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Preface

Announcing: Broadcast Communicating Today will introduce you to the fas-
cinating art of broadcast announcing and to the equally fascinating business
of broadcast announcing. This book was written because announcing, as an
art and a business, has changed dramatically in recent decades. First of all, it
is no longer a profession open only to males with mellow baritone voices.
Communication is what is required of the modern on-air professional. To-
day’s announcer must inform, entertain, persuade, and motivate.

The modern broadcast business also demands specialized skills. A voice-
over announcer, for example, must be able to time his or her delivery to the
second. A television newscaster must be able to ad-lib accurately in words
and sentences that are not subject to misinterpretation. Because of the impor-
tance of formarts and demographics, today’s radio staff announcer must be
able to reach and entertain various discrete segments of the audience.

Announcing: Broadcast Communicating Today is geared to provide an
academic and practical guide to the role of the announcer in today’s media. It
deals both with principles of good communication and with the specific skills
and techniques employed by the announcer.

Chapter 1 briefly chronicles the evolving media and the changing role of
the announcer. Chapter 2, which deals with improving the speaking voice, is
illustrative of the broad scope of this book. We go beyond the standard advice
of “breathe from the diaphragm” anrd show in words and pictures exactly
how to improve voice and diction.

Because communication is the goal of announcing, Chapters 3 and 4 are
devoted to the basic announcing skills of understanding the message and
communicating the message. Beginning with Chapter 5, however, we move
on to detailed instruction in various announcing fields. Chapter 5 deals with
radio staff announcing. Chapter 6 provides an introduction to broadcast
news in general and then makes a detailed examination of radio news an-
neouncing. Television news announcing is the topic of Chapter 7.

Interviewing skills, critical to any on-air broadcast communicator, are the
subject of Chapter 8. Chapter 9 details television and radic specialties such
as sports announcing, weather reporting, and narration. Commercial an-
nouncing is one of the most important tasks of on-air talent. Chapter 10 offers
a complete and comprehensive treatment. Also critical to the announcer are
methods of self-improvement and guidance to career advancement. These
topics are covered in Chapters 11 and 12, respectively.

Included in the text are end-of-chapter summaries, followed by exercises
that recreate the pressures of on-air work and prod the reader to think in new
directions. Appendix A is a foreign pronunciation chart, which will help take
some of the cumbersomeness out of decoding foreign words and names. Drill
material in Appendix B is more than a collection of copy: it is designed to
challenge every aspect of a performer’s delivery and analyrical skills.

The authors are grateful for the help of many people, including Dr. Susan
Rezen, who helped make the entire project possible. Editor Becky Hayden
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Preface

and Production Editor Andrea Cava contributed greatly to this book, as did
other Wadsworth editors, artists, and designers. We extend our thanks to
all the performers who took time out from frantic schedules to be inter-
viewed for this book. Also, we’re indebted to Jack McDonald for his contri-
butions to the various sections dealing with advertising and to Kay Johnson
of William Cook Advertising, Inc. Several reviewers spent a great deal of time
offering suggestions on the manuscript. Thanks are given to Robert Jarecke,
California State University, Sacramento; Scott Bryce, St. Cloud State Univer-
sity; John E. McMullen, University of Wyoming; Philip E. Paulin, Oklahoma
State University; Joseph J. Keane, Pasadena City College; William Monson,
California State University, Fresno; and Celeste Hocs, Southern Connecticut
State University.

We hope this text will serve as a life-long reference and help lay the ground-
work for future growth. One of the most intriguing facets of this art and busi-
ness is that you never stop learning.

Lewis B. O’Donnell
Carl Hausman
Philip Benoit
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If there ever was a single moment when the power and magic of the broadcast
medium became vividly clear, it was during the summer and fall of 1940. In
those days preceding the entry of the United States into World War I, a young
journalist named Edward R. Murrow brought the sounds and images of war
into the homes of the American public. Amrerican living rooms became the-
aters of the mind, and listeners experienced the continuing threat of destruc-
tion that colored the everyday lives of the crtizens of London.

Since the time of Murrow, there have been repeated examples of the power
of this fascinating tool of communication, a tool that has become a focus of
the popular imragination.

Today’s radio and television have become pervasive in our society. We can
instantly bring to our eyes and ears the events of the most distant points of
the globe. And we can do it while we drive, jog, or vacation. The broadcast
medium is such a part of life that many of us feel deprived wher cut off from
its constant stimulus.

A Historical Overview

Most Americans in 1940 felt that the war in Europe was not their war. It was,
after all, half a world away and had little or no effect on the people of the
United States.

Edward R. Murrow’s broadcasts describing the bombing of London were
remarkable in the drama of the moment, but they were also something com-
pletely new to those following events in Europe. Murrow’s brief, graphic de-
scriptions, punctuated by the actual sounds of those days and nights of Lon-
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don under air attack, created an immediacy that brought involvement. The
impact of this series of broadcasts by Murrow gave the American people
a new feeling about the people and events of the world. Many have argued
persuasively that it was Murrow’s gripping descriptions and reports which
brought American public opinion to the point where this nation was ulti-
mately prepared to become involved in World War II. But whatever the final
effect, Edward R. Murrow’s London broadcasts in 1940 demonstrated the
ability of radio to inform, enlighten, and influence the listening audience.

It has also been speculated that if Murrow’s broadcasts had been news-
paper articles, they would have been largely unremarkable. It was the imme-
diacy of the words spoken amid the events and simultaneously conveyed to
millions of people that gave such terrific impact to the moment.

Given the proportion of time we spend with our broadcast media, and the
influence they exercise in our lives, it’s remarkable to note that these media
are relatively recent historical developments.

The Development of Radio and Television

The beginnings of broadcasting gave no clue to the kind of technology that
would eventually develop from early experiments. With the discovery of what
were known as electromagnetic waves by the 19th-century German physicist
Heinrich Hertz, the journey began toward the establishment of what still
forms the basis of radio and television broadcasting.

Although Hertz was able to demonstrate the existence of these waves, he
did not refine a method to use them for communication. It took the work of
Guglielmo Marconi to perfect the device that would allow the Hertzian
waves to be put to such use. Working in Britain, the Italian inventor and
businessman honed the technology, acquired patents, and set up an organi-
zational structure to begin to explore commercial applications for electro-
magnetic waves.

During Marconi’s time, near the turn of the century, the closest thing to
instant communication was the telegraph. Marconi’s development of radio
communication in the early 1900s was viewed simply as a way to remove the
need for wires in telegraphy. Thus, the term wireless came to be applied to
Marconi’s radio-communication technology.

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

When the ocean liner Titanic sank in the Atlantic in 1914, it was the ship-
to-shore wireless that allowed the American public to read in their news-
papers about the rescue efforts shortly after they occurred. A young wireless
operator, David Sarnoff, sat for long hours at his telegraph key and relayed
information received from rescue ships to eager newspaper reporters.
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When the firm called American Marconi later became RCA, and the
young Sarnoff became its head, he wrote prophetically of the role he pre-
dicted for radio. In 1916 he foresaw a “music box,” which would bring
quality entertainment to those far from cultural centers.

Radio’s development into the music box that Sarnoff envisioned was
spurred by an invention developed in 1912 by Lee de Forest. De Forest’s Au-
dion tube allowed radio to go beyond its role as telegraph without wires. It
was one thing to impose on radio waves the simple on and off changes neces-
sary to transmit the dots and dashes of telegraphy. The task of enabling the
medium to carry and then reproduce voice and music was a much more com-
plex matter, and de Forest’s work brought about this breakthrough.

Extensive application of de Forest’s invention began in the era immediately
following World War I. The Roaring Twenties were on the horizon. The
straitlaced Victorian era was fading and the “jazz age” was dawning. Many
radio sets were the playthings of technically skilled tinkerers, but radio equip-
ment was being manufactured for the home, as well. Soon, nearly every fam-
ily was able to tune in to the sounds of this exciting era.

Schedules in those days were hit or miss, and programs always originated
from a stadio. Broadcasters took their role very seriously, and in fact it was
common for performers to don formal attire when appearing before the
microphone. Guest performers were brought in regularly to fill the broadcast
hours. All programs were live. So that performers would not be intimidated
by the technolagy, studios were usually lavishly furnished to resemble sitting

Figure 1.1
dio studio. (Photo cour-
tesy of The National
Broadcasting Com-
pany, Inc.)

Old-style ra-




The Communicator in Modern Media

rooms (Fig. 1.1). The microphones were often concealed among large house
plants, and the term “potted palm era” became a slang designation for this
period.

This era of radio gave birth to another significant event: the birth of com-
mercial radio. The introduction of the new and startling concept of “leasing”
a radio station’s airtime for delivery of a commercial message is acknowl-
edged to have taken place in New York City on August 28, 1922. A talky spiel
broadcast over WEAF promoted a real estate develapment in Jackson Heights.

Throughout the period when radio was developing its unique identity, net-
works also evolved as a distinct entity. By connecting stations together and
broadcasting the same programs simultaneously, networks could offer high-
quality programming on a regular basis. From the stations’ standpoint, net-
works were what was needed to fill the long program hours that so quickly
drained the resources of local operations.

Early on, networks dominated the program schedules of radio stations.
NBC, the first network, was developed in the 1920s and evolved into two
separate arms, known as the Red and Blue networks. NBC Blue later was split
from NBC and became ABC. CBS joined the competition in 1928, and the
networks occupied much of the attention of the American radio listening au-
dience for many years.

As radio developed through the 1930s and 1940s, its promise as a com-
mercial medium came into full flower. Early advertising in radio used such
devices as naming a performing group after the sponsor’s product. Thus
every time an announcer introduced the Cliquot Club Eskimos, the sponsor
received a mention of his product. This was one example of the so-called soft
sell, an advertising tactic much favored over the less dignified direct product
pitch.

This early conception of the serious purpose of the medium, though, soon
gave way to what were sometimes gross advertising excesses. Laced among
cultural offerings were advertisements of such bizarre items as Dr. Brinkley’s
Famous Goat Gland Medicine and various and sundry other products whose
purported benefits were extolled in terms reminiscent of snake oil pitches.

The pendulum has swung back and forth many times, but regardless of the
form, advertising has become a dominant force in the broadcast media. Ad-
vertisers became associated with the stars, and products became known
through catchy musical jingles. During much of radio’s heyday in the 1940s
and early 1950s, the distinction between the program production side of
broadcasting and the advertising wing of the industry was blurred. Advertis-
ing agencies actually produced much of the programming, which was then
delivered through the facilities of the stations. Thus it was the advertising
profession that developed the one program most closely associated with this
era of radio broadcasting, which still bears the stamp of its advertising con-
nection: the soap opera.

Soap operas efficiently solved a major problem confronting the broadcast
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media, namely, the need to fill hour after hour of program schedules with en-
tertainment that would attract audiences. The soap opera allowed writers to
work with a basic formula in which a situation was established and devel-
oped daily. All that was required was to introduce plot changes in the lives of
the characters and to write dialogue that told the story. The extraordinary
audience appeal of following the lives of these imaginary, yet everyday, people
has made the soap opera a staple that has cxpanded to daytime television and
now is a mainstay of evening television as well.

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

Radio journalism initially met resistance from newspapers, which feared
that if the public could listen to news on radio, they would stop buying news-
papers. Although that situation never developed, radio news did take on
great impact in the uneasy days preceding and during World War II. The abil-
ity ro transport the listener to the scene of an event and to hear the voices of
newsmakers led to the figurative shrinkage of the globe, and a growing
awareness that nations cannot live in isolation from one another.

This revolution in thinking led to the development of the modern broad-
cast media.

The Role of the Announcer in the Early Media

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

Part master of ceremony and part salesperson, the announcer sometimes
acted as a sophisticated worldly interpreter, as well. In radio’s golden age, an-
nouncers were called on to perform a very wide variety of tasks. The an-
nouncer had to be able to read commercial and news copy, pronounce for-
eign names of any origin, be conversant with classical music, and exhibit
knowledge about current performers and musical trends.

The announcer was expected to be witty and sophisticated, and was
perceived as performing, rather than talking, when doing his job. By the
mid-1938s radio broadcasting had become the era of the golden-voiced an-
nouncer. The deep baritone of the male voice was considered essential for
success in radio.

Delivery was stylized and emphatic. Announcers used a distinctive and in-
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stantly recognized style of speaking that was heard nowhere else but in radio.
And only in the past two decades or so has a significant departure been made
from that style of announcing.

Most of the first on-air broadcasters affected a stylized form of delivery
that was peculiar to their profession. Anyone who talked like an announcer
in normal conversation would have been considered rather strange, to say the
least. Yet this style was expected and demanded for on-air talent.

The Evolution of the Modern Media

With the end of World War II, broadcasting had begun to change dramati-
cally. The emergence of television caused vast changes in the industry and di-
rectly led to developments that characterize contemporary broadcasting.

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

Overview of Modern Developments

And what of radio in the wake of television’s capture of the American psyche?
Many observers felt the radio medium to be on its deathbed, arguing that
sound alone could not compete with sound and pictures. The program forms
that had been the bread and butter of radio were being usurped by television.

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

As radio flexed its muscles in this new role, it learned to appeal to adver-
tisers more effectively by targeting specific audience segments. The music se-
lected for programming could attract one discrete segment of the mass audi-
ence, which could then be delivered efficiently to advertisers who wanted to
reach this group with a specific message.
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Television, meanwhile, became the mass entertainer, offering something to
everyone. For example, both at the local and national levels, news has devel
oped as an entertaining and money-making product appealing to a broad-
based audience. Situation comedy, adventures, and other kinds of entertain-
ment rivet vast audiences, and families today gather around an electronic
hearth, which one astute social observer has termed “the cool fire.”

Current Trends

Today’s technology promises to improve the media and the number and vari-
ety of program forms that exist. The emergence of the video cassette recorder
and the promised abundance of cable and satellite technology provide us with
an array of choices.

Although prognosticating is a risky business, it seems safe to predict that
modern developments and technology will reinforce certain trends that have
emerged in the past two decades:

1. A greater number of program choices, hence increased specialization of
the programs themselves. Business reporting, for example, has developed
into a distinct specialty, and certain cable and broadcast outlets offer ex-
tensive segments devoted to it.

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

3. The ever-increasing importance of news, especially live news. Techno-
logical advances, including portable transmitting units and compact audio
and video gear, make further inroads into on-the-spot news coverage more
likely and place additional demands on announcers’ ad-libbing skills.

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

The Era of the Communicator

This boak centers on the communicator in the broadcast media. For the sake
of convention, the term announcer is used, since it remains in common usage
and still serves in industry job descriptions.

Eventually, though, this archaic term is likely to be replaced. To be realistic,
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a modern on-air performer does not simply announce. He or she entertains,
converses, informs, and provides companionship, but very rarely declares a
program element in the formal, stylized way of the old-era announcer.

The Communicator's Role

Today’s on-air broadcaster is a communicator, a catalyst for a message.
Whether the message is news, commercial copy, an interview segment, or a
game show, the task of the communicator is to serve as a conduit for commu-
nication between the originator of the message and the audience.

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

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

Communication Duties

The communicator in the modern media must employ more than good dic-
tion and appearance, although these qualities are undeniably important. He
or she must also employ qualities of personality and physical presence in the
assigned task. In addition to being adept at conveying the facts, a news re-
porter must give the impression that he or she understands the story and is a
trustworthy source of news, while communicating the story in a way that
holds an audience member’s attention.

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

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

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

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

1. Radio staff announcers, typically thought of as “disc jockeys.”

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

3. Sports play-by-play announcers and sports anchors, in television and
radio.

4. TV and radio weather reporters and anchors, now often certified meteo-
rologists.

5. Talk show hosts for radio and television.

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

Responsibilities and Ethics

The role of a communicator carries a great deal of responsibility, both to the
announcer’s employer and to the audience. Much has been made of the
potential of broadcasting to be manipulative. There are a variety of self-
regulatory codes and government regulations, however, that address this
issue.

Like professionals in most fields of endeavor, the broadcaster must abide
by principles and standards guarding against misuse or abuse of the power
and influence of the media. Considerations of accuracy, fairness, honesty, and
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integrity apply not only to broadcast journalism, where they are paramount,
but to all on-air operations as well. These considerations are addressed in the
appropriate sections of this book.

The Communicator’s Career: Self-Appraisal

Preparing for a career as an on-air performer begins with an honest appraisal
of the individual’s talents, qualities, and abilities. Strengths and weaknesses
must be examined in a brutally honest fashion, as this is no time for ra-
tionalization and excuse making. You should make a sincere effort to dis-
cover whether you have the requirements to make a go of it as a broadcast
communicator.

Do You Have the Requirements?

It is no disgrace to decide early in life, after a hard and honest look at your-
self, that on-air work is not for you. The broadcast announcing course in
which you are now enrolled will be the first indicator: if, in the final evalua-
tion, you are excellent to outstanding, you stand a chance in this highly com-
petitive field. Keep the idea of self-evaluation in mind as you progress through
the course and through this text.

Physical Requirements Experience and critique will indicate whether you
possess the physical tools necessary to succeed. For example, although a deep
voice with “rounded tones” is no longer essential, and the field is open to
women as well as men, an announcer does need a certain amount of vocal
strength and a versatile voice with a pleasing quality. Severe speech impedi-
ments or voice problems with a basis in pathology must be evaluated realisti-
cally, because if uncorrected or uncorrectable they will limit your chances of
success.

Poor appearance, to which obesity, bad teeth, and skin problems contrib-
ute, will certainly interfere with advancement in television. An overall lack of
good health will be a detriment in an on-air field because the work is physi-
cally taxing and the hours demanding.

Educational Requirements An area to evaluate as soon as possible is educa-
tional preparation. Most broadcasters who hire talent advise that it’s impor-
tant to be broadly educated. Some who aspire to broadcasting careers have
made the mistake of concentrating on narrow, vocational courses. But to be
an effective communicator, it is almost essential to be able to discuss and rec-
ognize concepts from a variety of disciplines. The news reporter ignorant of
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political science and history will, at some point, misunderstand a story ele-
ment and blunder badly on air. A radio announcer who lacks familiarity with
the pronunciation and usage of words will often appear foolish. Both these
flaws will hinder careers, as will any on-air betrayal of a lack of education.

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

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

Emotional Requirements Whether it involves meeting a deadline for a news
story or coming up with a funny ad-lib during a music program, stress is the
name of the game in broadcasting. For one thing, your job will typically be
performed before thousands of people, and that inherently creates stress. Sec-
ond, the old adage that “time is money™ is nowhere more applicable than in
the broadcast facility, where tasks must be performed quickly and accurately
to avoid retakes.

Most important, from the standpoint of stress, remember that broadcast-
ing is a constant race against the clock, and the clock never loses. An an-
nouncement slated for 5:59:30 p.M. must be made precisely at 5:59:30, and
in most cases it had better be finished exactly at 6:00:00 because that is pre-
cisely when the news is fed from the network.

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

Is Broadcasting for You?

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

Nature of the Business By its very nature, commercial broadcasting is a money-
oriented industry. Depending on the level at which you work, you may be
paid extremely well or extremely poorly. Job security is not particularly good
in the industry in general, and  is especially poor for on-air performers. Ex-
cept for noncommercial radio and television, ratings are money. (Ratings and
market studies are also becoming increasingly important to public broadcast-
ing programmers and fund-raisers.) As an on-air performer, you must pro-
duce ratings, and you will be looking for work if those ratings don’t materi-
alize. To add to the problem, consider that the situation is not always fair: a
performer with good on-air abilities may be poorly rated because of inept sta-
tion programming or an unfavorable time slot.

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

1
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Benefits and Drawbacks On the plus side of broadcasting as a career is the
sense of importance and the degree of celebrity status that accrue even at
lower levels of the business. It is also a job with a large measure of personal
satisfaction, a job that many aspirants would and do perform for free.

In the highest levels of broadcasting the money is excellent, and it is not
uncommon to make a good living at the medium market level. As large cor-
porations increase their involvement in the broadcasting industry, fringe
benefits and salaries have been improving at all levels. It is not as common as
it once was for radio stations to be staffed entirely by those willing to work at
minimum wage, but minimum salaries do exist in small markets nevertheless.

On the other hand, those who make good salaries have climbed a vast and
heartless pyramid. For every announcer in Boston or Chicago there are surely
hundreds or thousands of announcers who toil for poor salaries in small mar-
kets while waiting hungrily for an opportunity to move into the big time.

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

So how do you make a choice? There is no pat answer, but it is sincerely
hoped that this book will help in the decision. When you have completed the
chapters and exercises, you should have a realistic picture of what is required
and where your particular strengths and weaknesses lie.

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

The world of broadcasting, in fact, is a great succession of moments, like
the ones Edward R. Murrow created in the dark days of the Battle of Britain.
Those moments and developments have created a system of modern media
stunning in its capabilities: we can be anywhere on the globe in an instant,
and never out of touch with news, entertainment, or companionship.
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In broadcasting, the voice is one of the first criteria by which people judge
you. In radio, it is just about the only one. Your voice is what you are to the
listener. This text steers clear of the “rounded tones and golden throat” ap-
proach to broadcasting, but having a pleasing voice s important. Remember
that the emphasis is on a pleasing voice, not necessarily a deep, booming,
overpowering voice.

This chapter addresses ways to make the most of the voice you have, using
it as effectively as possible. Also included are ways to eliminate problems that
could disqualify you from on-air employment, such as diction problems,
poor voice quality, and regionalism.

Another section concerns the proper use of the voice, protecting it from
abuse by relaxing the mechanism, a technique that also improves voice
quality.

Voice instruction is worthwhile to anyone who speaks for a living, and it is
obviously of prime importance to an announcer. Often, voice and diction re-
ceive cursory treatment in broadcast performance courses. One reason, per-
haps, is the feeling that the only way to deal with speech and voice prablems
is to secure the help of a professional therapist. There is some validity to that
point, since no broadcasting text could possibly cure a case of stuttering or a
severe speech impediment. If such disorders are detected, consultation with
a speech pathologist is indicated.

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

13
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How the Vocal Mechanism Works

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

The Importance of Understanding the Vocal Mechanism

When working on exercises to develop the voice, it helps to know the struc-
ture you are using. For instance, a tightness in the throat can be more easily
overcome if you understand the musculature of the region. In diaphragmatic
breathing, it is obviously significant to understand just where the diaphragm
is and what it does.

However, there is no real need for a broadcaster to memorize all the struc-
tures of the breathing and vocal apparatus. Hence, only the basics are pre-
sented. For further information, investigate the classes in basic speech pro-
duction, almost certainly available in your institation. In addition to classes
in normal speech production, you will benefit from exposure to singing in-
struction, even if you entertain no ambitions as a singer and have no talent
for singing.

The Vocal Anatomy: A Brief Introduction

The mechanism that produces the voice is tied to the body’s respiratory sys-
tem (Fig. 2.1). This is important to know for a number of reasons, not the
least of which is the action of the diaphragm. Among other functions, the
lungs extract oxygen from the air; but they don’t suck air in or propel it out.
That function is performed primarily by the diaphragm, a muscle that ex-
tends across the base of the chest. It is connected by fibers and tendons to the
sternum (breastbone) in front, to the ribs at the sides, and to the vertebrae in
back. When you inhale, the diaphragm contracts, pushing the intestines
down and out. That is why the abdomen should expand when you breath in.
When you exhale during speech, the diaphragm relaxes and is pushed up-
ward by the abdominal muscles. Air in the chest cavity is compressed and
forced out through the trachea.

The trachea is the airway leading from the chest to the larynx. The trachea
is the point at which a number of airway tubes, including the bronchial tubes,
are joined together. Bronchitis is an inflammation of the bronchial tubes, and
through experience with this common malady, most people have a pretty
keen awareness of the location of the bronchial tubes.
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The larynx (Fig. 2.2) is often referred to as the voice box. The larynx is
composed of cartilage, a tough, somewhat flexible and gristly material. There
are several different cartilages that make up the structure of the larynx. The
most important are the thyroid cartilage, which protrudes from the neck and
forms what we call the “Adam’s apple,” and the cricoid cartilage, which con-
nects to the thyroid cartilage. These cartilages form a roughly tubular struc-
ture in which the vocal cords are suspended.

The vocal cords—more properly called vocal folds, since they’re not really
cords—are membranes that come together across the cavity of the larynx.
There are two folds, and during the pracess of producing voice, known as
phonation, they stretch across the cavity. The easiest way to visualize the vo-
cal cords is to see them as if you were looking down someone’s throat, as
shown in Figure 2.3.

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

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

The Basic Vocal Physiology: A Brief Introduction

During normal breathing, the vocal cords are relaxed and are some distance
apart, as pictured in Figure 2.3. But during phonation, the folds meet and
actually impede the flow of air through the larynx (Fig. 2.4). Air escapes
16 through the folds in short bursts only hundredths or thousandths of a second
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in duration. These bursts cause a vibration in the air. Combinations of
tension and air pressure on the vocal cords produce various pitches and
loudness.

Each small vibration is amplified to produce voice in the same way a brass
instrument amplifies the sound from the mouthpiece. If you took the mouth-
piece off a trombone and blew through it, it would produce only a weak,
high-pitched squawk, the direct vibration of your lips. But when the mouth-
piece is attached to the trombone, the acoustics of the instrument’s piping
cause an entire column of air to vibrate. Because of this effect, the musical
note is heard, full of resonance and power. Likewise, a violin string produces
hardly anything but a scratchy noise when vibrated all by itself. The sounding
board and the internal resonance cavities of the violin augment the sound of
the string to produce a full, rich tone.

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

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

You don’t pass air into the nasal passages all the time. But nasal cavity res-
onance during pronunciation of m, n, and ng can enhance the perceived
quality of the voice. Additionally, resonance along the entire vocal tract will
enhance the quality of the voice.

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

Evaluation of Voice and Speech

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

Making an honest evaluation of your voice and speech is one of the most
productive things you can do in your career. Any voice or speech deviation is
ahandicap. Some performers have been able to succeed in spite of such devia-
tions, but that is a rarity.

Evaluation of your voice and speech must be done with a tape recorder
and, ideally, with a knowledgeable instructor, speech—language pathologist,
or vocal coach. One of the problems associated with evaluating voice and
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speech is that it is difficult to critique yourself. You hear your own voice
through bone conduction or vibration, whereas others hear your voice after
it has traveled through the air. Remember the first time you heard yourself on
tape? The difference between your perception of your voice and the actual
playback was probably startling.

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

Take advantage of critique from instructors and colleagues to identify
problem areas, and listen critically to your tapes in an effort to develop self-
critiquing skills.

Voice

A pleasing voice is helpful to a broadcaster, but an offensive voice is a real
handicap. Voices that “turn off” listeners may result from what we’re going to
categorize, for the purpose of this discussion, as problems in quality, deliv-
ery, and breathing.

Problems with Voice Quality Have you ever developed a negative image of
someone on the other end of a phone conversation, someone you’ve never
met but have pictured because of his or her voice? Gravel voices, for example,
are not pleasant to listen to and certainly are a detriment for most broad-
casters. In defining some of the most common negative voice qualities, we
have mentioned possible causes and offered suggestions for improvement.

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

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

Gravel voice: Whereas a hoarse voice typically has a strident “breaking”
quality to it, the gravel voice is usually low pitched, does not project, and
is not melodic.
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Gravel voices sometimes result from a simple lack of projection. Note
how gravel-voiced people often slouch and speak with the chin on the
chest. Gravel voices often result from speaking in a pitch that is too low.
Better breath support, a higher pitch, and better projection can often
ease this problem.

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

Monotone:  Failure to change pitch results in a monotone delivery. Pitch
refers to the listener’s pereeption of the frequency of a sound (its relative
highness or lowness), as in the pitch of a note on a musical scale. A mono
tone can be extremely unpleasant to listen to, and will convey the image
that the speaker is bored and/or boring. Speaking in a monotone can
also cause irritation to the vocal cords. A speaker with a monotone
should pay more attention to the nuances of the pitch rising and falling.

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

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

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

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

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

Here are some typical problems and suggestions for alleviating them.

Breathy voice: The “Marilyn Monroe” or “breathy starlet” voice can be
caused by failure to bring the vocal folds together closely enough during
phonation, so that air escapes while you are speaking. This is not always
a breathing problem, but a common and more easily corrected cause of
a breathy voice is not having sufficient air reserves, so that the speaker
“runs out of breath.”” More attention to proper phonation, proper vocal
tension, and possibly professional therapy are indicated, along with
better posture and breath support.

Voice with no “carrying power”: Frequently the result of inadequate sup-
port from the abdominal muscles, lack of carrying power is compounded
by lack of projection. Breathe diaphragmatically and pay attention to
posture.

Speech

There are different ways to categorize speech problems, and our categoriza-
tion is not made in the manner a trained speech pathologist would employ.
Instead, speech problems are ordered in terms of their occurrence and impor-
tance to the on-air talent.

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

Fricatives: The source of these sounds is the gradual escape of air through
a constriction in the mouth or vocal tract. Major English fricatives are f,
v, th, s, 2, sh, zh, and b.

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

Frictionless consonants: Included are semivowels, nasals, and laterals.
Semivowels, w, 7, and y, have a continuous, vowel-like quality in their
pronunciation. An / sound is similar but is known as a lateral, because
the breath exits from the side of the mouth. Another related type of
sound is the nasal category: m, n, and ng.
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When the sounds described above are omitted, distorted, added, or sub-
stituted for one another, speech problems occur. Examples of four typical de-
viations are listed below.

— Omissions Dropping the & in “asked.” “Ast” instead of ‘““askt.”

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

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

— Substitutions Saying d for th, such as “dese” and ‘““dose” for “these” and
“those”; or n for ng, as “bringin” (sometimes called “dropping the g,” an
error that also shares some characteristics of an omission).

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

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

Omissions, distortions, additions, substitutions, and fluency probiems are
terms used to identify specific speech deviations. How do they relate to
broadcast announcing? Specific speech deviations are components of these
overall problems:

— Sloppy diction
— Reglonallsm
— Cluttering and rate problems

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

Poor diction is a habit. “Lip laziness” accounts for many cases of sloppy
diction, and failure to move the lips and tongue enough for crisp diction is a
habit that must be overcome.
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Here are some guidelines to help you tighten up sloppy diction.

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

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

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

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

The discussion of regionalisms and methods to eliminate regional pronun-
ciation is continued in the section entitled “Language and the Broadcaster.”

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

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

Cluttering and rate problems are common obstacles for people beginning
air work, and are most effectively addressed by:

1. Slowing down the rate of reading

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

3. Speaking clearly in an effort to communicate ideas, not just read words
Language and the Broadcaster
Proper use of the language is obviously of paramount importance to the

broadcaster. Unfortunately, there are no simple and all-inclusive guidelines
for proper pronunciation and usage, and categorization of standards and def-
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initions is a difficult job at best. Scholars have debated the issues of dialects
and standardized language for centuries, without producing a completely de-
finitive standard.

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

It is useful to look at the language issue in the most basic terms, the terms
most directly related to on-air broadcasters. This discussion includes pronun-
ciation, which 1s obviously germane to a chapter on speech and voice. Also
important, and included in this chapter to complete the discussion of lan-
guage, is an examination of usage.

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

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

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

An unagcented form of American speech was thought to be spoken in Chi-
cago, although it is apparent that some speakers in Chicago do use regional
speech. In the early days of broadcasting, some organizations sent announ-
cers to Chicago in an effort to eliminate regional accents.

Eliminating regionalisms in any manner is not easy, since we’re so used to
hearing our own regionalisms (primarily vowel distortions) that it becomes
difficult to distinguish regional speech from the unaccented speech used by
most network newscasters.

An effort must be made to correct regionalisms, though. Vowel distortions
due to regional dialects can be distracting to a listener who, for example,
expects to hear “boy,” but hears instead “bo-ih” from a southern speaker.
Substitutions are considered by many to be even more intrusive. The New

'David Blair McClosky and Barbara McClosky. Voice in Song and Speech. Boston: Boston
Music Company, 1984.
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England trait of adding r’s where they don’t belong (“pizzer,” “bananer”) and
dropping them where they ‘do belong (*“‘cah,” “watah”) can irritate listeners
unaccustomed to the dialect.

As stated earlier, you may not be able to distinguish your own regional
dialect. If your instructors or colleagues tell you that you have a distracting
regionalism, however, they’re probably right. And if you can’t identify and
correct the regional distortion or substitution on your own, by all means
contact a speech professional or coach and work on eliminating it.

Social Dialects Certain differences in pronunciation are apparent among
groups that differ in educational levels or culturai pracrices. Since standard
speech is arbitrarily assumed to reflect the highly educated members of a
society, a similarly arbitrary definition would peg lower social dialects as
substandard.

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

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

Usage The choice and use of words must be considered in an evaluation of
standard language. Standard English, remember, is pegged to the educated
speaker or writer. Use of double negatives, such as “haven’t got none” is ob-
viously substandard.

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

A lack of knowledge of the language also can produce results more mis-
leading than comical. One news reporter, for example, spoke of a city offi-
cial’s “fulsome” praise for a retiring teacher. “Fulsome” is a word that is used
improperly (as a synonym for “abundant”) to such an extent that its true
meaning, namely, “offensive or disgusting,” is rapidly becoming lost. Similar
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fates seem to be in store for “presently,” “disinterested,” and “infer.” Use
words correctly. Never guess in an on-air situation.

Self-Evaluation Checklist

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

Read through two or three pages of copy or a newspaper article. Play back
the tape and ask yourself the tollowing questions.

1. Do Islur any words and sounds together?

2. Are my consonants crisp and clear?

3. Are my s sounds too harsh? Do my plostves (p's and b's) cause the mic
to pop?

4. Are there any regionalisms or colloquialisms in my speech? Do I say
“soar” for “saw,” or “‘youse” for “you”?

5. Do 1 “*drop” endings?

6. Do | read too quickly? Do my words telescope together?

7. Do | have a distracting voice pattern? Do | sound like a bad disc jockey?

8. Is my voice hoarse, harsh?

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

10. Can | hear tension in my voice? Does it sound constricted, tight?

Note: Although self-evaluation is helpful, the difficulty of hearing your

own mistakes cannot be overemphasized. If at all possible, have an individual
analysis of your voice and articulation problems.

Making the Speaking Voice More Pleasing

Now that you have examined negative factors influencing the speaking voice,
the next step is to concentrate on some of the positive steps you can take for
self-improvement. Of primary importance to improving voice quality is pos-

25



26

Improving the Speaking Voice

ture. Another critical aspect of a pleasant voice is relaxation of the vocal
apparatus, which also plays the major role in preventing vocal abuse. Re-
laxation techniques are dealt with in the section entitled “Maintaining the
Voice.”

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

Diaphragmatic Breathing

The constantly repeated admonition to “speak from the diaphragm” makes
good sense, although in realistic terms it doesn’t make any sense unless the
process is explained and understood. Using posture and breathing techniques
will require forming good habits and breaking bad habits.

The first habit to cultivate is proper posture. “Posture is the most impor-
tant element in voice,” contends David Blair McClosky, an author' and voice
therapist who has served as vocal coach to presidents Kennedy and Johnson,
and whose clients have included broadcaster Curt Gowdy and actor Al
Pacino.

McClosky recommends a posture in which the feet are spread comfort-
ably apart and the weight is slightly toward the balls of the feet. The key to
the proper posture is elimination of an exaggerated curve in the back. The
back should be kept straight and the hips tucked in, as shown in Figure 2.5.
This posture allows for proper breathing. Virtually all voice coaches point
out that it is the abdomen that must expand during breathing, not the chest.
Although we’re taught in elementary school to “throw out the chest” when
we breathe, that’s not good technique, since it doesn’t allow the abdominal
muscles and therefore the diaphragm to provide adequate support for the
column of air in the vocal tract. If you are unclear on this, please take a mo-
ment to review the sections on vocal anatomy and physiology.

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

Proper breathing compels us to abandon some of the typical vanities im-
posed by current culture, including the notions that men and women should
be wasp-waisted and that men should have a swelling chest. In order to
breathe properly, the abdomen must expand. Note the action in Figures 2.6
and 2.7.

When the abdomen and the diaphragm have expanded, natural exhalation
from that position, involving a contracting of the abdominal muscles, will




Making the Speaking Voice More Pleasing

Figure 2.5 A good posture for
speaking. The goal is to minimize
back sway and give the diaphragm
and abdomen plenty of room for
expansion.

L minimize “sway" in back

— hips tucked in

-—— slight flexion in knees
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Figure 2.6 (top

left) The telltale way to
determine whether you’re
breathing diaphrag-
matically: before inhal-
ing, place your hand a
couple of inches below
the breastbone.

Figure 2.7 (top right)
When you inhale, you
should feel and see an ex-
pansion of the abdomen.
This demonstrates the ac-
tion of the diaphragm.

Figure 2.8 (bottom left)
A good test of whether
the diaphragm is being
used in breathing is to
stand against a wall and
have a partner press with
his fist as shown; inhale
and try to push the fist
away.

Figure 2.9 (bottom
right) If you can detect
rib motion, you are
breathing from your chest
rather than from your
diaphragm.
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produce the proper effect. Be certain you have invoked the use of the dia-
phragm properly. One way to check on the success of an attempt at diaphrag-
matic breathing is to stand against a wall and have someone press his fist
against your abdomen. Proper inhalation will drive that fist away (Fig. 2.8).
Here is one final test to see if you are breathing properly. Assume the
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correct posture and place your hands on the lower ribs (Fig. 2.9). Inhale. If
there is movement of the ribs, you are cxpanding the chest instead of the
diaphragm.

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

Finding the Right Level of Precision in Diction

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

The best way to identify too-precise diction is, of course, to listen to a
tape. It also helps to watch your mouth as you speak into a mirror. Exag-
gerated mouth and lip movements are often indicative of exaggerated diction.

Special Considerations for Broadcast Work

Even normal-sounding p’s and b’s can cause a microphone to pop, that is, to
vibrate with an explosive noise because a blast of air has hit the mic element.
Sometimes, simple awareness of the problem and practice in controlling the
force of plosives is enough. Speaking across the mic, rather than into it, can
alleviate the problem. In other instances, the performer may elect to work on a
mic that is less susceptible to popping. All options are discussed in Chapter 4.

Women doing on-alr work sotnctimes cncounter resistance from listeners
who claim their voices are harder to understand. For some people, especially
older listeners with age-related hearing losses, this Is true. For reasons dealing
with acoustics and the functioning of the hearing mechanism, the impaired
ear hears lower-pitched voices better than high-pitched voices.

While a reasonable lowering of the pitch of a female voice can sometimes
be effective in overcoming this, good projection and resonance can also re-
solve much of the problem.

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

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

Relaxation is the key to maintaining the voice. Proper relaxation also con-
tributes to the production of a pleasing voice and a more resonant voice. The
exercises recommended below really do work! Try them, practice them, and
make them into a daily regimen.

Vocal Abuse: What Is It?

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

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

Such abuse can result in a number of physical manifestations, including:
— Formation of vocal cord nodules and polyps
— Excessive “bowing” (taking on a misshapen appearance) of the vocal cords
— Chronic irritation

One cause of vocal abuse is an abnormally low pitch. McClosky notes that
when he was a university choirmaster and singing teacher in the 1950s and
1960s, the heyday of the big-voiced announcer, a surprising number of stu-

dents who reported voice problems to him were enrolled in the college’s
broadcasting school.

Vocal Abuse: How to Prevent It

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

1. Listen to what the larynx and throat are trying to tell you. The body has
several defense mechanisms, including pain and hoarseness. If these symp-
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toms are chronic, you must take some action to reevaluate your specch
patterns.

. Warm up. Do some light vocalizing (humming, singing, etc.) before an ex-

tended on-ait period or other time of vocal stress.

. Keep well hydrated. When tissues lose moisture, they’re more susceptible

to damage. Have a glass of water on hand.

. Use amplification when possible instead of raising your voice. A radio an-

nouncer, for example, can reduce strain on his or her vuice by turning up
the volume on the mic channel instead of shouting,

. Don’t smoke. Cigarettes directly irritate the vocal cords. Smoke indirectly

irtitates the cords by stimulating coughing.

. Try to avoid extensive use of the voice when you have a cold. It makes you

more susceptible to vocal irritation. Also, avoid habitually clearing your
throat.

. Look at the whole body for signs of tension. Stress in other parts of the

body can cause a reaction in the voice. Similarly, posture has an important
role in keeping the vocal mechanism relaxed and working freely.

Vocal Relaxation Techniques

Dr. Holzer’s last point is well taken and merits paraphrase: having a relaxed
body and vocal apparatus relieves much of the strain on the voice mechanism
and allows the voice to function better. Voice therapist McClosky contends
that relaxation is the precursor to any progress in voice development. Unless
you can relax the muscles in the face, tongue, jaw, throat, and neck that inter-
fere with the muscles controlling the vocal curds themsclves, he says “your
singing and spcaking will be muscle-bound.”

Here are some exercises to relax the body and rhe throat, Many of them

are performed regularly by professional singers and speakers.

Roll the head. forward, to the left, backward, to the right, and forward
again; repeat several times in each direction. This helps relax shoulders
and neck.

. Massage the muscles of the face, working down from the hairline, and

allow the jaw to go slack.

. Thrust out the tongue several times, then allow it to hang limply over the

bottom lip. Relaxation of the tongue is important because the back of the
tongue goes virtually right down your throat, and tension here can inter-
fere with vocalization.

. Massage the area underneath the chin (Fig. 2.10) until there is no rigidity

apparent. [.earn to relax these muscles “on cue.”
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Figure 2.10 (lefr) Massaging under the
chin.

Figure 2.11 (middle) Working the jaw.

Figure 2.12 (far right) Massaging the
larynx climinates rigidity.

5. Grasp your lower jaw between thumb and forefinger and work it up and
down until you overcome any muscular resistance (Fig. 2.11). When you
get good at this, you can bounce the jaw up and down with your forefinger.

6. GENTLY massage the larynx from side to side (Fig. 2.12) until you elimi-
nate rigidity and any “clicking” sensation.

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

Make these relaxation techniques a daily routine and remember that re-
laxation exercises can be done at any time. Doing this routine during a break
in a tiring recording session, for example, will help your voice immensely.




Summary

Summary

Broadcasters need not force their voices into an abnormally low pitch range.
A pleasing voice, rather than a decp voice, is the hallmark of today’s profes-
sional announcer. An artificially low-pitched voice is unattractive and can ac-
tually cause damage to the vocal cords.

A basic knowledge of the vocal mechanism permits a broadcaster to iden-
tify the function of various parts of the apparatus when doing exercises to
improve its function. Vocal cords are suspended in a chamber of cartilage and
allow air to escape in short bursts. Those short bursts create a vibration,
which is amplified by the vocal tract and nasal passages.
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Evaluation of voice and speech is valuable and should be undertaken
by any on-air performer. Typical voice problems especially relevant to the
broadcaster are deficiencies in quality, delivery, and breathing. Typical speech
problems are sloppy diction, regionalism, and cluttering.

The issue of language directly relates to on-air communication. It is im-
portant for on-air personnel to be familiar with standard American English
and general American speech and to avoid significant deviations from these
standards.

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

Learning diaphragmatic breathing is the first major step in the long-term
process of improving the speaking voice. Learning to relax is the second
major step. In addition to preventing vocal abuse, a common problem of on-
air broadcasters, relaxation increases resonance and aids the overall tone of
the voice. A regimen of exercises can relax the vocal apparatus.

Exercises

In addition to regular practice of the techniques described in this chapter, you
can benefit by the following,

1. Pronounce the following pairs of words; record them if you have the
chance. Is there a distinguishable difference in your pronunciation? There
should be.

— picture/pitcher

— wear/where

— park/pock

— adapt/adept

— bowl/bold

— can/kin

— kin/king

— saw/soar

— best/Bess

An interesting variation of this exercise is to have a colleague or instructor

check your pronunciation. An even more useful variation is to use each
pair of words in a sentence. See if the distinction between the two similar
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Exercises

words is still as clear during conversational speech as when the words are
spoken in isolation.

2. a. Read through a line of poetry or other work and enunciate every sound
in the sentence. Exaggerate to the point of siliiness, but be sure to hit
every consonant and vowel precisely.

If you don’t have poetry on hand, try this:

Speak distinctly, and rise above the babble of the crowd.

The point of this exercise is to discover all the “hidden” sounds and
variations of sounds we often gloss over,

b. Another type of diction practice is the tongue twister, which can be fun
and interesting but probably not of extraordinary value. There was,
however, a time when tongue twisters were popular material for radio
announcer auditions, perhaps reflecting an overemphasis on mechan-
ics, as opposed to communication. Tongue twisters can bring about a
healthy awareness of the accuracy of diction, however, so they’re worth
a try.

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

Toy boat, toy boat, toy boat, toy boat, toy boat, toy boat.

Theophilus, the thistle sifter, sifted three thousand thistles on
Thursday.

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

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

*Douglas Ehninger, Bruce E. Gronbeck, Ray E. McKerrow, and Alan H. Monroe. Prin-
ciples and Types of Speech Communication, 10th ed. New York: Scott, Foresman, 1986,
p- 398.
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Basic Announcing Skills:
\Understanding the Message

The art and science of communication is basically getting a message across to
a listener or viewer. The prime objective in that task is to translate what the
writer of the copy has in mind, so that the listener ends up with the same
idea. In a nutshell, that is the first and most basic responsibility of a broadcast
communicator. This chapter addresses that responsibility by outlining ways
to get the meaning of the message: finding key words, determining the mood,
the pace, and the purpose of the copy, and understanding that the goal is
communicating, not reading. Marking copy for pronunciation and inter-
pretation is explored, as well as phrasing.

Getting the Meaning of the Message

The “message” is far more than just words. A variety of emotions and reac-
tions must be considered when a performer looks at words on paper, words
that must be conveyed with meaning to cach member of the audience. To
compound the complexity of the problem, the performer must be sure that a
faulty reading doesn’t mar or blunt the meaning of the message.

An announcer conveys meaning by giving the copy an interpretation that
communicates, through inflection and emphasis, something beyond the lit-
eral reproduction of the words on paper. Perhaps the words must be charged
with emotion, or impart a sense of excitement. The announcer communicates
these ideas by first gaining a clear and precise understanding of the message.
To this end, both scholarly research and the empirical observations of broad-

36 cast performers confirm the absolute necessity of:
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— Making a careful analysis of the meaning and purpose of the copy (the
topic of this chapter)

— Communicating the words and phrases in such a way that the message has
meaning and impact (the topic of Chapter 4)

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

The point is often driven home rather vividly to novice performers. Con-
sider, for instance, the response of a merchant to hearing a tape of a proposed
commercial: “The announcer doesn’t know what he’s talking about . . . don’t
you people know anything about my business?”

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

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

Keys to understanding and communicating the message are identifying
key words, identifying pace and purpose, and communicating—rather than
reading—the copy.

Figure 3.1 Bill St.
James, one of the in-
dustry’s top free-lance
communicators.
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Finding Key Words

The example of the news story above highlights what happens when the per-
former misses a key word. Finding those key words is the first step in analyz-
ing the thrust of the copy.

Too often performers attempt to find key words by the simple mechanical
process of underlining every word that looks as though it may be relevant.
That approach is better than nothing, but if too many words are emphasized
they are no longer key words. Striking a balance is the goal.

One way to get to the heart of a piece of copy is to read it through and
identify three words that summarize the thrust. Admittedly, this approach
goes to the other extreme of too few words, but it can give a surprisingly ac-
curate reflection of which words are most important.

Theater set designers, who must come up with simple structures to convey
complex messages, often play the mental game of distilling a play into a para-
graph, then a sentence, and then a word. The set is designed around the
thrust of the play, as distilled in the exercise. This approach is obviously over-
simplified, but such intellectual exercise does force you to think about the
most basic meanings behind a play or any other form of communication.

The reason for detailed examination of the concept of key words is to em-
phasize that the key words are those that accurately convey the meaning of
the copy. Changing key words can, therefore, change the meaning of the copy.

For example: “Bob wrote two textbooks” is a simple declarative sentence.
If you’re looking for key words in that sentence, you’ll have to understand the
context in which the sentence is given. Is it, for instance, an expression of
amazement at the prowess of the author? Turn it into question-and-answer
form, to show it in a framework of a complete thought:

— “BOB wrote two textbooks? He can hardly write his name!”

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

— “Bob WROTE two textbooks? I thought he was just the editor.”
— “Bob wrote TWO textbooks? When did he finish the other one?”
— “Bob wrote two TEXTBOOKS? I thought he was a novelist.”

Obviously, finding the key words is a subjective process and may mean
going through the original copy several times in an effort to clarify for your
own benefit what the author had in mind. This is not a mechanical process,
although mediocre announcers make it mechanical. For example, in most
commercial copy the performer can rightly assume that words such as “bar-
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gain,” “inexpensive,” “free,” “new,” “natural,” and “modern” are key words,
words intrinsic to the message and deserving of stress. But those powerful-
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appearing words are not always the key words, and a performer can mangle
the message by not understanding it in context. How important is the word
“new" in the following piece of copy?

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

The most important words here are probably “Smith Shoes,” “look great,”
and “feel great”; “new"” is really not important. Also of secondary impor-
tance are the words relating to spring. The word “new” is aimost redundant,
since few shoe stores offer old shoes as their spring line. The purpose of this
copy is not to communicate the idea that Smith Shoes are new. The purpose is
to communicate the idea that Smith Shoes will imake you look and feel great,
and will let you “swing into spring” in an upbeat way.
But let’s take another example.

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

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

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

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

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

Is “died” the key word here? Not really. The most iniportant words are
y Y P

“families,” “suing,” and “owner.” Putting too much stress on the concept of

death:

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

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

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

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

Understanding the mood the author of copy wants to project will enable you
to give an accurate interpretation. By contrast, not understanding the mood
can detract from the communication process. Projecting an inappropriate
mood or making an inappropriate change of mood can baffle the message’s
receiver. For example, in one familiar situation-comedy routine the news-
caster mixes up his copy and blunders into a tragic plane crash story with the
smile and upbeat tone reserved for the final “light-side” piece.

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

’

— Carefree. “Swing into spring with Smith Shoes. . . .’
— Sincere. “Are you concerned about your health insurance?”

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

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

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

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

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

Pace

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




Getting the Meaning of the Message

Time is running out. Yes, you’ve heard all the talk about business phone
systems. . . . All the commercials . . . all the hype. But it’s your decision
and you've got to make it soon! And you'd better make it righs.

But note how a change of pace is dictated in the second portion of the
commercial:

.. . you'd better make it right.

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

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

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

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

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

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

Purpose

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

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

For example, at the time this book was written, phone company deregula-
tion had opened the door to a wide variety of new systems, which were adver-
tised with varying degrees of enthusiasm. To help interpret the Telephone
World Business Systems spot, the announcer should be aware that the em-
ployee responsible for choosing a new phone system is under a great deal of
pressure to make the right decision amid an intense advertising barrage. A
valid interpretation must appeal to this theme.
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Experienced professionals can lend an important sound to such copy
through accumulated skills of emphasis and inflection. Understanding copy,
though, will always help anyone’s interpretation.

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

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

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

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

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

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

Communicating Versus Merely Reading

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

: ]

— “What a beautiful, sunny day. . . .’

’»

— “Look at all that rain. . . .

”»

— “We’ve had more than our share of snow. . . .

Yes, he read all three, and failed to understand at first why the program
director and the sponsor were so upset with his delivery.
That extreme example is not too far-fetched. Similar events do happen
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every day. Poor on-air performers can make hash out of commercial and news
copy because they simply do not take the time to understand the message
they want to communicate.

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

Most of us have heard “announcers” who have determined in their own
minds what “announcers” sound like, and they deliver each message in a me-
chanical singsong. That is reading.

A communicator knows how the copy should be read and can get across
the intent of the author. He or she does not follow a preset formula but in-
stead approaches each reading with an open mind, looking for the thrust of
the material. In most cases, the better performer is not necessarily the one
with the better voice, but the one who makes the copy genuine, natural, be-
lievable, and true to the intent of the author.

After many years of practice, this ability becomes second nature, so to
speak. But good performers develop that second nature through an initial
stint of marking copy to indicate key words, pace, pauses, and in some cases
mood and purpose. Because markings essentially are tools for an accurate
interpretation of copy, they also include methods of indicating pronuncia-
tions of difficult words. Learning to mark copy is one of the most important
steps you can take toward improving performance skills.

Marking Copy

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

Many announcers do not have the opportunity to mark copy. Commer-
cials are kept in a copybook that is used by all staff announcers and would
soon be obliterated if each staffer put individual marks on the copy. News-
casters must often read copy prepared by others and not assigned to a partic-
ular newscaster until moments before airtime. In that case, too, marking
copy is not practical.

What experienced announcers do, in effect, is to mark copy mentally. Be-
ginners are well advised to mark as much copy as possible directly on the
paper, because the ability to do it as you go along takes extensive practice.

However, all on-air people will mark unfamiliar pronunciations, and
those markings frequently are written right into the typed copy or wire ser-
vice text. Marking copy for pronunciation is an integral part of understand-
ing the message.
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Phonetic Spelling

How do you indicate the pronunciation of an unfamiliar word? Essentially,
you must come up with a convention of notation that will allow you or an-
other reader to look at the agreed-upon code and know how to pronounce
the word. Such a system is known as phonetic spelling.

There are a variety of phonetic systems employed, and some are very accu-
rate but very complex. The International Phonetic Alphabet (IPA), for ex-
ample, employs symbols not found in the English alphabet to indicate ele-
ments of pronunciation. The International Phonetic Alphabet is a valuable
tool for linguists and other scholars, but its value for broadcast performers is
limited for two reasons.

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

2. Many of the symbols in the International Phonetic Alphabet are not re-
producible by standard typewriters, teletype machines, or computerized
word processing equipment.

The second problem also rules out the use of diacritical marks, such as
those found in the dictionary. Standard typewriters, teletype devices, and
word processors can’t reproduce markings such as 3 and 1.

The best alternative appears to be the phonetic spellings utilized by the
Associated Press Radio Network. The AP uses what it terms a simple pho-
netic spelling system to try to convey how a name or other word sounds, and
“goes along with the commonly accepted principles of English usage as to
how vowels and consonants are sounded.”

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

Wahn Mahr-tee’-ness.

When you are constructing or interpreting a “pronouncer,” as it is called,
utilize standard English usage and the following guide, from the AP Broad-
cast News Handbook (p.230).

1James R. Hood and Brad Kalbfedd, compilers/editors. AP Broadcast News Handbook.
New York: The Associated Press, 1982.
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Vowel sounds Consonants

a bat, apple oh go, oval g got, beg

ah father, arm 00 foad, two i job, gem

aw raw, board ow scout, crowd k keep, cap

ay fate, ace oy boy, join ch chair, butcher
e,ech  bed u curl, foot sh shut, fashion
ee feel, tea uh puff zh vision, mirage
i, ih pin, middle yoo fume, few th thin, path

v, €ye ice, time, guide kh gutturai “k”

Pronouncers are contained in all wire service copy destined for broadcast
use. If you are doubtful about a word and don’t have a pronouncer, two very
helpful works are pronunciation guides prepared under the aegis of the Na-
tional Broadcasting Company and the British Broadcasting Company, News-
people are responsible for determining the pronunciation of names of local
newsmakers, a process that often involves telephone calls to individuals, their
families, or business associates.

Marking and Decoding Unfamiliar Words

To be able to give an approximation of unfamiliar English words and words in
foreign languages, it is worthwhile to have an exposure to foreign pronuncia-
tions. For one thing, some pronunciations can’t be approximated by phonetic
spelling because the sounds are not commonly used in English, Also, it is in-
evitable that you will come acrass a foreign word and have no available
method to check it out.

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

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

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

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

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

1. Generally most foreign pronunciations sound natural, unaffected, and ac-
ceptable when the rules of foreign pronunciation are followed; however,
the word is pronounced as an educated native English speaker would say
it, not as a native would say the word. An American speaker, for example,
knows that the au configuration in German is pronounced ow, and would
use that pronunciation. The speaker would not, though, strive for a pre-
cise reproduction of a German accent. Likewise, the speaker following
this rule would not trill 7’s in Spanish words and would not excessively
nasalize the »’s in French words.

2. The most notable exception is in classical music pronunciation, for here
the announcer is expected to be an expert. Typically, the classical music
announcer will want to give full inflection to the words, using native
pronunciation.

Problem What about proper names and place names?

Recommendation Follow convention, use Americanized pronunciations for
names of well-known people or places according to these guidelines:

1. The names of major cities and countries are spoken according to Ameri-
can convention (e.g., Munich, not Miinchen). In most cases, an American-
flavored pronunciation, rather than an imitation of native inflection, will
be best. The final ¢h in Munich, then, would be pronounced like an
American k, and not gutturalized in the way of a native German speaker.

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

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

Itis a difficult task, at best, to attempt to decipher foreign pronunciations
from tables of vowels and consonants. Moreover, a table will not always be
available, sa it is worthwhile to memarize the general characteristics of the
major languages, described below. It is also worthwhile to listen to recordings
of foreign speakers. For reference, a table of letters and sounds and their pro-
nunciation in major languages is provided in Appendix A.

French At the end of a word, the letter ¢, withont an accent, is not pro-
nounced (€tvile). This is also the case for final es (étoiles) and for the en#
ending on verbs (ils parlent).

Most final consonants are not pronounced. A phonetic approximation of
parlez-vous frangais (do you speak French?), for example, is pahr-lay voo
frahn-say’.

When pronounced, most of the consonants are similar to English conso-
nants. Some vowels before » and m are nasalized (enfant, sont, fin, en-
chanter, un americain. In short, a vowel or diphthong is nasalized when it is
followed by # or » in the same syllable; en/fant, em/ployer, am/bu/lance.

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

German There are few if any silent letters in German. Some sounds are not
approximated in English, such as the 6 (the mark above the letter is called an
umlaut). This vowel can be either short or long, in the same cense that the
English 4 is long in “lake” but short in *bat.” The long 6 can be approxi-
mated by rounding the lips as though you are going to say “oh” but saying
“ay” like in “say” instead. To shorten the vowel, don’t say ““ay” as in “say” but
rather “eh” as in “bed.”

Two main indicators of a long vowel are that it is before only one conso-
nant (much the same as in English) or that it is at the end of a word.

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

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

sprechen sie deutsch (do you speak German?) would be approximated
as: shprekh-en zee doytch.

Accents in German are most commonly on the first syllable.

Spanish Spanish is very regular in its pronunciations, and you can figure out
many Spanish words and names by remembering that 7 is pronounced ee, and
e is pronounced ay. Typically, a is pronounced abh as in “father” rather than a
as in “apple” (a convention that applies to many languages).

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

Caballero (gentleman) is pronounced cob-ah-yay’row.

In Spanish, the r is trilled, but in most cases you will not try to approxi-
mate this in English pronunciation. J is pronounced like an English 5, Ac-
cents usually fall on the last or next-to-last syllable; occasionally accent
marks inform you of the syllable to be stressed.

ltalian Italian words are pronounced much as they are spelled. Unlike En-
glish, double consonants are pronounced as in cappelio (hat) and carro (cart)
in contrast to capello (hair) and caro (dear).

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

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

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

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

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

Russian Russian language copy written in the Cyrillic alphabet is translit-
erated for English speakers. This means that in a broadcast situation, the
words have been converted to English equivalents, although the pronuncia-
tions still are somewhat irregular. The ev in Khrushchev, for example, is pro-
nounced owf.

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

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

Wagner is one of the names that is customarily pronounced with full in-
flection and adherence to native pronunciation. Most names in classical
music follow this custom. Therefore, the ¢b in Richard is pronounced as a k.
The a, as is typical of most foreign pronunciation, is close to the a 1n the
American word “arm.” The w takes the Germanic v sound. The title of the
music needs little decoding except for the ¢i configuration, which is pro-
nounced like the word “eye.” Thus we have:

Rih-kart’ Vahg’-ner, dahs Ryn’-golt

Similar analysis can be applied to the examples below or to the copy in the
drill section:

The Spanish region of Castile was originally divided into the provinces of

New Castile and Old Castile, known as Castilla la Nueva and Castilla la

Vieja.

Note in this example how you would use different inflections when read-
ing the English and Spanish designations of the same regions.

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

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

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

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

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

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

3. Bluffing sometimes is necessary, but don’t get carried away. One an-
nouncer, for example, recalls the time he was reading “cold” a list of box-
ing title holders, who in the lower weight classes were mostly Latin Ameri-
cans. He did rather well except for his highly accented rendition of the
featherweight champion, “Teet’-lay Vah-caht’-ate,” who turned out to be
Title Vacated.

Remember that although learning the basic rules can help in many pro-
nunciation situations, there are exceptions to many of the rules, and true
competence in foreign pronunciation is best achieved by having a reasonable
familiarity with the actual languages. Several semesters of foreign language
courses will be of great benefit in cultivating pronunciation skills.

English words are not exempt from the marking and phoneticizing pro-
cess. In point of fact, English is a very irregular language, and a simple set of
rules to govern all pronunciations cannot be devised.

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

Some pronunciations are especially deceptive, and incorrect pronuncia-
tions have worked into common usage.

— Nuclear (I’ noo’~clee-yahr, not noo’-cue-lahr.)
— Status (Stayt-us is more widely accepted than stat’-us.)
— Data (Dayt’-uh is more widely accepted than daht’-uh.)

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

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

accessory infamous radiator length
impotent Moscow Delhi Yosemite
Spokane La Jolla Canaan Cannes
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Marking copy with correct pronunciations is one of the first actions you
will need to take when evaluating material. The next consideration is mark-
ing it for proper interpretation, for correct phrasing.

Symbols for Aiding Interpretation

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

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

A broadcaster can do the same. Figure 3.2 shows some useful symbols for
marking copy. Following is an examination of how those symbols can help
you communicate the message by phrasing it properly.

word underline for emphasis
word underline twice for heavy emphasis

WOrd/WOrd slash for pause

)

word to flagunfamiliar word or pronunciation

<

[0 ne Complete phras 6] brackets identify complete phrase

Phra?e or senTence jagpedline means speed up

P h':‘a se or Sentence  dots meanslow down

D

Figure 3.2 Symbols for
aiding interpretation.

word [ word cue note for production element or time cue

marginal note for interpretation
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Phrasing

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

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

The example in Figure 3.4 takes the marking process further and adds

Figure 3.3 A marked story.

Two people are dead, four injured, in the wake of a violent

Mahr—say'
explosion this morning at 443 Marseilles St. The names of the
TTTe—

victims are being withheld pending notification of next of kin.
[The explosion and resulting fire] leveled the two-story house.

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

not want to be identifiecﬂ told Eyewitness News that arson is a

possibility.

Figure 3.4 Marked copy for a commercial.

T

You've been running from bank to bank, you've heard gibberish
W i L]

and promises. You need a mortgage and time is running out. Well,
Lt P e O ety

where qualified borrowers can get a fixed rate mortgage at 1l percent,

———

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

no points77—. The Hypothetical Savings Bank, member, FDIC.

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

The performer who marked up this copy also used a cue for a jingle at this
point. He or she might also clect to use that cue mark for timing. The per-
former could indicate that the remaining copy must be read in a given time
period.

How Phrasing Affects Meaning and Interpretation

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

Ineffective readers typically do not blend and match al