refer to your script. And, at
some stations, you will have no prompter and must work entirely from
a hand-held script. Comments on working with a prompter are to be
found in a later section of this chapter, but the proper way to hold a
script is appropriate to the present discussion of camera techniques.
When working with a script, hold it with both hands and hold it
above the desk. Have it tilted toward you at a comfortable angle for
reading. There are three important reasons for holding your script
above desk level. First, as you look down to the script and then up to
the camera, the degree of up-and-down motion is reduced. Second, as
you move from camera to camera, you can move the script so as to
keep it in front of you, thereby eliminating diagonal head movements.
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FIGURE 3.14

Terry Lowry shows what
happens when a per-
former on close-up looks
for a cue. (Courtesy
KGO-TV, San Francisco)
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Finally, if the script were flat on the surface of a desk, you would have
to bend your head down in such a way as to restrict the air flow and
thus impair your vocal quality.

Using Peripheral Vision A periphery is a boundary. If you look straight
ahead, you will find that the left and right boundaries of your vision
extend in an arc of about 150 degrees. This is the range of your periph-
eral vision, and you should be able to pick up movements—such as
hand signals—given to you within this area. For practical purposes,
you need use only about a 45-degree arc of your peripheral vision,
because floor directors will give you signals as close as possible to the
camera you are addressing. When receiving signals, do not allow your
head or even your eyes to turn toward the signaler. In Figure 3.14,
Terry Lowry shows how a slight movement of the eyes to pick up a cue
can look on camera.

There is a natural tendency to acknowledge that one has received
and understood a hand signal. Experienced performers working with
professional crews do not send back a signal "“message received, will
comply.” At some stations, however, and especially when new, unre-
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hearsed, or unusually complex programs are being produced, perform-
ers are asked to acknowledge hand signals. In some instances this
means an unobtrusive hand or finger movement; in others it may call
for a larger gesture. Follow the practice preferred by the director or
producer of the show for which you work.

Clothing and Makeup When performing on television, plan your cloth-
ing carefully. If your television system uses chroma-key matting, you
should avoid any shade of the color used for chroma-keying—in most
instances, blue or green. Chroma-keying is a process that allows a
picture from one camera to be "keyed in” to a portion of the picture
from another camera. If blue were the color of chroma-key backdrops
at your station, and you were to wear a blue shirt or blouse, a second
picture would appear in the area of your blue clothing whenever a
chroma-key matte was used.

Avoid every article of clothing that has small checks or narrow
stripes. The television camera cannot handle fine, high-contrast pat-
terns, and a wavy, shimmering picture, called the moiré effect, results.
Also avoid black-and-white clothing; it can be accommodated by the
television camera system if both lighting and background are compat-
ible, but it makes problems for engineers. Pastel shades are best for
nearly all broadcast purposes and are complimentary to people of all
skin shades. Performers with extremely dark faces should wear cloth-
ing somewhat darker than that worn by people with light skin tones.
The principle you should follow is: avoid excessive contrast between
your face and clothing, and avoid clothing the same shade and color as
your skin.

Jewelry can cause video problems, as can sequins. Studio lights
reflected directly into the camera lens cause flaring. This effect may be
useful in asserting the glamour of a particular guest, but it is very
distracting if created regularly by a program host or hostess.

Makeup for television performers is usually quite simple and quickly
applied. Makeup is used to reduce skin shine, eliminate five o’clock
shadow, improve skin color, and hide minor blemishes. Makeup is
seldom used to drastically change the appearance of a television per-
former. Close-ups are too revealing of cosmetic attempts to change
basic facial features. If your complexion is very sallow, you must be
careful to cover your entire face, neck, and ears with makeup because
the contrast between near-white and almost any color of makeup
would be most noticeable. Max Factor pancake number 4N or 5N
would suit your complexion best. If your skin is a medium-tan Cauca-
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sian, Max Factor pancake number 6N or 7N should blend in well. Max
Factor pancake 10N or 11N is best if you are a Black announcer with
skin color ranging from café-au-lait to near-black. Some men, even
when freshly shaven, display a gray-blue cast in the beard and mus-
tache area. Pancake makeup helps cover this, but there is a special
beard-stick that eliminates the problem for nearly everyone.

Working with Cue Cards Cue cards are used at most television stations
for the following purposes: to give the script of a short announcement
to be made by an on-air host or hostess; to give a list of items to be ad-
libbed, such as the names and professions of program guests; and to
give some bit of information to the performer, such as a telephone
number to be called or a reminder to tease an upcoming segment of the
show.* For lengthy messages that must be read by on-air announcers,
electronic prompters are used by nearly all television stations, large
and small.

At the same time, the majority of college departments of broadcast-
ing do not own prompting devices, and students who must deliver
lengthy messages verbatim must rely either on memorization or on cue
cards. Memorization involves a greater risk of disaster than do cue
cards. The pressure of performing before one’s peers added to the
normal distractions of the television studio—bright lights in one’s face,
time cues, signals from a floor director to change cameras—make con-
centration on a memorized script quite difficult. For most learners, cue
cards are the best answer.

Cue cards are generally made in two configurations. If the message
is brief enough to fit onto one sheet of poster board, the cue card may
measure 28 by 44 inches. The script is written on the card with a broad
black felt pen. During rehearsals and performance, a floor director
holds the card to the right of the camera lens; as the performer reads
the card, it is slowly moved upward so that the line being spoken is
always alongside the lens. Although the standard poster board is 28
inches wide, it is best to leave a wide right margin so that the reader-
performer will have a minimum of left-to-right head movement.

For longer messages, smaller cards should be used. Cards should be
no wider than two feet, and no more than 12 to 15 inches in height.
Less information can be placed on each of these smaller cards—a 30-

4A tease is a brief promotion of another program or of an upcoming segment of a
program.
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FIGURE 3.15

Guest Rita Jenrette waits
to move to the set, while
a tatk show host in-
troduces her from infor-
mation on a cue card.
(Courtesy KGO-TV, San
Francisco)

second commercial requires several cards—but they help you maintain
better eye contact with the viewer than do the larger cards. Cards
should be held as close to the lens as possible, the best placement being
just below the lens; this allows you to look directly at the viewer. If
your script calls for a switch from one camera to another, the cards
must either be duplicated, with one set at each camera, or they must be
divided according to what lines are to be addressed to which camera.

When working with cue cards—especially with multiple cards—it is
imperative that you practice with the person or persons who will be
holding them during your performance. Even a slight hesitation in
changing the cards can cause you to stop in midsentence.

As you read your script from cue cards, practice looking as directly
as possible into the lens, using your peripheral vision to its great-
est degree. It isn’t easy, but you can develop this skill with regular
practice.

Working with Prompters Most television stations use prompting de-
vices to enable performers to maintain eye contact with the lens of the
taking camera. Some prompters are entirely electronic; scripts are
typed on a word processor (a kind of computer terminal), briefly stored,
and transmitted to a display terminal. Other prompters are a combina-
tion of mechanical and electronic components. A script made up of
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pieces of paper taped together is run under the lens of a fixed camera;
the image appears on a black-and-white monitor attached to the top of
each television camera; a mirror reflects the monitor image down onto
a sheet of glass mounted at a 45-degree angle in front of the camera
lens. The performer sees the script while looking directly at the camera
lens. The speed of the moving script is regulated to match the reading
speed of the news anchor.

Prompters are used most extensively on television newscasts. On
talk, interview, game, variety, and other types of programs that are
predominantly ad-libbed, prompters are used only for short scripts
that must be delivered verbatim and, in some operations, to pass on
such information as the nature of an upcoming program segment that
is to be teased.

When delivering a short piece (a commercial or a station editorial, for
example), you will seldom have a script in your hands or on a desk in
front of you. Nearly all such performances are taped and can be re-
peated if the prompter malfunctions. During a live newscast, on the
other hand, it is imperative that you have a complete script to turn to in
the event that the prompter ceases to work or gets out of phase with
your reading.

In preparing for a television newscast, you may have the script typed
on an electronic keyboard and then duplicated in the number of copies
required for production, or it may be typed directly onto copy sets,
which produce as many as eight copies, each of a different color.
Copies go to each of the co-anchors, the producer, the director, the
prompter operator, the tape librarian, and management, and one spare
copy goes in the files. The prompter operator feeds the copy onto a
moving belt, and the pages are rolled under the lens of a fixed camera.

When you go on the air for a 60-minute newscast, you will have 60
minutes of script, but you can expect it to be revised or replaced during
the broadcast. Runners will bring new copy to you and to the prompter
operator. Voiced instructions to toss to a reporter in the field or to a co-
anchor in the newsroom will be given to you by the director or pro-
ducer over an IFB, a small earphone.5 You will also receive instructions
passed on by the floor manager during breaks, reports from the field,
or taped stories.

5 At some stations, the IFB is called ““interrupted foldback,” and at others, "interrupted
feedback.” Foldback is the term for an earphone system, so “interrupted foldback" is the
correct name for the system. You can expect to hear both terms used.



PERFORMANCE

INSTRUCTIONS
AND CUES

69

Because you will not have had an opportunity to study those por-
tions of your script that are written and delivered after the start of the
newscast, skill in sight reading is extremely important. You may have a
chance to skim the new copy for names of people, places, or things that
you may have trouble pronouncing, but there is no guarantee that
anyone in the studio or control room will be able to help you with the
pronunciation. For this reason, you should establish an understand-
ing with people in the newsroom—news writers, assignment editors,
or associate producers—that unusual words or names will be pho-
neticized on the copy that goes to you and the prompter. Figure 3.16
shows one way in which such information can be passed along. In this
case, where the name of a scarcely known sweetener appeared, the
news writer took the phoneticized spelling from the pronouncer in-
cluded in the wire-service copy from which the story was taken. Pro-
nouncer is the term used by news services for words and names that
have been transcribed into wire-service phonetics.

Most radio and television announcers work as members of teams and
must therefore develop harmonious relationships and efficient means
of communicating. Disc jockeys and others who work solo do not, of
course, have the same kinds of communication needs, but because you
cannot be certain that you will always work independently, you should
learn to coordinate your efforts with those of others.

Instructions and cues are given to television performers by floor
directors and producers. Floor directors use both oral and visual means
of communicating, depending on whether the instruction comes at a
time when the floor director can issue instructions orally. Television
producers communicate by way of an IFB. On-air radio announcers
and performers working in a recording studio may receive instructions
from an engineer or a producer. These instructions may be given orally
over an intercom connecting a control room with a studio, through a
headset, or as hand signals.

In general, instructions from floor directors and engineers are
confined to details such as cuing, indicating an upcoming program
break, and signaling the improper use of equipment or, in television,
of lights. Producers usually concern themselves with matters of inter-
pretation or changes of plan, such as dropping a news story.

Regardless of who issues the instructions, it is your responsibility to
carry them out promptly and effectively. Several considerations are
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A new sweetener has

has been approved
by the F.D.A., but
there is still some
controversy over
it's safety.

It's "Aspartame,"|
180 times as sweet|
as sugar, but with
only a fraction of
the calories,

The F.D.A. with-
drew it's approval
of the sweetener
seven years ago,
after tests showed
it caused brain
damage 1in lab
animals. ,

According to a i
study by an outside
panel of experts, |
there are still !
some serious |
questions as to l

but the F.D.A. ha
decided to overrulle

Aspartame's safetg,

their findings.
(ENG/SOT)

Prompter copy showing phoneticized spelling added by news writer.
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involved in developing effective working relationships. First, as an
announcer you do not have to act as a mindless automaton. There will
be ample opportunity for you to discuss your ideas and concepts with
others. However, when a program is being broadcast, it is no time to
exercise independent judgment and ignore instructions. Follow your
instructions when they are issued; if appropriate, discuss them later.

Second, when rehearsing or when making a number of takes of a
performance under the coaching of a producer or a director, as when
recording the narrative for a documentary or when recording commer-
cials, do your best to implement suggestions. If your director welcomes
it, you may discuss alternative ways to deliver lines, but always re-
member that the producer’s word is final. One effective way to express
your opinion is to say, “What if I tried it this way?”” This approach is
tactful and nonthreatening and will most likely be productive.

During rehearsals, do not feel compelled to constantly explain why
you did something this or that way or why you made a mistake. No
one is interested, and alibis and explanations only delay the project.

During rehearsals and performances, always remain alert for cues
and instructions. Sometimes you will wait an eternity for a problem,
usually a technical one, to be ironed out. This is no time for daydream-
ing and certainly no time to leave your position. When the problem is
corrected you will be needed, and needed at once.

Always treat every member of the production team with respect. No
one is unimportant, and your success—and the success of the show—
depends on the degree of commitment and the quality of performance
of every member.

Before nearly every performance, you will be asked to take a level. The
purpose of taking a level is to give the audio engineer a chance to
adjust the volume control associated with your microphone. Because
so much time can be wasted in taking voice levels and because getting
faulty results is often detrimental to the announcer and the production,
it is worthwhile to dwell on this procedure.

Before taping or going on the air, the engineer must know the vol-
ume level of all audio inputs. In the simplest production, this means
the volume level of the announcer; in elaborate productions, it might
mean the levels of several voices, music, and sound effects. The en-
gineer’s job is to mix or blend audio inputs in the proper volume
proportions and with optimum audio quality. When taking a level, an
engineer can tell you if you are off-mic, if you are too loud or too soft,
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or if you are popping or creating excessive sibilance. Popping is an air
blast when plosives are sounded; plosives are the consonants p, b, ¢, d,
k, and g. Sibilance is the hissing sound made when the letter s, and
sometimes sh and z, is sounded. You cannot sound your best if you are
misusing your mic. An audio engineer can help you make the most
effective use of your voice, but you must cooperate. When you are
asked to take a level, it is imperative that you read from the actual script to be
used (or, if ad-libbing, that you speak at exactly the same volume you will use
during the show); that you position yourself in relation to the mic exactly as
you will during the show; and that you continue reading or ad-libbing until the
engineer is satisfied with the result. The following vignette only slightly
exaggerates what happens when undisciplined amateurs are asked to
take a level. The vignette assumes that the medium is radio and that
the engineer is separated from the announcer in a control room, with a
sound-proof glass window between them.

(The ENGINEER is waving hands impatiently, trying to attract attention of
the ANNOUNCER. In the studio, the ANNOUNCER is doing imita-
tions—W. C. Fields, James Cagney, and Rich Little doing an impression of
Richard Nixon.)

ANNCR: Play it again, Sam. . . .
ENGINEER: What's the matter with that dodo?
ANNCR: Reminds me of a slight peccadillo I once was involved
in. ...
ENGINEER: (finally giving up, and reaching for the intercom button)
Hey, you in there. How about giving me a level?
ANNCR: OK. Yah-tah-tah, yah-tah-tah. Is that enough?
ENGINEER: (who missed all but the question) Is what enough? I haven’t
heard anything yet.
ANNCR: (now decides to give the engineer a fighting chance and starts
counting) Testing, one—two—three—four. . . .
ENGINEER: (with resignation) Well, at least it proves he watched
"Sesame Street.”

To make matters worse, this announcer, on receiving the cue, moves a
foot nearer the mic and raises the volume by six decibels. "Yah-tah-
tah”” and counting are nearly useless to an audio engineer in setting
levels.

In taking a level, follow these procedures. (1) As you sit or stand
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before a mic or wait after a lavaliere or other miniaturized microphone
has been clipped on, remain silent. Unnecessary chatter is distracting
and potentially embarrassing if your mic is open. (2) Wait patiently and
alertly for a signal to take a level; the signal will probably be given
orally by a floor director (television) or by an engineer over an intercom
(radio). In any arrangement wherein you must depend on a visual
signal, keep watching the engineer. (3) On receiving the signal, move
into the exact position and posture you will use during the perfor-
mance, and read or speak exactly as you will later on. (4) When working
with a script, read from that script, using all of the vitality, emotion,
and other aspects of performance that you intend to use in perfor-
mance. Do not hold back, thinking that it is wise to save yourself for
the real thing. (5) As you read or speak, remain alert for any hand
signals given by the floor director or engineer, such as those that
might indicate “louder,” “’softer,” or “move closer to (or away from)
the mic.”” (6) As you continue to make adjustments (if any), continue to
speak until the signal is given that everything is satisfactory.

Radio and television sometimes use hand signals for communication
between members of a working team. Hand signals were developed in
the early days of radio because sound-proof glass partitions separated
directors and engineers from performers. Over the years, many as-
pects of broadcasting have changed. Television came along, and much
of radio turned to recorded music, with most music announcers doing
their own engineering. Today, not all radio stations even have a con-
trol room adjacent to an announce booth or studio. Despite this, some
hand signals are still used in both radio and television, and students of
announcing should understand and be able to use them.

Some hand signals are used in radio only, some in television only,
and others in both.

Radio and Television:

1. Attention. This signal, a simple waving of the hand, usually pre-
cedes the stand-by signal. In radio it is given by an engineer; in televi-
sion, by the floor director.

2. Stand by. The stand-by signal is made by holding the hand slightly
above the head, palm toward the announcer. The stand-by signal is
given at any time when the announcer cannot judge the precise mo-
ment at which to pick up a cue, such as at the beginning of a radio or




CCCCCCCC




PERFORMANCE 75

30 seconds 15 seconds Break

| l

Introduce report Drop report

[

—_—

e,
—

Softer

Take a level




76 CHAPTER 3

é—-—-

2

Move back from mic

Cart

Headlines ' Sounder



PERFORMANCE

77

television program. (A different stand-by signal is used in television
when cuing the anchor from one camera to another.)

3. Cue. The cue signal is made by rapidly lowering the hand from the
stand-by position, with the index finger extended and pointing directly
at the person being cued. In nearly every instance, the cue signal
follows the stand-by signal; neither signal is normally given alone.
In some radio operations, the cue signal is given as often by the
announcer as by the engineer. Music and fast-paced news pro-
gramming require timing to the split second, and cues are given by
the person who is in the best position to coordinate the elements of
production.

4. Cut. The cut signal is made by drawing the index finger across the
throat. This is an emergency sign; on receiving it, stop speaking at
once. After stopping your performance, wait for oral or visual signals
before beginning again.

5. Slow down, or stretch. This signal is made by a television floor direc-
tor or an audio engineer or director. It is made by pulling the hands
apart, as though pulling taffy. Because to slow down and to stretch
mean two different things, you must rely on the context in which the
signal is given to know how to interpret the sign. When reading from a
script, the signal means to slow down; when ad-libbing, the signal
means to stretch (in other words, to keep talking until a further signal
is given). On receiving this signal, you should slow down the pace of
your delivery.

6. Speed up. The speed-up signal is given by holding the hand before
the body, index finger extended, and then rotating the hand. On re-
ceiving this signal, you should increase the pace of your delivery. The
signal is imprecise, because it does not tell you how much or for how
long you should speed up. Later directions, such as on the nose, or slow
down, will give you this information. This signal must not be used for, nor
confused with, the wrap-up sign.

7. Wrap up. This signal is made by holding both hands in front of the
torso, and then rotating them about 8 inches apart. The hands are
rotated so that one hand, first the left and then the right, is above the
other. On receiving this signal, bring the program or the segment to a
close as soon as possible in a smooth and natural way.
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8. Time signals. As a program nears its conclusion or as a segment of a
program nears a station break, it is important for an announcer to
know the exact number of remaining minutes or seconds. These sig-
nals are given in the same manner for both radio and television,
though television uses them often and radio uses them only occasion-
ally. The time signals are as follows.

Three minutes three fingers held up and waved slowly

Two minutes two fingers held up and waved slowly

One minute the index finger held up and waved slowly

Thirty seconds the index finger of one hand crossing the index finger
of the other (in television, the right and left arms are crossed)

Fifteen seconds a clenched fist held upright and near the head

Ten to zero seconds In circumstances wherein extremely close timing is
required (as in going from a live segment on television to a commer-
cial), the floor director will pass on signals from the control room by
first holding up all ten fingers on both hands, and then lowering one
finger for each count until all fingers have been lowered: this will be
your cue to end your comments.

Television:

9. Stand by to switch cameras. This signal, most often used in newscasts,
tells the anchor to prepare to be waved from one camera to another. It
is made by holding both hands next to the lens of the taking camera.
Figure 3.7 shows this signal.

10. Switch cameras. On this signal, your glance should move im-
mediately to the camera to which you have been waved. The floor
director will have moved from the stand-by signal to the switch-camera
signal by moving one or both hands from the first to the second cam-
era. An earlier section of this chapter, ’Addressing the Camera,” tells
how this move is best made when working with a script.

11. Break. This signal, used chiefly on interview and talk programs,
tells you that you should wrap up the present segment for a commer-
cial break. The signal is made by holding the hands as though they
were grasping a brick or a stick of wood, and then making a breaking
motion.

12. Introduceldrop report. A thumbs-up signal is given to a news anchor
to indicate that a planned report from the field is ready to go on the air.
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A thumbs-down signal means that the report is not to be introduced.
Reports may be dropped because of technical difficulties or because of
time pressures.

Radio: The following hand signals are used exclusively in radio,
though some may be seen occasionally in an audio recording studio.

13. Take a level. This signal is made by holding the hand palm down,
and then moving it back and forth as though smoothing a pile of sand.
In some operations the signal is given by holding a hand at face level,
with the tip of the thumb touching the fingers; the hand is then opened
and closed rapidly, as though to say "’go on and gab.” This usage
should be discouraged for two reasons: first, as indicated earlier, the
engineer will find gabbing—yah-tah-tah-tah—all but useless in setting
a level; second, the gab signal can be confused with the signal for an
upcoming tape cart.

Although the signal to take a level is not often used—an oral cue
being preferred by most audio engineers—there are times when it,
together with four other hand signals, can be used for efficiently direct-
ing a performer to make the best use of a microphone. These signals
are louder, softer, move closer to the mic, and move back from the mic.

14. Louder. The signal to increase volume is made by holding the hand
before the body, palm up, and then raising the hand.

15. Softer. The signal to reduce volume is made by holding the hand
before the body, palm down, and then lowering the hand.

16. Move closer to the mic. This signal is made by holding the hands
apart, palms toward each other, and then moving the hands so as to
bring them together. This signal is sometimes used in television to tell
a performer to move closer to another person on the set.

17. Move back from the mic. The hands are held in front of the body,
close to one another, with the backs of the hands facing one another;
the hands are then moved away from each other.

18. Commercial. The commercial signal is made by touching the index
finger of one hand to the palm of the other. It may be given by an
engineer or an announcer to indicate that a recorded commercial will
follow.
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FIGURE 3.17

Floor director Patsy
Wheeler gives a hand sig-
nal to Buzz Luttrell during
a live telecast. (Courtesy
WBZ-TV, Boston. Photo
by Sarah Hood.)
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19. Cart. Cart is an abbreviation for an audiotape cartridge. The signal
is made by holding up one hand in the shape of a U or a C, as though
the hand were holding a tape cartridge. In news operations, the cart
signal indicates that the news item coming up includes a carted seg-
ment, usually a recorded report from a reporter in the field.

20. Headlines. The headlines signal is made either by drawing the index
finger across the forehead or by tapping the top of the head. The signal
is given by a news anchor to tell the engineer that news headlines will
follow the news item then being read. The engineer is to play the
headlines sounder.

21. Sounder. The sounder signal is made by holding the hand flat, palm
down, and moving it from right to left while simultaneously making
the hand flutter. Sounders, also called logos or IDs, include jingles for
sports reports, consumer action reports, business news, and similar
regular features. The signal is given by a news anchor to tell the en-
gineer that the next scheduled feature is coming up, and that the
appropriate sounder is to be played on cue.
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Conscientious preparation for a performance is necessary for all but
the most seasoned veterans, and proper preparation involves several
considerations.

First of all, if you are working with a script, you should study and
mark it. Underline words to be stressed. Write, in phonetics, the cor-
rect pronunciation of difficult words or names. Note any words that
might be mistaken for others, and mark your copy accordingly. For
example, the following words are sometimes confused because of simi-
lar spellings:

though—through trial—trail
county—country mediation—meditation
uniformed—uninformed complaint—compliant
united—untied impudent—imprudent

To eliminate the possibility of reading errors on such words, mark your
copy. You might write tho and thru for the first pair of words and
use hyphens for the others: coun-ty, coun-try, un-in-formed, uni-formed,
u-nited, un-tied, and so on.

The final ten minutes before your performance are critical. You must
try to separate yourself from any distracting activities and concentrate
on your upcoming performance. If you are excessively nervous, try to
relax; if you are totally apathetic, try to psych yourself up to an appro-
priate degree of energy. (See “Overcoming Mic and Camera Fright,”
the first section of this chapter.)

If your performance is to be ad-lib, go over its objectives, and make
determinations about how you will structure your ideas within the
allotted time. How much time will you give to your opening? How
much will you give to your conclusion? How much time does this leave
for the body of your presentation?

Note the placement of microphones and, if this is to be a television
presentation, the cameras. Note where you will sit or stand, and de-
cide where you will hold or place your script. For television, check out
the lighting, and decide exactly where you will stand or sit and how far
you may be able to move in each direction without moving into
shadows. If necessary, check with the floor director to be sure you
know which camera is to be called up to open the scene, and be sure
you know of any critical or unusual camera shots to follow.
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If you are to hold or demonstrate an object, decide exactly where and
how you will hold it and for which camera you are presenting-it.

Finally, remind yourself that you are going to control any tendency
you have to speak too rapidly; that if you make an error, you will
correct it as naturally and unobtrusively as possible and continue; and
that if you stumble, you will move on, putting the error behind you
(dwelling on it will divide your attention and make further stumbles
almost inevitable). Above all, do not stop and ask if you may begin
again unless such a possibility has been agreed to in advance. Always
adopt the attitude that your performance, even though it may never
actually leave the classroom/studio, is going out live over the airwaves.

A conversational style is one that is natural to you, is appropriate to the
intimacy of the broadcast media, and, when you are reading from a
script, sounds as though you are talking rather than reading. You
can best achieve a conversational style by remembering a few simple
principles.

First of all, don’t hesitate to smile or laugh when it is appropriate.
Don’t be afraid to pause as you silently grope for an idea or a word
because this is perfectly natural. Fear of doing so can lead either to
"ers” and "‘uhs” (vocalized pauses) or to spouting inanities as you try
to fight your way back to where you left off.

Conversational quality is totally destroyed by reading “Ay” instead
of ""uH"” for the article a. Read this sentence, pronouncing the article a
as “av.”

ANNCR: A good way for a person to make a fortune is to open a
savings account in a bank.

Now read the sentence, but do not stress any of the “uhs.”

ANNCR: Uh good way for uh person to make uh fortune is to open
uh savings account in uh bank.

Note how stilted the sentence sounded the first time you read it and
how much more natural and conversational it was when you said “‘uh”
for the article a.

The article the is sometimes pronounced “THEE” and sometimes
“THUH.” The general rule is to say "THEE” before a word beginning
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with a vowel sound and "THUH" before a word beginning with a
consonant:

ANNCR: The appetite is the best gauge of the health of the average
person.
(THEE appetite is THUH best gauge of THUH health of THEE
average person.)

At times, we break this general rule for purposes of emphasis, as in "It
is THEE best buy of THUH year!”

When reading a telephone number that includes an area code, read it
as follows:

SCRIPT: Phone (332) 575-6666
READ AS: ""Phone Area Code three-three-two, five-seven-five, six-
six-six-six.”” (Pause after each unit of the phone number.)

When reading a telephone number that includes zeros, read it as
follows:

SCRIPT: Phone 924-0077
READ AS: "Phone nine-two-four, zero-zero-seven-seven.”” (Do not
say “oH” or "OUGHT.”)

When making a tape recording, do not use the phrase “coming to
you live.” This cliché has been so overused by announcers that it has
apparently lost its true meaning for some students of announcing. The
term is to be used (if at all) only on live broadcasts.

When performing, as in a newscast, commercial, or interview, do
not do take-offs unless the assignment calls for it. You may amuse
yourself and others by burlesquing your material, but it really affords
you no useful practice, unless, of course, you intend to make a career
of doing spoofs and take-offs. This does not rule out humorous com-
mercials or humor-oriented interviews, as long as they are realistically
related to your growth as an announcer.

Announcers must develop a keen sense of time, for split-second timing
is a part of every radio or television broadcast. In radio, delivery of the
live portion of a donut commercial must be brought off in exactly the
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allotted time.® Disc jockeys often must provide an ad-libbed introduc-
tion to a song that will end exactly when the vocal portion begins.
Newscasters and engineers must work together so that there are
neither unwanted pauses nor overlaps when going from announcer to
tape or vice versa.

In television, you will be given time signals by a floor manager or
floor director. In a newscast or an interview-talk show, you often will
be given a countdown into a taped insert. Typically, you will receive a
five-count to introduce videotaped stories. The floor director will first
hold up the correct number of fingers and then, on instructions from
the director, will lower the fingers, one at a time. When the countdown
is completed, the director has gone to tape.

At other times during a program, you may be given a 10-second
signal, meaning that you have 10 seconds in which to wrap up. You
will also be given hand signals to show that there are 3 minutes, then 2
minutes, then 1 minute left in the program or in a segment of it. It is
important to develop a sense of how long a second or an accumulation
of seconds is. Smooth transitions and unhurried endings require accu-
rate timing. To develop this sense, you must practice extensively, us-
ing a stopwatch. Without looking at the watch, start it and then stop it
when you think that a given number of seconds has passed. At first,
you will typically think that a minute has passed when the actual
elapsed time is closer to 30 or 40 seconds. With practice you should
become quite accurate. Your job is not yet finished, however. Now you
must practice speaking and reading lead-ins and program closings,
matching your words with a predetermined number of seconds.

To close this chapter on performance, a few final suggestions are in
order. First, there is no substitute for practice. Theoretical knowledge of
broadcasting is important, and such knowledge will enhance your de-
velopment, but without practice you will never become truly profes-
sional. You do not need to confine your practice to class assignments.
You can practice nearly anywhere, and you can practice without a
single item of equipment. When reading newspapers, magazines, and
books, isolate yourself from others and read at least some of the
printed material aloud.

Second, invest if possible in a few basic items of equipment. Most

¢For donut commercials, see Chapter 9.
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practical is a good-quality cassette tape recorder. With it, you can prac-
tice any type of announcing that appeals to you—news, interviewing,
sports play-by-play, music announcing, or commercial delivery. Before
investing in a tape recorder, check it out through actual use. A recorder
that cannot accurately record and play back your voice clearly is of
little use to you. A good-quality microphone might be your next
purchase.

Third, become honestly self-critical. Listen to playbacks as though
the voice you hear is that of another person. Listen for communicative
values. Listen for voice quality, precise diction, and correct pronuncia-
tion. Experiment. Try different styles of delivery, different levels of
energy, different rates of delivery. You should not try these things in
imitation of another performer; rather you should experiment to find
ways of bringing out the best that is in you.

You can practice television delivery with or without equipment. Un-
less you are an unusual student, performing before a mirror will only
distract you. Instead, place some object on a wall (a drawing of a
television lens will serve you well) and use it to practice eye contact.
An audio recorder can help you even in television practice, though
there is no perfect substitute for performing before a camera, with
subsequent playbacks for critical evaluations. If possible, volunteer as
talent on the projects of others. Perhaps you can even get on-camera
experience at a local cable station.

Finally, save your recordings and review them from time to time to
measure your progress. If you compare performances made four or
five months apart, your improvement will be both impressive and
encouraging—if you practice!

Critical self-evaluation is the mark of the true professional in any of the
performing arts. Please note that here “critical” does not mean dis-
paraging; it means careful, objective, and exact evaluation. It involves,
too, the development of a mature attitude toward one’s performance.
A superior performance does not make you a superior person any
more than a wretched performance makes you a wretched person.
Learn to distinguish between yourself as a person and your perfor-
mance on any given assignment. Growth and improvement depend on
your ability to learn from your mistakes rather than be disheartened by
them.

Two checklists follow. The first may be used to measure vocal perfor-
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mance for both radio and television. The second covers the physical

aspects of television performance.

Pitch Good Toolow —  Too high

Pitch variety Good Too little Too much

Volume Good Too weak Too loud

Tempo Good Too slow ____ Too fast

Tempo variety Good Too little Inappropriate
Variations

Vitality Good Too little Too much

Articulation Good Underarticulated

Overarticulated
Voice quality Good Nasal Husky Thin
Other
Sibilance Good Excessive
Plosives Good Excessive

Use of microphone Good

Note any problems

Pronunciation—note any mispronounced words

Overall evaluation

Work on
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Eye contact

Use of peripheral vision
Posture

Standing on camera
Moving on camera

Switch cameras
Property holding
Pointing

Use of cue cards
Cues

Dress

Facial animation

Work on:

Good Needs work
Good Needs work
Good Needs work
Steady Rocking

Telegraphed movement? _____

Moved smoothly? ____
Sat correctly?
Stood up correctly?
Smooth transition?
Well-held for cameras?
Pointing clear and even?

Maintained camera eye contact?
Responded correctly to cues?

Dressed appropriately?
Appropriate?
Too little?

Too much? _____
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Areas that showed improvement:
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This chapter provides basic information about standard broadcast
equipment operated by radio announcers. The chapter discusses oper-
ational aspects of broadcast equipment and a few basic details of auto-
mated radio. (Tips about television equipment are found in Chapters 3,
10, and 12.) As a radio announcer, you must master many aspects of
broadcasting in addition to good delivery. Some of these skills are
identifying, selecting, and using microphones; cuing and playing
records and audiotape cartridges; operating audio consoles; and per-
forming the special functions required at automated radio stations.

As a radio announcer you will be surrounded by costly and delicate
equipment; if it is abused or improperly operated, it can defeat your
best announcing efforts. Television announcers seldom touch broad-
cast equipment, but they must know how to conduct themselves in the
presence of cameras and microphones. Radio announcers, however,
are frequently expected to operate everything in a small station’s on-air
studio: microphones, turntables, compact disc players, rack-mounted
tape recorders, tape cartridge units, and audio consoles. This chapter is
an elementary introduction to equipment. You should supplement
your reading with practice, for no book can develop your manipulative
skills or train your ears to make audio judgments.

When sound waves enter a microphone, they set in motion a chain of
events culminating in the apparent re-creation of the sound on a radio
or television receiver. As the first link in the chain, the microphone
is of primary importance. If a microphone is improperly selected,
improperly used, or damaged, the sound will be affected adversely
throughout the remainder of its trip to the listener and will appear
distorted.

Microphones transform sound waves into electrical impulses and are
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"Ribbon, or Velocity, Microphones The ribbon microphone contains a
metallic ribbon, supported at the ends, between the poles of a perma-_
nent magnet._ The ribbon moves when sound waves strike it, generat-
ing voltage that is immediately relayed to the audio console. The
straight ribbon, or velocity, microphone is extremely sensitive to all
sounds within a great frequency range; is flattering to the human voice;
is unaffected by changes in air pressure, humidity, and temperature;
and is not prone to picking up reflected sound. You should consider
requesting an RCA 77-DX or a Shure SM33 if you want your voice to
sound deeper and more resonant, if you have problems with excessive
sibilance, or if you tend to pop your plosive consonants. When using a
ribbon mic, it is best to stand or sit approximately a foot from it and
speak directly into it. This range with a ribbon mic usually makes voice
quality deeper, so if you find you have voice reproduction problems at
close range, speak at an oblique angle across its front screen.

The RCA 77-DX is widely used in radio. It can be adjusted to a
variety of pickup patterns and sound characteristics. Your work will
be affected by the way it is set. For voice work the ribbon mic is
significantly more flattering when the set screws are turned to “"Voice
1" and “Bidirectional.”

Dynamic, or Pressure, Microphones In the dynamic, or pressure, mic, a
lightweight molded diaphragm attached to a small wire coil is sus-
pended in a magnetic field. Sound waves striking the diaphragm are
relayed to the coil, and the movement of the coil within the magnetic
field transforms physical energy into electrical impulses. The dynamic
microphone has a number of advantages. It is more rugged than other
types; it can be used outdoors with less wind blast; it can be made as
small as a person’s finger tip; and it can perform better in a wider range
of applications than any other type of mic. Only a well-trained audio
operator is likely to be bothered by the fact that it does not reproduce
the subtle colorations achieved by a high-quality ribbon or condenser
mic. In using a dynamic mic, you should stand or sit about a foot away
and to one side of the front screen of the instrument. By talking slightly
across the screened surface, you should project your voice quality at its



90

Pickup Patterns

CHAPTER 4

best; this is doubly true if you have a tendency to shout or are given to
sibilance or popping.

Condenser Microphones Condenser mics are most often seen in profes-
sional recording studios and at stereo FM stations. The condenser is
similar to the pressure mic in that it has a diaphragm, but instead of a
coiled wire, it has an electrode as a backplate. A capacitance between
the diaphragm and the electrode varies with the minute movements of
the diaphragm as they reflect the sound waves. If you are asked to
work with a high-quality condenser mic, you should treat it as you
would a dynamic microphone. If you find that the extreme sensitivity
of the condenser is giving you sibilance or popping problems, try
working farther away from it and try speaking at-an angle. One or both
of these adjustments should correct the problem.

Despite continual improvement of internal diaphragm suspension
systems, lavaliere condenser mics must be used carefully to avoid pick-
ing up unwanted noise. A script being thumbed or rattled three inches
away from the lavaliere will be as loud as or louder than a voice coming
from a foot or more away. Clothing brushing against the surface of the
mic will sound like a forest fire. Nervous toying with the microphone
cable will transmit scratching and rumbling sounds directly into the
microphone. If you tend to pop on mic as you sound plosives such as
p, t, or k or if you have excessive sibilance, you may benefit from
having a windscreen placed over the face of the microphone. Several
manufacturers supply open-cell polyurethane foam windscreens that
only slightly affect the frequency response by eliminating some of the
highs.

The pickup pattern of a microphone is the shape of the area around it
where it picks up sounds with maximum fidelity and volume. Nearly
all microphones can pick up sounds from areas outside the ideal pat-
tern, but their quality is not as good. For best results, you, the sound
source, should be within the pickup pattern, generating enough vol-
ume to allow the engineer to keep the volume control knob at a min-
imal level. If you are off mic—that is, out of the pattern—or if you speak
too softly, the audio operator will have to turn up the volume control
and the microphones will automatically distort your voice and transmit
unwanted sounds from outside the pattern. When you use a stand,
hand-held, or control-room mic, you cannot ignore the pickup pattern
of the instrument. You are expected to position yourself properly and
adjust yourself and the mic to improve the sound.
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Manufacturers classify microphones according to four pickup or po-
lar patterns: (1) unidirectional, in which only one side of the mi-
crophone is live; (2) bidirectional, or figure eight, in which two sides of
the mic are live; (3) omnidirectional (also called nondirectional and
hemispherical), in which the mic is live in all directions; and (4) mul-
tidirectional (polydirectional or switchable), in which two or more pat-
terns can be achieved by adjusting a control. Unidirectional mi-
crophones, except for a few veterans found from time to time, are all
cardioid, or heart shaped. Cardioid polar patterns range from normal,
to wide, to narrow (or tight), to hypercardioid (or supercardioid). Hy-
percardioid mics are used chiefly as boom mics in television applica-
tions. They have a narrow front angle of sound acceptance and pick up
very little sound from the sides.

Descriptions and engineering diagrams (see Figure 4.1) of micro-
phone pickup patterns are inadvertently misleading for two reasons.
They do not show the three-dimensionality of the pattern, and they do
not indicate that the pattern changes when the relationship between
instrument and sound source changes. Because cardioid mics can be
placed in every conceivable position between instrument and sound
source, the patterns vary in design and are especially difficult to under-
stand from engineering diagrams. The complex cardioid pattern,
shown in two dimensions on engineering data sheets, is significantly
different when the mic is hand held and when it is stand mounted at a
30-degree angle. The data sheet will show you whether a particular
cardioid microphone has a narrow or a wide angle of front sound
acceptance, as well as the areas of rear acceptance and rejection, but
only actual practice with cardioid mics will teach you how to position
them. As you study the typical pickup patterns shown in Figure 4.1,
remember that the actual pattern is three-dimensional and that the
illustrations for cardioid patterns show the mic lying flat with the
screen pointed toward zero degrees, whereas omnidirectional illustra-
tions show the screen pointing directly toward you.

Radio utilizes diverse production methods, thus microphones have
become increasingly specialized. A microphone of one design may be
ideal for one kind of work but inappropriate for another. One dynamic
omnidirectional mic may have been designed to be hand held and
another may have been made in miniature for use as a lavaliere. As an
announcer, you may expect to work with a number of different mics
over the years. Microphones can be classified according to their in-
tended or best use, as explained on page 96.
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FIGURE 4.2

Types of microphones.  A. RCA 77-DX ribbon microphone. (Courtesy RCA)  B. Beyer M
500 microphone. Beyer describes this instrument as a “dynamic ribbon” microphone. It is
essentially a dynamic mic, out it uses a suspended ribbon rather than a moving coil. iCour-
tesy Beyer Dynamic, Inc.) C. Shure switchable PE2 microphone. Two built-in filter
switches permit the user to achieve a high-frequency boost and a bass rolloff. (Courtesy
Shure Brothers, Inc.) D. AKG C-414EB multidirectional condenser microphone. (Courtesy
AKG Acoustics, Inc.; E. E.ectro-Voice RE20 dynamic cardioid microphone. (Courtesy Elec-
tro-Voice, Inc.) F. Electro-Voice 635A dynamic omnidirectional microphone. (Courtesy
Electro-Voice, Inc.i
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FIGURE 4.2

Types of microphones (continued). G. Sony C-47 condenser microphone, which can be
switched to uni- and omnidirectional modes. (Courtesy Sony Corporation of America) H.
Sennheiser MKH 416TU condenser microphone. (Courtesy Sennheiser Elec. Corp., New
York) 1. Neuman U 87 and U 89 multidirectional condenser microphones. (Courtesy
Gotham Audio Corporation) J. Electro-Voice DO56, a dynamic omnidirectional mi-
crophone. {Courtesy Electro-Voice, Inc.)
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FIGURE 4.2

Types of microphones (continued). K. Beyer Dynamic MCE-5 Electret condenser mi-
crophone. (Courtesy Beyer Dynamic, Inc.) L. Electro-Voice CO90 condenser lavaliere mi-
crophone. (Courtesy Electro-Voice, Inc.) M. Swintek wireless microphone. (Courtesy
Swintek Enterprises, Inc.) N.Crown PZM*-3LV lavaliere microphone. (Courtesy Crown
International Inc. PZM*® is a registered trademark of Crown International Inc.)
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Announce Microphones These are found in radio station announce
booths and are also used for off-camera film and television narration.
Typical announce mics are the Sony C-37P, the Electro-Voice RE15,
RE20, and 635A, and the RCA 77-DX.

Stand Microphones These are used for off-camera narration and in the
production of radio commercials. The RCA 77-DX and Shure SM33 are
examples.

Hand-held Microphones These versatile mics can be used indoors or out
and can be hand held or desk mounted. The Electro-Voice 635A and
RE55 are widely used hand-held microphones.

Studio Boom Microphones Whereas lavaliere mics have all but replaced
television boom mics because of the lower cost of their operation, some
boom mics are still used in some television applications. Typical of
such microphones are the Electro-Voice CH15S and CL42S.

Lavaliere Microphones Lavaliere microphones have many advantages
in television applications. They are small and unobtrusive, they save
the cost of an audio boom operator, and some can be operated as
wireless mics. In general use today are the Sony ECM-50 and the
Electro-Voice CO90.

Headset Microphones Miniaturized microphones connected to headsets
have become standard for play-by-play sports announcers. Both dy-
namic and condenser mics are used, but they must be designed to
include a honeycomb pop filter in front of the diaphragm.

Wireless Microphones Wireless microphones are used for work at re-
mote locations and for studio work in which performers need to move
without the restraints of a mic cable. The Electro-Voice CO90 is widely
used in television production.

Advances in microphones are constantly being made, and instru-
ments not mentioned here will probably be in use by the time you are
ready to work. Despite progress in miniaturization, sensitivity, and
fidelity, the principles of microphone use will remain the same for
many years.
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Tapecaster stereo car-
tridge recorder. (Courtesy
Auditronics, Inc.}
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As an announcer for a music radio station, you most likely will spend
part of your time cuing up and playing records. Even if a station plays
only carted music (music that has been recorded on cartridges), a part
of your workday may be spent dubbing discs to carts. Little attention
need be given to playing carts because you can learn to use them prop-
erly in a few minutes. A cart is loaded with a looped, endless audiotape
that automatically rewinds as it plays. You insert the cart into the slot
in the playback machine (cart machine) and press a button to start the
tape. After the tape has played, allow it to run until it stops by itself; it
has automatically recued and is ready for the next playing. If you stop
the tape before it recues, you will get dead air at the start of its next
playing, and it will automatically stop when it reaches the cue position.

Your station may feature compact disc players (CD players), and
cuing and playing CDs are simple matters. Compact discs are small—
4.7 inches in diameter—and are encoded with digitally recorded
music. In digital recording, sound is translated into computer-type on-
off pulses. After being recorded, the disc is decoded by a laser beam.
Because there is no contact with the disc’s surface, there is an absence
of surface noise. A typical professional CD player includes displays
that show track elapsed time, track remaining time, disc elapsed time,
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FIGURE 4.4

Studer A725 professional
compact disc player.
(Courtesy Studer Revox
America, Inc.)

FIGURE 4.5

A Technics professional
turntable and tone arm.
(Courtesy KTIM, San
Rafael, California)
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and disc remaining time. The disc spins at speeds ranging from 200 to
500 revolutions per minute (rpm) and gets up to speed almost in-
stantly. To play a CD, you load the small disc into its playing compart-
ment, press busses (buttons) that program the machine to play a partic-
ular cut, press “pause,” and, when ready, press the "play” bus.

It is unlikely that your station will play compact discs exclusively, so
you should learn how to operate a conventional turntable. Most broad-
cast turntables have the following components: (1) a rotating table that
is connected to the motor, (2) a pickup or tone arm, (3) a pickup
cartridge, (4) an off-on switch, (5) a variable equalizer, (6) a speed
switch, and (7) an attachment for playing large-holed 45 rpm discs.

1. Rotating table (turntable). This is usually made of metal and may be
covered by a felt or rubber pad. The pad is not attached to the metal,
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and some announcers cue the record, hold the pad, turn on the power,
and release the pad (and the record on it) when it is time to play the
music. This is called slip starting. A direct drive turntable is, in effect, an
electric motor. Motors are composed of a stationary part, the stator,
and a rotating part, called the rotor. The turntable acts as a rotor on
direct drive turntables. Older turntables may have a rim-driven mecha-
nism, but most such old-timers have been phased out.

2. Pickup or tone arm. Pickup arms used for broadcast are both counter-
balanced and damped to prevent damage to records. The tone arm is
adjusted to put less than one gram of pressure on the grooves of the
record, and viscous damping, using fluid silicone in a hydraulic appli-
cation, prevents the arm from making sharp or sudden movements.

3. Pickup cartridges and styluses. Turntables are equipped with plug-in
cartridges. Styluses are spherical or elliptical in shape. Spherical sty-
luses are generally found on home equipment, and elliptical styluses
are preferred in broadcast applications.

4. Off-on switch. All turntables are equipped with a power switch. Most
disc jockeys now start their records by pressing the “on” switch in-
stead of slip starting them.

5. Variable equalizer. Some older turntables are equipped with variable
equalizers, or filters, that allow you to control the frequencies being
transmitted. Discs poorly recorded or pressed can be made to sound
better by eliminating high frequencies. At most stations, records in
need of equalization are dubbed to tape carts with appropriate correc-
tions made in the board.

6. Speed switch. Turntables are provided with speed-selector switches,
offering a choice of 33Y5 or 45 rpm.

7. 45-rpm attachment. Many turntables have a recessed metal hub in the
center. By turning the hub, you can raise it to accommodate large-
holed 45-rpm discs. Some turntables require an adapter which fits over
the center spindle.

Discs have dead grooves before the sound begins. Because you do
not want several seconds of dead air between your announcement and
the start of the recording, you must cue up your records. Cuing in-
volves the following steps. (1) While one record is being broadcast,
place the next selection on a spare turntable. (2) Using a control on the
audio console, activate the cue box or cue speaker. (3) Place the stylus
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on the outside groove of the record. (4) Disengage the drive mech-
anism so that the table spins freely. (5) Spin the table clockwise until you
hear the start of the sound on the cue speaker. (6) Stop the table and
turn the record counterclockwise. (7) When you hear the sound—now
being played backward—stop, continue spinning the record a short
distance into the dead air grooves. (8) Engage the drive mechanism at
the proper operating speed. To play the disc on the air, you need only
open the volume control and turn on the power switch.

The reason for turning the record back to a point in the dead air is to
allow the turntable to reach its operating speed before the sound be-
gins. All turntables need a little time to go from zero rpm to operating
speed; before they reach operating speed, sound is distorted. This
wowing is as unacceptable as several seconds of dead air; a little practice
with a particular turntable should enable you to cue records unerr-

ingly.

Most radio announcers will, at one time or another, have to operate an
audio console, or board. Disc jockeys almost always work their own
boards, and although announcers on all-news stations and hosts and
hostesses on talk shows seldom work the board, they probably were
required to do so earlier in their careers.

The audio console picks up the electrical impulses coming from mi-
crophones, cart machines, or turntables; mixes the sound in proper
proportions if more than one signal is coming in; controls the am-
plitude of the electrical impulse; amplifies the sound; and sends it, by
means of another amplifier, to the transmitter. A microphone is posi-
tioned on or very near the console. Several audiotape cartridge ma-
chines are placed within reach of the console operator, and two turn-
tables usually are positioned, one on either side of the operator. The
physical arrangement may vary in small details, but it is usually similar
to the KTIM on-air studio shown in Figure 4.6. Most disc jockeys, as
well as announcers reading station breaks, news bulletins, or live com-
mercials, work in an on-air studio and operate their own console.
Combining engineering and announcing is called working combo.

Audio consoles may seem a bit intimidating at first glance, but they
actually are simple to operate. On-air boards (those used by DJs) re-
quire the operation of only a few controls. Production boards are more
complex, and those who operate them must have special training be-
yond that needed for the operation of on-air boards. Production con-
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FIGURE 4.6

Michael Fox plays big
band music, using a
Ramko Research console,
an Electro-Voice RE20
dynamic microphone,
and Technics turntables.
(Courtesy KTIM, San
Rafael, California)

Standard Console
Features
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soles are equipped with equalization, compression, noise-reduction,
and assorted sweetening features that make possible the production of
commercials, station promos, musical IDs or logos, and other program
material of high quality. As an announcer, you probably will not have
to operate a production console. As an announcer-engineer, however,
especially at a smaller station, you probably will be asked to operate
the production board. This book cannot give you all details of audio
control and sound mixing; if you are heading toward a career that may
require sophistication in audio production, you should enroll in appro-
priate courses of instruction. A sophisticated production console, as
well as other production equipment, is shown in Figure 4.7.

Most boards, however different they may seem at first glance, are
essentially the same. You will find two types of consoles in general use:
those that feature a row of rotating volume controls (potentiometers, or
pots), and those that use vertical faders. Most boards with rotating pots
are made as a single unit; most boards with vertical faders are made up
of several plug-in modules, and elements can be shifted as desired.
Each station uses the input potential of its board in a unique way, so
you should not merely learn to operate one board by rote. If you
understand the reasons for doing what you do, vou will be able to
transfer to other consales with little additional instruction.
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FIGURE 4.7

Production Director Al-
bert Lord operates an
ABX-34 production con-
sole, Technics turntables,
Tomcat tape cart ma-
chines, Tascam cassette
machines, Otari reel-to-
reel tape recorders, and
Sennheiser 441 mi-
crophones. (Courtesy Al-
bert Lord and KFRC, San
Francisco)

FIGURE 4.8

Auditronics 700 Series
audio mixing console—a
production board. (Cour-
tesy Auditronics, Inc.)

CHAPTER 4

A stereo board is no problem for the radio combo operator. Stereo
discs are already balanced, so the operator does not have to correct
them on the board. Program announcements are usually given over
only one of the two broadcast channels, but even when both channels
are used, the console’s controls will maintain an even balance. If the
stereo signal reaching the transmitter is distorted, the combo operator
merely notes it and asks the telephone company to check the lines.

The following description of a simple monaural console stresses
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function, rather than electronics, to show you how the board relates to
your work.

The sounds of radio begin with the electrical impulses from mi-
crophones, cart machines, or turntables. Suppose we are designing a
console, adding elements as we perceive a need for them, to serve an
AM station of moderate size. Because the station does not broadcast in
AM stereo, a monaural board will serve our needs. The station has
three production areas: an on-air studio where the board will be
housed; a newsroom; and a small production studio, which will have its
own production console.

Our first problem is to feed the outputs of the announce mic and the
newsroom mic into the board. Mics generate weak signals, so the
output of each must be boosted, or amplified, before we can send its
signal out of the board to a recorder or a transmitter. The amplifiers
that receive and boost signals from mics are preamplifiers (preamps); the
one that collects, boosts, and sends the sounds to the transmitter or
tape recorder is the program amplifier.

In addition to the two microphones, we also need to feed through
the board four tape cartridge players, two turntables, and two rack-
mounted open-reel tape recorders, as well as lines from a network, UPI
Radio, a mobile van, and a remote line. With the microphones, this
adds up to fourteen inputs, so there would seem to be a need for
fourteen channels, but we can economize here by installing input selec-
tor switches, which will allow us to feed more than one signal through
each input channel. The two microphones have one input channel
each because they need to have their sound boosted by preamps, but
the other twelve inputs—which do not need preamps—can be selec-
tively fed through six input channels. With the two mic channels, this
makes a total of eight input channels to handle fourteen inputs.

We now see two problems calling for more controls: we need to vary
the volume of sound, and we need a switch for opening and closing
microphones. We regulate volume by adding potentiometers, or pots.
A pot, also known as a fader, mixer, attenuator, and gain control, can be
in the form of a rotating knob or a vertical slider. For the two mi-
crophones (on-air announce mic and newsroom mic), we use three-
position selector switches, with one position delegated to "off,” one to
the mic (“on”), and one spare for any unanticipated future use. We
give each of the other input channels three-position selector switches.
This gives us a position for off, and two channels for sending signals; if
we had only one channel, we could not use the board for two functions
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FIGURE 4.9
Auditronics 200 Series

on-air broadcast console.

(Courtesy Auditronics,
Inc.)

CHAPTER 4

at the same time. With two channels we can broadcast a news roundup
from our newsroom while simultaneously receiving and recording AP
Radio news for later broadcast. Each of the two channels gets its own
program amplifier, so we now have four amplifiers for the board—two
preamps for the microphones, and two program amplifiers. Our board
has become a two-channel, monaural audio console.

In adding volume controls, we have raised another problem: how
can we judge the volume? We cannot listen to ourselves on an air
monitor because the sound of our broadcast would reenter the mic and
create an unearthly howl called feedback, so we add a meter that gives
us a picture of the sound. Our meter may be an LED (light-emitting
diode) meter, a series of dots that are illuminated according to the
strength of the signal. Many portable AM-FM cassette decks use LED
meters, so most people are familiar with them. We may, instead, install
a meter with a swinging needle, called a VU (volume unit) meter or VI
(volume indicator) meter. The VU meter has a swinging needle that
registers volume on a calibrated scale. A semicircular black line regis-
ters volume units from 1 to 100, at which point it becomes a red line. If
we are too low on the scale, we are said to be ”in the mud,” and if we
are too high we are “bending the needle,” "in the red,” or “spilling
over.” If we peak too high on the scale, we can distort the signal and
possibly damage the equipment. We install two meters, one to show us
the signal going out over the air, the other for auditioning a signal that
is not being broadcast. We place the meters at the top and center of the
board, where they are easily visible. Stereo boards require a separate
meter for each channel.

We now have everything we need to pick up sounds from our two
mics and send them through the board to the transmitter or a tape
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FIGURE 4.10
A VU or VI meter.

recorder. We can open and close the mics, mix the signals from the mic
with those from tape carts or turntables, boost the signal strength of
the mics, see the volume level, and regulate the volume. Now we have
the following configuration on our board (see Figure 4.11):

SOUND SOURCE POT NUMBER
on-air annocunce mic
Newsroom mic

cart #1 and turntable #1
cart #2 and turntable #2
cart #3 and tape recorder #1
cart #4 and tape recorder #2
network and UPI Radio
mobile van and remote line

XN WDN =

To avoid the difficulties that would arise in manually balancing the
inputs of more than one sound source, we add a master pot that can
raise or lcwer at the same time the volume of all sounds being mixed.
After balancing of the microphone and turntable pots, for instance, the
VU meter may tell us that the mixed sound is too weak or too strong;
all we have to do to correct the problem is adjust the master pot.
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In order to hear material being broadcast or recorded, we add a
monitor speaker for each of the two channels. If we have patched chan-
nel 1 to the transmitter, we can listen to our programming on monitor
speaker 1; monitor speaker 2 can be used to audition material not then
being broadcast or to listen to program material being recorded for later
broadcast. The monitor speakers need amplifiers of higher power than
the program amplifiers to boost the signal to the level needed to acti-
vate the loudspeakers. Each has its own monitor pot so that we can raise
and lower the volume of sound in the control room. We also install a
channel monitor switch so that we can selectively monitor channels 1 and
2. Muting relays are installed to cut off the monitor speakers whenever
the control room mic is opened.

Before broadcasting discs we must cue them up, and this means we
must be able to hear them without broadcasting the sound. We add a
cue speaker or cue box with its own cue amplifier fed by all nonmi-
crophone pots. When each of these pots is turned to an extreme
counterclockwise position, the cue amplifier and speaker are automati-
cally activated. We could use other arrangements, but this one seems
best. With a turntable or tape pot turned completely off and into cue,
there is no possibility of accidentally sending our cuing sounds out
over the air—unless, of course, the control room mic were open at the
same time. To make sure that we do not confuse cuing sounds with
program sounds, we place the monitor speakers and the cue speaker in
different parts of the control room.

Finally, we add a headphone jack for headphones so that we can listen to
either channel without having sound emanate from the monitor or cue
speakers; both speakers automatically cut off when we plug in. This
feature allows us to talk over music on the air. We can listen to the
balance between our voice and the music without using the monitor
speaker, which, of course, would create feedback. We also use phones
to cue records when working combo. With the cue speaker dead, there
is no chance of cuing sounds accidentally being broadcast over the
control room mic.

Now the audio console is complete. We could, of course, add feature
after feature, but nothing more is really needed for most modern radio
applications. Many radio stations are now installing far simpler con-
soles than the board we have put together, but you cannot reasonably
expect to find one at every station. The board we have created is a
practical compromise between the extremes of simplicity and the com-
plexity that is characteristic of production boards.
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In the past twenty years, many radio stations have become automated.
Most of this automation has been in FM or AM stereo, with some
monaural AM stations having become automated as well. Automation
provides the following advantages for station owners: stations can be
operated with fewer employees; owners of both AM and FM stations
can use the AM staff to program the FM station; a small station can
have a "big city” sound; and disc jockeys can do their day’s announc-
ing work in a half-hour, which helps them sustain energetic delivery.

Opponents of automated radio are offended by the sacrifice of in-
stantaneousness, long thought to be radio’s most valuable characteris-
tic. Opponents also claim that automated radio sounds canned and
that even the most sophisticated equipment and the most skilled
operators cannot make an automated station sound live. Overweigh-
ing these complaints is one based on economics: automated radio
means fewer jobs for announcers.

Regardless of the arguments, automated radio is here to stay, and
you should become familiar with the essentials of automation. Because
several automation systems are in use today, you will have to learn the
details of each particular system on the job. This brief overview is
designed to make you aware of automation, to provide you with an
idea of how an automated radio station works, and to expose you to
some of the terms used in automated radio.

Most automated systems rely on three components. A controller, or
brain, is programmed by an operator; a series of reel-to-reel tape repro-
ducers play the station’s music; and a bank of tape cartridge machines
stores commercials, public-service announcements, voice-track pro-
gram openers, station jingles, time announcements, news headlines,
weather reports, and network access announcements. Such systems
also include an automatic logging device and an internal clock pro-
grammed to give accurate time signals that can be used to join and
leave a parent network’s hourly newscasts.

The controller’s chief function is to intersperse music with other
program elements. A middle-of-the-road station might use four large
music reels—one containing music from the current charts, a second
playing golden hits of the past, a third containing up-tempo music to
be played at the start of each hour following station identification, and
a fourth made up of the music director’s favorites. Nearly all such
stations have a rigid format that is repeated hourly.

As an announcer for an automated station, you will be expected to
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spend some of your time programming the controller and the rest of
your working day performing a variety of tasks: recording music in-
troductions, weather reports, commercials, and newscasts; loading the
cart machines and replacing carts that have served their purpose; and,
in many stations, providing preventive maintenance for the equip-
ment. Obviously, both recorded weather reports and newscasts are
recorded a short time before being broadcast.
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As an announcer, you face unique and challenging problems in pro-
nunciation. In news, commercial, and classical music copy you fre-
quently must read words of foreign origin, and you are expected to
read them fluently and correctly. In newscasting you are expected not
only to pronounce foreign words and names with accuracy and author-
ity, but also to know when and how to Americanize many of them.
Unlike your British counterpart, you are not allowed to Anglicize
categorically, and you would be seen as odd or incompetent if you said
DON KWICKS-0AT for Don Quixote or DoN JEW-UN for Don Juan, as do
British announcers.

English pronunciation is subject to few rules, thus English is one of
the most difficult languages to learn. Whereas in Spanish the letters ch
are always pronounced as in the name Charles, in American English ch
may be pronounced in the following ways:

sh as in Cheyenne

tch as in champion

k as in chemist

two separate sounds, as in the name MacHeath

Other examples can be cited. In the sentence fragment “I usually
used to use this,” the letter s is sounded differently in the words
usually, used, and use. The letter a is pronounced differently in such
words as cap, father, mate, care, call, boat, and about. Similar variations
are seen in all other vowel sounds and in most consonants as well. For
example, th is pronounced differently in Thomas, though, and then; r is
pronounced differently in run, fire, and boor. At times letters are silent
as in mnemonic, Worcester, and Wednesday. At other times and for as
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little reason, a word is correctly pronounced only when all letters in it
receive some value as misunderstood and plenipotentiary. The letters ie
are sometimes pronounced “‘eye’” as in pie, and sometimes "‘ee”’ as in
piece. Two words with almost identical spellings, said and maid, have
quite different pronunciations. In short, the only constants are varia-
tion and change.

Of course, common words do not cause difficulty. But try to deter-
mine the correct pronunciation of the following words according to
your knowledge of language and any rules of pronunciation you may
have learned:

quay flaccid dais
mortgage interstices gunwale
medieval forecastle brooch
egregious cliché phthisic

Correct pronunciation of these words may be found at the end of this
chapter. After checking the pronunciation of these words, you will
certainly agree that no amount of puzzling over them, and no rules of
pronunciation, would have helped.

Correct American pronunciation of English is not only inherently
illogical but also changes with time and common usage, generally
tending toward simpler forms. It is becoming more and more accept-
able to pronounce clothes KLozE, for example, to leave the first r out of
February, and to slide over the slight ”y” sound in news so that it
becomes Nooz.

The whole problem of English pronunciation was reduced to its most
obvious absurdity by George Bernard Shaw, who wrote the letters ghoti
and asked how his manufactured word was to be pronounced. After all
attempts had failed, Shaw answered that it was to be pronounced
"“fish.” The gh is pronounced "’f” as in enough, the o is pronounced "i”
as in women, and the ti is pronounced 'sh” as in motion.

If you have difficulty pronouncing words whose spelling offers little
help, you may be doubly perplexed by American personal names and
place names derived from foreign originals. As a sportscaster, for ex-
ample, you cannot assume that a player named Braun gives his own
name the correct German pronunciation ’Brown.” He may pronounce
it “Brawn”’ or “Brahn.” If you tried to pronounce every foreign-derived
name as it would be pronounced in the country of origin, your audi-
ence would wince every time you failed to follow established custom.
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American place names present the same problem. In Nebraska, Be-
atrice is pronounced BEE-AT'-RIS. In South Dakota, Pierre is pronounced
PEER. In California, Delano is pronounced puH-LANE'-0. In Kentucky,
Versailles is pronounced VER-SALES'. In Georgia, Vienna is pronounced
VYE-EN'-UH. Any community, of course, has the right to pronounce its
name as it pleases. In the Southwest, Spanish place names are conven-
tionally pronounced neither as the Spanish original nor as they seem to
be spelled. The San in San Jose is pronounced sAN (as in sand) rather
than the Spanish saN (as in sonnet), and Ho-zAy is used rather than an
Americanized Jo-zAY or the Spanish HO-sAY. Because the only standard
for pronouncing place names is the common practice of the natives of
the region, you must be on guard to avoid error. All American com-
munities have specialized and capricious ways of pronouncing street
names and the names of suburbs, nearby towns, and geographical
landmarks. Radio and television announcers who are new to an area
and who consistently offend listeners with mispronunciations may not
be around long enough to learn regional preferences. Bostonians may
not care if you mispronounce Pago Pago, but they will be outraged if
you make Quincy rhyme with mince-ee.

It is not surprising that the problems inherent in the pronunciation
of American English have given rise to various systems of phonetic
transcription. Three of these systems are outlined here, the first two in
brief, and the third—the International Phonetic Alphabet—in some
detail.

Several news agencies provide radio and television stations with news
stories, sending them over telephone lines to teleprinters. When a
word or a name that might cause pronunciation problems is transmit-
ted, that word often is phoneticized—given a pronouncer—as in this
example:

(SYDNEY, AUSTRALIA) THE ISLAND NATION OF VANUATU
(VAHN-00-AH'-T0O ) -—FORMERLY THE NEW HEBRIDES--WAS HIT TO-
DAY BY A STRONG EARTHQUAKE.

Wire-service phonetics are suitable for most purposes, though a few

sounds defy accurate transcription. With a little practice—and some
ingenuity—you can make wire-service phonetics into a handy tool.
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Consonants are easiest to master because most of them represent only
one sound. Thus T, D, s, z, and M, for instance, can hardly cause
confusion. Other consonant sounds need two letters to represent
them, as with TH (THIN), CH (CHAT), and sH (sHoP). One consonant, Y,
is used for two sounds—one a consonant and one a diphthong. As a
consonant, it appears in the word yeoman (vo'-MUN); as a diphthong, it
represents an entirely different sound, as in sleight (sLyT).

The TH symbol is the most troublesome, for it represents the initial
sounds in think and then. Context can help in some instances, but not in
all. It works in hearth (HAHRTH), but not in calisthenics. Anyone seeing
(KAL-UHS-THEN'-1Ks) would read THEN as the common English word,
and this is not the correct sound.

Some vowel sounds are a bit troublesome, but they can usually be
differentiated by their contexts. The letters 0o, for example, stand for
the vowel sounds in food and poor, which are not, of course, the same
sound. Here is how context can distinguish between them:

buoy (BOO'-EE) Purim (POOR'-IHM)

In these examples, the common words boo and poor tell us which sound
we are to give the 0o in these words.

All of the symbols of wire-service phonetics follow, arranged in the
same order in which they appear in the International Phonetic Al-
phabet. Remember, we are dealing with speech sounds, so alphabetic
arrangement has no relevance. Key words have been chosen for rea-
sons of clarity, so most are quite commonplace. Where two symbols
are given for the same sound, it is to give users an option. For example,
in the second vowel listed, 1 works well for the word impel, but 11
works better for Bethesda. If this word were transcribed as BI-THEZ'-
DUH, a reader might pronounce the first syllable as in the English

word by.

Vowels

SYMBOL KEY WORD PHONETIC TRANSCRIPTION

EE believe BIH-LEEV')

10rIH impel, Bethesda IM-PEL') (BIH-THEZ'-DUH)
AY bait BAYT)

A can KAN)

(
(
(
E Or EH pester, beret (PEST'-ER) (BEH-RAY')
(
AH comma (KAH'-MUH)
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SYMBOL KEY WORD PHONETIC TRANSCRIPTION
AW lost (LAWST)

o host (HoST)

oo! mooring (MOOR'-ING)

oo’ pool (rooL)

ER early (ER'-LEE)

UH sofa (so'-FuH)

Diphthongs

SYMBOL KEY WORD PHONETIC TRANSCRIPTION
Y2 lighting (LYT'-ING)

AU grouse (GRAUS)

oY oiling (oY'-LING)

YU using (Yuz'-ING)
Consonants

(Note: The consonants p, B, T, D, K, G, F, V, S, Z, H, M, N, L, W, and R are
pronounced as in English. The symbol G is always pronounced as in
green, never as in Gene.)

SYMBOL KEY WORD PHONETIC TRANSCRIPTION
TH? think (THINGK)

TH> then (THEN)

SH clash (KLASH)

ZH measure (MEHZH'-ER)

CH church (CHERCH)

] adjust (un-juUsT')

NG singing (SING'-ING)

' yeoman (YO'-MUN)

The key words used are commonly known, and it is not for such
words that wire-service phonetics were developed. Here are some typ-
ical words that might be given pronouncers by a wire service:

Beirut (BAY-ROOT') Sidon (sYD'-UN)
Bayreuth (BY'-ROYT) Coelho (kwAY'-LO)

' As indicated previously, oo stands for two different sounds.

2Note that the Y symbol is used for two different sounds.

3Note preceding discussion of the use of the same symbol for these two different sounds.
4 As indicated earlier, v is used both as a diphthong and as a consonant sound.
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Clio (kLY'-0) Ojai (0'-HY)
Schuylkill (SKUHL'-KIL) Yosemite (YO-SEM'-IH-TEE)
Faneuil (FAN'-UHL) Hamtramck (HAM-TRAM'-IK)

At times you will have to read a news story for which no pronounc-
ers are given. In a “'rip and read” operation, you will have to attempt
difficult copy without adequate preparation time. When time permits,
you should do your own transcribing of difficult words:

(NASHVILLE, TENNESSEE) MEDICAL RESEARCHERS REVEALED TODAY
A STUDY SHOWING THAT AS FEW AS TWO CUPS OF COFFEE CAN CUT
THE BLOOD FLOW TO YOUR BRAIN BY 10 TO 20 PERCENT. DR. WIL-
LIAM WILSON, ASSISTANT PROFESSOR OF PSYCHIATRY AT VANDER-
BILT UNIVERSITY, AND CO-AUTHOR OF THE STUDY, SAID: “WHILE
THE BLOOD-FLOW REDUCTION DOES NOT SEEM SEVERE ENQUGH TO
CAUSE PROBLEMS IN NORMAL INDIVIDUALS, IT IS UNCLEAR
WHETHER IT MAY INCREASE THE RISK OF TRANSIENT ISCHEMIC
(IZ-KEE'-MIK) ATTACKS AND CEREBRAL INFARCTIONS (SEH-REE'-
BRUHL IN-FARK'-SHUNZ) IN HIGH-RISK INDIVIDUALS OR THOSE RE-
COVERING FROM CEREBROVASCULAR (SEH-REE'-BRO-VAS'-KYU-LER)
ACCIDENTS." CAFFEINE COULD ALSO MAGNIFY THE EFFECTS OF
CERTAIN DRUGS, SUCH AS THE DIET DRUG PHENYLPROPANOLAMINE
(FEEN'-UHL—PRO-PAN—QHL'-UH-MEEN), WHICH ALREADY CONTAINS

CAFFEINE.

Wire-service phonetics work well in this example, but there are times
when the system will not work. There is simply no foolproof way of
using the twenty-six letters of the English language to represent more
than forty speech sounds. Furthermore, the wire-service system does
not use symbols for most foreign speech sounds that do not occur in
English. Until a few years ago, teletype machines were limited to the
same symbols found on an ordinary typewriter. Today’s teleprinters,
however, can be programmed to reproduce any symbol desired, so the
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time may come when additional pronunciation symbols will be added
to the twenty-six letters now in use. A good starting point would be to
add these symbols:

[8] for the initial sound in then
[u] for the vowel sound in good

At the end of Chapter 7, "Foreign Pronunciation,” there is news and
commercial copy featuring names and words in a variety of foreign
languages. For practice in using wire-service phonetics it is suggested
that you transcribe these names and words into phonetics and then
read the copy aloud. Work with this—and other practice copy—until
you find it easy to transcribe into wire-service phonetics, and until you
can read such copy without errors or hesitation.

Dictionaries use a system of phonetic transcription that features small
marks placed above the vowels 4, ¢, i, 0, and u, as well as a few
additional symbols for sounds such as th as in thin and zh as in vision.
Although diacritical marks are not totally standardized, variations from
dictionary to dictionary are slight. The American Heritage Dictionary uses
these symbols:

& pat / a pay / & care / & father
& pet / & be
I pit / 1 pie / i pier

60 pot / O toe / O paw
60 took / 00 boot

th thin / th this

i cut / G wurge

zh vision

3 about

The American Heritage Dictionary uses 17 symbols to indicate the vowel
sounds of the English language. Webster’s Collegiate Dictionary, on the
other hand, uses 30 symbols. If you decide to use diacritical marks to
indicate correct pronunciation on your scripts, it is important to adopt
one system of marks and stick with it. Going from one dictionary to
another could be confusing.
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THE
INTERNATIONAL
PHONETIC
ALPHABET (IPA)

Diacritical marks have at least three important limitations. First, they
are rather difficult to learn and to remember. The publishers of Ameri-
can dictionaries recognize this fact, and they reproduce a guide to
pronunciation at the bottom of every page. A second disadvantage is
that diacritical marks were not designed for use by oral readers. The
marks are small and vary only slightly in their configurations. When
accuracy under pressure is demanded, diacritical marks often fail to
meet the test. A final limitation of the dictionary method of tran-
scription is that the key words used to identify symbols vary in pro-
nunciation from area to area. To learn that fog is pronounced as dog tells
a Texan that “fawg” rhymes with “dawg,” just as it tells a Rhode
Islander that ““fahg” rhymes with “dahg.” Some modern dictionaries
have developed rather sophisticated pronunciation guides. They have
eliminated some ambiguity through the use of more standardized key
words; have added fairly extensive discussions of pronunciation, as
well as symbols to indicate foreign speech sounds not heard in the
English language; and have included a few symbols from more sophis-
ticated systems of phonetic transcription. They remain less than satis-
factory, however, for serious students of speech.

The International Phonetic Alphabet (IPA) was devised to overcome
the ambiguities of earlier systems of speech transcription. Like any
other system that attempts to transcribe sounds into written symbols,
it is not totally accurate, but it comes closer to perfection than any other
system in widespread use. The International Phonetic Association has
assigned individual written symbols to all the speech sounds of the
major languages of the world. Thus, whether the language is French,
German, or English, the symbol [e] is always pronounced “ay” as in
bait. Speech sounds not found in English have distinct symbols—for
example, [x] represents the sound ch as in the German word ach and no
other sound, and [y] represents the sound u as in the French word
lune.

IPA is a system of encoding correct pronunciation for efficient and
accurate retrieval, but you can use it only when you know the correct
pronunciation of the word to be encoded. Obviously, your use of IPA
will be reserved for the few names and words that appear in your copy
and require you to turn to a dictionary, gazetteer, or similar source of
information. The Associated Press Style Book (Lorenz Press, Dayton, OH,
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1977) suggests the following sources for determining correct pronunc1-
ation in each of several different problem categories:

CATEGORY SOURCE

Persons The individual featured in the story;
failing that, members of the family or
associates

Foreign names Appropriate embassy or consulate

Foreign place names Columbia Lippincott Gazetteer of the World

State or regional place State or regional historical societies or

names highway patrol
Members of legislatures Clerk of legislature

To this useful list should be added Kenyon and Knott, A Pronouncing
Dictionary of American English (G. & C. Merriam, Springfield, Mass.,
1953) and the NBC Handbook of Pronunciation (Thomas Y. Crowell, New
York, 1964) for American and foreign place names and for the names of
famous composers, authors, artists, scientists, and history makers.

Once you have determined the correct pronunciation of a word, you
can render it in IPA symbols directly above the problem word in your
script. Having done so, you should be able to read it on the air with
little chance of stumbling. Here is a sample script:

THE MAYOR OF THE SMALL NORTH CAROLINA TOWN OF
['kimbltan]

KIMBOLTON SAID TODAY THAT HE IS SKEPTICAL ABOUT REPORTS OF

FLYING SAUCERS ABOVE HIS COMMUNITY.

In this example, a glance at the Pronouncing Dictionary of American
English would show that Kimbolton is pronounced KIM-BOLT'-UN
[kim'boltn] in the Ohio community of that name, but that a town of the
same name in North Carolina is pronounced KiM'-BUL-TUN ['kimbltan].
The correct pronunciation of the name of this town may seem of slight
importance to some, but to a professional announcer it is a matter of
pride to be as accurate as time and resources permit.

Though IPA seems formidable at first, it actually is easier to learn
than the system of diacritical markings found in dictionaries. You will
find many uses for IPA, and you should make a sincere effort to learn
it. Because spoken language is the communication medium used by
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announcers, mastery of any aspect of human speech will benefit your
work. It is true that only a small (but growing) number of professional
announcers are familiar with IPA, but it also is true that all would
benefit from knowing and using it. Those who do not know IPA usu-
ally follow the principles of wire-service phonetic encoding, adding to
that system symbols of their own as necessity demands. Such a system
is capable of handling most of the pronunciation problems that arise in
a day’s work, but it falters often enough to warrant being replaced by a
more refined and accurate system. IPA has several advantages. (1) It is
an unvarying system of transcription in which one symbol represents
only one speech sound. (2) Every sound in any language, however
subtle it may be, is invested with a separate symbol. (3) Once the
correct pronunciation of each sound is learned, it allows almost no
possibility of error because of regional dialect. (4) It is the most nearly
perfect system of describing human speech sounds yet devised.

As time goes by, IPA commands more and more attention. The
excellent NBC Handbook of Pronunciation—virtually a must for any an-
nouncer—transcribes names and places into IPA. Many foreign-
language dictionaries and texts use IPA to indicate correct pronuncia-
tion. Drama departments use IPA to help teach dialects, and music
departments use it to teach singers foreign pronunciation. The Kenyon
and Knott A Pronouncing Dictionary of American English transcribes ex-
clusively into IPA.

Like any system for indicating correctness in speech sounds, IPA
defines each sound in terms of its use in a particular word. Thus, in
indicating the correct sound of the symbol [i], IPA tells us that it is
pronounced like the vowel sound of the word bee. Though this poses
no problem where the key word is pronounced uniformly throughout
the United States and Canada, a distinct problem arises where regional
variations in the pronunciation of the key words exist. For example, in
southern British, as well as in the speech of eastern New England, the
sound [a], as in father, is not used in words spelled with o, and the
sounds [p], as in the eastern New England wash, and [], as in bought,
are not differentiated; thus bomb, wash, and bought are all pronounced
with the same vowel sound, which varies from [p] to [5]. The speech
sounds and the key words used in describing them are found in Gen-
eral American speech, unless otherwise indicated. General American
speech is defined as that spoken by well-educated citizens of the Cana-
dian and United States Midwest and Far West.
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Please note that if you live in a region of the United States or Canada
where General American is not spoken, you may experience some
difficulty in learning the IPA symbols. If, for example, you live in the
southeastern United States, and you pronounce the word bait as most
Americans pronounce bife, then the key words used to explain the IPA
may confuse you. But a little extra effort can turn the IPA into a useful
tool for you.

IPA symbols represent vowel sounds, diphthongs or glides, and
consonants. In this section of the book, only the sounds in American
speech will be listed. Symbols for foreign speech sounds are discussed
in Chapter 7.

Vowel sounds are classified as front vowels and back vowels, depend-
ing on where they are formed in the mouth. The front vowels are
produced through the vibration of the vocal folds in the throat and are
articulated by the tongue and teeth near the front of the mouth. The
back vowels are produced in the same manner but are articulated by
the tongue and mouth opening in the rear of the mouth. The front
vowels are:

This sound is pronounced "ee” as in beet. Phonetically, then, beet is
spelled [bit].

This sound is pronounced “ih” as in bit. Phonetically, bit is spelled
[brt].

This sound is pronounced “ay’* as in baif. Phonetically, bait is spelled
[bet].

This sound is pronounced “eh” as in bet. Phonetically, bet is spelled
[bet].

This sound is pronounced “aah” as in bat. Phonetically, bat is spelled
[bat].

This sound is pronounced “aah,” as the word bath is pronounced in the
eastern United States. This sound is not usually heard in General
American speech, but the symbol must be learned because it is a part of
two of the diphthongs to be considered later. Bath, spelled phonetically
as an Easterner would pronounce it, is [ba6].
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These, then, are the front vowels:

VOWEL KEY WORD
[i] beet [bit]
[1] bit [bit]
[e] bait [bet]
[e] bet [bet]
[&] bat [bat]
[a] bath [baf]

If you pronounce each of these sounds in turn, beginning at the top of
the list and running to the bottom, you will find your mouth opening
wider as you move from one sound to the next. As your mouth opens,
your tongue is lowered and becomes increasingly relaxed. These sym-
bols—like all phonetic symbols—should be written with characters of
equal size. No capitals are used, even for proper nouns.®

Before moving on to the back vowels, we should discuss the two
front vowels [i] and [1]. If you look in an American or English dic-
tionary, you may be surprised to discover that the final sounds of
words such as Friday, busy, and worry are given the pronunciation [i],
as in ill. Now there can be no doubt that in General American speech,
as well as in the speech of most other sections of the country, these
words have a distinct [i] sound. Kenyon and Knott, in their Pronounc-
ing Dictionary of American English, take note of this fact but indicate that
minor variations in the pronunciation of this sound are too complex to
pin down. Like most other American dictionaries, they simply use the
[1] symbol for words in which the sound may actually be either [1] or [i].
Thus they arrive at the pronunciation [siti] (siH-ti) for city. Though it is
doubtful that more than an infinitesimal number of Americans actually
pronounce the word in this manner, most Americans do pronounce
the final sound in the word somewhere between a distinct [1] and a dis-
tinct [i].

Kantner and West, in their excellent book Phonetics, address them-
selves to the problem of [i] and [1] in the transcription of human

*All IPA symbols have been enclosed in brackets throughout this book, and the use of
brackets has been restricted to IPA symbols. Thus all letters and words that appear in
brackets can be identified immediately as being IPA symbols rather than ordinary Roman
letters.
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speech. They note that some authorities use the symbol [4] to represent
the sound that is halfway between [i] and [1]. They express reserva-
tions, however, about the use of a symbol that otherwise is confined to
narrow phonetic transcription. They conclude that in rapidly spoken
speech the [1] symbol is closer to the sound actually articulated in the
final syllables of words such as body, mighty, likely, and city than is the
[i] symbol. We suggest that you follow these principles in determining
your personal use of the symbols involved:

1. If your speech tends toward eastern or British pronunciation, the [i]
symbol is appropriate for your use.

2. If you speak General American, you might want to develop a nar-
row transcription approach to the vowel sounds in this section.
Therefore, you might use [i] for the final sound in candy, the symbol
[1] for the medial sound in merciful, and the narrow transcription
symbol [1] for the word mighty in the clause “the mighty Casey has
struck out.” Here the [i] symbol might well be used for the name
Casey.

In conclusion, it is worth noting that the essential purpose of IPA is
to help with pronunciation problems. The examples used here and
throughout this chapter are included for clarity, not in the expec-
tation that you actually have problems pronouncing mighty, Casey, or
city.

We move now to the back vowels.

This sound is pronounced “ah” as in bomb. Phonetically, the word bomb
is spelled [bam]. (Note: Because the English language makes much use
of unsounded letters, like the final b in bomb, there is frequently an
unconscious tendency to include these in phonetic transcriptions. You
should remember that you are transcribing sounds, not letters, and
should disregard all letters not sounded in the original spelling of the
words.)

This sound is pronounced “aw” as in bought. Phonetically, bought is
spelled [bot].

This sound is pronounced “0”" as in boat. Phonetically, boat is spelled
[bot].
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This sound is pronounced “ooh,” as in book. Phonetically, book is
spelled [buk].

This is pronounced 00" as in boot. Phonetically, boot is spelled [but].

VOWEL KEY WORD
[a] bomb [bam]
(] bought [bat]
[o] boat [bot]
[u] book [buk]
[u] boot [but]

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

Only two other vowel sounds remain, “er” and "“uh”—unfortu-
nately the two that cause the most trouble to students of phonetics.
Before getting to their symbols, let us look at two words: further and
above. In further, two "er’” sounds appear. Pronounce this word aloud
and you will discover that, because of a stress on the first syllable, the
two “ers” sound slightly different. The same is true of the two “uh”
sounds in above. Because the first syllable of this word is unstressed
and the second is stressed, there is a slight but definite difference
between the two sounds. IPA makes allowances for these differences
by assigning two symbols each to the “er” and “uh” sounds:

stressed “er,” as in the first syllable of further

unstressed "er,” as in the second syllable of further

stressed uh,” as in the second syllable of above

unstressed "uh,” as in the first syllable of above

The word further, then, is spelled [f>32] in IPA, and above is spelled
[abav]. The unaccented "uh” sound—[a]—is given a special name—
the schwa vowel. Naturally, in a one-syllable word with an “uh” or an

er” sound, the sound is stressed. For this reason, in all one-syllable
words both “er” and “uh’’ are represented by their stressed symbols:

bird [bad] sun [san]
church [tfzt[] come [kam]
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One exception to this rule occurs in foreign phrases, where a phrase
such as Voici le chapeau is so run together as to make the “uh’’ in the le
become a schwa: [vwasilafapo].

A diphthong, or glide, is a combination of two vowel sounds. If you
say aloud the “ow” of how, you will notice that it cannot be completed
without moving the lips. There is no way of holding the sound of the
entire diphthong; you can hold only the last of the two vowels of which
it is formed. The diphthong ““ow”” as in how is actually the rapid move-
ment from the vowel [a] to the vowel [u]. The English diphthongs are
as follows.

This sound is pronounced as a rapid combination of the two vowels [a]
and [1]. The key word is bite, spelled [bait] in IPA.

This sound is pronounced as a rapid combination of the two vowels [a]
and [u]. The key word is how, transcribed as [hau] in IPA.

This sound is pronounced as a rapid combination of the two vowels [2]
and [1]. The key word is toy, transcribed [to1] in IPA.

This sound is pronounced as a rapid combination of the two sounds [j]
and [u]. The key word is using, transcribed as [juzip] in IPA.

This sound is pronounced as a rapid combination of the two vowels [1]
and [u]. The key word is fuse, transcribed as [fiuz] in IPA. (Note the
subtle difference between the sounds of the last two diphthongs.)

In addition to these diphthongs, the vowel [e], as in bait, is actually a
diphthong, because its pronunciation in a word such as say involves a
glide from [e] to [1]. In other instances—the word fate, for example—
the [e] is cropped off more closely. Because it changes according to
context, the [€] sound may be transcribed either as a pure vowel, [¢], or
as a diphthong, [e1]. It will be found as such in various dictionaries and
other words using IPA.

The diphthongs, then, are:

DIPHTHONG KEY WORD
[ar] bite [bait]
[au] how [hau]
[a1] foy [to1]

(ju] using [juzip]
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DIPHTHONG KEY WORD
[1u] fuse [fluz]
[e1] say [sel]

With few exceptions, the IPA symbols for consonant sounds are their
American English equivalents. The consonants are, therefore, easiest
to learn.

In general, consonants may be classified as either voiced or un-
voiced. If you say aloud the letters b and p, cutting off each without
adding a vowel sound, you will notice that each is produced in exactly
the same way, except that b involves phonation (a vibration of the vocal
folds) and p is merely exploded air, with no phonation at all. Because
most consonants are related this way, they will be listed in their paired
relationships rather than alphabetically.

This is exploded air with no phonation, as in poor [pur].
This is a phonated explosion as in boor [bur].

This is exploded air with no phonation, as in time [taim].
This is a phonated explosion, as in dime [daim].

This is exploded air with no phonation, as in kite [kait].

This is a phonated explosion, as in guide [gaid].

This is escaping air with no phonation, as in few [fiu].

This is escaping air with phonation, as in view [viu].

This is escaping air with no phonation, as in thigh [0ai]. It is similar to
the consonant [f] but has a different placement of the tongue and lips.
The Greek letter theta [6] is its symbol, making it easier to remember.

This is escaping air but with phonation, as in thy [8a1].

This is escaping air without phonation, as in sing [sin].

This is escaping air with phonation, as in zing [zip].

This is escaping air without phonation, as in shock [fak].

This is escaping air with phonation, as in Jacques (French) [3ak].

This is an unvoiced, or unphonated, combination of [t] and [[]. It is
pronounced as one sound, as in chest [tfest].
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This is a voiced, or phonated, combination of [d] and [3]. It is pro-
nounced as one sound, as in jest [d3est].

These are the paired consonants. The following consonants have no
direct counterparts.

This is an unvoiced sound, as in how [hau].
This is an unvoiced sound, as in when [hwen].
This is a voiced sound, as in mom [mam].
This is a voiced sound, as in noun [naun].
This is a voiced sound, as in sing [sin].

This is a voiced sound, as in love [1AV].

This is a voiced sound, as in watch [wat]].
This is a voiced sound, as in yellow [jelo].

This is a voiced sound, as in run [ran].

Most consonants present relatively little difficulty, but a few are
potential sources of confusion and deserve special consideration.

The word fire is usually pronounced [fai2] in the United States, but
is frequently transcribed as [fair] by the authors of dictionaries and
phonetics texts. The problem here is that the ”’r'”” sound in a word such
as run is really quite different from the "r”” sound in the word fire,
which is to say that the “r’” sound differs depending on its position in a
word. Beyond this, there is yet another difference: the r in boor is
different from the r in fire, even though both are in the same position in
the words and both follow vowel sounds. This difference stems from
the fact that it is easy to produce an [r] after the vowel [u] but difficult
to produce an [r] after the diphthong [a1]. If you transcribe fire in the
conventional manner as a one-syllable word—[fair]l—you must be
careful to avoid having it become [far], as it is often pronounced in the
South.

Certain combinations of sounds may be transcribed in two ways,
either of which is as accurate as the other. The word flattery, for ex-
ample, may be transcribed either [fletai] or [fletori]. The difference in
the way [2] and [ar] are pronounced is imperceptible to most ears.

Another potential source of trouble comes from the plural ending s.
Years of conditioning have taught us that most plurals end in an ”’s,”
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though in actuality they end in a "z sound—brushes, masters, dozens,
kittens, and so on. Make certain, when transcribing into IPA, that you
do not confuse the two symbols [s] and [z].

The common construction -ing tends to make one think of a combi-
nation of [n] and [g] when transcribing a word like singing. Many
students transcribe this as [singing]. In IPA a distinct symbol, [g], is
used for the “ng”’ sound. The correct transcription of singing is [sigin].
Another common error is to add a [g] after the [p]. To do sois incorrect.

The symbol [j] is never used to transcribe a word like jump. The
symbol [d3] is used for this sound. The symbol [j] is always pro-
nounced as in young [janl, yes Lies], and William [wiljam]. The symbol
[y] is used only to represent a sound in the French and German
languages.

Note that many of the consonants change their sounds as they
change their positions in words or are combined with different vowel
sounds. We have already seen how the “'r’” sound does this. A similar
change takes place in the “d”” sound. Notice it in the first syllable of the
word dazed. Because the initial d is followed by a vowel sound, [€], the
d is sounded. But when the d appears in the final position of the word,
it is merely exploded air and is only slightly different from the sound a
t would make in the same position. The only way the final 4 could be
sounded would be if a slight schwa sound were added.

Three of the consonants, [m], [n], and [1], can be sounded as separate
syllables without a vowel sound before or after them. Though a word
such as button may be pronounced [baten], in colloquial speech the []
sound is often missing, and the word is represented [batn]. In such a
transcription, the syllabic consonant is represented by a short line
under the symbol. A few words using the syllabic consonants follow:

button [batn] punkin [pagkn]
see ‘'em [sim] hokum [hokm]
saddle [s&d]] apple [@pl]

Accent Marks Thus far most of the words transcribed into IPA have
been of one syllable. Polysyllabic words must be transcribed with ac-
cent marks to indicate the relative stress to be placed on the various
syllables. In the word familiar we have three syllables, [f3], [mil], and
[j2]. In General American speech the first of these syllables receives
little stress, the second receives the primary emphasis, and the third
receives about the same degree of emphasis as the first. To indicate
relative stress in a word, IPA uses a mark ['] before the syllable being
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modified. If the mark is placed above the syllable, as before the first
syllable in the word facing ['fesip], it indicates that the syllable is to
receive the primary accent in the word. If the mark is placed below the
syllable, as before the first syllable of farewell [ fer'wel], it indicates that
the syllable is to receive secondary accent. A third degree of stress is
possible for which no mark is provided—namely, an unstressed sound.
To clarify this, let us take the word satisfaction. A continuous line,
drawn under the word to indicate the degrees of accent or stress we
place on the syllables when uttering them, would look about like this:

set 1s fek fon

From this line we can see that there are three rather distinct degrees of
emphasis in the word. This word would be transcribed [,s&tis'fak fon].
The primary mark is used for the syllable [fak], the secondary mark for
the syllable [s&t], and no mark at all for the two unstressed syllables
[1s] and [fan]. Because secondary stress varies from slightly less than
primary stress to slightly more than the unstressed syllables in a word,
the secondary accent mark is used for a wide range of emphasis, al-
though it is used only once per polysyllabic word.

The following list of related words (related either in meaning or
in spelling) shows how stress or accent marks are used to assist in
pronunciation.

consequence ['kansa kwens] consequential [ kansa'kwen[sl]
overalls ['ova,0lz] overwhelm [,ova'hwelm]
interim ['Intaum] interior [In‘tiriat]

mainspring ['men,sprin] tnaintain [men'ten]

contest (n.) ['kantest] contest (v.) [kan'test]

Oliver ['alova] Olivia [0'livia]

invalid (sick) ['mvalid] invalid (not valid) [in'vahd]

Because the schwa vowel [3] and the unaccented (] vowel are by
definition unstressed, they need no further mark to indicate stress.
Because the [a] vowel and the [3] vowel are by definition stressed,
they, too, need no additional mark where they appear in a word. The
words further [f382-] and above [abav] may thus be transcribed without
accent marks of any kind.
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Using the IPA

The Length Mark The colon [:] appearing after any phonetic symbol
indicates that the sound immediately preceding it is to be prolonged.
This is most common in foreign words and names, as in the name of
the Italian composer Puccini [pu'tfi:ni].

For handy reference, all IPA symbols used to transcribe General Ameri-
can speech are listed below.

Vowels

IPA SYMBOL KEY WORD IPA SYMBOL KEY WORD

[i] beet |bit] [a] bomb [bam]
(1] bit [brt] [0] bought [bat]
[e] bait [bet] [o] boat [bot]

[e] bet |bet] [u] book |buk]
(] bat [bat] [u] boot [but]
[3] bird [bad] [A] sun [san]
(4] bitter [bita] (9] sofa ['sof3]
Diphthongs

(a1} bite [bait] [ju] using ['juzin]
[au] how [hau] [ru] fuse [fruz]
[o1] toy [tar] [en] say [ser]
Consonants

[pl poor [pur] ) shock [fak]
{b] boor [bur] (3] Jacques [3ak]
[t] time [taim] [tf] chest [tfest]
{d] dime [daim] [d3] jest [d3est]
{k] kite [kart] (h] how [hau]
{g] guide [gaid] [hw] when [hwen]
(f] few [fiu] [m] mom [mam]
[v] view [vIu] [n] noun [naun]
(6] thigh {Bai] [n] sing [sip]
[0] thy |8ai) (1] love [1aV]

[s] sing [sin] (w] watch [watf]
[z} zing [zin] 11 yellow ['jelo]

[r] run [ran]
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These examples show the IPA symbols in a variety of applications:

IPA SYMBOL

(i]

(1]

[e]

[e]

[=]

[a]

[2]

(o]

WORD
free

peace

leaf
misdeed
evening
wither
pilgrim
kilowatt
ethnic

lift

late
complain
La Mesa
coupé
phase
phlegm
scherzo
Nez Perce
pelican
bellicose
satellite
baggage
campfire
Alabama
rang

body
collar
pardon
padre
lollipop
fought
longwinded
rawhide
Kennesaw
awful
closing

IPA SPELLING
[fri]

[pis]

[1if]
[mis'did]
[ivnip]
['wida]
['p1lgrim]
['kilo,wat]
['€Onik]

[1ift]

[let]
[kom'plen]
[,la'mesa]
[ku'pe]

[fez]

[flem]
['skertso]
['nez'p3s]
['pelikan]
['bels, kos]
['seetlait]
['bagid3]
['kemp,fair]
[,xlo'bems]
[ren]
['badi]
['kala}
['pardn]
['padre]
['lali,pap]
[fat]
['lap'windid]
['rohaid]
['kena,so]
['ofl]
['klozip]
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IPA SYMBOL

[u]

[u]

(3]

(2]

[a]

(3]

[a1]

WORD
Singapore
tremolo
odor
Pueblo
looking
pull

took
tourniquet
hoodwink
Lucifer
cuckoo
losing
nouveau riche
cruel
absurd
early
curfew
ergo
hurdle
bitter
hanger
certificate
Berlin
flabbergast
lovelorn
recover
chubby
Prussia
hulled
lettuce
above
metropolis
arena
diffidence
dime
lifelong
leviathan
bicycle
imply

IPA SPELLING
['sipga,por]
['trems,lo]
['oda]
['pweb,lo]
['lukin]
[pul]

[tuk]

['turni ket]
['hud,wipk]
['lusafar]
['ku,ku]
['luzip]
[nuvo'rif]
['krusl]
[ab's3d]
['3li]
['k3fju]
['3-go]
['hadl]
['bitar]
['hena]
[sa~'tif3,kit]
[ba'lin]
['flebargaest]
['lIavlorn]
[,ri'’kavar]
['tfabi]
['prafa]
['hald]
[‘letas]
[a'baV]
[,ma'traplis]
[2'rina]
['difadans]
[daim]
['laif'lon]
[I3,varaban]
['bar,sikl]
[,im'plai]
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IPA SYMBOL
[au]

[a1]

[jul®

[p]

[b]

(t]

(d]

(k]

(g]

(f]

WORD
plowing
endow
autobahn
council
housefly
toiling
oyster
loyalty
annoy
poison
universal
euphemism
feud
refuse
spew
place
applaud
slap
break
about
club
trend
attire
blast
differ
addenda
closed
careful
accord
attack
grand
aggressor
24U
finally
affront
aloof

CHAPTER 5

IPA SPELLING
['plau,ip]
[,en'dau]
['auto,ban]
['kaunsl]
['haus,flai]
['torlin]
['o1sta]
['1o1]ti]
[2'noi]
['porzn]
[juna'vasl]
[jufomizm]
[fjud]
[r1'fjuz]
[spju]
[ples]
[2'plod]
[slep]
[brek]
[a'baut]
[kiab]
[trend]
[a'tair]
[blaest]
['difa]
[2'denda]
[klozd]
['kerfal]
[a'kard]
[o'taek]
[graend]
[o'gresa]
['eg,nog]
['fain]i]
(a'frant]
[2'luf]

S[ju] and [iu] are all but indistinguishable, and speakers tend to use one or the other,
depending on the preceding sound.
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IPA SYMBOL

vl

(6]

(6]

[s]

[z]

1]

(3]

(tf]

[d3]

(h]

[hw]

{m]

[n]

WORD

velocity
aver

love
thrifty
athwart
myth
these
although
breathe
simple
lastly
ships
xylophone
loses
dreams
shock
ashen
trash
gendarme
measure
beige
checkers
riches
attach
jugsle
adjudicate
adjudge
heaven

El Cajon
cahoots
when
Joaquin
whimsical
militant
amusing
spume
nevermore
announcer
sturgeon
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IPA SPELLING
[vs'ldssti]
[a'va]

[1av]
[Orifti]
[a'6wort]
[mi6]

[8iz]
[,21'Go]
[brid]
['simpl]
['laestli]
[f1ps]
['zaila,fon]
['luziz]
[drimz]
[fak]}
[@fon]
[tref)
['3an'darm]
['me3a]
[be3]
['tfekaz]
['ritf1z]
[2'tetf]
['d3agl]
[2'd3udi ket]
[2'd3ad3]
['hevan]
[,el ,ka'hon] -
[,ka'huts]
[hwen]
[hwa'kin]
['hwimzik]]
['milatant]
[3'mjuzip]
[spjum]
[,neva'mor]
[3'naunsa]
['staxd3an]
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IPA SYMBOL WORD IPA SPELLING

(n] English ['inglif]
language ['leengwid3]
pang [pxn]

(1 lavender ['l&vanda]
illusion [1'luzan]
medial ['midil]

(w] wash [waf]
aware [o'wer]
equestrian [1I'kwestrion]

]| yellow ['jelo]
William ['wiljoam]
Yukon ['jukan]

[r] Wrigley ['rigli]
martial ['marfal]
appear [a'pir]

For additional practice, transcribe any of the passages in this book
into IPA. As you become proficient, begin to look up and transcribe
only words or names with which you are unfamiliar. Remember al-
ways that IPA is taught by using common words but that it is most
useful with words you otherwise might stumble over or mispro-
nounce. You might mark a news script with Pago Pago in it, for ex-
ample, as ['p&ngo 'pengo], whereas a commercial script with fungicide
or tricot might be marked ['fand3s,said] and ['tri ko], respectively.

Also remember that IPA is used to transcribe sounds, not written
words. Pronounce the word as you transcribe it, breaking the word
down into its component sounds. In transcribing the word broken, for
instance, say to yourself the first sound, "’b,” then add the second,
”br,” then the third, ”’bro,” and so on. Because one sound in a word
may condition the sound that precedes or follows it, you should use an
additive system rather than one that isolates each sound from all
others.

Correct pronunciation of words listed on page 111:

WIRE-SERVICE
WORD PHONETICS DIACRITICS IPA
quay KEE ke [ki]

mortgage MOR'-GID] mor'gij ['mor,gid3]
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WORD

medieval
egregious
flaccid
interstices
forecastle
cliché
dais
gunwale
brooch
phthisic

WIRE-SERVICE
PHONETICS

MEE-DEE-EE'-VUHL

IH-GREE'-JUS
FLAK'-SID

IN-TER'-STIH-SEEZ

FOHK'-SUHL
KLEE-SHAY'
DAY'-1SS
GUHN'-UHL
BROTCH
TIZ'-1K

DIACRITICS
mé'dé-é'val
i-gré'jas
flak'sid
in-tir'sti-séz
fok'sal
klé-sha'
da'is

gun'sl
broch

tiz'ik
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IPA
[midi'iv]]
[r'grid3as]
['fleksid]
[in'ta-stisiz]
[foksl]
[kli*fe])
['de,1s}]
['ganl)
[brot ]}
[‘tizik]
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VOICE AND DICTION

Your voice is the most important tool of communication that you pos-
sess. Whether or not you intend to enter the field of broadcast an-
nouncing, you will use your voice daily for the rest of your life. For this
reason, you should make every effort to refine your speaking voice; to
eliminate harsh or shrill sounds; to enunciate your words clearly; and,
in short, to develop the most pleasant and effective speaking voice you
are capable of producing. Although you may not have an innately
pleasant voice, you can improve the quality of the voice you have.

Most professional broadcast announcers have excellent voices. Both
men and women announcers tend to have rather low, resonant voices.
They speak at an ideal rate of speed for easy comprehension, and they
articulate words and phrases with clarity and precision. Some sports
announcers, disc jockeys, and commercial pitchmen (announcers of
commercials, usually men, who speak at a rate in excess of 200 words a
minute) are exceptions to the general rule, but news anchors and re-
porters, talk show hosts, interviewers, and announcers on classical or
middle-of-the-road music stations must have pleasant voices and must
use them well.

This chapter is intended to help you identify any problems of voice
or diction that you may have and to provide exercises for speech im-
provement. It is not designed as a substitute for speech therapy where
significant problems may exist. In discussing the speech sounds of the
American English language, the symbols of both the International
Phonetic Alphabet (IPA) and the more conventional (though less accu-
rate) wire-service transcription system will be used.

Your speech personality is made up of seven variables: (1) pitch,
including pitch range; (2) volume (degree of loudness); (3) tempo, or rate
of delivery; (4) vitality, or enthusiasm; (5) pronunciation; (6) voice quality,
including timbre and tone; and (7) articulation (the movement of speech
organs to make speech sounds).
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All the qualities and characteristics that make up your "‘speech per-
sonality” can, to a degree, be isolated and worked on for overall speech
improvement. Using appropriate exercises, you can work consciously
on your pitch, for example, without at the same time working on
volume or tempo. Eventually, however, your efforts must come to-
gether if your speech is to avoid affectation and to blend successfully
into the aural representation of the person you want to project to
others. You have by now developed a personality. You may or may not
like some aspects of it, but one of the most positive results you can
hope for through your study of announcing is a considerable improve-
ment in your speech personality.

Pitch is that property of a tone that is determined by the frequency of
vibration of the sound waves. Generally speaking, low-pitched voices
are more pleasant than high-pitched voices. Exceptions occur when a
voice is pushed so far down the pitch scale as to sound unnatural or
even grotesque. Barring this extreme, you should speak near the low-
est pitch level that is comfortable. If you have a naturally low-pitched
voice, be careful not to push it down so low as to sound strained or
guttural. Whatever your pitch, you should make sure that you are
not consistently speaking at your lowest pitch, because good speech
demands variety in pitch. If you always speak at your lowest level,
you have no way of lowering your pitch for selected words. Further-
more, a voice that remains down in the cellar sounds strained and
monotonous.

Pitch is determined by the rate of vibration of the vocal folds; the
faster they vibrate, the higher the pitch. The vocal folds of a mature
woman generally vibrate about twice as fast as those of a mature man.
For this reason, a male voice is generally about an octave lower than a
female voice. To make the best use of your voice, you should find and
develop your optimum pitch.

There are several methods for determining your optimum pitch. One
system effective for many speakers is based on the theory that the
optimum pitch is at that level where the greatest amount of resonance
is produced. To find that point, place your palms on your cheekbones
and read a series of short sentences, each at a different pitch level.
Resonance is the result of vibrations in the nose and cheekbones, so
you should be able to feel your optimum pitch. By recording and
playing back the test sentences, you will be able to hear, without the
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distraction of bone-conducted sound, what you sound like when you
are at or very near your optimum pitch.

Most of us sound best when we are speaking in the lower half of our
available pitch range. Although careless speakers make little use of
their range, with practice nearly everyone can achieve a range of be-
tween one and two octaves. Another useful method of determining
optimum pitch involves a piano. Sitting at the piano, sing the scale as
low and as high as you comfortably can, striking the note that corre-
sponds with each sound. If your singing voice covers two octaves,
your optimum speaking voice should be at about the midpoint in the
lower of the two octaves. In other words, optimum pitch is very close
to a quarter of the way up from your bottom to your top pitch capabil-
ity. Having determined the note that corresponds to your optimum
pitch, start reading a prose passage. When you reach a vowel sound
that can be prolonged, hold the tone and strike the piano key that
matches your optimum pitch. You can easily tell if you are consistently
above, on, or below your optimum pitch level.

Because the vocal cords are actually two muscles, they are subject to
contraction. In a taut, contracted state, they vibrate at a more rapid rate
than when they are relaxed, and the faster they vibrate, the higher the
pitch. It follows that some degree of speech improvement can be
achieved by relaxing the vocal folds, but this cannot be done in an
isolated way. To relax the throat muscles, you must simultaneously
relax the rest of your body. Because an announcer is a performer, and
because performing usually causes tension, it is important that you
learn to relax. A professional announcer with several years of work
experience usually has no problem with nervousness. But the inex-
perienced announcer, performing before an instructor and fellow stu-
dents or auditioning for that precious first job, may very well expect to
experience nervousness. Mic fright (fear of the microphone), stumbling
over words, and a raised pitch may be the result. To help you confront
and control mic and camera fright, a section of Chapter 3 discusses the
causes and cures of these common maladies. '

In present radio and television practice, some announcers speak
above their optimum pitch level for a variety of reasons. As we have
said, disc jockeys on some stations featuring the latest pop music are
expected to shout, and it is not possible to do so without raising one’s
pitch. Second, some sports reporters apparently believe that a frenetic,
mile-a-minute delivery enhances the significance of their reports, and
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both the frenzy and the volume level tend to raise their pitch. Finally,
some announcers attempt to project their voices to the camera, rather
than to the lavaliere microphone that is only 10 or 12 inches from their
mouths, thus throwing the voice 10 or 15 feet. This raises the volume
level and that, in turn, raises the pitch. Use your medium,; electronic
communication does not usually require high volume. Speak softly,
and the pitch of your voice should remain pleasantly low.

Practice: Achieving a Low Pitch

Use the following commercial to try to achieve a low pitch. If you have
a very low voice, make sure that you do not creep along the bottom.
Regardless of pitch, work for variety.

"Mellow. Smooth and mellow. That's the way to describe

Dairyland Longhorn Cheese. We use the finest Grade A milk
from happy cows. Nothing but pure, natural ingredients. We
take our time, letting the cheese age to the peak of per-—
fect taste. We package Dairyland Longhorn in cheesecloth
and wax, just like in the old days. And we speed it to your
grocer, so that you get it at its flavorful best. Dairy-

land Longhorn Cheese. It's smooth and mellow.

Try to read this commercial in exactly 30 seconds. If you read it in
less time, you are probably not savoring the key selling words in the
commercial, and your speed may be interfering with the achievement
of optimum pitch.

Inflection refers to the altering of the pitch or tone of the voice. It is
repetitious inflection that makes some voices sing-song, and it is the
lack of inflection that causes others to speak in a monotone. Good
speech avoids the extremes and reaches a happy medium. Untrained
speakers often fail to use variations in pitch sufficiently, whereas some
overtrained speakers sound pretentious. You should be very self-
critical about the degree and style of your pitch variations. Listen in-
tently to tape recordings of your speech. If you feel that improvement
is needed, use the following exercises, always speaking aloud, and
always taping, replaying, and noting your progress.



140

VOLUME

CHAPTER 6

Say these sentences, inflecting on the italicized word or words:

“When did you get here?” “When did you get here?”

“I hope you're right.” "I hope you're right.”
“Which one is it?” “Which one is it?”
“Which one is it?” “Which one is it?”

“We lost the game!” “We lost the game!”
“Don’t say that.” “Don’t say that.”

“She found the key.” “She found the key.”
“The dog ate the steak.” “The dog ate the steak.”

Now, inflect these words in isolation:

“What?” “Tremendous!”
“Certainly!” “Ridiculous!”
“Maybe.” “Surely.”
“Awfull” “Life?”

“Sure!” “How?”

“Try!” “Stop.”

“Go!’ “Caught?”

(Note that the challenge is greatest with one-syllable words. The word
“Life?” for example, asked as a question, can easily accommodate both
an upward and a downward inflection without becoming a two- or
three-syllable word.)

For additional practice in increasing your pitch range, see the drill
material in Chapters 10 and 12.

Volume level is seldom a problem in broadcast speech, except for lay
persons who do not know how to use the broadcast media, and for
reporters or sportscasters who are covering events that produce a high
level of ambient noise. In a studio or control room environment, sensi-
tive microphones pick up and amplify all but the weakest of voices. An
audio engineer will see to it that the proper volume of speech is going
through the audio console and on to the transmitter. Always remem-
ber that your listener is very close to you and speak in a normal voice,
as you would in a face-to-face conversation.

Outside the studio environment, volume level can be a problem. The
ambient noise from a parade, a political convention, or a sports event
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may require a louder voice. Under these circumstances, a good result
may be obtained from moving in closer to the mic and actually reduc-
ing your volume level. On the other hand, if conveying the excitement
of the event dictates increased volume, back away from the mic and
speak up. Your pitch may go up as you do so, but that might enhance
the excitement of your actuality.

Most radio and television speech is at its best when it is delivered at
conversational level. Because this level remains relatively constant for
each of us, it follows that for each of us there is an optimum distance
from mouth to mic to achieve speech whose quality is suited to the
event. A weak voice, too distant from the microphone, will require the
engineer to increase the gain on the console or tape recorder; this in
turn will increase the volume of ambient noise. On the other hand, a
speaker with a high volume level who is positioned too close to a
microphone is apt to produce popping, excessive sibilance, and an
unpleasant aspirate quality. Popping is a term used to describe the
sound made when a plosive (such as an initial p, b, ¢, d, k, or g) is made
too close to the microphone. Sibilance is the sound made by the frica-
tives s, sh, and sometimes z, as well as the z sound in vision. Sibilance is
a characteristic of American English, and to totally avoid it is to de-
velop a lisp. The microphone tends to exaggerate sibilant sounds, so it
is important to avoid excessive sibilance. To aspirate is to release a puff
of breath, as in sounding the word unhitch. Like sibilant sounds, aspi-
rate sounds are a part of our spoken language; again, these sounds
tend to be exaggerated by microphones. If you find that you pop on
microphone, practice the exercises that deal with the plosives; practice
with the fricative exercises to overcome excessive sibilance; and use the
exercises that are given for the letter 4 to work on problems of overaspi-
ration. A windscreen will eliminate popping, but it also will eliminate
the higher frequencies.

Establishing your optimum volume level and microphone placement
(distance from the mouth) should be one of your first priorities as a
student of announcing. Because microphones vary in sensitivity,
pickup pattern, and tonal reproduction, it is important to experiment
with each type of microphone that you are likely to use.

Your rate of delivery is often determined for you by the number of
words to be read in a given period of time. In general, newscasts and
hard-sell commercials are read quite rapidly, whereas documentary
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narration, classical music copy, and institutional commercials are read
more slowly. In ad-lib announcing, you must judge what speed is
appropriate to the mood of the event (whether it is an interview, a live
report from the field, or a description of a sports event) and adjust your
rate of delivery accordingly.

There is no correct rate at which to speak or read. When no time limit
is imposed, gear your reading speed to the mood of the copy. But keep
in mind that most of us speak too rapidly much of the time. Speed is
often the enemy of clear articulation. The sentence ""So give to the
college of your choice,” if read at too rapid a rate, becomes ""Sgive
tuhthukallage uvyer choice.” There is an absolute limit to the reading
speed one can achieve without sacrificing good articulation. Few of us
are good judges of our own speech; this is doubly true when it comes
to judging tempo. Aside from soliciting help from others, the best
way to learn to achieve your optimum speaking or reading rate is by
constantly using an audiotape recorder. Isolate the one problem of
tempo or rate of delivery and work on it until a good speed becomes
automatic.

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

Practice: Varying Your Tempo

The following commercial provides good opportunities for shifts in
reading speed.

Sq;: SOUND OF GRIZZLY MOTORCYCLE IN DISTANCE, GRADUALLY l

ANNCR:

APPROACHING.

I can hear it in the distance. (PAUSE) Can you? (PAUSE)
The “grrrr—-ing" of the Grizzly motor bike. (PAUSE) No, not
a "purring," a “grrr—-ing." What's the difference? A 'purr"
comes from a contented cat—a ‘'grrr" is made by a hefty

Grizzly, looking for adventure. Cats are great, but
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they're usually gentle. The Grizzly is wild, but not
unmanageable.

GRIZZLY VOLUME CONTINUES TO INCREASE.

The Grizzly doesn't “putt—putt,”" and it doesn't purr. It
has a warm, furry sound, as befits a creature of the wild.
(PAUSE) Here's the Grizzly, speaking for itself. (PAUSE)
SOUND UP FULL, THEN BEGIN FADE.

There it goes! (PAUSE) "“Grrrr-ing" its way to where it's
going. Hear the ‘“grrrr?" You can own the “grrrr"——if you
don't want a pussy-cat, and think you can tame a Grizzly.
Check us out. (PAUSE) We're in the Yellow Pages. The
Grizzly. (PAUSE) It's for people who want something on the
wild side. .

SOUND OF GRIZZLY TO CLOSE.

In the diagnostic reading called "William and His Friends” (see page
156), there are two obvious speed traps. If you try to speak too fast on
"This is the story,” or ”. . . joyous though they were,”” you will proba-
bly trip over your tongue. There are other less obvious traps in the
piece. Your challenge is to keep the reading moving, while avoiding
stumbles.

Two speakers with nearly identical speech qualities may sound quite
different if they vary greatly in vitality or enthusiasm. Though a sense
of vitality is often communicated by rapid speaking or reading, this is
not always the case. Some speakers are able to communicate a feeling
of energy and vitality even when speaking slowly; other speakers may
be fast but unenthusiastic.

All other things being equal, you should strive for two objectives in
your announcing work. You should use a degree of vitality that is
appropriate to your personality, and you should gear the degree of
vitality to the mood of the event being described. Above all, do not
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push yourself up to a level of vitality that is forced, unnatural to you, or
inappropriate to the occasion. Most announcers are at their best when
they are being themselves. You may need years of study and practice
to develop your latent speaking potential, but you will certainly waste
your time if you try to substitute someone else’s personality for your
own.

On the other hand, many beginning students of announcing are
more subdued (and therefore less vital) in performing assignments
than they are in their normal, out-of-class behavior. Your objective
might well be to lift yourself up to your customary level of vitality.

To pronounce means to form speech sounds by moving the articulators
of speech—chiefly the jaw, tongue, lips, and glottis. There are many
different and acceptable ways of pronouncing American English be-
cause the language is spoken differently in various parts of the United
States and Canada. Think of the differences in speech of a native-born
Georgian, a Texan, a New Englander, a New Yorker, a Hoosier, and a
person from Colorado. Despite the language’s richness, as represented
by regional differences in pronunciation, broadcasters have always
favored General American speech—roughly defined as that spoken by
well-educated Americans and Canadians of the Midwest and Far West.
Even regionally, one hears General American spoken by broadcast
announcers in every part of the United States.

There are signs of change (most noticeable at the local station level)
and it is now possible to hear—occasionally, at least—voices that are
identifiably Black, Hispanic, Southern, Eastern, and "Down-Eastern.”
This trend will undoubtedly continue and accelerate, but your chances
of succeeding as a professional announcer will still be enhanced if you
employ General American speech. As a student of announcing, you
must consider the question of pronunciation: if you do not speak Gen-
eral American, you must decide whether you want to cultivate it. Be-
cause overall pronunciation is an important part of your speech per-
sonality, a decision to change it is not to be made lightly.

If regional variations in speech are not substandard (except in
the eyes of many broadcast executives), what does constitute incorrect
pronunciation? One or more of the following problems can cause
mispronunciation:

1. Sloppy or incorrect articulation. If you say air for error or Wih-yum for
William, you are mispronouncing because of laziness in the use of your
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articulators. Say these words aloud, first air, then error. Note that air
can be sounded by a simple closing of the mouth and a drawing back of
the tongue. Error, however, requires more effort: two distinct move-
ments of the lips and two movements of the tongue. Articulation,
which is related to pronunciation, is discussed in some detail later in
this chapter. If you are guilty of sloppy articulation, you should work
extensively with the exercises in the ”’Voice Quality and Articulation”
section of this chapter.

2. Physical impairment. Missing teeth, a fissure in the upper lip, a cleft
palate, nasal blockage, or any degree of facial paralysis may make it
impossible for a speaker to pronounce words correctly. If you have a
correctable physical impairment, such as missing teeth, you should
consult an appropriate specialist.

3. Misreading. Mispronunciations may result from a simple mistake,
such as reading amenable for amendable, outrage for outage, or through for
though. If you are a consistent misreader of words, you may have a
learning impairment or a problem with your vision, and either condi-
tion calls for consultation with specialists.

4. Affectation. Some Americans who employ General American for
nearly all their vocabulary pick up a Britishism here and there, and this
practice can be jarring to a listener. Saying eye-thuh for either works well
with New England or Southern speech, but it sounds out of place
when used by a Far or Midwesterner. Affectation can be worked on
and eliminated, but this requires a keen ear and, in many instances,
calls for the help of a qualified speech teacher.

5. Ignorance of correct pronunciation. Most of us have a reading vocabu-
lary that is far greater than our speaking vocabulary. From time to
time, we err when we attempt to use a word known to us only through
our eyes. The word coup, for example, might be pronounced koop by
one who knew it only through the printed page. Ignorance of correct
pronunciation may be due to having a limited speaking vocabulary, to
having grown up in a home where American English was poorly pro-
nounced, or to having learned English as your second language. It can
be overcome only by a systematic effort to become somewhat of a
linguist. To be truly professional, you must develop an extensive vo-
cabulary and cultivate accuracy and consistency in pronunciation.
There are many books that can help you build your vocabulary, but be
sure you are not simply adding to your reading vocabulary. Appendix B
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provides a list of about 300 words selected because they are often
mispronounced or because they are uncommon words that might turn
up in broadcast copy.

6. Vowel and diphthong distortion. Some people have grown up in envi-
ronments where scores of words were mispronounced due to the dis-
tortion of vowels and diphthongs. Those who say melk for milk or be-kuz
for because are guilty of vowel distortion. To say kawl! for coil is to distort
a diphthong. Vowel and diphthong distortions can be corrected, but
first they must be identified. Both vowel and diphthong distortion are
discussed in subsequent sections of this chapter.

Speech sounds may be classified in a number of ways. We classify
sounds as vowels, diphthongs, and consonants. A vowel is defined
rather loosely as a pure phonated (sounded) tone that does not use the
articulators and can be held indefinitely without changing. If you say
aloud the vowel [a] (aH), you will notice that you can hold it as long as
your breath lasts without substantial change in its sound. Now say
aloud [a1] (0Y), a diphthong. You will notice that it glides from [5] (aw)
to [1] (1n) and that you cannot hold its entire sound. You can hold the
last part of this diphthong indefinitely, but only because it turns into [1}
(iH), a pure vowel. Now try to say aloud the consonant [p]. You will
notice that you cannot do so unless you add to this sound some vowel
sound. The [p] is merely exploded air and cannot be prolonged. Other
consonants, such as [n], can be prolonged; but as soon as you stop
using your articulators (in this instance the tip of the tongue has been
placed on the gum ridge behind the upper front teeth) the sound turns
into the vowel [a] (Un). Consonants, then, may or may not use phona-
tion but necessarily use the articulators.

There is a point at which it becomes impossible to say whether an
unacceptably uttered word has been mispronounced or sloppily ar-
ticulated. Saying “‘mirr”’ for mirror, for example, could be the result of
either not knowing the correct pronunciation or simply not bothering
to force the articulators to do their job. Many so-called pronunciation
problems can be overcome by frequent use of the articulation exercises
given later in the chapter.

Vowels The English language contains twelve vowel sounds (called
phonemes), if we do not consider the three or four sounds that lie



VOICE AND DICTION

(i

[1]

[e]

[€]

[&]

[3]

(Al

[u]

147

between members of these twelve and occur rarely—and only region-
ally—in American speech. (See Chapter 5.) These sounds are usually
classified according to the placement of the tongue in the mouth, the
tongue being the only articulator that materially affects their produc-
tion. Here are the twelve vowel sounds.

The vowel [i] (EE), as in beet [bit], is formed by holding the mouth
slightly open, placing the tip of the tongue on the back surface of the
lower front teeth, and arching the tongue toward the front of the
mouth so that the sides of the tongue are in contact with the molars.

The vowel [1] (14), as in bit [bit], is formed by placing the tip of the
tongue on the back surface of the lower front teeth and lowering and
relaxing the tongue slightly more than for [i].

The [e] (oY) sound, as in bait [bet], is formed much the same as the [1]
sound, but the mouth is in a more open position and the tongue lies
almost flat in the mouth.

The [€] (EH) sound, as in bet [bet], finds the mouth still farther open
than for the [e] sound but with the tongue in just about the same
relative position.

The [&] (aAH) sound, as in bat [bet], finds the mouth quite open and
the tongue lying flat on the bottom of the mouth. A certain tenseness
in the jaws is noticeable.

The [2] and [2] (er) sounds, as in bird [bad] and bitter [bita], are
formed by holding the mouth slightly open and holding the tongue
back in the mouth, with the tip poised somewhere about the midpoint
between the hard palate and the floor of the mouth.

The [A] and [3] (UH) sounds, as in sun [san] and sofa ['sof3], are formed
by holding the mouth slightly open with the tongue flat on the bottom
of the mouth. The tongue is quite relaxed. As indicated in Chapter 5,
[a] (un) and [2] (UH) are pronounced in the same way, the difference is
that the first symbol is used when the sound is stressed, and the
second when it is unstressed.

The [u] (00) sound, as in boot [but], is formed by holding the front of the
tongue in approximately the same position as for the [i] sound but with
the rear of the tongue in a raised position. The lips are rounded and
extended.
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The [u] (0ooH) sound, as in book [buk], is formed in much the same way
as the [u], except that the lips are more relaxed and slightly more open.

The [o] (oH) sound, as in boat [bot], is made by rounding the lips and
raising the tongue slightly in the rear of the mouth.

The [5] (aw) sound, as in bought [bat], is made by holding the lips open
(but not rounded) and raising the tongue slightly in the rear. The tip of
the tongue lies low on the gum ridge under the front lower teeth.

The [a] (aH) sound, as in bomb [bam], is made with the mouth quite
open and the tongue lying flat and relaxed in the mouth.

Vowel Distortion It is not uncommon for speakers of American English
to distort one or more vowel sounds. This statement does not refer to
those who speak with regional accents such as are found in New
England, the Eastern seaboard, or the deep South. It is not incorrect for
an Easterner or a Southerner to say an-suh(r) for answer, [‘@nsa(r)] for
['®nsa], but it is substandard for speakers of American English any-
where to say fer-give for forgive or jist for just. It is with this type of
vowel distortion that the present section is concerned. Throughout this
unit, General American (or broadcast speech, as it is sometimes called)
will be used.

Five main distortions occur with some regularity among Americans
in any part of the United States and Canada, and several occur less
frequently. It is not surprising that these distortions take place between
vowel sounds that are next to one another in the list that arranges
vowel sounds according to placement in the mouth. As mentioned
before, there are front and back vowels. In saying these sounds aloud
in order, the mouth gradually opens for the front vowels and gradually
closes for the back vowels: [i] (EE), [1] (1H), [e] (aY), [€] (EH), [&] (AAH),
[a] (aR), [2] (AW), [0] (oH), [U] (0OH), [u] (00). The chief vowel distor-
tions are:

[e] (en) for [e] (aY)
(2] (aan) for |e] (EH)
[e] (en) for [&] (AAH)
[al (an) for [o] (aw)
[} (n) for [i] (EE)
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The readings that follow should help you (1) discover whether you
have any problems of vowel distortion and (2) provide you with prac-
tice material to help you overcome such problems.

(€] for [e] (EH) for (AY)

ANNCR: The pale graduate of Yale hailed the mail delivery daily.
She failed to go sailing, for fear of gales and whales, but
she availed herself of the tall tales told her by the mail
deliverer. "I shot a quail out of season and was sent to
jail,” he wailed, but a female friend put up bail, so they
failed to nail me.” The pale Yale graduate did not fail to
hail the mail deliverer’s tale.

Note that those who may distort the [e] (oY) sound, turning it into an
[€] (EH), usually do so only when the vowel sound is followed by an [al]
(ur) sound. This is because it is quite easy to sound the (aY) in a word
such as pay but more difficult to sound the (ay) in the word pail. Say, in
turn, the words pail and pell, and you will see why some speakers slip
into the easier of the two and thus distort the vowel sound of this and
similar words.

(=] for [€] (AAR) for (EH)

Unlike the vowel problem we have just described, this distortion
tends to be of regional and ethnic origin, and it is not brought about
because one manner of pronunciation is easier than another. Cities or
large areas of cities where there is a sizable German American popula-
tion are most prone to make this vowel distortion. Fance for fence and
talephone for telephone are examples of this vowel problem.

ANNCR: My friend, who is well but elderly, helped me mend my
fence. I telephoned him to let him know when to get here,
but he didn’t answer the bell, so I guess he’d left. He’s a
meliow friend who never bellows, but he sometimes ques-
tions everything a fellow does. He took some lessons on
television about fence mending, or else he wouldn’t be
able to help me mend my fence.
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(€] for (2] (EH) for (AAR)

Many Americans do not distinguish between the vowel sounds in
the words Mary and merry, giving both the [¢] (EH) sound. It was
because of widespread distortion of these two vowel sounds that catsup
became ketchup in common usage. Whereas the [&] (aaH) sound is not
often a source of trouble in the sounding of words such as bat, cham-
pion, and sedan, it often slips off into [e] (EH) in words wherein it is
more difficult to sound the [&] (aAaH), as in shall.

ANNCR: Mary left the Caribbean to visit Paris. She carried her
clothes in a caramel-colored carriage. Mary tarried at the
narrow entrance of the barracks. There was a caricature of
Mary that chilled her marrow. Mary said, I shall never
tarry in Paris again.”

Note the difficulty of hitting the [®] (aaH) sounds when so many
words using this sound appear in rapid succession. Note, too, how the
passage begins to sound foreign to American ears. The [&] (AaH) sound
will remain in American English speech, but there is no doubt that it is
gradually disappearing in words wherein its manufacture is difficult.

[a] for [o] (an) for (aw)

Some speakers do not distinguish between these sounds, giving the
same vowel sound to the words bought and bomb. Two brief exercises
will be offered for your diagnosis and assistance. The first uses words
for which the [5] (aw) sound is correct; the second mixes words using
both sounds.

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

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

l1] for [i] (1) for (EE)

Sounding (i} (E€) before an [ calls for slightly more effort than sound-
ing (1] (1H) in the same construction. For this reason, some speakers
habitually say rilly for really and fil for feel.

ANNCR: Sheila Fielding really had a strong feeling that something
really bad would come of her deal to have the keel of her
boat sealed. She wanted to shield the keel, so that peeling
paint wouldn’t be a real big deal. Sheila really hit the ceil-
ing when she saw the bill. As Sheila reeled, she took the
wheel and dragged the keel with the peeling paint across
the pier and into the field, where her feelings were really
healed.

Aside from these major problems of vowel distortion, one occasion-
ally hears several others. Speakers who commit these distortions
(with some exceptions) tend to be quite consistent. Each of these dis-
tortions will be listed, followed by examples of correct and incorrect
pronunciation.

[5] for [u] (aw) for (0ooH), as in book
WORD CORRECT PRONUNCIATION DISTORTION
poor [pur] (PooHR) [par] (PaAwR)
your Ljur] (vyooHur) Liar] (YAWHR)
sure [fur] (sHoOHR) [for] (sHAWHR)
tourist ['turist] (TooHRr'-isT) ['torist] (TAWR'-1sT)
jury ['d3uri] (JOOHR'-EE) ['djori] (JAWHR'-EE)
(3] for (U] (ER) for (0OH), as in book
WORD CORRECT PRONUNCIATION DISTORTION
jury ['d3uri} (JooHR'-EE) ['d33i] (JER'-EE)
sure [Jur] (sHOOHR) (3] (SHER)
insurance [in'furans] (IN-SHOOHR'-UNS) [In'[zans] (IN-SHER'-UNS)
mature [ma'tjur] (MUH-TYOOHR") [ma'tf3] (MUH-TCHER')

assure [2'fur] (UH-sHOOHR') [3'[3:] (UH-SHER")
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WORD
tender

get
send
engine
friend

WORD
familiar

forget
congregate

garage
portray
lubricate

WORD
milk
since
fill
think

WORD

cent
men
helicopter

many

[1] for [€]

CORRECT PRONUNCIATION
['tenda:] (TEN'-DER)
[get] (GEHT)

[send] (SEND)
['end3on] (EN'-JUHN)
[frend] (FREHND)

[2] for [3], [2], or [1]

CORRECT PRONUNCIATION

[fa'milja] (FUH-MIL'-YER)

[for'get] (FAWR-GET')
['kangri, get]
(KANG'-GRIH-GAYT)

[ga'raz] (GUH-RAHZH')
[por'tre] (PAWR-TRAY')
['lubri, ket] (LOO'-BRIH-

[e] for [1]

CORRECT PRONUNCIATION
[milk] (MIHLK)

[sins] (SINSS)

[fil] (FIHL)

[6igk] (THINGK)

(1] for (€]

CORRECT PRONUNCIATION

[sent] (SENT)
[men] (MEHN)
['helikapta]
(HEL'-IH-KAHP-TER)
['meni] (MEHN'-EE)

CHAPTER 6

(11) for (EH)

DISTORTION
['tind2] (TIHN'-DER)
[eit] (ciT)

[sind] (SIHND)
['ind3an] (1HN'-JUHN)
[frind] (FRIHND)

(ER) for (UH), (aW), or (1H)

DISTORTION
[f3-'milja:] (FER-MIL'-YER)
[for'get] (FER-GET')
['kapga get]
(KANG'-GER-GAYT)
[g>'ra3] (GER-AHZH')
[pa'tre] (PER-TRAY)
KAYT) ['luba+ ket]
(LOO'-BER-KAYT)

(EH) for (1n)

DISTORTION
[melk] (MEHLK)
[sens] (SEHNSS)
[fel] (FEHL)
[6enk] (THENGK)

(1n) for (EH)

DISTORTION

[sint] (SIHNT)
[min] (MIHN)
['hilikapta-]
(HIL'-IH-KAHP-TER)
['mini] (MIHN'-EE)
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A rare vowel distortion—rare in that those who use it seldom distort
similar-sounding words—is the substitution of (@] (aaR) for [e] (aY) in
the word graham, making it |grem] (GrRAM), rather than ['gream] (GRAY'-
UM).

Other vowels that are occasionally distorted include the following.

() for [1] — (un) for (iH)
it (as in get it?) becomes uht
{a] for 0] — (un) for (AW)

because becomes be-kuz

Diphthongs The diphthong, or glide, as it is sometimes called, is a
combination of two vowel sounds spoken in rapid order, with a glide
from one sound to the other. The diphthongs are represented in the
alphabet of the International Phonetic Association by a combination of
the two vowels that form them. Unfortunately for the learner, how-
ever, IPA has chosen to use [a] instead of the more common {a], and [1]
instead of the more nearly correct {i] in some of these symbols. The
diphthongs and their symbols follow.

[an] as in bite [bait]
fau] asin bout [baut]
[o1] asin boy [bai]

(ju] asin beauty ['bjuti]

The vowel [e], as you may detect by saying it aloud, is actually a
glide, because the sound quite definitely goes from (e] (av) To [1] (1H). 1t
is therefore sometimes considered a diphthong and given the symbol
{e1} in IPA.

Diphthongs are a source of trouble for some speakers. Diphthong
distortion tends to be regional and, while not necessarily substandard,
is not compatible with General American speech. Here are a few com-
mon diphthong distortions.

WORD CORRECT PRONUNCIATION DISTORTION

bike {bark] (BYKE) [bak] (BAHK)

cow {kau] (KAU) ['kee,av] (KA'-OW)
toy {to1] (TOY) [to] (TAW)

news {njuz} (NYUZ) {nuz} (N0OZ)

pail ['pell (PAY'-UL) pel} (PELL)
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Practice: Pronouncing Diphthongs

If you have trouble with diphthongs, practice making each of the
vowel sounds that form them and then speak them with increasing
rapidity. The following exercises will help only if you are producing
the sounds of the diphthongs correctly.

1. I like my bike.

2. Lie in the silo on your side.

3. Fine nights for sighing breezes.

4. Why try to lie in the blinding light?

5. Si tried to fly his kite.

6. My fine wife likes to fly in my glider.

7. Try my pie—I like it fine.

8. Shy guys find they like to cry.

9. My sly friend likes to be wined and dined.
10. Like all fine and right-minded guys, Mr. Wright liked best to try to

find the slightest excuse to lie about his life.

—
au 1. Flounce into my mouse’s house.
2. Cows allow just about too much proudness about them.

"

¢
IS
g

[o1]

2 tme

3. Round and round went the loudly shouting lout.

4. A mouse is somewhat louder than a louse in a house.

5. A bounding hound went out on the bounding main.

6. Grouse are lousy bets when abounding results are found.

7. A cow and a mouse lived in a house.

8. The louder they proudly cried, the more the crowd delighted in
seeing them trounced.

9 They plowed the drought-stricken cow pasture.
. Allow the grouse to shout louder and louder, and you just aiczi/
drown out the proud cows.

LA toy needs oiling. \
. The soybeans are joyously coiling.
3 Floyd oiled the squeaky toy.
4. Goya painted Troy in oils.
5. His annoying voice was boiling mad.
6. The oyster exploited the joyous foil.
7. Roy and Lloyd soiled the toys.

8. Joy, like a spoiled boy, exploited her friends.
9. Hoity-toity men make Lloyd boil.
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B_What kind of noise annoys an oyster? A noisy noise annoys an }

oyster.

A few beautiful girls are using perfume.

I used to refuse to use abusive news.

The kitten mewed, but I refused to go.

The music was used to imbue us with enthusiasm.

The beautiful view used to confuse.

June was beautiful.

The newest pupil was wearing his suit.

The cute kitten mewed.

He eschewed responsibility for the news.

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

#2
RN RN

—
S

VOICE QUALITY The remainder of this chapter is concerned with voice quality and
AND articulation, the two most important and demanding aspects of human
ARTICULATION speech. Speech is the process of making meaningful sounds. These
' sounds are created in the English language by vibration of the vocal
folds or cords, nasal resonance, and exploded air. Speech sounds are
controlled and patterned by the degree of closure of the throat, the
placement of the tongue, and the use of the teeth, lips, and nasal
passages. Problems arising from improper use of vocal folds and reso-
nance cavities are problems of quality; improper placement or use of the

articulators gives rise to problems of articulation.

Practice: Diagnosing Problems

The following readings are designed to help you discover minor prob-
lems in voice quality and articulation. In each, all speech sounds of
American English appear in initial, medial, and final positions, except
for a few instances in which a sound is never used in a certain position.
Each sound is given at least once; the more common sources of speech
difficulty are given at least twice. The passages are nonsensical, but
you should read them as though they make a great deal of sense. Try to
use your regular patterns of inflection and stress and use your normal
rate of delivery; only by doing so can you detect errors in voice quality
and articulation. It is highly recommended that you record your perfor-
mance of these exercises and that, after making a diagnosis of your
problems, you retain the tape so that you can measure your progress.
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WILLIAM AND HIS FRIENDS

This is the story of a little boy named William. He lived
in a small town called Marshville. Friends he had galore,
if one may judge by the vast numbers of children who
visited his abode. Every day after school through the
pathway leading to his house, the little boys and girls
trudged along, singing as though in church. Out into the
yard they came, a vision of juvenile happiness. But, joy-
ous though they were, they served only to work little Wil—
liam up into a lather. For, although he assuaged his pain
with comic books and the drinking of milk, William ab-~
horred the daily routine. Even Zero, his dog, was aghast
at the daily appearance of the running, singing, shuf-
fling, open-mouthed fellows and girls. Beautiful though
the sight may have been, William felt that they used the
avenue leading to his abode as an awesome item of lush
mal feasance. Their little oily voices only added fuel to
the fire, for William hated music. "0Oooo," he would say,
“they mew like cats, baa like sheep, and moo like a cow.
My nerves are raw." Then back into his ménage the little
gigolo would scamper, fast action earnestly being his

desire.

Here is an alternate reading.

THE BATTLE OF ATTERBURY

The big battle was on! Cannons thundered and machine guns

chattered. The troops, weary after months of constant
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struggle, found themselves rejuvenated by a vision of
triumph. Atterbury, the junction of three main roads, was
on the horizon. Using whatever annoying tricks he could,
Jacques Deatheridge, the former millionaire playboy, was
much in charge as he eyed the oil capital of the feudal
republic. Few men would say that the Beige Berets had not
cashed in on Jacques's flash of genius. Then the rather
uncommon English fellow, a zany half-wit to many who now
would writhe in agony, looked puzzled for a moment; the
mob on top of Manhasset Hill was frantically throwing him
a signal. He snatched the message from the courier. "My
gracious," he muttered. "Atterbury is our own capital!™
Elated, nonetheless, he invited his overawed band to play
in his honor. After a solo on the drums, Jacques spoke to
the multitude: "Rejoice, my fellow citizens! All is not

bad! At least our troops have won one victory!"

The most common problems associated with voice quality are nasality,
huskiness, and thinness or lack of resonance. Each can be worked on,
and most can be overcome to some extent. The first step is to diagnose
your problems. You will probably need help with this, for few of us
are objective about the sounds of our own voices. Once you have
identified specific problems of voice quality, you should follow the
suggestions and exercises that apply to your case.

Nasality Nasality is caused by improper use of the nasal passage and
the speech organs associated with it. Pinch your nostrils and speak a
sentence or two; you will find that by preventing air from passing
through your nose you have produced a nasal vocal quality. Nasality
can also be the result of allowing too much air to pass through the nasal
passage. Without holding your nose, try to speak with a nasal tone.
You will find that the sound can be generated only by forcing air up
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through the nasal passage. Proper use of the nasal passage involves
selectively closing off sound—by the lips or the front or rear of the
tongue—to force it through the nasal cavity. If you will say, in turn,
sim, sin, and sing, holding on to the last sound of each word, you will
find that for sim your lips close off the “‘m” sound, for sin the front of
your tongue against the upper gum ridge (alveolus) creates the “n”’
sound, and for sing the rear of your tongue against the soft palate (or
velum) produces the “ng” [g] sound. These are the three nasal sounds,
and they are properly produced only by the correct placement of your
articulators and an unblocked nasal passage.

If you have nasality, your first problem is to determine whether it is
caused by not properly sending the “'m,” “’n,” and “ng” sounds up
through your nose or whether it is the result of sending non-nasal
sounds through the nasal passage. The following sentence should help
you do this. Read it very slowly, pausing to prolong every vowel
sound that can be held without change. Record and play back the
results. All the sustained “m,” “n,” and “ng” sounds should have
nasal resonance associated with them (as a matter of fact, unless these
sounds are allowed to pass through the nose, they can barely be sus-
tained), whereas all non-nasal vowels should have no taint of nasality.

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

Besides evaluating the results of your taping, you should check for
nasal resonance by placing the tips of your fingers lightly on either side
of your nose. When holding a nasal vowel, you should feel a distinct
vibration; when prolonging a non-nasal vowel, you should not. If you
speak the word women, for example, the first prolonged vowel sound,
“wiiii” [wi], should not have nasal resonance and you should
“wimmmmm”’ [wim], and this should produce nasal vibration. The
next vowel sound is “ihhhhhh’ [1], and this should be free from vibra-
tion. The final sound, ““nnnnnnn’ [n], should bring back the vibration.
If you find that your nose does not produce vibrations on the nasal
vowels, your problem is representative of the most common type of
nasality. If, on the other hand, you find that you are nasalizing vowels
that should not be nasalized, you have a less common and more
difficult problem to work on.

If you are not nasalizing the nasal vowels m, n, and ng, your problem
may be physiological or you may simply be experiencing nasal conges-
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M VOWEL N VOWEL NG VOWEL
aim-—aid earn—earth link—Jick
arm—art barn—bard bank—back
atom—attar bane—bathe blank—black
balm—bock fawn—fa] wink—wick
calm—cot band—pat singer—sinner
beam—beet bend—bed bunko—bucko
farmer—father bin—bit tongue—tuck
bump— byt win—wil] ming—mijck
Summer—Sutter Own—oath manx-—Max
ram-—rat friend—Fred trunk—truck

If yo
cises shoul elp. Work to avoid any nasal resonance in each of the
non-nasal words, but do not try to eliminate jt from the words that
legitimately call for nasality.

Huskiness A husky or €xcessively hoarse voice is usually the resu]t of
a medical problem, Laryngitis, smoker’s throat, infected tonsils, ang
infected sinuses can all cause a husky voice. Quite obviously, you
should seek medical attention for these conditions, for they are a hand-



160

z
=
%9

Y

&)
/4y

~ Vo
L Lot

>

)
%

“%

CHAPTER 6

Thinness or Lack of Resonance A good voice for the electronic media is
one with resonance. A sensitive, top-quality microphone, such as a
condenser mic, can enhance your natural resonance. But even the best

V) equipment can work only with what you give it, and a voice that is thin

or lacking in resonance can be significantly improved only by its
owner. The sound vibrations that emanate from your vocal folds are
weak and colorless. They need resonators to strengthen and improve
the quality of sound. The chief resonators are the bones of the chest
and face, the windpipe (trachea), the larynx (connecting the trachea
and the pharynx and containing the vocal folds), the pharynx (between
the mouth and the nasal passages), the mouth, the nose, and the
sinuses.

In general, thinness of voice comes from one of three causes or a
combination of them: shallow, weak breathing; speaking at too high a
pitch (in general, the higher the pitch, the less the resonance); or inade-
quate use of the resonators that can be moved (the pharynx, the larynx,
and the tongue as it affects nasal resonance or resonance in the
mouth).

As with any other speech problem, the first step is diagnosing it. Do
you have a thin voice? What causes it? What do you need to do about
it? The following passage is provided for diagnostic purposes. Read it
slowly, working for your most resonant quality. Record it, using a
sensitive professional microphone and a top-quality tape recorder. If
possible, seek the help of a person qualified in assessing both the
quality of your voice and the apparent causes of thinness. Begin this
reading approximately five feet from the microphone, using a volume
level appropriate to that distance. With each section, move forward
about six inches, until you are reading the final sentences about eight
inches from the mic. Adjust your volume as you move in. On play-
back, determine whether your resonance is significantly affected by
distance and volume level. Unless other negative qualities show up
(excessive sibilance, popping, nasality), you should in this way find
and use your optimum microphone position to bring out resonance.

1. Johnny has an IQ of 170, but he can't read.
The words are jumbled, upside down. Mirrored.

2. He has dyslexia. A learning disability that

affects one out of every ten children.
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3. Johnny goes to school and faces frustration,
humiliation, and ridicule.

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

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

6. Today, there are over a dozen centers in Mas-
sachusetts that can diagnose dyslexia——even among pre—
schoolers.

7. To find out more, call 1-872-6880.

8. 1-872-6880.

9. One out of every ten kids has dyslexia.

10. And every one of them needs help.!

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

1. Practice deep breathing. Learn to breathe from the diaphragm.
Speak or read while you consciously try to increase the force of air
coming from your lungs.

2. Make sure you are moving your articulators. Use the exercises that
follow and work for an exaggerated use of tongue and lips.

3. Make sure that there is no blockage of your nasal passages.

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

5. Read passages that emphasize vowel sounds (nineteenth-century
British poetry is excellent for this), prolonging vowel sounds when
they occur and trying to keep your throat as open as possible.

6. Discover the best mic for your voice, and establish your optimum
distance from it.

!Courtesy Ingalls Associates, Inc., Boston, Massachusetts.
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Articulation problems arise from too fast a rate of delivery and from the
improper placement or faulty use of the articulators: the jaw, the
tongue, and the lips. Because many American and Canadian speakers
suffer from poor articulation, the remainder of this chapter is devoted
to exercises intended to improve articulation. Analysis of your perfor-
mance with the two diagnostic readings “William and His Friends”
and “The Battle of Atterbury’’ should tell you if you have inarticulate
speech or if you have difficulty with one or another of the speech
sounds. If you find that you have problems, you should use the exer-
cises daily for as long as necessary. The exercises will do you no good,
however, unless you read them aloud and unless you make a con-
scious effort to form successfully every syllable of every sentence. It is
wise to exaggerate articulation at first, gradually moving toward nor-
mally articulated speech.

The exercises that follow are based on the correct sounding of con-
sonants. Please note, however, that vowel and diphthong sounds
(which have already been discussed) are present in every exercise and
must be sounded correctly in order to achieve good American English
speech.

Consonants There are twenty-five consonant sounds (phonemes) in
the English language. They may be classified in a number of ways, the
most basic of which is according to whether they are voiced or not.
Thus, the letter b, spoken with a vibration of the vocal folds, is called a
voiced consonant, whereas p, formed in exactly the same way but not
phonated, is called an unvoiced consonant. In a more detailed and
more useful system of classification, describing how the sound is
formed, the consonants are classified as follows:

1. Plosives. These sounds begin with the air from the throat blocked
off, and the sound is formed with a release of the air. The plosive
consonants are [p], [b], [t], [d], [k], and [g].

2. Fricatives. These sounds are created by the friction of air through a
restricted air passage. The fricative consonants are [f], [v], [8] (as in
thin), [8] (as in the), [z], [s], [J] (as in shoe), [3] (as in vision), [j] (as in
yellow), [h], and [hw] (as in when).

3. Nasals. These sounds are resonated in the nasal cavity. The nasal
consonants are [n], [m], and [p] (as in sing).
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4. Semivowels. These sounds are similar to the true vowels in their res-
onance patterns. The consonants [w], Ir], and [I] are the semivowels.

5. Affricates. These sounds combine a plosive with a fricative. The
consonants [tf] (as in choose) and [d3] (as in jump) are the affricates.

One final method of classifying speech sounds must be mentioned—
the system that describes the consonants according to their place
of articulation. In this classification the consonants are described as
follows.

1. Labial or bilabial. The lips are primarily responsible for these conso-
nants. Labial consonants are [p], [b], [m], [w], and, in a less obvious
way, [hw].

2. Labiodental. In forming these sounds, the lower lip is in proximity to
the upper teeth. Labiodental consonants are [f] and [v].

3. Interdental or linguadental. In these sounds the tongue is between the
upper and lower teeth. Interdental consonants are [6] (as in thin) and
[8] (as in then).

4. Lingua-alveolar. In these consonants the tip of the tongue (lingua) is
placed against the upper gum ridge (alveolus). The lingua-alveolar
consonants are [n], [t], [d], [s]. [z].? and [I].

5. Linguapalatal. In these sounds, the tip of the tongue touches (or
nearly touches) the hard palate just behind the gum ridge. Lin-
guapalatal consonants are [j] (as in yellow), [r] (as in rain), [J] (as in
shoe), [3] (as in vision), [t[] (as in chew), and [d3] (as in jump).3

6. Linguavelar. In these sounds, the rear of the tongue is raised against
the soft palate (velum), and the tip of the tongue is lowered to the
bottom of the mouth. Linguavelar consonants are (k1. [g], and [p] (as in

sing).

7. Glottal. The glottal consonant, [h], is formed by the passage of air
between the vocal folds but without vibration of those folds.

2Many people form [s] and [z] with the tip of the tongue against the lower gum ridge. If
no speech difficulty results from this, there is no reason to change it.

3Some speech authorities classify [J1. [3]. [tJ]. and [d3) as lingua-alveolar sounds, but the
preponderance of modern scholarly opinion places them in the linguapalatal category.
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These various methods of classification will prove helpful in discuss-
ing the consonants, because they quite accurately describe the most
significant characteristics of the consonants.

Practice: Pronouncing Consonants

In the following practice, as in Chapter 5, voiced and unvoiced conso-
nants formed in the same way are considered together.

The consonant [b] is a voiced, labial plosive. It is formed by first stop-
ping the flow of air by closing the lips and then releasing the built-up
air as though in an explosion.

Big Bill bent the bulky box.

The Boston bull was bigger than the boy.

Libby lobbed the sobbing lobster.

The ribbing was robbed from the jobber.

Bob could rob the mob.

The boxer baited the big boy, while the mobster hobbled about the
sobbing, crabby boy named Bob.

AR R

The consonant [p] is an unvoiced labial plosive. It is formed exactly the

same as [b], except that it is unvoiced. It is, therefore, merely exploded
4

air.

Pretty Paula peeked past the platform.

Peter Piper picked a peck of pickled peppers.

Happy people appear to approach unhappiness happily.
Approximately opposed in position are Dopey and Happy.

Stop the cap from hitting the top.

Apparently the perfect approach to happiness is practiced by the
popular purveyor of apoplexy, Pappy Perkins.

AR B

The consonant [t] is an unvoiced, lingua-alveolar plosive. As this de-
scription suggests, [t] is formed by the release of unvoiced air that has
been temporarily blocked off by the pressure of the tongue tip against
the upper gum ridge. Note that [t], like [p], is best softened for radio
and television speech.

1. Tiny Tim tripped toward the towering Titan.
2. The tall Texan tried to teach the taxi driver twenty tall tales of Texas.

“In working with plosive exercises, try to keep the popping under control. The blast of
air that accompanies these sounds is magnified by the microphone.
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3. Attractive though Patty was, the battling fighters hesitated to at-
tempt to please her.

4. The bottled beetles were getting fatter.
(For extra work with the medial #t, try saying the following with
increasing speed: beetle, bittle, bayttle, bettle, battle, bottle, boottle,
berttle, buttle.)

5. The fat cat sat in the fast-moving draft.

6. Herbert hit the fat brat with the short bat.

The medial f is a problem for many American speakers. In the West
and Midwest, it often is turned into a d, as in saying baddle for battle. In
some parts of the East Coast, the medial d is turned into a glottal stop,
as in bah-ul ['ba?l] for bottle. To help you determine whether you have a
medial ¢t problem, record and listen to this exercise:

The metal kettle was a little more than half full. I settled for a little
bit of the better stuff, and waited while an Irish Setter begged for a
pitiful allotment of the fatter part of the kettle’s contents. The
Setter left, disgusted and a little bitter over the matter of the lost
battle for more of the beetle stew.

The consonant [d] is a voiced lingua-alveolar plosive. Except that
it is voiced, it is the same as [t]. (Say tot and then dod, and you will
find that your articulators repeat the same positions and movements
for each. Deaf people who read lips cannot detect any difference be-
tween voiced and unvoiced pairs and must therefore rely on context
for understanding.)

Don dragged the dull, drab dumptruck up to the door.

The dry, dusty den was dirtier than Denny’s delightful diggings.
The ladder added to the indeterminate agenda.

The sadly padded widow in the middle looked addled.

Around the lad the red-colored rope was twined.

Glad to lead the band, Fred allowed his sad friend to parade
around.

on {2 L B9 S =

[k] is an unvoiced linguavelar plosive. It is formed by releasing un-
phonated air that has been blocked momentarily from passage by the
pressure of the rear top of the tongue against the hard palate.

1. Keep Kim close to the clothes closet.
2. A call came for Karen, but Karen wasn’t caring.
3. Accolades were accorded to the picnicking dockworkers.
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4. Action-back suits were accepted on occasion by the actors playing
stock commedia characters.

5. Like it or not, the sick man was picked.

6. Rick kept count of the black sacks.

The consonant [g] is a voiced 1inguavelar plosive and is formed like the
unvoiced [K].

The good girl with the grand guy glanced at the ground.

One glimpse of the good, green earth, and the goose decided to go.
Agog with ague, the agonizing laggard stood agape.

Slogging along, the haggard, sagging band lagged behind.

“Twas brillig, and the rig did sag.

The rag bag was big and full, but the sagging trigger was clogged
with glue.

> PP B

The consonant [f] is an unvoiced labiodental fricative. It is formed by
releasing air through a restricted passage between the front teeth and
the lower lip.

The fish fry was a fairly fashionable affair.

Flying for fun, Freddy found the first fairly fast flying machine.
Affairs of affection are affable.

The affected aficionado was afraid of Africa.

The laugh graph showed a half-laugh.

The rough toff was off with his calf.

e» $H s B[S 6=

The consonant [v] is a voiced labiodental fricative and is formed exactly
the same as [f], except that it is phonated.

1. A vision of vim, vigor, and vitality.

2. Viola was victorious with Vladimir’s violin.

3. Avarice, averred the maverick on the avenue, is to be avoided.

4. An aversion to lavender obviously prevents the inveterate invalid
from involving himself avidly in mauve.

5. A vivid avarice was obviously invested in the avoidance of the man
on the avenue.

6. Live, live, cried the five live jivesters.

The consonant [0] (as in thin) is an unvoiced interdental fricative. [0] is
frequently a source of trouble, because the microphone tends to am-
plify any slight whistle that may be present. In making this sound,
place the tongue up to, but not into, the space between the upper and
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lower teeth, held about one-eighth inch apart. Air passing over the top
of the tongue and between its tip and the upper front teeth makes this
sound.

Think through thirty-three things.

Thoughts are thrifty when thinking through problems.

Cotton Mather lathed his bath house.

The pathway to the wrathful heath.

The thought of the myth was cutting as a scythe.

Thirty-three thinking mythological monsters, wearing pith helmets,
wrathfully thought that Theobald was through.

oA o > B9 D =

The consonant [8] (as in them) is a voiced interdental fricative and is
formed the same as [6], except that it is phonated.

1. This, the man then said, is older than thou.

2. The man therein was thereby less than the man who was thereto-
fore therein.

Other people lather their faces further.

I'd rather gather heather than feathers.

Wreathe my brow with heather.

I seethe and breathe the truths of yore.

ANNANE

The consonant [s] is an unvoiced lingua-alveolar fricative. It is one of
the more common sources of trouble for the announcer. A slight mis-
placement of the articulators may cause a whistle, a thick, fuzzy sound,
or a lisp. There are two methods of producing [s], neither of which
seems clearly superior to the other. In the first, the sides of the tongue
are in contact with the upper teeth as far forward as the incisors. The
tip of the tongue is held rather high in the mouth, and a fine stream of
air is directed at the tips of the upper front teeth. The teeth, mean-
while, are held slightly apart. The second method of making [s] finds
the tongue fairly low in the mouth at the rear and at the tip, with the
tongue just behind the tip raised in the mouth to make a near contact
with the gum ridge. A fine stream of air is permitted to flow through
this passage, down toward the front teeth, which are held slightly
apart. Because most microphones tend to exaggerate any slight whistle
or excessive sibilance, work for a softened [s].

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

ANNCR: How long has it been since you saw a first-rate side-show?
Some of us certainly should be sad over the disappearance
of the classic circus side-show, once a staple of civic cele-
brations. Six or seven acts, set forth in circumstances that
seemed awesome, or at least mysterious. Certainly, side
shows were sometimes scandalous, and sometimes in
questionable taste, but they served to keep our curiosity in
a steady state of astonishment.

Should Samson slink past the sly, singing Delilah?

Swimming seems to survive as a sport despite some circumstances.
Lessons on wrestling are absurd, asserted Tessie.

Assurances concerning some practices of misguided misogynists
are extremely hysterical.

5. The glass case sits in the purse of the lass.

6. Past the last sign for Sixth Place the bus lost its best chance to rest.

RGN

The consonant [z] (as in zoom) is a voiced lingua-alveolar fricative and is
formed exactly as [s], except for phonation.

The zippy little xylophone had a zany sound.

The zoological gardens were zoned by Zola for the zebras.

The fuzzy, buzzing bees were nuzzling the trees.

He used the music to arouse enthusiasm in the buzzards.

Was the buzz that comes from the trees caused by the limbs or the
bees?

6. His clothes were rags, his arms were bare; yet his features caused
his admirers to gaze as though his misery were a blessing.

IO

The consonant [[] (as in shoe) is an unvoiced linguapalatal fricative. It is
made by allowing unvoiced air to escape with friction from between
the tip of the tongue and the gum ridge behind the upper front teeth.
Although this sound is not a common source of difficulty, guard
against its becoming a thick, unpleasing sound. To form [[], make
certain that air does not escape around the sides of the tongue and
keep the central portion of the tongue fairly low in the mouth.
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Shortly after shearing a sheep, I shot a wolf.

The shapely Sharon shared her chateau with Charmaine.

Mashed potatoes and hashed cashews are flashy rations.

The lashing gale thrashed; lightning flashed and the Hessian troops
gnashed their teeth.

5. A flash flood mashed the cash into trash.

6. Fish wish that fishermen would wash their shoes.

R

The consonant [3] (as in vision) is a voiced linguapalatal fricative and is
formed the same as [[] but with phonation. It is seldom found in an
initial position in English.

1. Jeanne d’Arc saw visions in the azure sky.

2. Measure for Measure is not the usually pleasurable Shakespearean
play.

3. A hidden treasure was pleasurably unearthed from the beige hill
with great precision.

4. The seizure was leisurely measured.

5. The edges of his incision had the noblesse oblige to form an elision.

The consonant [h] is an unvoiced glottal fricative. It is seldom a source
of difficulty to the speaker, but many announcers tend to drop the /1 in
certain combinations. Note that the / is definitely present in most
words beginning with wh. Note that the consonant [h] depends en-
tirely on the sound that follows it and cannot, therefore, be articulated
at the end of a word.

1. The huge hat was held on Henrietta’s head by heaps of string.
2. Halfway home, the happy Herman had to have a hamburger.
3. Manhattan abhors one-half the upheaval of Manhasset.

4. "Ha-ha-ha,” said the behemoth, as he unhitched the horse.

The consonant [tf] (as in charm) is an unvoiced linguapalatal affricate. It
is, by this definition, formed with the tongue against the gum ridge
behind the upper teeth and consists of both the pent-up release of air
of the plosive and the friction of the fricative.

1. Chew your chilly chop before you choke.

2. Choose your chums as cheerfully as children.

3. An itching action follows alfalfa pitching.

4. The richly endowed Mitchells latched on to much money.
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The consonant [d3] (as in justice) is a voiced linguapalatal affricate and
is formed exactly as [t[], except for phonation.

1. The junk man just couldn’t joust with justice.

2. Joan jumped back in justifiable panic as Jud jettisoned the jet-black
jetty.

Adjutant General Edgewater adjusted his midget glasses.

The edgy fledgling was judged unjustifiably.

The edge of the ledge was where Madge did lodge.

Trudge through the sedge and bridge the hedge.
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The consonant [m] is a voiced labial nasal. It is articulated with the lips
completely closed; the phonated sound does not pass into the mouth,
as with most other speech sounds, but into the nasal cavity through
the nasopharyngeal port. When [m] occurs in a final position, the
mouth remains closed. When it occurs in an initial position the mouth
must open, not to sound [m] but to move immediately to the sound
that follows. The same sound, printed [m], indicates that the sound is
to be formed by itself, independent of any vowel sound. It occurs in
speech constructions such as keep ‘em clean, which would be transcribed
phonetically as [kip m klin].

1. Mother meant more than my miserable money.

2. Merton moved my midget mailbox more to my right.

3. Eminent employers emulate immense amateurs.

4. Among amiable emigrants, Ermgard admitted to mother, him, and
me inestimable immaturity.

5. Slim Jim and Sam climbed the trim limb.

6. Rhythm hymns they perform for them.

The consonant [n] is a voiced lingua-alveolar nasal. Unlike [m], it can
be sounded with the mouth open or closed, since the tongue, rather
than the lips, blocks off the air and forces it through the nasal cavity.
[n], too, can be used as a complete unit of speech, and it appears as [n]
in the International Phonetic Alphabet. The commonly heard pronun-
ciation of a word like meeting, in which the [p] sound is dropped,
would thus be transcribed as [mitn]. [n] is responsible for much of the
excessive nasality characteristic of many irritating voices. If you detect,
or someone detects for you, a tendency to overnasalize sounds, spend
several sessions with a tape recorder learning how it feels to soften and
improve these sounds.
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Ned’s nice neighbor knew nothing about Neil.

Now the new niece needed Nancy’s needle.

Indigestion invariably incapacitated Manny after dinner.

Many wonderful and intricate incidentals indirectly antagonized
Fanny.

5. Nine men were seen in the fine mountain cabin.

6. Susan won the clean garden award and soon ran to plan again.

p= 8 &

The consonant [n] (as in sing) is a voiced linguavelar nasal. It is formed
much as the consonant [g] is formed, but it lacks the plosive quality of
that sound. One of the most common problems involves the advisabil-
ity of turning this sound into [n] in words that end with ing. The
announcer must, of course, determine whether it is appropriate on the
particular occasion to drop this sound. The newscaster will undoubt-
edly decide not to. Disc jockeys and sports announcers, depending on
their speech personality, may decide that it is permissible. One addi-
tional but not widespread pronunciation problem involving this sound
is the practice in some parts of the eastern United States of adding [g]
in words such as singing [sipgin] and saying.

The English singer was winning the long contest.

He mingled with winged, gaily singing songbirds.

The long, strong rope rang the gong.

Running and skipping, the ringleader led the gang.

Among his long songs, Engel mingled some lilting things.

Along the winding stream, the swimming and fishing were finding

oG L=

many fans.

The consonant [1] is a voiced lingua—alveolar semivowel. In forming [1],
the tip of the tongue is placed against the upper gum ridge, and
phonated air escapes around the sides of the tongue. [I] presents little
difficulty when in an initial or final position in a word, but it is so
frequently a source of trouble ina medial position that a special discus-
sion of this sound is in order. If you say aloud the word William, you
will notice that the tip of the tongue is placed low in the mouth for [wi],
raised to the upper gum ridge for [1], and returned to the floor of the
mouth for [jam]. Quite obviously, it is easier to speak this name with-
out moving the tongue at all. When this is done, the name then sounds
like [wijom], and the [l] sound is completely lost. Unlike some of the
English speech sounds that may in informal delivery be softened or
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dropped without loss in effectiveness, the lost medial [1] is definitely
substandard and should never occur in the announcer’s speech. Note
that [1], like [m] and [n], is capable of forming a speech entity by itself,
in a word such as saddle [s&dl].

Here is a diagnostic exercise for the medial [1].

ANNCR: Millions of Italians filled the hilly sector of Milan. The

NG wn =
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willing celebrants whirled all along the palisades, down by
the roiling river. The lilting lullabys, trilled by Italian aitos,
thrilled the millions as they willingly milled along the
boulevard. “It’s really thrilling,” said William Miller, a cel-
ebrant from Valley Forge. "I willingly call this the most
illustrious fellowship in all of Italy.”

A million silly swallows filled their bills with squiggling worms.
Willy Wallace willingly wiggled William’s million-dollar bill.

Lilly and Billy met two willing fellows from the hills.

A little melon was willingly volunteered by Ellen and William.
Bill filled the lily pot with a million gallons of water.

The mill filled the foolish little children’s order for willow leaves.
William wanted a million dollars, but he seldom was willing to
stop his silly shilly-shallying and get to work.

Phillip really liked Italian children, although he seidom was willing
to speak Italian.

. Enrolling in college really was thrilling for William, even though a

million pillow fights were in store for the silly fellow.

Billy Bellnap shilled for millions of collegians, even though his
colleagues collected alibis galore in the Alleghenies at Miller's
celebration.

The consonant [w] is a voiced labial semivowel. It is formed by moving
the lips from a rounded, nearly closed position to an open position.
The tongue is not in any particular position for [w] but is positioned
according to correct placement for the following vowel sound. A com-
mon speech fault is occasioned by insufficient movement of the lips in
making [w].

AR

Worried Willy wouldn’t waste one wonderful word.

The wild wind wound round the woody wilderness.

The wishing well was once wanted by Wally Williams.

Wouldn't it be wonderful if one walrus would wallow in the water?
Walter wanted to wash away the worrisome watermark.
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6. Always sewing, Eloise wished the wonderful woman would want
one more wash dress.

The consonant [hw] is an unvoiced labial fricative. It is a combination of
the two consonants [h] and [w] and is achieved by forming the lips for
the [w] sound but releasing the air that makes the [h] sound first. [w]
follows immediately, and [h] is thus barely heard. Although the [h]
sound in words such as when is lost by most speakers, the radio or
television announcer should include the sound at least until such time
as it drops out of our language altogether, which it seems to be doing.

1. Mr. Wheeler waited at the wharf.

2. Wherever the whippoorwill whistled, Whitby waited.

3. Why whisper when we don’t know whether or not Mr. White’s
whelp is a whiz?

4. Why not wholesale,® whispered the white-bearded Whig?

5. Whitney whittled the white-headed whistle.

6. On Whitsun, Whittier was whipping Whitman on a whim.

The consonant [j] (as in yellow) is a voiced linguapalatal fricative. As in
saying [l], [w], and [r], a slight glide is necessary during the delivery of
this sound. Although it causes little difficulty when in the initial posi-
tion in a word, the medial [j] frequently follows a double 1 (/) construc-
tion and therefore is sometimes involved in the speech problem that
arises from dropping the medial [l]. Americans often mispronounce
the name William as [wijam] and the word million as [mijan].

Young Yancy used yellow utensils.

The millionaire abused the useful William.
Yesterday the youthful Tillyard yelled ""Yes.”
The Yukon used to yen for yokels.

Yorick yielded to the yodeler from Yonkers.
The yegg yelled at William.

e

The consonant [r] is a voiced linguapalatal semivowel. In certain areas
of the United States and in England, [r] is frequently softened or com-
pletely dropped. In General American speech, however, all [r]s are
sounded, though they need not and should not be prolonged or
formed too far back in the throat. A voice described as harsh quite

SWhere the word begins with a distinct [h] and does not move immediately to [w], [w] is
dropped.
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frequently overstresses the [r] sounds. A word of warning is in order.
In attempting to soften your [r]s, be careful to avoid affectation; a
pseudo-British accent is unbecoming to Americans and Canadians.
Few speakers can successfully change only one speech sound. The
slight softening of [r] should be only one part of a general softening of
all harsh sounds in your speech.

Rather than run rapidly, Rupert relied on rhythm.

Robert rose to revive Reginald’s rule of order.

Apparently a miracle occurred to Herman.

Large and cumbersome, the barge was a dirty hull.

Afraid of fire and sure of war, the rear admiral was far away.
The bore on the lower floor left his chair and went out the door.
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7
FOREIGN
PRONUNCIATION

Despite the fact that nearly all Americans have their ethnic roots em-
bedded in a foreign culture, most Americans are familiar with only one
language—American English. This presents a problem to most Ameri-
can announcers, who must daily read words and names of foreign
origin. News stories originating in any of a hundred different nations,
featuring the names of places and people and organizations, must be
read with accuracy and authority by professional news announcers.
Announcers on classical music stations must deal with Spanish, Ital-
ian, French, German, and Russian names and music titles in a typical
one-week shift. Commercials for a variety of goods and services—
international restaurants, foreign tours, exotic perfumes, foreign films,
and Oriental rugs, to name a few—often require the ability to pro-
nounce foreign names and words. It is no exaggeration to state that
your career as a professional announcer will be seriously handicapped
unless you develop skill and ease in pronouncing words from at least
the major modern languages of the world.

Several years of study of every major language would prepare you
ideally for your work, but because time and capacities do not usually
permit such thoroughness, the next-best solution is to learn the rules of
pronunciation of the languages you are most likely to need. This chap-
ter provides a detailed discussion of Spanish, Italian, French, and Ger-
man pronunciation and a brief mention of other European and Asian
languages. The drill section includes commercial and news copy draw-
ing on several languages.

Although correct foreign pronunciation is stressed in this chapter,
proper pronunciation for radio and television is not always the same as
the correct pronunciation. In Chapter 5 you saw that the names of
American people and places derived from foreign words are usually
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Americanized. Similarly, conventional pronunciations of foreign cities,
nations, personal names, and musical compositions, though not cor-
rect, are usually preferred on radio and television. Here are some
examples:

CONVENTIONAL
SPELLING CORRECT PRONUNCIATION PRONUNCIATION

Paris PAH-REE' [pa'ri] PAIR'-1S ['peris or 'pris]

Copenhagen KOEBN-HAU'-N [kgbn'haun]  KOPE'-UN-HAIG'-UN
['kopan 'hegn]

Berlin BEAR-LEEN' [ber'lin] BER-LIHN' [ba''lin]

You are expected to use correct foreign pronunciation for certain words
and to modify it for others. This amounts to knowing when it is correct
to be incorrect. This problem poses at least three possibilities when you
are pronouncing foreign or foreign-derived words. (1) You may pro-
nounce them as the natives do in the country of origin. (2) You may
modify them to conform to conventionally accepted American usage.
(3) You may completely Anglicize them. There are regrettably few rules
to guide you. The absolutist position that the correct pronunciation is
never wrong offers no help. Even the most extreme advocate of correct
pronunciation would admit that an announcer who begins a news
bulletin with PAH-REE', FRAHS [pa'ri fra:s] is affected.

In the absence of ironclad rules, the following suggestions, which are
in accord with the best practice among topflight announcers in the
United States and Canada, are offered. They seek order in a situation
that is by definition disorderly, so they cannot guarantee answers to all
pronunciation questions that may arise.

1. Give the names of cities and countries the familiar, conventionalized pro-
nunciation current in the United States. The citizens of Germany call their
country Deutschland; the word Germany is not even a German word. If it
were, its German pronunciation would differ considerably from that
used by Americans. There is no point in either applying the German
rules of pronunciation to the name Germany or calling Germany
Deutschland in this country.

In most instances, we spell foreign city names as they are spelled in
their own country but pronounce them in conventionalized ways true
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neither to their original pronunciations nor to any rational system of
Anglicization. This presents no problem when the name is in more or
less constant use, as Paris, Berlin, and Copenhagen are. The problem
arises when a city relatively unknown to Americans, such as Eleusis
[e'lus1s], Sao Paulo [,sdu'paulu], or Rheims [r&:s], is suddenly thrust
into the news. Here, if pronunciation rules do not help, you should
check a standard pronunciation guide. Several are to be found in al-
most every broadcast station, and at least one should be in the personal
library of every announcer. The Kenyon and Knott A Pronouncing Dic-
tionary of American English (G. & C. Merriam, Springfield, Mass., 1953)
and the NBC Handbook of Pronunciation (Thomas Y. Crowell, New York,
1964) give conventional pronunciations of foreign place names for
broadcast use. To repeat, there is often no virtue in using the correct
foreign pronunciation for a foreign place name. The correct Japanese
pronunciation of Iwo Jima is EE-WAW'-DJEE-MAH [i'wod3ima], but it is
customary in this country to say the technically incorrect EE'WO DJEE'-
MUH ['i,wo'd3ima3].

2. Pronounce the names of American cities derived from foreign namesakes as
the natives of that American city pronounce it. Vienna, Versailles, Mar-
seilles, and Alhambra are all names of American cities, and not one of
them is correctly pronounced like its foreign counterpart. Pronuncia-
tion guides will give you the correct local pronunciations of these and
other cities and towns.

3. In pronouncing the names of foreigners, adopt one of the following rules.
(a) If the person’s preference is known, use the preferred pronuncia-
tion. (b) If the person is well known and a conventional pronunciation
has developed, use that pronunciation. (c) If the person is not well
known and you do not know the person’s preference, follow the rules
of pronunciation for his or her language.

4. In pronouncing the names of Americans derived from foreign names, adopt
one of the following rules. (a) If the person’s preference is known, use that
pronunciation. (b) If the person’s preference is not known, pronounce
the name the way other Americans of the same name do. For exam-
ple, if the name is DuBois and the person is American, you will be
safe pronouncing it DUE-BOYZ, rather than as if it were the French
DUH-BWAH.

5. In pronouncing the titles of foreign musical compositions, let the following
rules guide you. (a) If the title is in common use and the customary
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pronunciation is quite close to the original, use that pronunciation.
(b) If the title is little known and has no conventional pronunciation,
pronounce it according to the rules in its country of origin. Although it
may sometimes be desirable to soften some foreign words slightly for
American ears, you cannot in this instance go wrong by being correct.

In this chapter the correct rules of foreign pronunciation will be
discussed and illustrated. In each instance the correct pronunciation
will be transcribed into IPA symbols as well as the less precise symbols
of the radio and television wire services. Before taking up each lan-
guage in detail, one word of caution is in order. Because most modern
European countries comprise many formerly independent states, re-
gional variations in pronunciation abound. The pronunciations given
in this chapter follow those established by qualified natives as standard
pronunciations. Deviations are not necessarily substandard.

Spanish, unlike English, is a strictly phoneticized language. Once you
have mastered the rules of Spanish pronunciation, you will know how
to pronounce any Spanish word you see in print. Although a few
letters have more than one speech sound, the surrounding letters in
the word are an infallible guide to their pronunciation.

Spanish words have one strongly stressed syllable. All other syllables
receive no stress at all. There is no such thing as secondary stress;
every syllable in a word is either stressed or not, with no middle
ground.

Many Spanish words carry an accent mark over one of the vowels—
for example, médico—and this indicates that the syllable the accented
vowel appears in receives a strong stress. Unlike the accent marks in
French, the Spanish accent mark does not affect the pronunciation of
the vowel. Two general rules govern words that carry no mark:

1. Words ending in a consonant other than n or s are stressed on the
last syllable, as in usted [u'sted], canal [ka'nal], senor [se'por].

2. Words ending in n, s, or a vowel are stressed on the penultimate
(next-to-last) syllable, as in joven ['xoven], senores [sen'jores],
hombre ['ombre].

Spanish has five vowels—a, e, i, 0, and u. Whether the vowel is
stressed or unstressed, it seldom moves from its customary sound. The
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Diphthongs

ia, ie, i0, and iu

ei

ai

chief exceptions are i and u when they form part of a diphthong. No
vowel ever becomes the schwa [3], as, for example, the letter a does in
English about.

The vowel a is always pronounced ““ah” [a], as in father. Examples:
balsa ['balsa] (BAHL'-sAH); casa ['kasa) (kaH'-SAH).

The vowel e is pronounced ““ay” [e], as in English bait, but it sometimes
becomes more like ““eh” [¢], as in met, depending on its context. When
it has the ““ay” sound, it is never prolonged and allowed to glide into
an “ee” sound. Examples: meses ['meses] (MAY'-SAYS); deberes
[de'beres] (DAY-BAY'-RAYS); gobierno [go'Bjerno] (GO-BYEHR'-NOH).

The vowel i, except when part of a diphthong, is always pronounced
“ee” [i], as in English machine. Examples: definitivo [defini'tifo] (DAY-
FEE-NEE-TEE'-v0); pipa ['pipa] (PEE'-PAH).

The vowel o is usually pronounced “oh” [o], as in English hoe, but
depending on its context it may become more like “aw" [2]. Examples:
contrata [kon'trata] (KOHN-TRAH'-TAH); pocos ['pokos] (POH'-KOHS);
hombre [‘ombre] (AWM'-BRAY).

The vowel u, when not part of a diphthong, is pronounced 00" [u], as
in English rule. Examples: luna ['luna] (LOO'-NAH); publico ['publiko]
(POO'-BLEE-KO).

If you pronounce the sounds “ee” and “ah” together very rapidly,
they form a sound very much like ““yah.” A similar change occurs in
rapidly saying aloud the two component vowels in ie (“yay”), io
(““yo”’), and iu (“you’’). These sounds, called diphthongs because they
are a combination of two vowels, are represented as follows in IPA:
(jal, [jel, [jol, [ju]. In pronouncing them, sound both component
sounds but make sure that the i becomes [j]. Examples: piano ['pjano]
(PYAH'-NO); mientras ['mjentras] (MYAYN'-TRAS); naciones [na'sjones]
(NAH-SYONE'-AYS); viuda ['vjuda] (vYOO'-DAH).

Spanish ei is pronounced “ay” [e], as in English rein. Example: seis
[ses] (sAYSS).

The Spanish ai is pronounced “eye” [ai]. Example: bailar [bai'lar] (BY-
LAHR'). (Note: At the ends of words, ei and ai are spelled ey and ay.)
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Spanish oi is prounced "oy’ [51], as in loiter. Example: heroico [er'a1ko]
(EH-ROY'-KO).

Spanish u preceding another vowel is pronounced like English w [w].
Examples: cuatro ['kwatro] (kwaH'-TRO); puente ['pwente] (PWEN'-TAY);
cuidar [kwi'dar] (kWEE-DAR'); cuota ['kwota] (kwo'-TaH). (But note the
exceptions under gu and qu.)

Spanish au is pronounced “ow” [au]. Example: autobus [auto'bus]
(ow-TOE-BOOS").

Spanish eu is pronounced by running “eh” [¢] and “00” [u] together
rapidly. Example: deuda [de'uda] (DEH-00'-DAH).

At the beginning of a word or after m, this is pronounced like English b
[b]. Examples: bueno ['bweno] (BWAY'-N0); nombre ['nombre] (NOHM'-
BRAY). In other positions it is more like English v, although it is pro-
duced with both lips instead of the upper teeth and lower lip. The IPA
symbol for this sound is [B]. Example: alabar [ala'Bar] (AH-LAH-BAHR').
(Note: There is no way of indicating this sound with conventional type,
and the B is used in the wire-service example to avoid confusion.)

Spanish ¢ has two values. (1) Before e or i it is soft. Castilian speech—
fairly standard in most of Spain—pronounces this as t in thin. In
southern Spain and in Spanish America it is pronounced as s in say.
You should base your choice on the origin of the person or title, unless
a large Spanish-speaking audience in your area would consider Cas-
tilian pronunciation affected. Example: ciudad [sju'dad] (syou-pDAHD'),
or [Gju'dad] (THYOU-DAHD'). (2) In all other positions, ¢ is pronounced
”k’ as in car. Examples: cura ['kura] (koo'-RAH); acto ['akto] (AHK'-
ToH). The sound of “k” preceding e or i is spelled qu (see below).

The first c is by definition hard, and because cc appears only before e or
i, the second c is soft. Example: acceso [ak'seso] (AHK-sAY'-soh), or in
Castilian Spanish [ak'Oeso] (AHK-THAY'-s0).

Spanish ch is pronounced as the ch [t[] in church. Example: muchacha
[mu'tfatfa] (MOO-CHA'-CHA).

At the beginning of a word, or after n or 1, Spanish d is much like
English 4 [d]. Examples: dios [djos] (DYos); caldo ['kaldo] (KAHL'-DO).
In other positions it is more like a weak-voiced th [8], as in English
weather. It is made by extending the tongue a short distance beyond the
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front teeth and thus weakening the sound. Example: padre ['padre]
(PAH'-THRAY). (Note: This sound is still more [d] than [§], so the [d] will
be used in this chapter.)

Spanish f is pronounced like English f [f]. Example: flores ['flores]
(FLO'-RAYS).

The g has two values. (1) Before e or i, g is pronounced much like
German ch [x], as in ach, or Scottish ch, as in loch. It is a guttural sound,
with tightening and some rasp in the rear of the mouth but no vibra-
tion of the vocal folds. Examples: general [xene'ral] (KHAY-NAY-RAHL');
gente ['xente] (KHAYN'-TAY). (2) In all other positions, g is hard, as in
gag. Examples: gala ['gala] (GaH'-LaH); largo ['largo] (LAHR'-GO). (Note:
Because the sound [x] does not occur in English, the wire services have
difficulty transcribing it. Sometimes they use cH and sometimes KH.
When cH is used there is no way of knowing whether [x] or [t[] is
intended. We shall transcribe it as kH in this chapter, but you should be
alert to the frequent inconsistencies in transcribing this sound when
you come to the wire-service drill material later in this book.)

When the sound of hard g occurs before e or i, it is written gu. In this
convention u is merely a marker and has no sound of its own. Ex-
ample: guia ['gia] (GHEE'-AH).

The two dots over ii, when it is between g and e or i (giie, giii), indicate
that i is part of a diphthong, to be sounded like w. Example: agiiero
[a'gwero] (AH-GWAY'-RO).

Except in the combination ch previously discussed, h is a superfluous
letter—the only one in the Spanish language. Examples: habas ['afas]
(aH'-BAaHS); adhesivo [ade'siffo] (AHD-AY-SEE'-BO).

Exactly like the first pronunciation of Spanish g given above. Example:

junta ['xunta] (KHOON'-TAH).

Very similar to English /, although the Spanish keep the rear of the
tongue flat. Example: labios ['lafjos] (LaH'-BYOS).

In Castilian Spanish, 11 is pronounced much like /li [lj] in the English
word million. However, in most parts of Spanish America, 11 is pro-
nounced like y [j] in yes. Example: calle ['kalje] (kaH'-LYAY) or ['kdje]
(KAH'-YAY).

Like English m. Example: cambio ['kamfjo] (kAHM'-BYO).
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There are three pronunciations for the letter n. (1) Before ca, co, cu,
qui, and que (that is to say, before any ”k’” sound) and before g or j, it
is pronounced ng [n] as in sing: tango ['tango] (TAHNG'-GO). (2) Before f,
v, p, or b, it is pronounced like English m: confiado [kom'fjado] (xom-
FYAH'-DO). (3) In all other instances it is pronounced like English n:
manojo [man'oxo} (MAH-NO'-KHO).

Very rare. Both ns are sounded. Example: perenne [pe'ren:e] (PAy-
RAYN'-NAY).

Spanish i is pronounced ny [pn], as in English canyon. Example: sefior
[se'por] (SAY-NYOR').

Like English p. Example: padre ['padre| (PAH'-THRAY).

Like hard ¢, with u never sounded. This occurs only before e or i.
Examples: qué [ke] (xAY); aqui [a'ki] (AH-KEE').

Spanish r has two values, neither of which is like the English. (1) At the
beginning of a word or after 1, n, or s, the tongue is trilled against the
roof of the mouth. Examples: rico ['riko] (RREE'-k0); honrado [on'rado]
(owN-RRAH'-DO). (2) In other positions it is a single flip of the tongue
against the roof of the mouth. Example: caro ['karo] (kAH'-RO).

The rr is used to indicate a full trill where the rule would call for a
single flip of the tongue were single r used.

There are two pronunciations of this letter. (1) Before b, d, g, 1, m, n, r,
and v, it is pronounced like English z. Example: mismo ['mizmo]
(MEEZ'-MO). (2) In other instances it is pronounced like English s in sea.
Example: cosa ['kosa] (koH'-sAH).

In both Castilian and non-Castilian, s plus hard ¢, or [s] plus [k], are
always pronounced separately. Example: disco ['disko] (DEES'-k0). In
non-Castilian, s plus soft ¢, being identical sounds, are merged. Ex-
ample: discernir [diser'nir] (DEE-SAIR-NEAR'). In Castilian, s plus soft c,
which is actually [0], are pronounced separately. Example: discernir
[disOer'nir] (DEES-THAIR-NEAR').

Much like English t. Example: trato ['trato] (TRAH'-TOE).
The same as Spanish b, with the same positional varieties.

Normally like English x [ks] in the word wvex. Example: préximo
['proksimo] (PRock'-sEE-MO). Before a consonant, the Castilian pronun-
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ciation is like Spanish s: expreso [£s'preso] (Ess-PRAY'-s0H). The words
for Mexico and Mexican are pronounced with the j [x] sound: México
['mexiko] (MAY'-KHEE-KO).

Much like English y in year. Example: yerba ['jerba] (YEHR'-BAH). In
certain instances, instead of representing a consonant, the letter y sub-
stitutes for the vowel i: (1) the second element of a diphthong at the
end of a word, rey [re] (RAY); (2) the initial in a few proper names,
Ybarra [i'bara] (EE-BAH'-RAH); (3) the word for and, pan y vino
[pani'vino] (PAHN-EE-VEE'-NO).

The letter z follows the same rules as soft c. Examples: (Castilian)
jerez [xe're@] (KHAY-RAYTH'); (Spanish-American) jerez [xe'res]
(KHAY-RAYSS').

Practice: Pronouncing Spanish Words
Practice pronouncing the following Spanish words:

Toledo Ramirez Cabezon
Guernica San Sebastian Danzas espaiiolas
Falange Albéniz Pepita Jiménez
Cuernavaca Manuel de Falla Oviedo

Segovia Granados picante

Garcia Sarasate y Navascuez servicio

Italian, like Spanish, has a phonetically strict writing system. Although
it is not quite as thorough as Spanish spelling, which tells you every-
thing about the pronunciation of a word, it is a very businesslike sys-
tem. Italian conventional spelling does not consistently mark stress,
and in the unmarked words certain vowel qualities are likewise un-
differentiated. Aside from this, Italian presents few difficulties to the
student.

Italian words have one strongly stressed syllable, whereas the other
syllables are completely unstressed. Unlike English, Italian has no
half-stresses. The relatively small number of words stressed on the last
syllable are always marked with an accent over that vowel—for ex-
ample, sara [sa'ra] (saH-RAH'). Most Italian words are stressed on the
penultimate syllable: infinito [infi'nito] (EEN-FEE-NEE'-TOE). Many
words are stressed on the antepenultimate syllable: medico ['mediko]
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(MAY'-DEE-KOE). A few Italian printing houses mark such words with a
grave accent over the vowel in the syllable to be stressed, but this is not
the general rule. To help in the examples in this chapter, an accent
mark will be used to show stress on some syllable other than the
penultimate. The grave accent will also be used to indicate an open e
[€] or an open o [5], but this should cause no confusion, because
syllables containing open e and open o are always stressed in Italian.

Italian has seven basic vowel sounds but uses only the five letters a, e,
i, 0, and u to represent them. Stressed or unstressed, each keeps its
distinctive quality, though stressed vowels tend to be lengthened be-
fore single consonants—the first vowel of casa is longer than that of
cassa, for example.

The vowel a is always pronounced “ah’ [a], as in father. Examples: 1a
[la] (Lan); pasta ['pasta] (PAH'-STAH).

Italian e varies from “ay” [e] to “eh” [e]. Although there are ways of
determining the correct pronunciation in each instance, the rules are
complex and of no concern here. Most northern and southern Italians,
including the best educated, have just one e, which may vary some-
what according to the consonants that precede or follow it. This pro-
nunciation is understood and accepted everywhere. Where accent
marks are given, the acutely accented ¢ tells you that the pronuncia-
tion is [e], whereas the grave accent, &, tells you that the pronuncia-
tion is [¢]. Examples: débole ['debole] (DAY'-BO-LAY); présto ['presto]
(PREH'-STOE).

Much like English i in machine. Example: pipa ['pipa] (PEE'-PAH).

Speakers who distinguish between two e sounds also distinguish two
qualities of o: a closed o [0], as in go, and an open o [5], as in bought.
Dictionaries sometimes indicate the closed o with an acute accent—
polvere ['polvere] (PoHL'-vAY-RAY)—and the open o with a grave ac-
cent—costa ['kosta] (kaw'-sTaH). As with the open and closed e, the
difference between the two varieties of o is minor, and most speakers
who use only one e sound likewise use only one o sound.

Much like English u in rule. Examples: luna ['luna] (Loo'-NAH); futuro
[fu'turo] (FOO-TOO'-ROH).
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ie

iu

ai, oi, and ui

ua, ue, and uo

au

The Italian vowels a, e, i, 0, and u form many different combinations to
produce the diphthongs. Although they may seem somewhat complex
at first glance, they are quite easily mastered.

rr 1t

The ia diphthong, except when it follows ¢ or g, finds i becoming "y
[j] and a retaining its regular pronunciation. Example: piano ['pjano]
(PYAH'-NOH). When ia follows ¢, the i merely serves as a silent marker
to indicate that c is soft, [tf] like the ¢/ in chair. Example: Ciano ['tfan,o]
(TcHAH'-NOH). When ia follows g, the i merely serves as a silent marker
to indicate that g is soft, [d3] like the g in gem. Example: Gianinni
[dza'nini] (DGAH-NEE'-NEE).

The ie diphthong, except for the few instances in which it follows ¢ or
g, finds i becoming “’y” [j] and e retaining its regular pronunciation.
Examples: piéno ['pjeno] (PYaY'-NOH); cielo ['tfelo] (TcHEH'-LOH). Like
the ia diphthong, ie following ¢ or g serves to indicate that the soft
pronunciation is to be used, and the i has no other function.

111

The io diphthong, except where it follows ¢ or g, finds i becoming "y
[j] and o retaining its regular pronunciation. After ¢ or g, the i serves
only as a silent marker to indicate that the soft pronunciation is to be
used. Examples: Mario ['marjo] (MAHR'-YO); bacio ['batfo] (BAH'-
TCcHOH); Giorgio ['d3ord30] (DGAWR'-DGOH).

The iu diphthong, except where it follows ¢ or g, finds i becoming "y
[j] and u retaining its regular pronunciation. Following c or g, the i
serves as a silent marker to indicate that the preceding sound is soft.
Examples: iuta ['juta] (You'-TAH); acciuga [a'tfugal (AH-CHEW'-GAH);
giu {d3u] (pGoO).

These diphthongs are merely the glide from a, o, and u to the “ee”
sound. Examples: mai [mai] (MY); poi [pa1] (roy); guida ['gwida]
(GWEE'-DAH).

These diphthongs all find u becoming w (as in will) and a, e, and 0 each
retaining its permanent sound. Examples: guaio ['gwajo] (GWAH'-YOH);
sangue ['sangwe] (SAHNG'-GWAY); cuore ['kwore] (KWAW'-RAY).

The au diphthong is pronounced like ow [au] in English how. Example:
Laura ['laura] (LAU'-RAH).
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An all-important feature of Italian pronunciation is the occurrence of
both single (or short) and double (or long) consonants. In Italian, a
written double consonant (cc, rr, zz) always means a spoken double
consonant. The nearest thing in English to the Italian double conso-
nant is the effect produced in two-word expressions such as ought to,
guess so, or sick cat. These have their counterparts in the Italian words
otto, messo, and seccare. Note that this is not really a doubling of the
sound as much as a prolonging of it. Before a double consonant (as in
canne), a stressed vowel is perceptibly shorter than before a single
consonant (as in cane). In the following discussion of the Italian con-
sonants, several words will be listed without phonetic spellings for
practice.

Like English b. Examples: barba, bianco, budéno, bambino, babbo,
sabbia, labbra.

The ¢ has two values. (1) Before e or i, it is soft, like ch [tf] in church.
Examples: cena, cénto, facile, Lécce, spicci, accénto. When the sound
of soft ¢ [t] occurs before a, o, or u, it is written ci (cid), and i is merely
a silent marker with no sound of its own. Example: bacio ['batfo]
(BaH'-TCHOH). (2) In all other positions, ¢ is hard, like ¢ in call [k].
Examples: caldo, cura, cléro, bocca, sacco, piccolo.

The ch occurs only before e or i, where it represents hard ¢ [k]. Exam-
ples: che [ke] (xaY); vecchio ['vek:jo] (VEHK'-KYOH).

Much like English d. Examples: dardo, duomo, candido, freddo, red-
dito, iddio.

Like English f. Examples: faccia, fiato, fiume, gufo, beffa, raffio,
soffiare.

The g has two values. (1) Before e or i, it is soft, like g in gem [d3].
Examples: génte, giro, pagina, legge, viaggi, suggéllo. When the
sound of soft g [d3] occurs before a, o, or u, it is written gi (gia), and
the i serves only as a silent marker with no value of its own. Example:
Giovanni [d30'vanti] (DGOH-VAHN'-NEE). (2) In all other positions, ex-
cept as described below, g is hard, like g in good [g]. Examples: gamba,
gondola, guerra, leggo, agganciare.

Occurs only before e or i, where it represents hard g [g]. Example:
ghiaccio ['gjatf:0] (GYAHTCH'-OH).
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Italian gli is like English lli in million. When another vowel follows, as it
usually does—in the next word in the case of the definite article gli
(the)—the i is a silent marker and represents no sound of its own.
Inside a word, the consonant sound is always double. Remember that
the g in gli has no value whatsoever, and that, when the word is
followed by another vowel, the i has no value. The entire sound, then,
becomes [I] plus [j]. Examples: figlio ['fil:jo] (FEE'-LYOH); paglia
['pal:ja] (PAH'-LYAH); pagliacci [pa'ljat:i] (PAH-LYAHCH'-CHEE); gli altri
[‘jaltri] (YAHL'-TREE).

Like English ny [n] in canyon (Spanish f). Inside a word the sound is
always double. Examples: signore [si'n:ore] (SEEN-NYO'-RAY); giugno
['dzuno] (JoON'-NYOH).

Except in the combinations ch and gh, h is the only superfluous letter
in Italian. In native words it occurs only at the beginning of four related
forms of the verb avere (have). The word hanno, then, is pronounced
exactly like the word anno ['an:o] (AHN'-NO).

The letter j is not regularly used in Italian, except as a substitute for the
letter i in proper names (Jacopo for lacopo) or in a final position as a
substitute for ii in plurals (studj for studii).

Can be pronounced like English /, though the Italians pronounce it
with the tongue flat and unraised in the back of the mouth. Examples:
lavoro, lieto, Italia, giallo, bella, nulla.

Like English m. Examples: miele, miisica, fame, mamma, gémma,
fiammiferi.

Like English n, including [n] (ng as in thing) where it precedes hard ¢
or hard g. Examples: nono ['nono] (NAw'-NoH); bianco ['bjagko]
(BYAHNG'-KOH); inglese [in'gleze] (ING-GLAYZ'-AY).

Much like English p. Examples: papa, prete, capo, doppio, zuppa,
appoggio.

The same as hard ¢ and always followed by u, which is always
sounded [w] as part of a diphthong. Examples: quadro, quindi,
dunque, quercia. When doubled, it appears as cq: acqua, nacque,
acquistare.

Where single r appears, it is manufactured with a single flip of the
tongue tip against the roof of the mouth. Where double r appears, it is
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a trill of the tongue tip, as with Spanish rr. Examples: Roma, rumore,
dramma, carro, burro, orrore.

In most positions, Italian s is pronounced like English s in sea. Exam-
ples: sole ['sole] (so'-LAY); sfida ['sfida] (SFEE'-DAH); rosso ['ros:o]
(ROHs'-soH). Before any of the voiced consonants, b, d, g, 1, m, n, r, or
v, the s is pronounced like z in zoo. Examples: sbaglio ['zbal:jo] (zBaH'-
LYOH); disdegno [di'zdenpo] (DEE-zZDAY'-NYOH); slancio ['zlantfo]
(zLAHN'-CHOH). Single s between vowels is pronounced either [s] or
[z], with [s] generally preferred in Tuscany and [z] elsewhere. Exam-
ples: casa, francese, cosa.

Before e or i, sc is pronounced [ {] like English sk in shoe. Inside a word,
it is pronounced double. Examples: scelto ['felto] (SHAYL'-TOH); pesce
['pef:e] (PaysH'-sHAY). When this sound occurs before a, o, or u, it
appears as sci. In this convention, the i is merely a silent marker and is
not pronounced. Examples: sciame [fame] (SHAH'-MAY); asciutto
[a'f:ut:o] (aHSH-sHOOT'-TOH). The spelling scie is the same as sce. In all
other positions, sc is pronounced like sk in ski. Examples: scale ['skale]
(SKAH'-LAY); tasca ['taska] (TAH'-SKAH).

The sch occurs only before e and i, where it represents s as in say plus
hard c as in come. Example: schiavo ['skjavo] (skyaH'-voH).

Much like English t. Examples: tésta, torto, triste, gatto, sétte,
prosciutto.

Like English v. Examples: vivo, Verona, vudto, bevve, ovvio, avviso.

Italian z is ambiguous, representing both [ts] like s in English cats and
[dz] like ds in beds. In the initial position, there is no firm rule for its
pronunciation. Examples: zélo ['dzelo] (pzEH'-LoH); zio ['tsio] (TSEE'-
oH). Internally, [ts] is general after r and 1: forza ['fortsa] (FAWR'-TSAH).
A single z between vowels is [ts]: azione [a'tsjone] (AH-TSYOH'-NAY).

Practice: Pronouncing Italian Words
Practice pronouncing the following Italian words:

Arcangelo Coreélli Il barbiere di Siviglia
Giovanni Pierluigi Palestrina La cenerentola
Ottorino Respighi L’Italiana in Algeri
Gioacchino Rossini Tosca

Doménico Scarlatti Chi vuole innamorarsi
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Giuseppe Tartini Il matrimonio segreto
Beniamino Gigli Le nozze di Figaro
Dusolina Giannini La finta giardiniera
Franco Ghione Cosi fan tutte
Giacomo Puccini La gioconda

French, like English, uses complicated spelling conventions including
numerous superfluous letters, sequences of letters representing single
sounds, several ways of writing one sound, and the use of one letter to
represent several sounds. But on the whole, French spelling is more
systematic than English, and with practice one can learn to read French
with an acceptable pronunciation.

French words, as well as entire phrases and sentences, have about
equal accent on each syllable up to the last one, which is a little more
heavily stressed. In the name of the French composer Debussy [dabysi]
(*),! the syllable -sy gets a slight extra stress if you pause or stop after it
but not if you do not. In the sentence Debussy est bien connu (Debussy
is well known), only the final sound of the phrase gets that extra bit of
stress: [dabysi £ bj€ ka'ny] (%).

French has three classes of vowel sounds: twelve oral vowels, four
nasal vowels, and three semivowels. Because a single speech sound
in French may have as many as six different spellings, the vowels,
nasal vowels, and semivowels will be grouped by sound rather than
alphabetically.

Many of the sample words include a sound somewhere between [o]
(oH) and [5] (aw). In IPA the symbol for this sound is [¢], but it is not
much used in French dictionaries, so there is little point in using it
here. Authoritative reference works use the symbol [5] to describe o
and au in école and Paul, even though the actual sound is probably
closer to [0]. To avoid confusion, sample words will be transcribed as
they are in standard reference works. As you become familiar with the
French language, you may want to modify conventional transcriptions
to suit your own standards of accuracy.

French u and German ii are both represented by the IPA symbol [y]. This sound does
not occur in English, and no combination of English letters can approximate it phoneti-
cally. An asterisk enclosed in parentheses (*) is used throughout to indicate words and
sounds that cannot be approximated with wire-service phonetics.
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French has a number of speech sounds that do not occur in English,
and each has been given an IPA symbol. Most of them are described
here, but two need early and special explanation. The French tend to
prolong a final 1 or r sound in an unvoiced, recessive manner. These
sounds are especially noticeable when the words they are in terminate
a phrase or are sounded separately. IPA invests each of them with a
small circle—[]], [r]—to distinguish them from other 1 and r sounds.
These symbols differ from the English syllabic consonant symbols [|]
and [r], and they sound quite unlike anything in the English language.
There is no satisfactory way of approximating these sounds in wire-

service phonetics, but you will find them represented in this book in
this manner.

WORD IPA WIRE SERVICE
siécle [sjek]] (SYEH-KL(UH))
mettre [metr] (MET-R(UH))
IPA DESCRIPTION FRENCH
SYMBOL  OF SOUND SPELLING  EXAMPLES
[a] Between a4 in father  a patte [pat] (PAHT)
and a in bat a déja [deza] (DAY-ZHAH)
[a] Like a in father a phase [faz] (FAHZ)
a pate [pat] (PAHT)
le] Like e in they but e parlez [parle] (PAR-LAY)
without the final é été [ete] (AY-TAY)
glide ai gai [ge] (GAY)
L] Like e in met e mettre [metr] (MET-R(UH))
é béte [bet] (BET)
e frére [frer] (FREHR)
ei neige [ne3] (NEHZH)
ai frais [fre] (FREH)
ai maitre [metr] (MET-R(UH))
[1] Like i in machine i ici [isi] (EE-SEE)
i ile [il] (EL)
y mystere [mister] (MEES-TAIR)
[o] Like o in hoe but 0 chose [[oz] (sHOZ)
the final glide to- 6 hétel [otel] (0-TEL)
ward an 00" au haute [ot] (0AT)
sound is omitted eau beauté [bote] (Bo-TAY)
[o] Like ou in bought o école [ekol] (AY-kAWL)
but shorter au Paul [pol] (pauL)



FOREIGN PRONUNCIATION

IPA
SYMBOL

[u]

ly]

(o]

[ce]

[a]

DESCRIPTION
OF SOUND

Much like u in rule

Pronounced with
the tongue as for
[i] but with the
lips rounded as
for [u]

Pronounced with
the tongue as for
[e] ("ay”) but
with the lips
rounded as for
[o] (”oh”)

Pronounced with
the tongue as for
[€] ("eh”) but
with the lips
rounded as for
[o] ("aw”

This is the schwa
vowel, a simple
uh” sound, like
the sound of g in
about. It occurs
mainly in pre-
final syllables.

FRENCH
SPELLING

ou

eu

EXAMPLES

vous [vu] (voo)

ou [u] (00)

cofiter [kute] (KkOoO-TAY)
lune [lyn] (*)

fliate [flyt] (*)

feu [fo] (*)
veeux [ve] (¥)

seul [scel] (*)
sceur [scer] (*)
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semaine [somen] (SUH-MEN)

neveu [nave] (*)

The [5], or "uh’” sound, occurs also in nine common little words

consisting solely of a consonant plus this vowel—namely ce, de, je, le,
me, ne, que, se, and te—most of which are always prefinal in a phrase,
as in je sais [39s€] (zHUH-sAY) and le roi [lorwa] (Lun-rwaH). If you
listen carefully to a French speaker, you may decide that the vowel
sound in each of these short words is closer to [ce] than to [3]. Despite
what your ears tell you, all standard French dictionaries transcribe
these words with the schwa. This practice will be followed here to
avoid confusion, but you should be careful not to give these words a
fully Americanized [5] (uH) sound.

At the end of many words, an extra e is written after one or another
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of these words. This so-called mute e has no effect on the pronuncia-
tion. Examples are épée [epe] (AY-PAY) and craie [kre] (KREH) or (KRAY).

Obviously, certain spellings fail to distinguish between pairs of
vowel sounds: a represents both [a] and [a]; e and ai represent both [e]
and [£]; o and au represent both [0] and [5]; eu and ceu represent both
le] and [ce]. Following consonants often give clues—for example, be-
fore r in the same syllable [¢], [o], [ce] always appear and never [e], (o],
[o]—but there are no sure rules. Fortunately, it does not matter too
much because the distinctions between two members of a given pair
are rarely important in conversation, and many educated speakers of
French do not scrupulously observe all of them.

In producing the nasalized vowels, which have no counterpart in
English, the breath passes through the mouth and nose simulta-
neously, giving a quality sharply and importantly distinct from that of
the oral vowels. There is no way to signify these sounds with wire-
service phonetics, so the pronunciation of words using nasalized vow-
els will be transcribed only in IPA symbols.

The nasalized vowels are the sounds that result when [a], [g], [3], or
[e] precedes m or n. In such constructions, m or n is not pronounced
as an entity. It serves only to indicate that the preceding vowel and
sound is nasalized.

IPA DESCRIPTION
SYMBOL  OF SOUND BEFORE M BEFORE N
[a] Nasalized [a] am chambre an avant
[Jaiby] laval
champagne francais
[fapan] [frase]
em tempel en entente
[tap]] [Gtat]
semblable pensée
[sablabl] [pase]
€] Nasalized [g] im simple in cinq
[s€pl] [s€k]
ym symphonie yn syntaxe
[s€foni] [s€teks]
aim faim ain bain
[fE] [b€]
eim Rheims ein peintre

[ré:s] [pEtr]
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IPA DESCRIPTION

SYMBOL  OF SOUND BEFORE M BEFORE N

[3] Nasalized [2] om sombre [s3br] on pont [p3]
rompu [r3py] bonbon [b3b3]

[ce] Nasalized [ce] um humble [é&b]] um lundi [Icedi]

Kenyon and Knott's Pronouncing Dictionary of American English substi-
tutes the symbol [£] for [€] and the symbol [5] for [3]. But most French
dictionaries follow the practice given here. You should be aware, how-
ever, that nasalized [¢] is actually closer in sound to nasalized [®] and
that nasalized [0] is actually closer to nasalized [o].

Certain combinations of French vowels or of vowels and consonants
combine to form new sounds as follows.

IPA DESCRIPTION FRENCH
SYMBOL  OF SOUND SPELLING  EXAMPLES
(5] Before the vowel, i hier [jer) (YEHR)
like English y in Pierrot [pjero] (PYEH-ROH)
yet i paien [paijé] (¥)
aieux [ayo]
y payer [pgje] (PEH-YAY)
yeux [jo] (*)
After the vowel, il travail [travayj]
like y in boy (TRAH-VAHYUH)
soleil [solalj] (SAW-LEHYUH)
ill ceil [eej] (%)

Marseille [marsgj]
(MAR-SEHYUH)
11 faillite [fajit] (FAH-YEET)
bouillon [buj3] (*)
fille [fij] (FEE-YUH)
sillon [sij3] (*)

Written ill is ambiguous, because it represents either the diphthong
[ij], as in the last two examples, or the sequence il, as in mille [mil]
(MEEL) or village [vilaz] (VEE-LAZH).

In the diphthong [j€], the nasal vowel is written en: ancien [asj€);
rien [rj€].
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IPA DESCRIPTION FRENCH
SYMBOL  OF SOUND SPELLING  EXAMPLES
[w] Like English w in ou oui [wi] (WEE)
win ouest [west] (WEST)

avouer [avwe] (AH-VWAY)

The diphthong [lwa] is written oi, as in loi [wa] (LwAH). When it is
followed by another diphthong beginning with [j], the letter y is used
between the diphthongs: foyer [fwaje] (FWAH-YAY); joyeux [3wajo]. The
diphthong [wg] is written oin, as in point [pw£], joindre [3w&dr].

[yl Pronounced with u suisse [syis] (*)
the tongue as for nuit [nyi] (*)
[5] but with the cuir [kyir] (*)

lips rounded as
for [w]; occurs
mainly before the
letter i

With a few exceptions, the French consonants do not represent as
many different sounds as the vowels do; for this reason, they have
been arranged alphabetically.

The French letters b, d, f, m, n, p, t, v, and z represent one sound
each and are pronounced much the same as in English. With some
exceptions treated separately, doubled consonant letters (nn, rr, tt)
have the same values as the corresponding singles.

Before e, i, or y or with the cedilla (¢) before any vowel, c is soft like
English c in city [s]. Examples: cent [sd] (*); grace [gras] (GRAHSS); cité
[site] (SEE-TAY); précis [presi] (PRAY-SEE); ¢a [sa] (sAH); requ {rasy] (*).
Before a, o, u, or a consonant, or in a final position, or when it is
without the cedilla, it is hard like English c in cat [k]. Examples: calme
[kalm] (kAHLM); encore [Gkor] (*); cri [kri] (XREE); siécle [sjek]] (SYEH-
KL(UH)); sec [sek] (seck). Double cc represents [ks] or simply [k], de-
pending on the following letter; thus accident [aksidd] (*) but accord
[akor] (A-KAWR).

Usually like English sh in shoe [f]. Examples: chapeau [fapo] (SHAH-
roH); Chopin [fop€] (*); riche [rif] (REesH); marché [marfe] (MAR-
SHAY). In a few newer words of Greek derivation, ch stands for hard c:
psychologie [psikolo3i] (PSEE-KAW-LAW-ZHEE) Or (PSEE-KOH-LOH-ZHEE).
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Before e, i, or y it is soft, like English z in azure (3] Examples: geste
[3est] (zHEST); mirage [mira3) (MEE-RAZH); agir [azir] (AH-ZHEER). The
combination ge, with mute €, represents soft English g before a or o.
Example: bourgeois [burzwa] (BOOR-zwaAH). Before other vowels or
consonants (other than n), g is hard like English g in gag [g]. Examples:
gargon [gars3) (*); gott [gu] (Goo); regle [reg]] (REG-L(UH)). The combi-
nation gu, with mute u, represents hard g before e, i, or y. Example:
vogue [vog] (vawg) or (voHg).

Much like English ny in canyon [n]. Note that this represents a different
sound from the similar (n]. Examples: Mignon [mip3) (*); Char-
lemagne [ Jarloman]) (SHAR-L(UH)-MAH-NY(UH)).

Except in ch and ph, this letter represents no sound at all. Examples:
histoire [istwar) (EES-TWAHR); honnéte [onet] (Aw-NET) or (OH-NET).
Between two vowels, however, h indicates that the vowels form sepa-
rate syllables rather than a diphthong. Example: envahir [@vair] (three
syllables, the nasalized “ah,” followed by “vah,” and completed with
“eer”).

Like English z in azure [3]; the same as French soft 8. Examples: jardin
[3ardg] (*); Lejeune [lozcen) ™.

Can be pronounced like English /, although the French pronounce it
with the tongue flat and not raised at the back. Examples: lache [laf]
(LaHsH); ville [vil) (VEEL—one syllable). At the end of a word, where 1
is pronounced separately, the French make | voiceless. The IPA symbol
for this is []]. Example: débacle [de'ba:k]] (DAY-BAHK-L(UH)).

The same as f. Example: philosophie [fil>z5fi) (FEE-LAW-ZAW-FEE) or
(FEE-LOH—ZOH-FEE).

Like English k. It is normally followed by u, which is always mute.
Examples: quatre (katr] (KAHT-R(UR)); cing [s€k] (*). The q is doubled
by writing cq, as in acquitter [akite] (AH-KEE-TAY).

Not like English r. It is pronounced by most speakers as a guttural
sound, with tightening and vibration in the region of the uvula. Exam-
ples: rose [roz] (ROSE); terre (ter] (TEHR). French r, when final after a
voiceless consonant, is frequently spoken with a voiceless sound that is
scarcely audible. IPA indicates this sound with the symbol [r]. The
closest approximation of it in wire-service phonetics is R(UH), with (un)
representing a very deemphasized “uh” sound. Example: Joffre [3>f7]
(zHAW-FR(UR)) or (zHOF-FR(UR)).
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Between vowels like English z in crazy [z]. Examples: désir [dezir] (DAY-
ZEER); raison [rez3] (*); Thérese [terez] (TAY-REZ). Single s in other
positions and double s always are like English s in sea [s]. Examples:
Seine [sen] (SEN); message [mesa3] (MEH-SAZH).

Before e, i, and y it is soft, like English sc in science. Example: descendre
[desadr] (*). Elsewhere, as [s] plus [k]. Example: escorte [eskort] (Es-
KAWRT) Or (ES-KORT).

Usually like English x in extra. Example: expliquer [eksplike] (Ex-PLEE-
KAY). An initial ex- before a vowel becomes [gz]. Example: exercise
[egzersis] (EGGZ-AIR-SEES).

Generally, consonants written at the ends of French words are not
sounded; examples are trop [tro] (TRoH); part [par] (PAR); voix [vwa]
(vwan); allez [ale] (AB-LAY). An almost complete exception is 1, as in
national [nasjonal] (NAH-SYAW-NAHL) or (NAH-SYOH-NAHL). Often ¢, f,
and r are sounded at the ends of words, as in chic [[ik] (SHEEK); chef
[fef] (sHEF); cher [fer] (sHAIR). When final r is preceded by e (er), the r
is usually silent and the vowel is like e in they [e]. Example: papier
[papje] (PAY-PYAY).

On the other hand, all the consonant sounds are pronounced at the
ends of the words when they are followed by mute e. Examples: place
[plas] (rLAHS); garage [gara3] (GAB-RAZH); rive gauche [riv gof] (REEVE-
GoasH). This includes m and n, which before final mute e have their
regular values and do not indicate that the preceding vowel is nasal.
Examples: aime [em] (EM); pleine [plen] (PLEN). Contrast these with
faim [f€] (f plus nasalized eh) and plein [pl€] (p! plus nasalized eh).

In all these cases, the addition of s (often the plural sign) after a
consonant plus or minus mute e has no effect on pronunciation. Thus
places is the same as place, parts is the same as part, and temps is the
same as temp. Likewise, the addition of nt (a plural sign in verbs) to a
word ending in mute e does not change anything—chantent and
chante both are pronounced [fat] (sh, as in shoe, plus the nasalized ah,
plus a final ¢#).

The French call it a liaison, or a linking, when the ordinarily silent
consonant at the end of a word is sounded before a word beginning
with a vowel sound. In liaison, d is pronounced [t], g is pronounced
[k], s and x are pronounced [z], and nasalized n is sometimes
denasalized. Examples: grand amour [grdtamur] (¥); sang impur
[sdképy:r] (*); les autres [lezoty] (LEH-ZOH-TR(UH)) or (LAY-ZOH-TR(UH));
deux hommes [deozom] (*); mon ami [monomi] (MOH-NAH-MEE).
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Practice: Pronouncing French Words
Practice pronouncing the following French words:

Georges Bizet Prosper Mérimée

Gabriel Fauré Marcel Proust

Camille Saint-Saéns L’enfant prodigue

Vincent d'Indy Danseuses del Delphes
Maurice Chevalier Jardins sous la pluie

Benoit Coquelin La demoiselle élue

Rachel Le chant des oiseaux

Guy de Maupassant Si mes vers avaient des ailes

The English spelling system contains a great many excess letters.
French resembles English in this respect, but German, like Spanish and
Italian, is economical in its spelling system, with every letter (or combi-
nation of letters, such as sch) usually representing one sound in the
pronunciation of a word.

German is actually easier to pronounce than it first appears to be.
Most long German words are simply combinations of stem words with
prefixes and suffixes. When you know how to identify these elements,
you know where to break each word into syllables, and then pronunci-
ation is quite simple. The formidable word Arbeitsgemeinschaft, for
example, is easily divided into Arbeits, gemein, and schaft by anyone
familiar with the way German words are put together. Also, all Ger-
man nouns are capitalized, which should help you identify parts of
speech, making for better interpretation of German titles and phrases.

Most German words are accented on the first syllable, as in stehen
['[te:an] (sHTAY'-N), though not when they begin with a prefix, as in
verstehen [fer'[te:on] (FER-SHTAY'-N). Words foreign to German are of-
ten accented on some syllable other than the first, to conform with
their native pronunciation: Philosophie [fi:lo:zo:'fi] (FEE-LOH-zOH-
FEE'). In compound words, the first component is usually accented:
Gétterdimmerung ['geetor,demoarup].?

*This word is impossible to represent with wire-service phonetics because of the unique
way Germans sound the syllable er at ends of words or word components. This sound is
transcribed [or] in IPA, but rendering it UHR or Ur would be misleading. In German
speech, the ”’r” sound is almost completely lost, and the unaccented “uh” [3] is nearly all
that remains. The sound is quite different from French [r], so the same wire-service
phonetics cannot be used. Throughout this section, German er will be transcribed
(uH(Rr)). Gotterdimmerung would then be (GUH(R)-TUH(R)-DEM-MER-RUNG).
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The German syllable en, when final in a word or word component, is
deemphasized so that it is nearly lost. The syllabic consonant [n] would
be a fair way of representing this sound in IPA, but all standard Ger-
man reference works transcribe it as [on]. Standard practice will be
followed for IPA transcriptions, but in wire-service phonetic equiva-
lents, N without a preceding vowel sound is given. Example: geben
[ge:ban] (GAYB'-N).

At the end of a word and when otherwise unaccented (as, for ex-
ample, when it appears in an unaccented prefix), the German letter e is
pronounced as the schwa vowel—that is, as an unaccented "“uh,” the
IPA symbol for which is [2]. Examples: sehe ['ze:2] (zAY'-UH); gesehen
[ga'ze:an] (GUH-ZAY'-N).

German has four classes of vowel sounds: seven short vowels, seven
long vowels, three diphthongs, and one special vowel that occurs only
unaccented. Like the French vowels, they will be arranged according to
sound rather than by their German spelling.

IPA DESCRIPTION GERMAN

SYMBOL  OF SOUND SPELLING  EXAMPLES

[a] Like English a in a Gast [gast] (GHAST)
father, but much fallen ['fulan] (FAHL'-N)
shorter e

(€] Like English e in e Bett [bet] (BET)
bet essen [esan] (ESs'-N)

The spelling & is a Gaste [gesta] (GUEST'-UH)

used for this fallt [felt] (FELT)

sound when the
basic form is a
[1] Like English i in hit i blind [blint] (BLIHNT)
Winter ['vintar]
(VIHN'-TUH(R))

(2] Like English au in o Kopf [kopf] (kawPF)
caught but much offen ['ofon] (AWF'-N)
shorter

[ce] Pronounced with 0 Kopfe ['keepfa] (*)
the tongue as for offnen ['cefnan] (*)

“eh” [€] but with
the lips rounded
as for "aw” [0]
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Like English u in u
put

Pronounced with i
the tongue as for
”ih”” [1] but with
the lips rounded
as for “00” [u]
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EXAMPLES

Busch [buf] (BusH)

Mutter [mutar]
(MUH'-TUH(R))

Biische ['by[a] (*)

Miitter ['mytor] (¥)

Note that the German spelling generally shows when an accented
vowel is short by writing two consonant letters or a double consonant
letter after it.

IPA
SYMBOL

[a]

le]

(il

[o]

(]

DESCRIPTION
OF SOUND

GERMAN
SPELLING

Like English a in a
father
ah
aa
Much like Englishe e
in they but with-  eh
out the final glide ee
When spelled d or &
ah, the pronun-
ciation usually is  dh
still "ay”’ [e]
Much like English i i
in machine
ih
ie
Like Englishow in o
blow but without

the final glide oh
00
Pronounced with o

the tongue as for  6h
"ay” [e] but with

the lips rounded

as for oh” (0]

EXAMPLES

ja [ja:] (van)

Grab [gra:p] (GRAHP)

Kahn [ka:n] (kAHN)

Staat [[ta:t] (SHTAHT)

geben [ge:bon] (GAYB'-N)

gehen [ge:on] (GAY'-N)

See [ze:] (zAY)

Graber ['gre:bor]
(GRAY'-BUH(R))

Kihne ['ke:na] (KAY'-NUH)

Schi [[i:] (SHE)

Lid [li:t] (LEET)

Thn [i:n] (EEN)

Lieder ['li:dor] (LEE'-DUH(R))
so [zo:] (zO)

oben ['o:ban] (0B'-N)

Lohn [lo:n] (LOAN)

Boot [bo:t] (BOAT)

Romer ['re:moar] (*)

Lohne ['le:na] (*)
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German
Diphthongs

CHAPTER 7
IPA DESCRIPTION GERMAN
SYMBOL  OF SOUND SPELLING  EXAMPLES
[u] Much like English u du [du:] (pOO)
u in rule Mut [mu:t] (MooOT)
[v] Pronounced with ] Brider [bry:dar] (*)
the tongue as for ih rithmen ['ry:moan] (*)

"’ee” [i] but lips
rounded as for
IIOOII [u]

Note that German spelling has four ways of showing that an accented
vowel is long. (1) The vowel is at the end of a word: ja, je, schi. (2) The
vowel is followed by only one consonant: Grab, haben, wen.
(3) The vowel is followed by an unpronounced h: Kahn, gehen, ihn.
(4) The vowel is written double: Staat, See, Boot. (The long i is never
doubled; ie is used as the lengthening sign, as in Lieder.) There are
relatively few words in which long vowels are not indicated in this
way. Two exceptions are Papst [pa:pst] (PaHPST) and Mond [mo:nt]
(MOANT).

The double dot over i, 6, and ii is called an umlaut. The old-
fashioned spellings for these umlaut vowels, ae, oe, and ue, still sur-
vive in a few names: Goebbels, Goethe, Huebner. You will also
encounter these spellings when a type font (as, for example, on the
wire-service machines) has no special umlaut letters. Typewriters
can simulate the umlaut with quotation marks, but wire-service ma-
chines cannot return, as a typewriter carriage can, to add the marks
after the letter has been transmitted.

IPA DESCRIPTION GERMAN
SYMBOL  OF SOUND SPELLING  EXAMPLES
[a1] Like English ai in ei Leid [lart] (LIGHT)
aisle Heine ['haina] (HIGH'-NUH)
ai Kaiser ['kaizar] (kY'-zZUH(R))
ey Meyer ['maiar] (MY'-UH(R))
ay Bayern ['baiarn] (BUY'-URN)
[au] Like English ou in au Haus [haus] (HOUSE)
house Glauben ['glauban]
(GLOUB'-N)
[o1] Like English oi in eu Leute ['Io1t3] (LOY'-TUH)
oil au Haiuser ['hotzar]

(HOU'-ZUH(R))
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German
Consonants

ch

chs

ck

dt

gn

As in English, but see “"German Voiced and Voiceless Consonants.”
Like English k. Rare in native German words.

In native German words, ch stands for two slightly different sounds.
(1) After back vowels (a, o, u, or au), it is a sound like the ch in the
Scottish word loch, in which the breath stream is forced through a
narrow opening between the back of the tongue and the soft palate.
The IPA symbol for this sound is [x], and wire services transcribe it as
either cH or kH. Examples: Bach [bax] (BAHkH); Buch [bu:x] (BOOKH).
(2) After front sounds, including the front vowels [i], [1], [€], and so on,
the sound is produced by forcing the breath stream through a narrow
channel between the front of the tongue and the hard palate. Many
Americans make this same sound (although considerably weaker) in
pronouncing the h of such words as hue, huge, and human. The IPA
symbol for this sound is [¢], but the symbol [x] has been accepted by
many authorities (including Kenyon and Knott) to represent both
sounds, and it will be used here. Examples: ich [ix] (1HkH); Miinchen
['mynxan] (*); Brauche ['broixa] (BROY'-kHUH); Béiche ['bexa] (BEKH'-
uH). In a few foreign words, ch stands for [k]: Charakter [ka'raktor]
(KUH-RAHKT'-TUH(R)).

Like English ks: wachsen ['vakson] (VAHKS'-N).

As in English: Stiick [Jtyk] (¥).

As in English, but see “German Voiced and Voiceless Consonants.”
Like English ¢: Stadt [Jtat] (SHTAHT).

As in English: fahl [fa:l] (FAHL).

As in English except as noted under “German Voiced and Voiceless
Consonants”” and when it appears in a final position as ig, where it
becomes the “ch” [x] sound; see ch. Example: hungrig {'huprix]
(HOONG'-RIHKH).

Both letters are sounded, as in the English name Agnes: Gnade
[‘gna:da] (GNAH'-DUH).

As in English, when it occurs initially in a word or at the beginning of
an element in a compounded word: Haus [haus] (HOusE); Rathaus
['rait,haus] (RAHT'-HOUSE). On the use of the unpronounced h as a
mark of vowel length, see "German Long Vowels.”

Like English y in youth: jung [jup] (YOONG).
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kn

ng

SS

sch

sp

st

th

CHAPTER 7

As in English.

Both letters are sounded, as in English acknowledge: Knabe ['kna:ba]
(KNAH'-BUH).

Can be pronounced like English [, although it is spoken with the
tongue flatter in the mouth.

As in English.
As in English.

Always like English ng [n] in singer and never like English ng plus g [ng]
in finger. Examples: singen ['zinan] (zING'-N); Hunger ['hupar] (HOONG'-
UH(R)).

As in English.

Occurs only in the combination qu, pronounced [kv]: Quelle ['kvela]
(KVEL'-LUH).

Pronounced with a slight guttural trill at the back of the tongue (al-
though some northern and western dialects use the front of the
tongue). On final er, see “German Short Vowels.”

Like English z: so [zo:] (z0); Rose ['ro:z2] (RoH'-zUH); but see ”"German
Voiced and Voiceless Consonants.”

As in English.
Like English sh in shoe: schon [fon] (sHOWN).

At the beginning of a word or as part of a compound, like English sh
plus p: springen ['[prinon] (SHPRING'-N); Zugspitze [tsu:k[p:ts3]
(tsook'-surITz-UH).?> Otherwise, like English s plus p: Wespe ['vesps]
(VES'-PUH).

At the beginning of a word or as part of a compound, like sh plus t:
Stiick [Jtyk] (*); Bleistift [‘blai'[tift] (BLY'-sHTIFT). Otherwise like
English st: Westen ['vestan] (VEST'-N).

As in English.

Always like t: Thomas ['to:mas] (TOE'-MAHS).

3Some northern dialects pronounce sp and st in these positions [sp] and [st], as in
English.
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tz

German Voiced
and Voiceless
Consonants

Like tz in Schlitz.

In German words, like English f: vier [fir] (FEAR); in foreign words, like
English v: November [no:'vembor] (NO-vEM'-BER); but see “German
Voiced and Voiceless Consonants.”

Always like English v: Wein [vain] (VINE).
As in English.
Always like English ts: zu [tsu] (T500).

German has five pairs of voiced-voiceless consonants—that is, conso-
nants produced in the same way except that the first of each pair is
pronounced with some vibration of the vocal folds whereas the second
of each pair is produced with the vocal folds open and not vibrating.
These pairs are: b-p, d-t, g-k, v-f, z-s. Voiced b, d, g, v, and z occur
chiefly before vowels. When they stand at the end of a word or part of
a compound, or before s or t, they are automatically replaced by the
corresponding voiceless sound, although the spelling is not changed.
This means that in these positions—finally or before s or t—the letters
b, d, g, v, and s stand for the sounds [p], [t], [k], [f], and [s], respec-
tively. Note the following examples.

Griber ['gre:boar] but das Grab [gra:p]

(GRAY'-BUH(R)) (GRAHP)

Réader ['re:dor] but das Rad [ra:t]
(RAY'-DUH(R)) (RAHT)

tragen ['tra:gan] but  du tragst [tre:kst]
(TRAHG'-N) (TRAYKST)

Motive [mo:'titva]  but  das Motiv [mo:'ti:f]
(MO-TEE'-VUH) (MO-TEEF')

lesen ['le:zan] but er las [la:s]
(LaYyz'-N) (LAHS)

Practice: Pronouncing German Words
Practice pronouncing the following German words:

Wolfgang Amadeus* Mozart
Franz Neubauer

Lebensgefahrlich
Dass sie hier gewesen!

4 Amadeus, being a Latin name, does not follow German rules of pronunciation.
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OTHER
LANGUAGES

CHAPTER 7
Die schone Miillerin Die Gotterddmmerung
Dietrich Buxtehude O frohliche Stunden
Schmiicke dich, o liebe Seele Ein’ feste Burg
Max Bruch Der fliegende Holldnder
Friihling tibers Jahr Die verklarte Nacht

Asian, Middle Eastern, African, and Eastern European nations are of
considerable importance in the world, thus news releases often feature
names of people and places and other words in the languages of those
regions. As an announcer, you must be prepared to read names and
other words from China, Japan, the USSR, and Israel, among others,
with acceptable pronunciation and intonation. At the same time, no
extensive rules for pronouncing these languages are given here. The
Chinese, Japanese, Hindustani, Arabic, Hebrew, and Russian lan-
guages use alphabets unfamiliar to most of us. When words from those
languages appear in newspapers or in broadcast copy, they have been
transliterated into the Latin (Roman) alphabet in some phoneticized
version of the foreign original. For example, the Russian name
PUMCKHIN-KOPCAKOB is meaningless and unpronounceable to
people not familiar with the Cyrillic alphabet, but when it is trans-
literated into Rimsky-Korsakov, no announcer needs to rely on Russian
rules to pronounce the name correctly. It would not be necessary to
learn the rules of French or Spanish pronunciation if we transcribed
Bizet as "’'Bee-zay’’ or if hombre were spelled in English-speaking coun-
tries as “ohm'-bray.” In transliterating words from non-Latin alpha-
bets, we do exactly such phoneticizing. Because we do not phonetically
transliterate Western European words, their spelling can confuse us if
we are not familiar with the appropriate rules of pronunciation.
Broadcast announcers conventionalize the pronunciation of non-
Western languages to a greater degree than those of Western Europe.
During his career in politics, Nikita Khrushchev was called kroos'-
CHAWF by American announcers. But the correct Russian pronuncia-
tion required a very different initial sound, one not possible to indicate
by wire-service phonetics and not easily reproduced by most Ameri-
cans. The initial sound of his name is represented by [x] in the Interna-
tional Phonetic Alphabet and is sounded as the final sound in German
ach or Scottish loch. In IPA, the name Khrushchev is represented as
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[xruf'tf>f]. When Mikhail Gorbachev became the leader of the Soviet
Union, broadcast announcers began saying his last name as GAWR'-
BUH-CHAWF, even though correct pronunciation places stress on the
last syllable, GAWR-BUH-CHAWF'. Americans apparently have been con-
ditioned to expect nearly correct pronunciation of Western European
words, but to settle for far less authentic pronunciation of languages
that do not use the Latin alphabet.

A few comments must be made about Chinese pronunciation. For
many years, American announcers were about as casually inaccurate in
the pronunciation of Chinese names and words as they were and are
about the pronunciation of Japanese or Russian words. Since 1979,
when the People’s Republic of China adopted the Pinyin system of
phonetic transcription, however, announcers have made serious ef-
forts to pronounce Chinese words with some degree of authenticity.
With the adoption of the Pinyin system, Peking became Beijing, Szech-
wan became Sichuan, and Sinkiang became Xinjiang. Former Chinese
leader Mao Tse-Tung became Mao Zedong, while Hua Kuo-feng became
Hua Guofeng. Most symbols used in the Pinyin system are easily mas-
tered: p, b, t, d, k, g, and {, for example, are pronounced as in English.
There are, at the same time, some surprises: as q represents the ch in
church, and x represents the sh in shoe. Sounds that may cause trouble
have been transcribed into wire-service phonetics and IPA symbols in
the following list.

PINYIN WIRE-SERVICE IPA
SYMBOL SYMBOL SYMBOL
h highly aspirated H [x]
(as in German ach)

q cH (as in chew) [tf]
X sH (as in she) (]
zh J (as in jump) [d3]
z Ds (as in reads) [dz]
C Ts (as in hats) (ts]
0 AW (as in saw) (0]
y Y (as in yet) ]

The complete Chinese Phonetic Alphabet (CPA) follows.



(1) Initials

CPA’ IPA
b (o) (b]
p (o) (p‘]
m (o) [m]
f (o) (f]
d (e) [d]
t (e) [t']
n (e) [n]
1(e) (1]
g (e) (]
k (e) (k]
h (e) [x]
j @ [d3]
q () (tS]
x () (]
zh (i) [d3]
ch (i) [t
sh (i) [f]
r (i) (3]
z (i) [dz]
c (i) [ts‘]
s (1) [s]
y () (i
w (u) (w]
(2) Finals

CPA IPA
a [a]
o [2]
e [u]
i (after z, ¢, s, lz,2]

zh, ch, sh, r)

CHAPTER 7

KEY WORDS

bay (de-voiced?)
pay

may

fair

day (de-voiced)
take

nay

lay

gay (de-voiced)
kay

hay

jeep (palatal®)
cheer (palatal)
she (palatal)
judge (retroflex,* de-voiced)
church (retroflex)
shirt (retroflex)
leisure (retroflex)
reads (de-voiced)
hats

say

yea

way

KEY WORDS

father
saw (approximately)
her (British)

!Saying the given sound plus the vowel in parentheses gives you the name of the letter.
Thus you will be able to say the ABCs in Chinese.

2 De-voiced means the vocal cords do not vibrate.

3 Palatal means the front of the tongue touches the hard palate.
*Retroflex means the tip of the tongue is slightly curled.
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CPA

i (elsewhere)
u

i’

er
ai

ei
ao
ou
an
en
ang
eng
ong
ia

ie
iao
iu
ian
in
iang
ing
iong

ua
uo
uai
ui
uan
un
uang
ue
iian’®
un

IPA
[i]

[u]
[yl

[ar]
[ai]
lei]
[au]
[ou]
[an]
[on]
lap]
[AD]
[up]
lia]
lie]
liau]
[iou]
lien]
[in]
[iap]
lin]
fiup]

[ua]
[ud]
[uai]
[uei]
[uan]
[uan]
[uan]
[ye]
[yan]
[yn]

207

KEY WORDS

see
rude
French tu,
German fiihlen
(i with rounded lips)
err (American)
eye
eight
now
oh
can (more open)
turn (British)
German Gang
sung
German Lunge
Malaysia
yes
yowl]
yoke
yen
in
young (approximately)
sing
German jiinger
(approximately)
guano
wall
wife
way
one (approximately)
went (approximately)
oo+ahng
ti+eh
i+an
German griin

SAfter j, q, x, y, the two dots above u are omitted.
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Memorization of the Pinyin symbols would be a confusing task be-
cause they differ from wire-service phonetic symbols. It might, there-
fore, be more practical to use the chart showing Pinyin symbols as the
basis of your own transliteration into wire-service phonetics, as in the
following examples. Note that each syllable gets equal stress.

Deng Xiaoping (DUNG SHAU-PING)
Mao Zedong (MAO DSUH-DUNG)
Hua Guofeng (HWAH GWA-FUNG)
Guangdong (GWUN-DUNG)
Beijing (BAY-JING)
Qinghai (TCHING-HY)
Zhejiang (JAY-JUNG)

It also should be noted that some radio and television stations con-
tinue to use the older system of transliteration—the Wade-Giles sys-
tem—so you should ask station management about local preference
before attempting to read copy with Chinese names and words.

Practice: Pronouncing Foreign Words

The practice material for this chapter is in two parts: news reports and
commercials featuring foreign words and names. Additional foreign
language pronunciation drill material may be found at the end of
Chapter 13, “Music Announcing.”

News Reports

(FRANKFURT, GERMANY) A GROUP OF ABOUT TWENTY-FIVE JEWS
SWARMED ON STAGE TO STOP THE PREMIERE OF A PLAY THEY
CALLED ANTI-SEMITIC. THE PLAY, “DER MUELL, DIE STADT, UND
DER TOD" (GARBAGE, THE CITY, AND DEATH) BY THE LATE
WRITER-MOVIE DIRECTOR RAINER WERNER FASSBINDER, WAS CAN-
CELED AFTER A 24-HOUR STANDOFF BETWEEN PROTESTERS AND AC-
TORS. MICHEL FRIEDMAN, A SPOKESPERSON FOR FRANKFURT'S JEW-
ISH COMMUNITY, SAID THAT THEY WOULD STAGE ANOTHER PROTEST

IF THE PLAY WERE RESCHEDULED. GUENTHER RUEHLE, THE FRANK-
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FURT THEATER'S CULTURAL DIRECTOR, SAID THAT THE THEATER

WILL STAGE THE PLAY NEXT WEEK, DESPITE THE PROTESTS.

(STOCKHOLM) THIS YEAR'S NOBEL PRIZE FOR LITERATURE HAS
BEEN AWARDED TO CLAUDE SIMON, A LEADING EXPONENT OF THE
FRENCH NOUVEAU ROMAN, OR “NEW NOVEL." SIMON, WHO IS LITTLE
KNOWN IN THE UNITED STATES, IS OFTEN COMPARED WITH WRITERS
NATHALIE SARRAUTE AND ALAIN ROBBE-GRILLET. THE TERM ""NEW
NOVEL, " HAS BEEN APPLIED TO A STYLE OF NOVEL THAT IGNORES
TRADITIONAL METHODS OF CONTINUOUS EXPOSITION. AMONG SI—
MON'S MOST HIGHLY REGARDED NOVELS ARE "LE TRICHEUR" (THE
TRICKSTER), “LE VENT" (THE WIND), “L'HERBE" (THE GRASS),
AND “LA ROUTE DES FLANDRES" (THE FLANDERS ROAD) . TWO OF
SIMON'S NOVELS DRAW UPON HIS EXPERIENCES IN THE SPANISH
CIVIL WAR AND WORLD WAR II. THESE ARE “LE PALACE" (THE

PALACE) AND “LES GEORGIQUES" (THE GEORGICS) .

(JERUSALEM) AFTER A BREAK OF EIGHTEEN YEARS, POLAND AND
ISRAEL ARE ABOUT TO RESUME DIPLOMATIC RELATIONS. NAHUM
BARNEA (NAH'-HOOM BAR-NAY'-UH), EDITOR OF THE ISRAELI NEWS
MAGAZINE KOTERIT RASHEET (KO-TER-EET' RAHSH-EET') SUGGESTED
THAT RUSSIA IS BEHIND THE MOVE. BOTH PUBLIC AND PRIVATE
MESSAGES HAVE BEEN EXCHANGED RECENTLY BETWEEN PRIME MINIS—
TERS SHIMON PERES (SEE-MOAN' PER'-ESS) AND MIKHAIL GOR—
BACHEV (MIK-EYE'-UL GAWR-BUH-CHAWF') OF THE SOVIET UNION.
FOLLOWING THIS EXCHANGE, ISRAELI FOREIGN MINISTER YITZHAK

SHAMIR (EETS'-AHK SHAH-MEER') MET WITH POLISH FOREIGN
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MINISTER, STEFAN OLSZOWSKI (STEF'-AHN OL-SHEF'-SKEE) AT
UNITED NATIONS HEADQUARTERS IN NEW YORK. THE POLES APPAR-
ENTLY BELIEVE THAT AMERICA WOULD BE MORE GENEROUS WITH

FOREIGN AID IF CLOSER TIES WERE ESTABLISHED WITH ISRAEL.

(NEW DELHI) INDIAN PRIME MINISTER RAJIV GANDHI (RAH'-JEEV
GAHN'-DEE) HAS REVEALED PLANS TO MEET WITH A NUMBER OF
WORLD LEADERS DURING HIS UPCOMING TRIP TO THE UNITED NA-
TIONS. FIRST ON GANDHI'S AGENDA IS PAKISTAN'S CHIEF OF
STATE, ZIA UL-HAQ (ZEE'-UH UHL-HAHK'). GANDHI IS SAID TO BE
CONCERNED OVER PAKISTAN'S NUCLEAR WEAPONS PROGRAM. INDIA'S
BORDER CONFLICTS WITH CHINA WILL BE DISCUSSED WITH CHINESE
PREMIER ZHAQ ZIYANG (DZAW TSIH-YAHNG'). IN ADDITION TO GAN-
DHI'S CONCERN WITH NUCLEAR WEAPONS DEVELOPMENT, HE SEEKS
AN END TO PAKISTAN'S ALLEGED ASSISTANCE TO SIKH (SEEK)
TERRORISTS OPERATING ACROSS THE BORDER FROM PUNJAB (PUN'-
JAB) STATE. FIGHTING HAS BEEN REPORTED IN THE INDO-PAKI-
STANI DISPUTE OVER THE SIACHIN (SAH-CHEEN') GLACIER IN
NORTHERN KASHMIR (KASH'-MEER). THIS AREA OVERLOOKS THE
KARAKORAM (KAH'-RUH-KAWR'-AM) HIGHWAY LINKING PAKISTAN AND

CHINA.

(UNITED NATIONS) UNITED NATIONS SECRETARY-GENERAL JAVIER
PEREZ DE CUELLAR (HAHV'-YAY PE-REZ' DAY KWAY-AR) IS HOLDING
MEETINGS DESIGNED TO END THE LONG-STANDING FEUD BETWEEN
GREEK AND TURKISH CYPRIOTS (SIP'-REE-UHTS). RAUF DENKTASH
(RAUF DENK'-TAHSH), LEADER OF CYPRUS' TURKISH COMMUNITY,

AND SPYROS KYPRIANOU (SPEE'-ROS KY-PREE-AHN'-00), GREEK
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SPOKESPERSON, HAVE MET WITH PEREZ DE CUELLAR TO PLAN AN

INDEPENDENT CONFEDERATED REPUBLIC.

(MEXICO CITY) A SHARP EARTHQUAKE RUMBLED ACROSS MEXICO
TODAY, CAUSING SOME DAMAGE IN MAJOR TOURIST RESORTS. HARD-
EST HIT WERE IXTAPA AND ZIHUATANEJO, WHERE SOME BUILDINGS
WERE DECLARED UNSAFE. APPARENTLY UNDAMAGED WERE THE RESORT
CITIES OF PUERTO VALLARTA, ACAPULCO, GUAYMAS, AND MAZAT-
LAN. GUADALAJARA, MEXICO'S SECOND LARGEST CITY, REPORTED
NO DAMAGE FROM THE TEMBLOR. THE STATES OF JALISCO,
MICHOACAN, AND COLIMA WERE PLACED ON ALERT FOR FEAR OF

AFTERSHOCKS .

(BONN) WEST GERMANY HAS IDENTIFIED WAR CRIMINAL ALOIS
BRUNNER IN DAMASCUS, SYRIA. WEST GERMAN SPOKESMAN HANS
JUERGEN HAS ASKED SYRIA TO EXTRADITE BRUNNER TO FACE
CHARGES OF SENDING OVER 120,000 JEWS TO NAZI DEATH CAMPS.
BRUNNER, A CLOSE ASSOCIATE OF ADOLF EICHMANN, IS REPORTED
TO BE WORKING AS A SECURITY OFFICER IN SYRIA. NAZI HUNTER
BEATE KLARSFELD CLAIMS THAT BRUNNER SENT AUSTRIAN, GERMAN,
FRENCH, SLOVAK, AND GREEK JEWS TO DEATH IN DACHAU, AUSCH-

WITZ, AND OTHER NAZI DEATH CAMPS.

(PARIS) THE GREATEST ART THEFT IN HISTORY WAS PULLED OFF
YESTERDAY IN PARIS. NINE PRICELESS PAINTINGS WERE TAKEN
OFF THE WALLS OF THE MARMOTTAN MUSEUM BY FIVE MEN BRAN-
DISHING REVOLVERS. VISITORS AND MUSEUM GUARDS WERE FORCED

TO LIE ON THE FLOOR, AND THE THIEVES REMOVED THE PAINT-
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INGS. AMONG THE WORKS TAKEN WERE "IMPRESSION SOLEIL LE-
VANT,'" BY CLAUDE MONET, A PAINTING THAT GAVE THE NAME TO
THE IMPRESSIONIST MOVEMENT. FOUR OTHER MONETS WERE TAKEN,
ALONG WITH TWO WORKS BY PIERRE AUGUSTE RENOIR, AND ONE BY
BERTHE MORISOT. MUSEUM CURATOR YVES BRAYER SAID THAT THE
WORKS TAKEN WERE PRICELESS. THE MUSEUM, WHICH IS LOCATED
NEAR THE BOIS DE BOULOGNE, HOUSES ONE OF THE MOST IMPOR-

TANT COLLECTIONS OF IMPRESSIONIST PAINTINGS IN THE WORLD.

(SAN SALVADOR) COLONEL OMAR NAPOLEON AVALOS, EL SAL-
VADOR'S CIVIL AVIATION CHIEF, WAS KIDNAPPED YESTERDAY BY
LEFTIST REBELS. GOVERNMENT SPOKESPERSON, LT. COLONEL CAR-
LOS AVILES, SAID THAT HE WAS TAKEN FROM HIS FARM IN CUS-
CATLAN PROVINCE BY TEN MEN CARRYING M-16 ASSAULT RIFLES.
AVALOS WAS IN CHARGE OF THE PRESIDENTIAL GUARD UNDER FOR-
MER PRESIDENT ALVARO MAGANA, AND STAYED ON UNDER PRESIDENT

JOSE NAPOLEON DUARTE TO HEAD THE CIVIL AVIATION AGENCY.

(BONN) THE RECENT DISCOVERY OF TEN EAST GERMAN SPIES
WORKING IN WEST GERMAN GOVERNMENT OFFICES HAS NOT PUT A
DAMPER ON RELATIONS BETWEEN THE TWO GERMANIES. BOTH CON-
SERVATIVE FRANZ JOSEF STRAUSS AND LIBERAL WILLY BRANDT RE-
FUSED TO CANCEL THEIR TRIPS TO EAST GERMANY. CHANCELLOR
HELMUT KOHL TOLD THE BUNDESTAG THAT RELATIONS BETWEEN THE
TWO GERMANIES WERE "CONSIDERABLY IMPROVED,' AND IMPLIED
THAT NOTHING WOULD BE ALLOWED TO RETARD THE PROGRESS BEING
MADE TOWARD RECONCILIATION. “DEUTSCHLAND-POLITIK"--THE

POLICY FOR IMPROVING RELATIONS--WAS THE CREATION OF WILLY



FOREIGN PRONUNCIATION 213

BRANDT, BUT HAS BEEN STRENGTHENED BY MORE RECENT CHANCEL-
LORS. RELATIONS CONTINUE TO IMPROVE. EAST GERMAN PREMIER,
ERICH HONECKER, IS EXPECTED TO MAKE AN UNPRECEDENTED VISIT

TO BONN NEXT YEAR.

(FORSYTH, GEORGIA) ANDRES GRUENTZIG, WHO REVOLUTIONIZED
THE TREATMENT OF HEART DISEASE, DIED YESTERDAY IN A PLANE
CRASH. GRUENTZIG, WHO WAS FORTY-SIX, WAS KILLED WHILE FLY-
ING TO ATLANTA FROM ST. SIMONS ISLAND. GRUENTZIG, WHO DE-
VELOPED THE “BALLOON" TECHNIQUE TO CLEAR FATTY DEPOSITS
FROM THE HEART, WAS BORN IN DRESDEN, NOW EAST GERMANY. HE
WAS AWARDED AUTOMATIC U.S. CITIZENSHIP IN 1980. HIS BAL-
LOON TECHNIQUE, ALSO KNOW AS PERCUTANEOUS TRANSLUMINAL
CORONARY ANGIOPLASTY, WAS DEVELOPED WHILE HE WORKED AT THE

UNIVERSITAT POLICLINIC HOSPITAL IN ZURICH, SWITZERLAND.

(LIMA, PERU) REPORTS REACHING LIMA YESTERDAY CLAIMED THAT
FIFTY-NINE PEOPLE IN TWO VILLAGES WERE SHOT OR STABBED TO
DEATH BY PERUVIAN SOLDIERS LAST MONTH. NEMESIO GUTIERREZ,
WHO CLAIMED TO BE AN EYEWITNESS, SAID THAT THE MASSACRE
WAS CARRIED OUT IN THE VILLAGES OF BELLAVISTA AND UMARO.
IF CONFIRMED, IT WOULD BE THE SECOND MASSACRE OF PEASANTS
BY PERUVIAN SOLDIERS SINCE ALAN GARCIA WAS INAUGURATED
PRESIDENT IN JULY. THE PERUVIAN ARMY HAS BEEN FIGHTING THE
MAOIST SENDERO LUMINOSO GUERRILLAS. IN AN UNRELATED DEVEL-
OPMENT, THE GOVERNMENT CLAIMED THAT FIFTY-ONE SENDERO

LUMINOSO REBELS SURRENDERED SATURDAY IN AYACUCHO.
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CHAPTER 7

(ROME) ITALY HAS A NEW GOVERNMENT TODAY. PRIME MINISTER-
DESIGNATE BETTINO CRAXI HAS REPORTED TO PRESIDENT
FRANCESCO COSSIGA THAT HIS CABINET IS NOW COMPLETE.
GIOVANNI SPADOLINI, FORMER DEFENSE MINISTER, WAS THE LAST
HOLDOUT IN FORMING THE NEW GOVERNMENT. IT IS SAID THAT A
WRITTEN AGREEMENT BETWEEN CRAXI AND REPUBLICAN PARTY
LEADER SPADOLINI WAS WORKED OUT BY CRAXI'S TOP ADVISOR,

ANTONIO BALDINI. THE AGREEMENT GUARANTEES INCREASED CON-

SULTATION BY THE MINORITY PARTY OF GIOVANNI SPADOLINI.

(NEW YORK) CELLIST MSTISLAV ROSTROPOVICH (MISS-TEE'-SLAHV
RAHS-TRAH-P0O'-VICH) WAS PRESENTED WITH A MAJOR AWARD IN NEW
YORK LAST NIGHT. ROSTROPOVICH, WHO SHELTERED SOVIET DISSI-
DENT AUTHOR ALEXANDER SOLZHENITSYN (SOL-ZHEN-EET'-SUN),

WAS THE RECIPIENT OF THE ALBERT SCHWEITZER MUSIC AWARD.
THE CREO SOCIETY CITED ROSTROPOVICH AND HIS WIFE, SOPRANO
GALINA VISHNEVSKAYA (GAH-LEEN'-UH VISH-NEV-SKY'-UH), FOR
THE POLITICALLY DANGEROUS BUT HUMANITARIAN GESTURE IN
SHELTERING SOLZHENITSYN. THE AWARD WAS PRESENTED BY RHENA

SCHWEITZER-MILLER, THE ONLY CHILD OF ALBERT SCHWEITZER.

Commercials

Cafe L'Europa

60 seconds

When you think of good food, you probably think of Paris,
Copenhagen, or Rome. But, now, right here in the center of

America, you can find the best of European and Asian
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cuisine at a price that will surprise you. The CAFE
L'EUROPA, on Highway 40 at White's Road, is under the
supervision of Chef Aristide Framboise. Chef Framboise

earned his Cordon Bleu at the famous Ecole des Quatre

Gourmandes in Cannes, France. The Chef's staff of European
and Asian cooks have been personally trained for the
exacting work of pleasing you, regardless of your culinary

preferences. Whether you like poulet sauté marseillais or

gedampfte Brust, spaghetti all' amatricianna or calamares

en su tinta, you'll thrill to your candlelight dinner at
CAFE L'EUROPA. Dial 777-3434, and ask our Maitre D' for a
reservation soon. That's 777-3434, the CAFE L'EUROPA, at

White's Road on Highway 40.

Pronunciation guide.

Aristide Framboise (AR-EES-TEED FRAM-BWAH)

Ecole des Quatre Gourmandes (AY-KOHL DAY KAT GOOR-MAHND)

poulet sauté marseillais (POO-LAY SO-TAY MAHR-SAY-AY)

gedampfte Brust (GEH-DEMFT'-UH BRUST)

spaghetti all'amatricianna (SPAH-GET'-EE AL AHM-AH-
TREECH-YAH'-NAH)

calamares en su tinta (KAHL-AH-MAHR'-EES EN SU TEEN'-TAH)

Maitre D' (MET'-RUH DEE)

CLIENT:

LENGTH:

ANNCR:

Cafe L'Europa

60 seconds

How long since you've enjoyed a special evening of your

own creation? Not a birthday. Not an anniversary. Not a
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holiday. But an evening you've set aside to tell that
special someone, "I appreciate you!"™ The CAFE L'EUROPA is
the perfect restaurant for this and all other very special
celebrations. The CAFE L'EUROPA features delicacies

from around the world. Sukiyaki from Japan. Nasi

Goereng from Indonesia. European cuisine includes Pfan—
nekoeken from Holland, Cochifrito from Spain, and
Ratatouille from France. Or, perhaps you'd prefer an En-
glish Rarebit or German Sauerbrauten. Whatever your taste,
you're sure to enjoy candlelight dining at CAFE L'EUROPA.
Make a date now, and call our Maitre D' for a dinner
reservation. Dial 777-3434, and prepare yourself for an
unforgettable evening of dining at the CAFE L'EUROPA. Your

significant other will appreciate your thought fulness.

Pronunciation guide.

Sukiyaki (SKEE-AHK'-EE)
Pfannekoeken (PFAHN'-KUK-UN)
Ratatouille (RAT-UH-TOQ'-EE)
Nasi Goereng (NAZ'-EE GEHR'-ING)
Cochifrito (COACH-EE-FREE'-TOE)

Sauerbraten (SOUR'-BRAHT-UN)

CLIENT:

LENGTH:

ANNCR:

Kuyumjian's Rug Bazaar

60 seconds

Kuyumjian's has just received a large shipment of new and
used oriental rugs which must be sold at once. These rugs

are being sold to settle tax liens against a major import
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firm. So, their misfortune is your gain. Here is your
chance to own a genuine oriental rug at a fraction of its
regular cost. Gulistan, Kerman, Sarouk, Shiraz, and
Baktiary rugs at unheard-of prices. Time does not permit a
complete listing, but here are a few specials: a
five-by—seven Faridombeh rug in antique gold, only $288. A
three-by-five Feraghan in ivory and pistachio, just $375.
An extra-large, nine-by—fourteen virgin wool Ispahan
ivory, $1,000. Small Yezd, Oushak, and Belouj scatter rugs
at less than $100. All sizes are approximate, and
quantities of each style are limited. Visit Kuyumjian's
this week, and become the proud owner of an original,
hand-woven, virgin wool oriental rug. Kuyumjian's Rug

Bazaar, on the downtown mall opposite the State Theater.

Pronunciation guide.

Kuyumjian's (KY-0OM'-JUNZ)
Gulistan (GOO'-LIS—TAHN)
Kerman (KEHR'-MAHN)

Sarouk {SAH-ROUK')

Shiraz (SHEE'-RAHZ)
Baktiary (BAHK-TEE-AR'-EE)
Faridombeh (FAHR-EE-DOME'-BAY)
Feraghan (FEHR-AH-GAHN')
Ispahan (EES'-PAH-HAHN)
Yezd (YEZD)

Oushak (00'-SHAHK)

Belouj (BELL-00DG')
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CLIENT:

LENGTH:

ANNCR:

Hough's House of Fabrics

60 seconds

Hough's House of Fabrics announces its annual spring
fashion yardage sale. Beginning this Thursday and running
for one full week, you can save dollars while you pre-—
pare for a colorful spring and summer. Synthetic fabrics
that never need ironing, in a variety of textures and
patterns——appliqué puff, crépe de chine, etched peau di
luna, your choice, only $2.49 a yard. Or look for
summertime sheers——batiste, voile, or crushed crepe, at
just $1.09 a yard. Hough's has a complete collection of
dazzling Hawaiian prints, too. Wahini poplin, Kahului
broadcloth, or Niihau jacquard weave——with prices ranging
from 99¢ to $2.89 a yard. And, yes, Hough's has patterns,
notions, and everything else you need to create your
wardrobe for the coming season. So, why don't you save
money and get started on your own versatile and original
spring and summer wardrobe right now? Remember, Hough's
House of Fabrics, in the Northfield Shopping Center, just
out of town on Marsh Road. That's Hough's——on Marsh Road.

Sale ends a week from Thursday.

Pronunciation guide.

Hough's (HUFFS)
appliqué puff (AP-LIH-KAY' PUFF)
crepe de chine (KREP DUH-SHEEN')

peau di luna (PO DEE LUN-UH)
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batiste (BA-TEEST')

voile (VOIL)

crepe (KRAYP)

Wahini (WAH-HEE'-NEE)
Kahului (KAH-HOO-LOO'-EE)

Niihau jacquard (NEE-EE-HOW' JUH-KARD')
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AMERICAN ENGLISH

USAGE

To be an announcer is to be a user of words. It follows that every
serious student of announcing will undertake a systematic study of
American English. This means engaging in several different but related
studies. It means making a lifelong habit of consulting dictionaries. It
means becoming sensitized to nuances of language and striving to find
the precise, rather than the approximate, word. It means changing
your vocabulary as changes in our language occur. It means cultivating
and practicing the art of plain talk. And it means perfecting both Amer-
ican English pronounciation and foreign pronunciation. Chapter 6 dis-
cusses vowel and diphthong distortion. Appendix B provides a list of
frequently mispronounced words. Chapter 7 reviews the principles of
pronunciation of some of the major languages of the world. Chapter 8
examines American English usage from the standpoint of the broadcast
announcer and discusses our changing language.

Top professional announcers use words with precision and manage
to sound conversational while honoring the rules of grammar. Unfor-
tunately, some broadcast announcers are not perfect, and listeners and
viewers suffer daily from a variety of errors in usage. During a ran-
domly chosen two-week period, the following mistakes were made by
announcers at local and network levels:

""The French farmers have thrown up barrages across the major high-
ways leading out of Paris.” The announcer meant barricades, not
barrages.

"The deputy sheriffs are still out on strike, and it doesn’t look like
they’ll be back to work before long.” “Soon’” would be acceptable in
place of “before long.”

"General

, who last year authored an unsuccessful coup . . . ”’
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AGE REFERENTS

Author is a noun, not a transitive verb, but even if it were, it is
doubtful that the announcer meant that the general “wrote’” an un-
successful coup.

"'The fishing boat was loaded to the gills.” Fish may possibly be loaded
to the gills, but boats are loaded to the gunwales.

’The little girl was found in the company of an unidentified man.”
Does the announcer mean that the man’s identity was unknown or
that his identity was not disclosed?

The secretary of state reportedly will visit South America late this
summer.”” There are many kinds of visits—long visits, brief visits,
surreptitious visits—but no one can make a reported visit. The an-
nouncer meant it is reported that the secretary of state . . .”

Three kids died when their house slid down a hill during the storm.”
”’Kids" is slang, and is acceptable under some circumstances, but not
when reporting a tragedy.

"’ After being surrounded by the policemen, the suspect came out with
his hands up.” The term policemen has been replaced by police officers
by the U.S. Department of Labor.

"’Firefighters rescued an elderly Oriental man . . .”” The term Oriental is
offensive to most persons of Asian ancestry and should be avoided.

“The government of Kenya is making a serious effort to eliminate
poaching in its national parks.”” The announcer said KEeN'-YUH. The
citizens of this nation call it KEN'-YUH, and consider KEEN'-YUH an
unwelcome reminder of colonial days.

News reporters, interviewers, commentators, disc jockeys, talk
show hosts and hostesses, sportscasters, and weather, environmental,
and consumer reporters must frame their own thoughts into words
and must choose those words well and pronounce them correctly. To
do this, they must be proficient with their language. The sections that
follow cover a portion of the territory that is the province of profes-
sional announcers.

It is as offensive to a young adult to be called a boy or a girl, asitistoa
middle-aged person to be called elderly. Announcers must be sensitive
to the feelings of those described by age category and of listeners and
viewers who may object to the age classifications.
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d/( / Child any person between birth and puberty (approximately 12 or 13)

CHAPTER 8

Age is, of course, not always an appropriate referent. To report that
a musician triumphed at a concert, it is not necessary to give that
musician’s age—unless the musician was extremely young or very old.
On the other hand, in a reported death of a well-known person, age is
a legitimate item of information. When the age of a person is known,
and when age is of some significance (as with athletes, prodigies, or
people who have reached an unusual age, such as 100), give the correct
age and avoid using an age category.

At times, it is appropriate to state that a given person is within a
recognized age group. When this occurs, let the following criteria

guideyou: —

—

Boy or girl a person of the appropriate sex who has not yet reached
puberty

Young and youth when used collectively, persons between puberty
and legal age (approximately 13-18)

‘;C’ Youth when singular, a young person between puberty and legal age

Young adult a person of either sex, between the ages of 18 and 25
Juvenile between the ages of 13 and 18

Adolescent approximately 12-16

Teen-ager 13-19, inclusive

Man or woman any person over the age of 18

Adult any person over the age of 18

Middle-aged approximately age 40 to age 65

Elderly past late middle-age (above 70)

Old a person of advanced years (above 75)

Senior a person beyond retirement age (usually above 70)

Elderly people are often referred to as senior citizens, but many do not
like the term. Seniors is somewhat more acceptable, though there al-
ways will be some individuals who resent being classified by an age
category.

The term kid, for a young person, is sometimes acceptable and at
other times in poor taste. We are safe when speaking of our kid sister,
or in saying, “Your kids will love this!” When we become narrower in
our focus and speak of a specific person, we run the risk of provoking

_,/
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JARGON AND
VOGUE WORDS

"

general, slang words, or words that seem flippant, are never appro
ate when reporting a tragedy.

Every profession and social group has a private or semiprivate vocabu-
lary. From time to time, words or phrases from such groups enter the
mainstream of public communication. It is useful and enriching when
expressions such as inner city, Gestalt therapy, or skinny-dip are added to
the general vocabulary. But as an announcer, you should guard against
picking up and overusing expressions that are trite, precious, deliber-
ately distorting, or pretentious. Here are a few recent vogue words
with some very frank (and slightly cynical) translations.

From the military:
Deescalate To give up on a lost war /
Balance of power A dangerous stand-off

Nuclear deterrent  The means by which war can be deterred when an- |
tagonistic nations possess enough nuclear weapons to destroy the /
world

Preemptive strike  First attack
Debrief  To ask questions of someone K
f ] ﬁ( g_?’t? ré

\
From ’ nt: Q%Op\ Z\ r’a
government: ;
At home and abroad Everywhere W
Nonproliferation Monopolization of nuclear weapons '
Disadvantaged Poor people

Department of Human Resources Development  The unemployment office /

Decriminalize To make legal ’QO\"‘Q“ Q(&%'?

From academe:

Operant conditioning Learning by trial and error
Quantum leap A breakthrough

Deaestheticize  To take the beauty out of art
Dishabituate To break a bad habit
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Dehire To fire someone ~
Microencapsulate  To put in a small capsule

Found art Someone else’s junk

Megastructure A large building \)

Pass-fail grading system A reduction of the five-point grading scale tf
two points in the name of improved evaluation of student work \

A few other words that should be used precisely and sparingly, if at all\
are rhetoric when meaning “empty and angry talk,” charisma, relevant,
obviate, facility when meaning a building, viable, and meaningful. Vogue
phrases that have already become clichés should be avoided; some of}
these are a can of worms, a breakdown in communication, and generation \
gap.

Tacking -wise onto nouns in awkward ways is possibly one of the
most offensive speech habits that has arisen in the past several years. |
Familiar examples of this are: Culturewise, the people are
Foodwise, your best buy is ,"" and “National securitywise, we |
should " Outrages against American English are perpetrated by
people who have found such habits an effortless means of avoiding
proper sentence construction. The suffix -wise does, of course, have a
proper use in words such as lengthwise, sidewise, and counterclockwise,
but the authority of these words does not sanction an indiscriminate
tacking of suffixes onto words with results that sound trite, silly, or
camp.

Three particularly contagious vogue words that seem to strike their
victims as a team are like, man, and y’know. The following example is
not an exaggeration:

rr
’

"Like, man, y’know, it’s lousy man. Like, here I am, man, y’know,
looking for a house, and, like this guy comes up to me, y’know, and
like he says, ‘"Hey, man, like what're you doing here?” y’know.”

e —— e
e

Boring and-ineffective-speech-is ot the Sxclusive property of any par-
ticular ethnic or social group. Contagious fashions spread alarmingly
through our society. Obviously such words replace uh and other an-
noying affectations in the speech of many who find a need for ver-
balized pauses to compensate for lack of fluency. Awareness of your
speech patterns, together with an adequate vocabulary, should help
you eliminate most vogue words from your speech.
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REDUNDANCIES To be redundant is to be repetitive. At times, as in a commercial, redun-
dancy may be useful in driving home a point or a product advantage.
At most other times, redundancy may be seen as needlessly repetitive.
Close proximity is redundant because close and proximity (or proximate)
mean the same thing. A necessary requisite is redundant because requisite
contains the meaning of necessary. Spoken English is plagued with
needless redundancy, and constant watchfulness is required to avoid
contamination. Here are some redundancies heard far too often on
radio and television:

Knots per hour A knot is a nautical mile per hour, so per hour is
redundant.

Abundant wealth Wealth means having a great amount.
More preferable Use this only if you are comparing two preferences.
Totally annihilated  Annihilate means to destroy totally.

Still remains If something remains, it must be there still.

§ True facts There can be no untrue facts.
AN Divide up Up is superfluous.

Hallowe’en Evening Hallowe’en includes evening in an abbreviated form.

Sierra Nevada Mountains Sierra means rugged mountains.

>
K
N Sahara Desert Sahara means desert.
'&( Serious crisis It is not a crisis unless it has already become serious.
Cooperate together To cooperate means that two or more work together.
O o
N Completely surround, completely abandon, completely eliminate To sur-
'S
f
\J

round, to abandon, and to eliminate are to do these respective things
completely.

Joint partnership Partnership includes the concept of joint.

End up, finish up, rest up, pay up, settle up All are burdened by the
unnecessary ups.

General consensus Consensus means general agreement.

Universal panacea Panacea means a cure-all and is automatically
universal.

Habitual custom Custom and habit mean the same thing.

Both alike, both at once, both equal ~ Both means two, and alike, at once, and
equal all imply some kind of duality.
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Important essentials To be essential is to be important

Equally 8 expensive 1f something costs what another does, then inevi-
tably their costs are equal. (The correct form is equally expensive or as
expensive.)

An old pntigue There can be no such thing as a new antique.
N Q/Novel innovation  To be innovative is to be novel.
N\ Visible[to the eyes There is no other way a thing can be visible.
\9 Exchanged with each other An exchange is necessary between one and

S
&
Q(BE I thought to myself Telepathy aside, there is no one else one can think

NN some other.
J
VR to
ﬁ) < That person set a new record All records are new when they are set.
Most unique, most perfect A thing is unique or perfect or not. There are
no degrees of either.
Develop a keen ear for redundancies. Recognizing errors in usage is
the first step toward avoiding them in your own speech.
CLICHES A cliché is an overused expression or idea. Most popular clichés once

were innovative and effective. They became clichés by being overused
and, in most instances, misapplied by people who were no longer
aware of their original meanings. Many who use the cliché as rich as
Croesus have no idea who Croesus was or the degree of his wealth.
Similarly, the expression as slow as molasses is used by many who have
never seen or used molasses. Good use of our language demands that
we think before we fall back on the first cliché to enter our minds. A
few commonly heard clichés are:

As sharp as a tack

Quick as a flash, quick as a wink
Dead as a doornail

Dry as a bone

Mad as a hatter, mad as a March hare
Fresh as a daisy

Bright as a button
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Sure as rain

As certain as death and taxes
Quiet as a grave, quiet as a tomb
As coarse as gravel

As common as dirt

As cool as a cucumber

As hungry as a bear

As new as tomorrow

The similes listed here and dozens more like them have simply worn
out their effectiveness by endless repetition. Good broadcast speech is
not measured by our ability to make new and more effective images,
but from time to time creative metaphorical expression can make for
memorable communication. See what a little thought and time can do
to help you use your language creatively. How would you complete
the following similes to make novel and effective images?

As anxious as . . .
As awkward as . . .
As barren as . . .
As deceptive as . . .
As desirable as . . .
As friendly as . . .
As quiet as . . .

As strange as . . .

In addition to dead metaphoric language, many words and phrases
have become hackneyed by overuse. Sportscasters and reporters seem
especially vulnerable to clichés. Here are a few examples of tired
language:

In tonight’s action

Qver in the NBA, over in the American League Why over? Why not sim-
ply in the NBA?

All the action is under the lights
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He was in complete charge s there such a thing as being in incomplete
charge?

Off to a running start

Odds-on favorite ~
Off to a shaky start QA
Sparked the win \P/
Suffered a sixth setback >

Raised the record to C)e

Went the distance

Is the leading candidate

Not all familiar sports expressions are to be thought of as clichés.
Some clear, direct, and uncomplicated expressions that can hardly be
improved on are loaded the bases, gave up a walk (although yielded a walk
borders on the unacceptable), got the hat trick, finished within one stroke
of, knocked out of the tournament, lost the decision. Be wary of time-worn
sports clichés, but do not be afraid to use common expressions if you
are not able to improve on them.

Many clichés can be heard on daily newscasts. If you aspire to a
career as a news reporter or newscaster, you should make a careful and
constant study of words that have become meaningless. A few choice
examples follow:

Has branded as ridiculous Why branded as? Why not called?
A shroud of secrecy

Deem it advisable

Was held in abeyance

Informed sources at the White House
Has earmarked several million dollars
Augurs well

In no uncertain terms

Tantamount to election

The depths of despair

A flurry of activity
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One cliché of the newsroom deserves special attention: pending
notification of the next of kin is a stilted and clumsy way of saying "until
the relatives have been notified.”

Many speakers and writers use clichés without knowing their pre-
cise meaning. In doing so, it is easy to fall into error. The expressions
jerry-built and jury-rigged sometimes become "jerry-rigged” and “‘jury-
built” when used by people unaware that the first expression means
“shoddily built” and the second is a nautical expression meaning
"“rigged for emergency use.”

It is also important to be aware of incorrect literary expressions to
avoid mistaken allusions such as these:

“Far from the maddening crowd” is the incorrect version of “‘far from
the madding crowd’s ignobie strife,” which is from Thomas Gray’s
"“Elegy Written in a Country Churchyard.”

The clause “’suffer, little children,”” or ’suffer the little children” has
been used recently to mean "let the little children suffer.” The origi-
nal expression is in the King James version of Mark 10:14 as *’Suffer
the little children to come unto me.” In its context, suffer means
"allow’’: "’Allow the little children to come unto me.”

"Alas, poor Yorick. I knew him well.” This is both corrupt and incom-
plete. The line from Hamlet, Act V, scene i, lines 184-85, reads:
"’Alas, poor Yorick! I knew him, Horatio: a fellow of infinite jest.”

The misquotation “Music hath charms to soothe the savage beast” is a
not-very-elegant version of a line from a play, The Mourning Bride by
William Congreve, and the original version is, “Music hath charms
to soothe the savage breast.”

The all-too-familiar question “Wherefore art thou Romeo?”’ is consis-
tently misused by people who think that wherefore means ““where.”
The question asks “Why are you Romeo?” not “Where are you,
Romeo?”

"Pride goeth before a fall”” is actually, in King James Proverbs 16:18,
"Pride goeth before destruction, and a haughty spirit before a fall.”

”A little knowledge is a dangerous thing” is close, but not close
enough, to what Alexander Pope actually wrote: "’A little learning is
a dangerous thing.”
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"It takes a heap o’ livin t’ make a house a home.” Edgar Guest’s poem
opens "It takes a heap o’ livin’ in a house t’ make it a home.” The
corrupt version is probably an attempt to improve the original.

"I have nothing to offer but blood, sweat, and tears.” Winston Chur-
chill really said, ”'I have nothing to offer but blood, toil, tears, and
sweat.”

"1 see one-third of a nation ill-housed, ill-clad, ill-fed.” President
Franklin D. Roosevelt used "ill-nourished,” not "ill-fed.”

These are but a few of the most commonly misquoted clichés. As a
broadcast announcer, you should routinely check original sources, and
even then use the quotation only if it truly belongs in your work. A
handy source for checking the accuracy of oft-used phrases is John
Bartlett’s Familiar Quotations. When in doubt, skip the cliché—even
correctly cited clichés are still clichés.

People who care about broadcast media should be meticulous in using
medium for the singular and media for the plural. Radio is a medium.
Radio and television are media. We can speak of news media but not of
television news media. If people who work in broadcast media do not
reinstate correct usage, no one else will, and the incorrectly used plural
media will take over the singular form.

Many other words of Latin and Greek origin are subject today to
much misuse. Here are some of the more important of these words.
Note that the Greek words end in -on and the Latin words end in -um.

SINGULAR PLURAL
addendum addenda
criterion criteria
datum data
medium media
memorandum memoranda
phenomenon phenomena
stratum strata

Data is perhaps the most abused of these words, for it is commonly
used as a singular, as in “What is your data?” This sentence should be
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STREET
EXPRESSIONS

“What are your data?”” The sentence “What is your datum?’ would be
correct if the singular were intended.

The words referring to graduates of schools are a more complicated
matter, for both gender and number must be considered:

Alumna Female singular: “’She is an alumna of State College.”

Alumnae Female plural, pronounced [9'lam,ni] (UH-LUM'-NEE): "These
women are alumnae of State College.”

Alumnus Male singular: “He is an alumnus of State College.”

Alumni Male plural, pronounced [s'lam,nai] (UH-LUM'-NY): "These
men are alumni of State College.”

Alumni Male and female plural, pronounced as the male plural:
“These men and women are alumni of State College.”

Slang, the language of the streets, is often brilliantly effective. Expres-
sions such as crash pad for a place where a person may sleep without fee
or invitation and glitch to mean a mishap or, in television, a type of
visual interference on the screen are descriptive and, in the proper
context, useful additions to our language. As an announcer, you must
develop sensitivity to when and how 'slang adds to or detracts from
your message. What might be appropriate in a humorous commercial
might be in very bad taste in a newscast.

It is important to remember that one person’s slang may not fit
another’s personality. Many Black American expressions may sound
pretentious or condescending when spoken by a non-Black. Similarly,
words of foreign origin, such as mensch or schlepping, may sound out of
place when spoken by one who has only a vague notion of their mean-
ings and uses them in inappropriate contexts. Some users of in-group
expressions resent nongroup persons who take over their language.

Especially to be avoided are words from the world of crime and
drugs. Terms such as ripped off to mean stole, busted to mean arrested,
stuck to mean stabbed, shank to mean knife or dagger, bombed to mean
under the influence of a drug, and spike to mean the needle used to
administer a drug are words devised to remove onus from the object or
activity being described. “He was busted for smack” sounds far more
innocent and trivial than the more conservative translation "He was
arrested for possession of heroin.” To rip someone off is to steal from a
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person, and theft is not an activity to be condoned by removing from
the language the words that connote illegality. “He was stuck with a
shank” means that he was stabbed with a knife or similarly lethal
weapon; the slang only attempts to make the event seem less serious
than it is and, perhaps, even a little humorous. Though you should
avoid using such expressions, you should be aware that a few stations
encourage—or even require—announcers to use street expressions. At
such a station, an announcer might be directed to use terms appropri-
ate to a certain type of tabloid journalism, such as saying that someone
was butchered rather than killed or murdered.

A solecism is a blunder in speech. It is related to a barbarism (a word or

phrase not in accepted use), and both should be avoided by broadcast

announcers. Surely you do not need to be told that ain’t is unacceptable

or that anywheres is not used by educated speakers. A number of words

and phrases that we pick up early in childhood are substandard but

survive to plague us if we do not become aware of them.
Substandard colloquialisms include the following.

Redhead for red haired

Foot for‘feet: ""She was five foot tall.” Five is more than one, and it
demands the plural feet, as in “She was five feet tall.”

Enthused owsfor was enthusiastic about

Guess as a substitute for think or suppose as in "I guess I'd better read a
commercial.”

Expect for suppose or suspect: I expect he’s on the scene by now.”
=

Try and forltry to: “She’s going to try and break the record.”

Unloosen for loosen: “He unloosened the knot.”

Hungfor hanged Hung is the past tense of hang in every meaning other
than as applied to a human being. Correct usages are “I hung my
coat on the hook”” and "He was hanged in 1884.”

Outside of for aside from: “Outside of that, I enjoyed the movie” is
wrong.

Real for really For ”I was real pleased” say “I was really pleased.”

Lay and lie are problem words for many speakers of English. When we
refer to people, correct usage is as follows.
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Present tense “‘I will lie down.”
Past tense “I lay down.”

’

Past participle  “I had lain down.’

When you refer to objects, use
Present tense “I will lay it down.”
Past tense “I laid it down.”

Past tense “I had laid it down.”
Hens lay eggs, but they also lie down from time to time.
This review of common solecisms is necessarily limited, but it may

be adequate for your needs. If you habitually make errors described
here, you should undertake a study of English usage.

WORDS OFTEN Do not say anxious when you mean eager or desirous. Anxious means
MISUSED “worried” and “strained” and is associated with anxiety. Compose and
comprise are trouble words. They relate to the same phenomena, but

they should be distinguished with precision, for they are not inter-
changeable: “The Republic comprises fifty states” but "Fifty states
compose the Republic.” The logic behind this difference is that comprise

always refers to the relation of the larger to the smaller. Thus our solar

\,\/V Q:/) system comprises the sun and nine planets, whereas nine planets and
(\ ) the sun compose the solar system. But note that the solar system is
O?(‘(\\ composed of the sun and nine planets, because here we are saying

N\ U  § what the solar system is made up of, rather than what the solar system

\9’ takes in.

X Concoct means to “‘cook together”” and is a word used only in connec-
tion with food preparation. It is impossible to “concoct a plot.”

Connive, conspire, and contrive are sometimes confused. To connive is
to “feign ignorance of a wrong,” literally to "‘close one’s eyes to some-
thing.” To conspire is to “’plan together secretly’’; one person cannot
conspire, because a conspiracy is an agreement between two or more
persons. To contrive is to “scheme or plot with evil intent”’; one person
is capable of contriving.

Continual and continuous are used by many speakers as interchange-
able synonyms, but their meanings are not the same. Continual means
“repeated regularly and frequently”’; continuous means ““prolonged
without interruption or cessation.” A foghorn may sound continually;
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it does not sound continuously unless it is broken. A siren may sound
continuously, but it does not sound continually unless the meaning is
that the siren is sounded every five minutes (or every half-hour or
every hour).

Contemptible is sometimes confused with contemptuous. Contemptible is
an adjective meaning ““despicable.”” Contemptuous is an adjective mean-
ing “‘scornful” or “disdainful.” Say “The killer is contemptible’” but
““He is contemptuous of the rights of others.”

Convince and persuade are used interchangeably by many announc-
ers. In some constructions, either word will do. A problem arises when
convince is linked with to, as in this sentence: “He believes that he can
convince the Smithsonian directors to give him the collection.” The
correct word is persuade. Convince is to be followed by of or a clause
beginning with that, as in “I could not convince him of my sincerity” or
“I could not convince him that I was honest.” The sentence “I could
not convince him to trust me” is incorrect. Persuade should have been
used in this sentence, recently heard on a network newscast: ““‘He did
not know whether or not the president could convince them to change
their minds.”

Distinct and distinctive are not interchangeable. Distinct means “not
identical” or ““different”’; distinctive means “distinguishing’ or “charac-
teristic.”” A distinct odor is one that cannot be overlooked; a distinctive
odor is one that can be identified.

Here are six words that some speakers used interchangeably but that
should be differentiated by people who want to be precise in their use
of American English: feasible, possible, practical, practicable, workable, vi-
able. Here are the specific meanings of these terms:

Feasible Clearly possible or applicable: “The plan was feasible’ or
““Her excuse was feasible.”

Possible Capable of happening: “The plan may possibly work.”

Practical The prudence, efficiency, or economy of an act, solution, or
agent: “This is a practical plan” or “He is a practical person.”

Practicable Capable of being done: “The plan is hardly practicable at
this time.” Note that practicable never refers to persons.

Workable Capable of being worked, dealt with, handled: “The planis
workable.”” Note that workable implies a future act.

Viable Capable of living; capable of growing or developing: “It is a
viable tomato plant.” Recently viable has replaced feasible in many
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applications. You should avoid using this overworked word. If you
remember that it is derived from the Old French vie and the Latin
vita, both of which mean life, it is unlikely that you will speak of
“’viable plans.”

Emanate means to “come forth,”” “proceed,” or “issue.” You may say
“The light emanated from a hole in the drape.” Note that only light,
air, aromas, ideas, and other such phenomena can emanate. Objects
such as rivers, automobiles, and peaches cannot emanate from the
mountains, a factory, or an orchard.

Farther and farthest are used for literal distance, as in “The tree is
farther away than the mailbox.” But further and furthest are used for
figurative distance, as in ““further in debt.”

Flaunt and flout are often used interchangeably but incorrectly. To
flaunt is to “exhibit ostentatiously’”” or to “show off.” To flout is to
“show contempt for,” or to “scorn.” You may say ‘“He flaunted his
coat of arms” or ““He flouted the officials.”

Fulsome originally meant “abundant,” but the term has been used for
many years to mean “offensively excessive’” or ““insincere.”” The Ameri-
can Heritage Dictionary advises against using fulsome in a positive
sense, as in “fulsome praise,” stating that this usage is obsolete.

Hopefully and reportedly are among several adverbs misused so perva-
sively and for so long that some modern dictionaries now sanction
their misuse. Adverbs modify verbs, adjectives, and other adverbs; in
other words, adverbs tell us how something happened. In the sentence
““He runs rapidly,” rapidly is the adverb, and it modifies the verb runs.
The adverb tells us how he ran. Hopefully means ““with hope’ or “in a
hopeful manner.” To say ‘“Hopefully, we will win” is not the same as
saying “We hope we will win.” “Hopefully, we will win” implies that
hope is the means by which we will win. To say “He was reportedly
killed at the scene’ is not to say “It is reported that he was killed at the
scene.” “He was reportedly killed” means that he was killed in a
reported manner. Hopefully is used properly in these sentences: ““She
entered college hopefully,” “"He approached the customer hopefully.”
There is no proper use of reportedly. This quasi adverb is of recent
origin and does not stand up to linguistic logic because there is no way
to do something in a reported manner.

Adverbs such as those previously discussed represent a special prob-
lem to announcers: should you go along with conventional misuse?
One argument in favor of this says that everyone understands what is
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meant when these words are used. An argument against it says that
widespread misuse of adverbs undermines the entire structure of
grammar, making it increasingly difficult for us to think through gram-
matical problems. Because any sentence can be spoken conversation-
ally without misusing adverbs, it is to be hoped that you will use ad-
verbs correctly.

The adverb allegedly is widely misused. It is impossible for a person
to steal, kill, or lie in an alleged way. “Twenty people were allegedly
killed or injured by the crazed gunman” makes no grammatical sense
whatever. Allegedly and alleged (the adjective) are perhaps the most
overworked and misused words in modern broadcast journalism. One
may assume that their proliferation stems from announcers’ prudence
and fairness. To state on a newscast that “Jones allegedly stole eighty
typewriters”” may make you guilty of poor grammar, but it shows your
virtue in having indicated that Jones may be innocent of grand theft.
Many news writers, news directors and station managers believe that
the use of alleged frees the station from legal charges of defamation, but
such is not always the case. The only sound reason for using any of the
derivatives of allegation is that to do so helps preserve the notion that all
people are innocent until proven guilty. There are, however, correct
and incorrect ways of using the terms of allegation. Here are a few
misuses recently noticed:

The bullet, allegedly fired at the president . . .”

“Jones also will stand trial for alleged auto theft.” The notion of a trial
carries with it the allegation, by a district attorney, of guilt. Alleged is
unnecessary in this sentence.

“"The experts have examined the alleged bullets used in the assassina-
tion.” There are many kinds of bullets, but no one has ever exam-
ined an alleged one.

When considering the use of any term of allegation, ask yourself these
questions. Is it necessary to qualify the statement? Clearly, allegedly
and alleged are superfluous in the three examples here. Is it possible or
useful to say who is doing the alleging? “Jones is alleged by his es-
tranged wife to have set fire to the store’ is longer and more cumber-
some than “Jones, the alleged arsonist,” but it contains more useful
information and is fairer to Jones than the shorter version. Am I using
the terms of allegations correctly? Here are some correct and incorrect
uses of these terms:
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"The principal alleged that the striking teachers destroyed their atten-
dance records.” Correct

The striking teachers allegedly destroyed their attendance records.”
Incorrect

”Benson is alleged to be an undercover agent for a foreign power.”
Correct

”Benson is allegedly an undercover agent.” Incorrect

“Lindsay allegedly is set to buy the hockey team at the end of the
season.” This is wrong in two ways—it is not possible to buy any-
thing in an alleged manner, and the terms of allegation should be
reserved for instances in which there is possible wrongdoing.

Allegedly, like hopefully and reportedly, is a poor reporter’s cop-out.
These words fail to tell us who is doing the alleging, the hoping, or the
reporting. To say that “The negotiators are reportedly near an agree-
ment” is only slightly worse than saying ""The negotiators are reported
to be near an agreement.” The second statement is proper grammar,
but it would be far better as a news item if it included the source of the
information. As a news writer, you may not know who is doing the
alleging, the hoping, or the reporting, but as a field reporter it is part of
your job to gather such information and include it in your report.

Implicit means "“implied” or “understood’’; explicit means "expressed
with precision” or “specific.” “He made an implicit promise”’ means
that the promise was understood but was not actually stated. ""His
promise was explicit” means that the promise was very clearly stated.

To imply is to “’suggest by logical necessity”’ or to “intimate”’; to infer
is to "draw a conclusion based on facts or indications.” One may say
"’His grades imply a fine mind” or “From examining her grades, [ infer
that she has a fine mind.” Avoid the common practice of using one to
mean the other.

Libel means "“any written, printed, or pictorial statement that dam-
ages by defaming character or by exposing a person to ridicule.” Slan-
der means “the utterance of defamatory statements injurious to the
reputation of a person.” Defamation is a more general term meaning
both libel and slander. Libel is associated with defamation of a perma-
nent sort; slander is associated with transient spoken statements.

A loan is “anything lent for temporary use”’; to lend is to “’give out or
allow the temporary use of something.” Loan is a noun and lend is a
verb. Say "She applied for a loan” but “He lent me his rake” and Do
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not lend money to friends.” Avoid using loan as a verb, as in ’Do not
loan money to friends.”

Meritorious means “deserving merit.” Note that this word can refer
only to persons, as in “He was meritorious in his conduct.” You cannot
have meritorious books, programs, or light bulbs.

A suffix meaning “'theory of”’ is -ology. Methodology is not the same as
method; it is the theory of methods. Technology is not the same as the
manufacturing of products; it is the theory of a technical world. Broad-
cast announcers can avoid compounding confusion by obtaining pre-
cise definitions of all words ending in -ology that they habitually use.

Oral means "’spoken” rather than written. Verbal means "of, pertain-
ing to, or associated with words.” Aural means "'of, pertaining to,
or perceived by the ear.” Verbal is less precise than oral, because it
can mean spoken or written; for this reason, the phrase “oral agree-
ment” rather than ""verbal agreement”” should be used if the meaning
is that the agreement was not written. Although oral and aural are
pronounced nearly the same, the two words are used in different
senses: "‘She taught oral interpretation” but “He had diminished aural
perception.”

People (not persons) should be used in referring to a large group:
"’People should vote in every election.” Persons and person should be
used for small groups and for individuals: “Five persons were in-
volved” and “The person on the telephone.” A personage is an impor-
tant or noteworthy person. A personality is a pattern of behavior. It is
incorrect to call a disc jockey a “’personality,” even though the term has
wide acceptance.

Most dictionaries indicate that prison and jail can be used inter-
changeably, but strictly speaking a jail is maintained by a town, city, or
county, whereas prisons are maintained by states and the federal gov-
ernment. Jails are usually used to confine prisoners for periods of less
than a year; prisons or penitentiaries are for confinement of people
with longer sentences.

A proselyte is a convert; to make converts, one proselytizes. In other
words, proselyte is a noun and proselytize is a verb. Do not say “She was
proselyted.”

Repulsion is the act of driving back or repelling; revulsion is a feeling of
disgust or loathing. Do not say, “His breath repelled me,” unless you
mean that his breath physically forced you backward.

Reticent means “silent”; reluctant means ““unwilling.” Do not say
”She was reticent to leave.”
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Rhetoric is the art of oratory or the study of the language elements
used in literature and public speaking. Rhetoric is not a synonym for
bombast, cant, or harangue. Rheforic is a neutral term and should not be
used in a negative sense to mean empty and threatening speech.

A robber unlawfully takes something belonging to another by vio-
lence or intimidation; a burglar breaks into a house to steal valuable
goods. Although both actions are felonies, they are different crimes, so
robber and burglar should not be used interchangeably.

Sensuous refers to the senses affected in the enjoyment of art, music,
nature, and similar phenomena. Sensual specifically applies to the
gratification of the physical senses, particularly those associated with
sexual pleasure.

Since is not a synonym for because. Since means “later in time,”
whereas because refers to a consequence. Do not say "’She didn’t get the
purse since the store was closed.”

A tremor is a quick shaking or vibrating movement; a temblor is an
earthquake. Do not mix these two words, either of which may be used
to describe an earthquake, by saying "“tremblor.”

Verbiage is wordiness. Because the word contains the concept of
excess, the phrase excess verbiage is redundant.

Xerox is the trademark of a corporation that makes copying ma-
chines. The company specifies that Xerox is the name of the company
and, when the name is followed by a model number, it refers to a
specific machine. A copy made by this or any other machine is not ""a
Xerox.”

As an announcer, you will at times have to read copy that is ungram-
matical, demands poor usage, or requires deliberate mispronunciation.
Here are a few examples of copy that falls short of excellence in these
respects. “So, buy . There’s no toothpaste like it!"” If there is no
toothpaste like it, the advertised product itself does not exist; a correct
expression here would be ""There is no other toothpaste like it.” In "“So,
gift her with flowers on Mother’s Day!”, the word gift, which is a noun,
has been used ungrammatically as a transitive verb. You can give her
flowers on Mother’s Day, but unless all standards of grammar are
abandoned, you cannot gift her. When you are asked to commit these
and similar barbarisms as an announcer, what should you do?

You may resent the agency that asks you to foist such poor examples
of American speech on the public, but there is little you can do. Do not
think that advertising writers are ignorant of the standards of gram-
mar, usage, or pronunciation; agency writers and account executives

-
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are well educated. The mistakes they pass on to you are deliberate.
Their reasons are curious but important. Poor grammar, they believe,
is more colloquial and less stilted than correct grammar. Poor usage
causes controversy, and to attract attention is to succeed in the primary
objective of any commercial message. Mispronunciations, when re-
quired, are asked for because the American public, for any of several
reasons, has adopted the mispronunciation. You may have to make
deliberate mistakes requested of you, but they are seldom consequen-
tial enough to force you to quit your job. You should use language
correctly in all broadcast circumstances you control; when you are
under orders to read ungrammatical copy exactly as it is written, you
should follow the line of least resistance—at least as far as your con-
science will permit.

American English is a dynamic, ever-changing language. During pe-
riods of relative stability, change is slow, though more or less constant.
During times of upheaval, whether political, economic, or social, rapid
changes in our language take place. World War I, for example, created
many new words. Blitz, fellow traveler, fifth column, radar, and quisling all
became a part of our language during that war. More recently, cryogen-
ics, Dacron, dashiki, apartheid, and bit (computer science) have been
added to our language.

During the 1960s and 1970s, three separate movements brought
about many changes in both spoken and written American English.
There was the rise of Black' awareness, followed by similar movements
among other American ethnic groups. Among many other changes,
ethnic consciousness demanded that new terms replace Negro, Ameri-
can Indian, and other labels of ethnicity. The decline of colonialism saw
the emergence of new nations—Tanzania, Namibia, and Sri Lanka, to
name but three—and the nouns and adjectives used to identify them
and their citizens brought about important changes in our language.
Moreover, the women’s movement of the 1970s made obsolete—or at
least indelicate—terms such as mankind, manpower, and chairman.
Broadcast announcers must be in the forefront of knowledge of our

'The terms Black and White are capitalized throughout because they refer to two histori-
cally differentiated races rather than to color. Blacks and Whites come in a considerable
range of colors; these terms replace Negro and Caucasian, which, together with Asian,
Oriental, Indian, and Native American, are capitalized.
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ever-developing language; we expect professional communicators to
reflect the best contemporary usage, and to set an example.

AMERICAN Changes in designation have been sought by several ethnic groups
ENGLISH AND during the past twenty or thirty years. For some, the change—as from
ETHNICITY Negro to Black—has occurred easily and in a relatively brief period of

time. For others, change has been hindered because of a lack of con-
sensus on preferred usage. For example, some Americans of Filipino
ancestry want to be called Pilipinos, but it is not yet clear whether this
term will gain general acceptance. As a broadcast announcer, you must
carefully watch this and similar movements in our evolving language,
so that your speech reflects contemporary usage.

( Some members of non-European ethnic groups in the United States

)QQ resent being given a hyphenated status, as in ’Chinese-American.”

qjl\' 09 ' Preferring to be regarded simply as “Americans,” they point out that

9'3' \é, Americans of European descent are never identified in news stories as
% = "German-American,” or “Italian-American,” nor does the U.S. gov-

ernment apply ethnic terms to European-Americans, lumping them

together for most purposes as ’Whites.” There is no consensus on this

~ 2 °§,among any major ethniF group, how.eve.r, and nearly any metrqpolitan

) Q\' telephone directory will list organizations under such headings as

/QO P \\ﬂ "Japanese-American . . . ,” “Mexican-American . . . ,”” and "’Afro-
Q“?\/ .\6‘ American. . ..”

§< ‘_g/ In broadcasting, the racial or national background of Americans is

¥ :]'irrelevant In most circumstances, though not all. For instance, if a
%‘7 7\6 person of Mexican heritage is interviewed on the subject of soccer or
{ rapid transit, that person’s heritage is not an essential or even an
appropriate item of comment. On the other hand, if that same person
were to be interviewed on the subject of bilingual education or the
working conditions of Mexican-American farmworkers, mentioning
the heritage of the speaker would be a legitimate means of establishing
that person’s interest in, and special knowledge of, those topics. There
are times, then, when an announcer may legitimately refer to the
ethnic background of a person or group. The first principle of ethnic
usage is to ignore ethnicity when it has nothing to do with the subject
at hand. There is a corollary: do refer to ethnic background when it

helps promote understanding.
You must also be accurate in using ethnic terms. Nowhere is the task
of correct identification more difficult than in designating the large

R

A
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group of people often referred to as “Spanish surnamed.” The
difficulty is in the diversity of their ancestry, which may be Spanish,
Filipino, Cuban, Mexican, Puerto Rican, Central American, or South
American. “Spanish surnamed’” embraces all these different cultures
and races, but it is both too cumbersome and too general. More specific
terms must be applied. For Americans who come from or owe their
ancestry to Mexico or the Caribbean or Central or South America, the
term Latin American is appropriate; the derivatives Latina and Latino
may be used to designate female and male, respectively. Mexican-
American is acceptable to all or nearly all members of that ethnic group.
Some use Chicano and Chicana, La Raza, or Mexican to describe them-
selves, but not all members of the Mexican-American communities
find these terms acceptable.

A person from Cuba may be referred to either as a Cuban or a Cuban-
American, depending on whether that person is a resident alien or a
naturalized citizen. Puerto Ricans, because they are citizens of the
United States, should not have American tacked onto their designation.
Spanish-American and Filipino-American are correct designations for
people originally from Spain or the Philippines.

In referring to Spanish-surnamed Americans, do not assume that a
person from the Southwest is of Mexican ancestry, that a person from
Florida is Cuban, or that a person who lives in New York is Puerto
Rican. Where ethnic or national background cannot be ascertained, it is
better to avoid a term than to guess.

The original inhabitants of the United States were named Indians by
early European explorers. Five hundred years later, we still have not
agreed on the designation of this group of citizens. The U.S. govern-
ment classifies them as Native Americans in many demographic and
statistical reports, yet it continues to operate the Bureau of Indian
Affairs. Some resent the term Indian, yet refer to themselves as mem-
bers of the American Indian Movement. American Indian is acceptable
in some parts of the United States but considered derogatory in others.
You would be wise to check on sensitivities in your area. Everywhere,
it is acceptable to use Anglicized tribal designations—Sioux, Navajo,
Nez Perce, Apache, Zuni, for example. Native American may be used
but is still misunderstood by many people. The term native means “one
who belongs to a nation, a state, or a community by birth.”” Thus Native
American, linguistically speaking, refers to anyone born in America.

Black Americans prefer the terms Black and Afro-American. Negro and
colored person are presently offensive to most Black Americans. The
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term Black Muslim, used for years by news media, is not used by the
religious order it is meant to describe. Refer to this group as the Nation
of Islam or the Muslim Brotherhood.

The term Chinaman is occasionally heard today. This term is ex-
tremely insulting and should be avoided. Americans of Chinese heri-
tage may be referred to as Chinese, Chinese-Americans, Sino-Americans,
Asians, or Asian-Americans. Use Asian when referring to people who
came from or whose ancestors came from Asia. Oriental is no longer
acceptable. You may speak of an Oriental rug but not of an Oriental
person.

It is not only Americans of so-called third-world ancestry who are
concerned about their designation. Others are offended from time to
time by insensitive announcers. Scots bridle when they are referred to
as "’Scotch.” People from Scotland are Scots, Scottish, or Scotsmen and
Scotswomen. Scotch is an alcoholic beverage manufactured by the Scots.
Scots may sometimes drink Scotch. Scotch should not, of course, be
used as a synonym for stingy because it is both as offensive and as false
as most stereotypes.

People from Canada are Canadians and should never be referred to as
”Canucks.” Those living near the border between Canada and the
United States know this, but others living far from Canada may not
realize that “Canuck” is considered derogatory by French Canadians.
A professional Canadian hockey team is named the Vancouver
Canucks, but it is one thing to call oneself a “Canuck” and another to
be called that by a stranger.

People of Polish ancestry are never “Polacks”; a person of Polish
ancestry is a Pole or a Polish-American. Announcers should never say
"Polack,” even in jest.

You may refer to citizens of Iran as Iranians or Persians but never as
Arabs. Iranians share Islamic faith with their Arabian neighbors, but
Iranians are not Arabs.

Do not use Welsh to mean a failure to pay a debt. Do not say Irish or
Dutch to mean hot-tempered. Do not use the word Turk in any con-
struction that means that the person so labeled is brutal or tyrannical,
as in “’young Turk.” Avoid the term Dutch in any of several derogatory
connotations: Dutch bargain, to mean a transaction settled when both
parties were drinking; Dutch courage, meaning courage from drinking
liquor; Dutch treat, where each person pays for his or her share; and
Dutchman, a term used to describe something that conceals faulty con-
struction. Other offensive terms are Indian giving, meaning to give
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something and then take or demand it back, and Scotch verdict, mean-
ing an inconclusive judgment.

No list of dos and don’ts can substitute for sensitivity and considera-
tion. If you find yourself using terms such as Mexican standoff, French
leave, or Chinese fire drill, you could find yourself in serious trouble as
an announcer.

The women’s movement brought about significant changes in the ter-
minology we use for a great many acts, objects, and occupations. The
historic male orientation of our language was the source of three gen-
eral areas of discontent. The first was the use of man and mankind to
refer to the entire human race. The second was the group of nouns and
verbs that have “maleness” built into them—chairman, spokesman, and
”manning the picket lines” are examples. The third was the generic use
of he and his when both sexes are meant, as in "’Everyone must pay his
taxes.”

Over the centuries, the male orientation of our language gradually
increased. Originally, man was used to refer to the entire human race.
In the proto-Indo-European language, the prehistoric base for many
modern languages, including English, the word for man was wiros and
the word for woman was gwena. Manu meant human being. As the
centuries passed and as language changed, man came to be used for
both males and the human race. Many of us speak of “the man in the
street,” the “working man,” and "'manpower.” Many of us are accus-
tomed to saying that ““all men are created equal,” and that we believe
in the “common man.”

Because words help determine and define reality, terminology had
to be changed to go along with new career opportunities that devel-
oped in the 1970s. With the sanction of state and federal laws, official
terminology for nearly 3,500 occupations was changed to eliminate
discriminatory referents. Publishing houses prepared guidelines for
authors with instructions and suggestions for removing male bias from
their writings. Linguists seriously proposed that the rules of grammar
be changed, so that “Everyone must pay their taxes” would become
correct usage. '

A large number of words that are thought by some to be sexist
actually are not. The Latin word manus means “hand,” and in this
sense it formed the basis of a great many English words, including
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manacle, manage, manager, manner, manual, manicure, manifest, manipu-<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>