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ART GILMORE

Art Gilmore began his radio career as a singer on an inde-
pendent radio station in Tacoma, Washington. Later, while
enrolled as a student at Washington State College, he won a
place as a staff announcer on the school’s state-owned, college-
operated radio station. Although training for a business
career at the time, he changed the course of his plans to accept
an offer from a Seattle radio station for the job of staff announ-
cer. His early experience in Seattle included the great scope of
duties that announcers on small stations nearly always receive.

In 1936 Hollywood looked opportune, and Gilmore went
to work at CBS soon after his arrival in the film city. He was
with that organization for five years during which time he
worked with such stars as Bob Hope, Betty Grable, Claudette
Colbert, Barbara Stanwyck, Madeline Carroll, Gladys Swarth-
out, and many others. His staff duties included announcing
and narrating the Shakespeare Cycle series; special events, which
included broadcasting from Boulder (Hoover) Dam before its
completion, Marine planes, a Navy cruiser, a B-17 bomber
while still in the experimental stages, the first take-off of the
B-19; and many other fascinating broadcasts. In 1941 Gilmore
resigned from the staff at CBS to free-lance. Later he went
into the Navy where he served aboard a carrier until the war
ended. Back again in civvies, he took up his duties where he
left off including announcing the DR. CHRISTIAN program,
STARS OVER HOLLYWOOD, and teaching radio announc-
ing at the University of Southern California.

Gilmore is married to the former Grace Weller of Tacoma;
they have two daughters and reside in the San Fernando Valley
a short distance from Hollywood.
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“DOC” MIDDLETON

Glenn “Doc” Middleton started in radio with the Holly-
wood station of the Columbia Broadcasting System. He began
his career as one of the studio ushers, which was a part-time
job while he attended the university. Upon the completion of
school he joined the network for full time services and became
the head of this studio’s transcription department. In this ca-
pacity he acquainted himself with most of the branches of com-
mercial radio broadcasting. He has served as an announcer,

writer, and producer during his twelve years of radio work.

While working in the production department of CBS in
Hollywood, he was assigned to such shows as: Screen Guild
Theater, Those We Love, Doctor Christian, Baby Snooks, Hol-
lywood Star Time, The Jack Kirkwood Show, House Party,
Mayor of the Town, Forever Ernest, and many others. He
resigned from the network to join the Ruthrauff and Ryan
Advertising Agency where he is currently serving as producer
of the Amos 'n’ Andy radio program.

In addition to his regular radio work he is an instructor in
radio production and direction at the University of Southern
California.

Born in Pontiac, Illinois, August 9, 1913, Middleton at-
tended the Pontiac schools and the University of Illinois. He
was married, in 1942, to Mildred Lee Fletcher of Little Rock,
Arkansas; and they have a young daughter, Glenna.
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“The faint in heart will give up before allowing themselves
a fair chance, but the men and women who will be the suc-
cessful announcers of tomorrow are those who now have
the desire to learn, the perseverance and the will to train
and practice for the position they hope to attain.”
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FOREWORD

By JiMmMy WALLINGTON

Radio broadcasting is in its heyday. After a quarter of a
century it is now an exact science that requires all the skill
and artistry of thoroughly trained personnel to keep it pro-
gressing. From the hit and miss methods used by the pioneers
of years ago has emerged a formula upon which is based the
modern radio industry as it is known today.

As one of the trail blazers in this fascinating field, I ex-
perience a flush of pride in the modern programs which to
me seem to reflect the effective union of creative expression
and clock-like teamwork.

The equipment of the large network studios as well as
many independent stations has theatrical splendor and me-
chanical perfection. Yes, radio broadcasting has come a long
way in a few short years. It is now a complex organization
made up of men and women who are specialists in their own
particular fields of the industry. Of all the departments and
jobs in radio, however, that of announcing is the one that
many of us find the most fascinating and the one which the
greatest number of young Americans seem to select as their
career. Because of the attendant competition, we must not
overlook the fact that you must be good to reach even the
bottom rung of the ladder marked “Radio Announcing.” The
faint in heart will give up before allowing themselves a fair
chance, but the men and women who will be the successful
announcers of tomorrow are those who now have the desire
to learn, the perseverance and the will to train and practice
for the position they hope to attain. They are this very day
starting to prepare themselves and their voices for their career
in radio announcing.
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To say that the ambitious beginner has had inadequate
sources of material from which to draw for his vocational
guidance would be an understatement, for, although this sub-
ject has been mentioned in texts on acting and speech, to my
knowledge there have been no books written to illuminate the
path to the announcer’s “mike.”

This book will supply the ctying need for a radio an-
nouncer’s textbook and will, I believe, do a world of good to
those just starting and to many who need a review of past
training. It is a sincere, authentic study and wastes no words.
The individual who is looking forward to his career in radio
announcing will do well to heed every suggestion and instruc-
tion in it.

The authors, Art Gilmore and Glenn “Doc” Middleton, are
experienced in the ways of radio as is evidenced by their many
credits, current and past, and they are highly respected mem-
bers of their profession. I foresee a wave of gratitude rolling
in to them from those who are conscientious in their study
of this text.

As I leave you to the fascinating chapters of this book, may
I advise you to be untiring in your efforts and wish you all a
full measure of success.
Best wishes,
Jimmy WALLINGTON



JiMMY WALLINGTON

Having tried his hand in practically every branch of radio,
from broadcasting special events to stooging for many of the
greatest comedians in America, to announcing symphonies—
Jimmy Wallington is still going strong. He has shared a mi-
crophone with every star in the country at one time or another.
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INTRODUCTION

Modern commercial radio broadcasting is a highly special-
ized field combining the ultimate in advertising and showman-
ship. Each year sponsors pay millions of dollars for programs
that will enable prospective buyers to hear the merits of their
products. A thirty minute program on one of the major net-
works has only three minutes of commercial message, which
means that the sponsor has actually invested a vast sum of
money for just three minutes of advertising concerning his
product. The most important factor to the sponsor is the proper
handling of his commercial message. This is left almost en-
tirely in the hands of the announcer, who, therefore, must have
the qualifications to meet this responsibility capably.

The aim of the authors in writing this book is to acquaint
the reader with the various phases of announcing and to help
him learn the fundamentals upon which is built his future
success in radio.

Those wishing to study the various subjects pertaining to
radio announcing, public speaking, or the commercial use of
one’s voice have heretofore been compelled to delve into a
variety of text books and pamphlets in the hope of extracting
from each one a little of the necessary information. This dis-
couraged many people, who, not knowing just where to turn
for information, were baffled in spite of their good intentions.
It is hoped that this book will help to condense and consoli-
date the subjects treated so as to bring them within the grasp
of those who are not in a position to do their own research
work.

Back in the days of the crystal set receiver, radio stations
were few and far between, Talent, such as musicians, actors,
and announcers, gladly donated its services for the experi-
ence of participating in the new fad—radio. These pioneers
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bridged the gap between the experimenters and the commer-
cial radio that we know today. But the inextinguishable desire
to broadcast on the radio still thrives among thousands of
persons who are now finding it increasingly difficult to learn
the fundamentals necessary to compete with more experienced
performers.

The seasoned announcer, as well as the tyro, must be on his
toes to catch any last-minute changes in a show. He must have
the versatility to make quick adjustments, for radio shows are
exceedingly variable. The announcer, as if by magic, must be
a protean performer. His subtlety in timing and skill are not,
contrary to appearances, tricks of magic; they are the results
of first-rate training and conscientious practice.

If, in addition to having radio experience and a habit of
self-improvement, the aspiring announcer is equipped with a
college education—he stands a better chance of climbing to the
peak of excellence. Statistics bear witness to the greater power
of the college graduate to rise above the average level of at-
tainment in his work. It is no mere coincidence that the top-
ranking announcers are, almost without exception, also college
men. Higher education sharpens the alertness of young men
and women and provides them with knowledge of the bases of
our society and its mores; it broadens their ability to make
friends as well as to compete with intelligent, progressive asso-
ciates; and, above all, it shapes the rough, impetuous adoles-
cent boy or girl into a thinking, independent adult with the
seeds of wisdom in his being.

It cannot be denied that the more cultivated individuals are
the more understanding, tolerant, dignified, and stable mem-
bers of society. In a fast-changing world, knowing how to
make adjustments, or choosing for one’s self the course of
action best suited to the situation, is the keynote of success.

An announcer’s salary or fee is not the sole criterion of
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his excellence. There are no more enthusiastic students in
public speaking than Hollywood's top announcers even though
they work with the world’s finest equipment and are backed
by the directions, scripts, and resources of million-dollar stu-
dios. To most listeners these men seem to be the ultimate of
radio-announcing perfection; but go into any Hollywood re-
hearsal studio, and you will see abundant evidence that the
professional practices his lines as intensively as does the high
school student who is going to compete in an oratorical contest.
Sometimes the professional’s scripts and directions are exquisite
products of noted writers. At other times they are hasty im-
provisations of his own, held together by his knowledge of the
profession. But always they serve as a complement to any suc-
cessful program, and, like the amateur, the top ranking pro-
fessional announcer may be justly proud of work well done.

The content of this book was developed to solve the spe-
cific problems of persons desiring to learn radio announcing,
Some of the material is necessarily technical and repetitious,
but, for the most part, it is easily learned. All of the material
has one thing in common; it is indispensable to the equipment
of an announcer.

The student cannot treat his voice training lightly. The
entire process, although comparatively simple, demands care-
ful thought, drilling, and execution if best results are to be
obtained. First, you must learn the terminology of radio in
order that you may talk intelligently with those in the pro-
fession. Next, you must be adroit in voice production and
speech as well as microphone technique. Finally, you are ready
to learn about the many requirements expected of you as an
experienced radio announcer.

Therefore, the purpose of the authors in the writing and
arrangement of this book is to be helpful in preparing those
who are about to enter the fascinating field of radio.
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CHAPTER [

RADIO TERMINOLOGY

Radio terminology is nothing more than a colloquial lang-
uage within the radio industry. The phrases, expressions, and
terms are merely a preferred form of slang. However, do not
underestimate the value of having a complete knowledge of this
vocabulary, for it will not only help to identify you as being
connected with the broadcasting profession, but it will aid you
in working with others within the industry. For example, while
a program is on the air, the director must use sign language
to converse with the persons participating in the broadcast.
Therefore, you should be familiar with the meaning of the

signs which are used.

Study the following list carefully. When you have mas-
tered these terms, you will have gone a long way in developing

the finesse of a commercial radio broadcaster.

“ON THE Nosg” is indi-
cated by placing the in-
dex finger directly on
the tip of the nose and
means that the program
is running parallel with
the estimated or re-

hearsed time.

"ON THE NOSE”
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“STRETCH”

"0, K. OR ALL RIGHT"

“Pick up TIME” is indi-
cated by rotating the in-
dex finger in a clockwise
direction and means that
the broadcaster (cast, an-
nouncer, or speaker)
concerned  should in-

crease his tempo.

“STRETCH” is indicated
by pulling the hands and
arms apart as though
stretching a rubber band.
This means that the pro-
gram will end too soon
unless the pace is some-

what slackened.

“OK or ALL RIGHT” is

indicated by forming a
circle with the index or

second finger curved to

| touch the end of the

thumb.
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“GET CLOSER TO MIKE”
is indicated by holding
the forearms in a verti-
cal position, with the
palms of the hands fac-
ing each other and slow-
ly brought together as
though you were clap-
ping in slow motion.

“GET BACK FroM MIKE”
may be shown with the
arms in the same posi-
tion as in “Closer to
Mike™ except that the
motion of the hands is
reversed.

“"Louper” is indicated
by holding the arms for-
ward, palms up, and
raising  cvenly.

“LOUDER”
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“SOFTER” is indicated by
holding the arms for-
ward, palms down, and
lowering evenly.

“SOFTER

“STAND BY” is indicated
by holding the palm out
in the same manner as a
policeman would hold
up traffic.

“STAND BY"”

“I'HROWING A CUE” is
indicated by projecting
the index finger at arm’s
length to the person con-
cerned (whether it be the
announcer or -member of
the cast) and 1s, of
course, the signal to be-
gin talking.

“THROWING A CUE”
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“Cut” is the obvious ex-
pression used to stop at
the nearest convenient
point in the broadcast.
The director indicates this
to the announcer by
drawing his hand across
his throat.

(Hlinstrative Photographs
by David A. Schlosser.)

“cuUT”

“PLATTER oRrR Disc”’—

the terms given to an electrical transcription or bsoadcast
recording.

“AIR CHECK"—

is the recording made of an actual broadcast or any par:
thereof, either by direct line to the recording studio or
by regular radio reception.

"CLAMBAKE"'—

a slang term used for a program that didn’t live up to
expectations.

“THEME"—
is the signature melody used on the start and /or finish
of a broadcast.

“Live END"'—

of a studio is the portion which lends brilliance to the
voice or instrument. A good example of this is your own
“singing in the bathtub™ where the hard surfaces in the
room give resonance to the overtones of the voice.
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“DEeAD END"—
on the other hand, has the opposite effect, the draperies
or rock wool (used in modern studios) absorbing the
highs and making the voice more uniformly bass.

“HIGHS"—
are the top tones of the voice scale.

“Lows"—
of course, are the lower tones. Do not let these terms
mislead you as the so-called “scale” is a frequency range
of the sound waves. All voices have a definite range of

“highs”” and "lows” whether the voice be bass or so-
prano.

“FILTER"—
is the word applied to a mechanical device employed to
cut out “highs” or "lows” in order that a more evenly
modulated tone might result. Filters are also used to
give a voice a weird effect or to differentiate the two
parties in a telephone conversation of a radio script.

“EcHo CHAMBER” or “EcHO"—
a room or isolated portion of a studio designed to give a
hollow, or echo, effect to the voice or instrument. Echo
effect may also be accomplished by means of a mechan-
ical device connected to the radio equipment.

“SOUND EFFECTS"— '
any noise created to establish a definite thought in the
listener’s mind. Example: door opening and closing—
traffic sounds—footsteps—etc.

“SPONSOR’S BOOTH” OR “CLIENT’S BOOTH"'—
a soundproof room cut off from the studio by a glass
panel so that the sponsor may watch the program and at
the same time listen to it over a speaker as he would over
a radio receiver.
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“MONITOR BOoOTH” OR "CONTROL BoOOTH —

the sound proof room from which the program is directed,
balanced, and released to the line.

“MONITOR” OR “MIXER—

a radio engineer who controls the balance between the
various microphones of one particular radio program.

V. L'—

abbreviation for “volume indicator,” the meter used by
the monitor to give him a visual picture of the sound
volume.

“PRODUCER” OR "DIRECTOR'—

the man who is responsible for the show from the time
it is an idea until it is a completed broadcast. He is hired
to cast, time, and direct the program.

“ASSISTANT DIRECTOR''—

a representative of the broadcasting company assigned to
a commercial program to aid the director or producer by
acting as a liason between the broadcasting company and
the agency.

“TALK-BACK '—

a microphone placed in the director’s booth and con-
nected to a speaker in the studio to afford a means of
communication between the director and the cast.

“BoARD FADE'—

a means of indicating a lapse of time or change of scene
in a radio script. This is accomplished by the mixer (or
monitor) who gradually turns off or fades all micro-
phones in the studio. After a slight pause he gradually
fades into the new scene.



This view is [rom
1he stuge of an andi-
ence  studio  and
looks towards the
contrél booth (un-
der the clock) and
the sponsor's booth
(over the clock).

View within an or-
gan studio and look-
ing toward the con-
trol booth. Notice
the adjustable cur-
tains over the
straight, flat wall of
the “lire end” of
the siudio.

Looking forward in-
to the control booth
of a small siudio.
Novice the mike in
the booth and the
speaker on the board
with the clock. This
mike and speaker are
the director's talk-
back through which
he directs the pro-
gram.

(Photographs througl
the courtesy of KNX
in Hollywood.)
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“MONTAGE"'—
a brief series of events occurring in rapid succession de-
picting a central theme, a lapse of time, or a change of
scene.
“MIKE"—
obviously, is the microphone.
“"BEAM"—
the angle in which the mike is sensitive.
“"Hot MIKE"—
one that is turned on and consequently sensitive to sound.
“DEAD MIKE"'—
one that is turned off or is not connected.
“NET"—
abbreviation for radio network, which is merely a group
of stations joined by wires to release a given program
simultaneously.

“FEED”—
to supply another station or network with a given pro:
gram.

“SET-UP"—

the means of placing various instruments and micro-
phones in a studio for the proper balance of music,
speech, and sound effects.

“Pick-Up”"—
any point of origination of a broadcast.

“REMOTE"—
a point of origination outside of a studio. (Such as night
clubs, man on the street, etc.)

“CoLp"—
to begin talking without introduction or musical lead-in.
Sometimes an order from the director: *“Take it cold.”
Example: Announcer: (Cold) “Crunchy Wunchies pre-
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sent! “The Laugh Sensation of the Year!” Orchestra:
Theme.
“CoLp CoprY’'—
an announcement read unrehearsed.
“PUNCH"—
announcement read with exaggerated emphasis.
“THROW IT AwWAY '—
words read with less emphasis than normal.
“FLUFF"—
also known as “bloop,” “butch,” or “boot.” Terms used
in referring to an error in reading.
(lT. C.l,_
abbreviation for “‘Transcontinental” or coast-to-coast
hook-up.
“SPONSORED PROGRAM”~"—

a broadcast paid for-by the company who uses the pro-
gram as an advertising medium.

“SUSTAINING PROGRAM"'—
a broadcast furnished by the broadcasting company to
entertain, instruct, or educate. These augment the spon-

sored programs from which the station or network de-
rives income.

“STATION IDENTIFICATION""—
the giving of the call letters of the station.
”PLUG,’_
an announcement inserted in a sponsored or sustaining
program in favor of a particular item. Example: A plug
to request mail or for aid to the Red Cross fund.
“SPOT” OR "SPOT ANNOUNCEMENT —

a commercial message usually given between network
programs or between records on a small station.
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“CREDITS "—
mention of cast, director, song titles, vocalists, orchestra
leaders, writers, etc.

“SysteM CUE"—
the words: “This is the Blank Broadcasting System (or
Company).” This is the word cue for local station iden-
tification, and, in nearly all cases, completes the broad-
cast. The exceptions are station identification cues on
programs of more than thirty minutes in length.

“LeEAD IN"—
the announcer’s resumé of the preceding episodes of a
continued story or the preface leading into the drama to
follow.

“TAG —
the announcer’s closing to the present drama, either to
end the story or to encourage the listeners to tune in for
the next episode. Example: “What will happen to little
Mary tomorrow? Will she be rescued from the burning
building? Be sure to hear tomorrow’s episode.”

“F.C.C."—
abbreviation for “Federal Communications Commission,”
the governmental body that governs radio broadcasting.

“A.FR.A” OR "AFRA"—
abbreviation for “American Federation of Radio Artists,”
an A.F.L. union to which the announcers of most major
stations belong.

"CAST”-"‘
the artists selected to perform in a broadcast.

“Bir’'—
a small role or part in a broadcast. A performer who
has only a few lines is called a “bit player.”
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“AGENT’—
a person or firm who represents artists and negotiates
for their positions and fees.

“FREE LANCE”—
persons who are not on a regular or full time payrol.
but instead work on the assignments they are able to
find for themselves.

“CONFLICT"—
two or more performances (or rehearsals) for the same
person at the same time.

“AUDITION"—
a try-out for prospective artists or programs under con-
ditions similar to the actual broadcast.

“"COMMERCIAL”—
the message, usually read by the announcer, that sells
the sponsor’s product.

"Cow-CATCHER”—
a commercial announcement at the beginning of a pro-
gram which advertises a different product from the one
advertised on the program itself.

“PAY OFF’—
The laugh line of a gag or joke. The last line of a
scene, story, or situation.

“NEMO”—
a point of origination for a broadcast that is outside of
the studio itself.

“BRIDGE”—
a bridge spans two scenes of a dramatic program and
may be musical, sound effect, or vocal. It may be used
to show an elapse of time, change of locale, or change
of mood.
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“SEGUE"’—

(phonetically Seg-uay) the transition from one musical
number to another without a pause or an announcement.

“BILLBOARD”—

the opening announcement or portion of the program
that tells the listener what and whom he may hear during
the broadcast.

“CREDIT"—

a mention of the product being advertised or of the
names of persons involved in the program.

“BILLING”—

the mention of cast names and the parts they play.

"“"HITCHHIKE—

a commercial announcement at the end of a program
in which a different product is advertised from that mer-
tioned during the program.

"IN THE BEAM"—

to be within the effective range of the microphone.

“DOUBLE"’—

a member of the cast who is playing more than one part.

“"DRESS”—
the final rehearsal before air time in which the program
is treated just as if it were actually on the air.

“BACKGROUND”’—

music, sound effects, or voices used behind dialogue for
real or dramatic effect.
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"REPEAT"’—
the second presentation of a program necessitated by
the difference in time across the country. From the
West Coast an early show is broadcast for Eastern re-
lease, and the repeat show is for West Coast release.

“BALANCE”—
the placement of voices, music, and sound effects at the
microphone so that the proper effects may be realized.

"CUSHION""—
portion of the show which may be cut to any length so
that the director can get the show off the air on time.

"Cuts”’—
portions of the original script which are omitted at air
time. Cuts are made by the director before or during
the broadcast.

“OFF MIKE"'—
a performer reading script while he is slightly out of the
beam of the microphone—usually an effect to show dis-
tance between two people in the same scene.

HKILL}}__
to omit or leave out the portion of the broadcast, speech,
or announcement which the director indicates to “kill.”

"PAD},-_
to add music, sound effects, or copy in order to use all
of the allotted air time.

"Disc JoCKEY”'—
an announcer who acts as a master of ceremonies on a
program of recorded music. '
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ffP' A.})‘_
the abbreviation for “‘Public Address System,” which is
the microphone-loud speaker system set up so that the
studio audience may hear the voices on the stage.

“Moop Music”—
music designed to prepare the listener for the dramatic
scene to follow or background music which helps to set
the mood for the listener.

“ACETATE"—
the term used to describe a cellulose-nitrate recording
disc used for instantaneous recording.

“DUBBING”—
the process of re-recording or copying a record or por-
tion thereof.

"“SPREAD”"—
to stretch a portion of the program or announcement for
the purpose of consuming more time, or it may refer to
the amount of time allowed in a program for audience
reaction.

These terms should be studied carefully and committed to
memory as they are the most common and widely used in the
anpouncer’s vocabulary. It is true that radio terms are nothing
more than a colloquial language within the industry; however,
it is important to the beginner to understand what he is hearing
and to know how to react to any directions without questioning

the director.



i
|
D

Eors

KeEN CARPENTER

Ken is a free-lance announcer; and his credits, among others,
are The Bing Crosby Show, One Man's Family, Life of Riley,
Charlie McCarthy Show, and Command Performance for
Armed Forces Radio Service.



CHAPTER 11

VOICE PRODUCTION
AND
SPEECH






CHAPTER 11

VOICE PRODUCTION AND SPEECH

Any person of normal intelligence can carry on a fairly in-
teresting conversation so far as subject matter is concerned, but
how often one notes improper breathing, poor enunciation and
articulation, the slurring of words, the dropping of the final
“g" in words ending with “ing,” the hissing of the letters “s”
or “z,” and the careless habit of swallowing words or mum-
bling in the back of the throat. All of these faults and many
others that are akin to them may be corrected and overcome
with a little practice and constant self-observation.

Whenever you open your mouth to speak, remember to
OPEN YOUR MOUTH, and don’t mumble what you're going
to say hoping that the person spoken to will hear it. In radio,
an announcer’s conversation is “‘one-way,” and the listener must
hear it clearly the first time. In everyday speech you should be
natural but careful—precise but not pedantic.

The success of this chapter depends entirely upon you. We
can help you to learn how to speak, but we cannot speak for
you. Above all, remember that this is the foundation for the
exercises that follow. We will assume, hereafter, that you are
reading copy correctly as a result of the diligent study of the
text and the exercises that are to be found on the pages to
follow. ALL EXERCISES MUST BE READ ALOUD!

GOOD SPEECH is based upon: 1. Complete relaxation;
2. Deep breathing; 3. Focusing every word FORWARD in
the mouth; 4. Using only the lips, the teeth, and the tip of
the tongue. The entire body should be relaxed to give a
smooth flow to your speech, but the JAW SHOULD BE ES-
PECIALLY RELAXED! Don't talk as though you were chew-
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ing your food, but have the feeling that you have focused
everything toward the front of the mouth—more exactly as
though the focusing were done on one upper front tooth and
one lower front tooth. The throat is only a passageway for
air and is of no value in giving tone to your voice. It is
in no sense an amplifier or resonator. Your sounding boards
or resonators are to be found in your chest and your head.
This is where the tone is formed. NOT A SINGLE VOWEL
IN THE ENGLISH LANGUAGE IS MADE OR FORMED
IN THE THROAT. All your tones should come from in front
of the center part of the mouth. When you talk, you open
your mouth for two reasons—first, to take in air, and, second,
to emit the sound. As you form your words, remember always
that the sound is carried ON THE VOWELS—not the conso-
nants. All vowels ride out on the air stream that comes through
the mouth.

When you speak, whether it be announcing on the radio or
telling a bedtime story to your children, the body must back up
the voice. And what is so important is the color you are able
to get into your voice—a color which comes from the inside
created by your intelligence and feeling for what you are saying.

As Helena Sorell, head dramatic coach at Twentieth Century-
Fox Studios, says, “'I tell my pupils that the voice is the ‘out
loud’ expression of what you feel and think inside your body;
so to be sincere you put the feeling and the thoughts in the
words as you express them.”

That elusive quality known as personality has another name
—uvitality. The voice is the strongest form of expression of
personality and voice without vitality is like a fire without a
flame.

If the proper breath control is used by an announcer, the
listener will never be aware of when breaths are taken, but, if
breath control is faulty, the obvious gasps for breath will be so
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noticeable that the continuity of the announcement may be lost.
Deep breathing is most important for the announcer and is
something that may be practiced in all spare moments. The
important thing is to breathe from the base of the lungs. Fill
the chest from the bottom, stretching your ribs fully on each
deep breath, and, when you exhale or speak, the area around
the diaphragm should act as a bellows. Note particularly how
a baby breathes, and you will see that its breathing is com-
pletely natural coming from below the diaphragm with none
of the incorrect upper chest inhalation.

Beginners and professionals alike have found the follow-
ing advice advantageous in the mastery of their articulation
and general performance:

1. Practice slow reading.

2. Read aloud.

3. Repeat phrases and words that are particularly difh-
cult.

4. Practice in a hard-surfaced room such as a bathroom
or kitchen, thus getting the benefit of hearing the
overtones of the voice.

5. Find some one to coach you—some one to listen and
make suggestions for changes that would improve
your delivery.

6. Make your practice sessions short and frequent.

7. Breathe deeply.

8. Learn to relax completely.

You should practice the following exercises until you are
able to read them through three consecutive times without
error. Watch your breathing. Mark the exercise where you
find it necessary to take a breath or pause for effect. Then
work on it until you have mastered it. REMEMBER to read
three times through without error.
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In the exercises to follow and in all future work with your
voice production, concentrate on controlling the tip of your
tongue; keep your body and jaw relaxed; keep your voice alive
and vital by thinking about the words you are saying; back up
your vocal expressions with your body; and practice at all times
breathing deeply. *“The voice is the ‘out loud’ expression of
what you feel and think inside your body.”

As an exercise for the proper use of the tongue in speech,
read the following syllables using the tip of the tongue only.
Be sure to RELAX the jaw, and OPEN your mouth.

Phonetically: (ab) (ay) (ee) (0h) (00)

nah né ni né nu
lah le li 16 lu
rah ré fi 0 ru
dah de di do du
tah te ti to tu

When you feel confident that you have complete control of
the tongue from this exercise, you are ready to practice syllables
designed for the lips only. In this exercise the tongue should
be relaxed and resting in the bottom of the mouth with the tip
resting against the back of the lower teeth. The jaw remains
completely relaxed so that you may easily open the mouth to
pronounce the vowel.

Phonetically: (ab)  (ay)  (ee)  (0h)  (00)
mah mé mi md mu
bah bé bi bo bu
pah pé pt po pu
fah =~ fé fi fo fu
vah vé vi v0 vu
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These exercises should be practiced in periods of not less
than five minutes at a time, and remember that you must read
them #/oad. Now that you have the fundamental exercises for
the lips and tongue, let us take up, in a like manner, the prac-
tice routines for the jaw.

The normal tendency for the beginner is to force the jaw
downward instead of letting it drop freely. Therefore, the
jaw must be trained to drop leisurely when such action is
essential to the formation of consonant or vowel articulation.

Make sure that the jaw is completely relaxed, the tongue
resting normally in the bottom of the mouth for the pronun-
ciation of these words.

Phonetically: (ah) (ay) (ee) (0h) (00)
sah sé st ) su
zah z€ zl z0 z

Now, keeping the mouth open and the tongue perfectly re-

laxed, drop the jaw to pronounce:
kah ke ki ko ku
gah ge gl g0 gu

This time, combine these two positions of the jaw to pro-
nounce:

lay ko rim boom bah
pay bro kim room pah

This completes the fundamental exercises for tongue, lips,
and jaw.

Remember what has been said: DO NOT FORCE YOUR
JAW DOWNWARD. LET IT DROP. Strive for complete
relaxation in jaw, tongue, and lips. Be conscious that you
must establish good habits early. To make sure that you have
the proper relaxation, practice these exercises while watching
yourself in a mirror, and see for yourself whether or not you
are taking complete advantage of free movement of the jaw,
lips, and tongue.
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These exercises may seem to be unnecessary, but, after all,
much of the success of a radio announcer depends upon his
ability to articulate words.

Now take a slight rest, and prepare yourself for fifteen min-

utes of diligent practice on a more complicated lip exercise.

With the jaw and tongue relaxed in normal position, all
variation in tone must be produced by the /ips only. Read the
following vowels making a definite change from the open “ah”
to the rounded “"aw” or whatever the combination of syllables
may be:

ah —aw; ah—aw; ah—aw; ah—aw; ah—aw;
a— oh; a — oh; a — oh; a — oh; a— oh;
ee— 00; ee— 00; ee— 00; ee— 00; ee— 00;

Now, with lips and tongue relaxed, the closed and open
vowels may be pronounced by closing and opening the jaw.

00 —aw; 00—aw; O00—aw; 00—aw; 00—aw;
ee — aw; ee—aw; ee——aw; ee—aw; ee—aw;
ee— ah; ee— ah; ee— ah; ee— ah; ee— ah;

A combination of the foregoing exercises is used to over-
come the mistake of substituting one sound for another, such
as enunciating “b” for “p,” and “w” for “wh.” Therefore,
open and close the jaw and, at the same time, open or round
the lips to form the following vowels:

pah pay pee poo poh
ap ep ~ ip oop op
Putting these exercises into practical use, pronounce the fol-
lowing words:

papa  pay peel pool pole pawn
pat pen pill pull pun pod
pear pearl  pure  pie point  powder
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And, putting the words into sentences, they would read:

Papa placed Paul on the pony in the park.
Patty polished the parlor lamp.
Pussy put her paw into the pail of paint.

2P

“Put a piece of paper, of paper,” I said, “upon the polished
pantry floor.”

\N

Put a piece of pumpkin pie in the pantry for Patrick.
. Paula paid Polly a penny for a piece of peach pudding.

~ o

Put the paper, pencils, and pens into the package.

Notice to what great extent the lips are used in pronouncing
such words as:

rap step lip sup top pop

rope peep  tape soup  leap ripe

puppy supper clapped maple dimple pumpkin
Putting these words into sample sentences, they would read:
Percy’s playmate can hop, skip, and jump.
Hip, hop, pip, pop, tip, top, flip, flop.
Are the cup, the trap, and strap in Papa’s shop?

Mzr. Potter presented the diplomas to the pupils.

O R

Phillipia put the parson’s parcel beside the professor’s

papers.
6. Peter stopped at the parsonage and gave the parson a report
on the poor of the parish.

7. Did the frog's leap from the lily pad make ripples on the
pickerel pond?

8. Did Peter tip the cup when he tried to rap on the pantry
door?

9. Clara clapped her hands to summon to supper those whc
had peeped at the pumpkin pie.

10. The doll with the dimples was made of maple.
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To gain facility in articulating the consonant “p” read the
following exercise as you would read any normal paragraph.
However, you must read the exercise ALOUD and repeat it
until you are able to read it without making a single error.
Do not attempt to see how fast you can read the lines, but
strive to make each word understandable in a conversational
manner.

ARTICULATION EXERCISE FOR THE
CONSONANT “p”

Percy and Polly played parlor pranks to pass
the time at the party in the patio. Next door in
the parsonage the pastor of a poor parish pon-
dered over the papers of a sermon he was about
to preach. The parson, perturbed by the patter
in the patio, pounded on the pane. Percy pleaded
for the parson to join the party, and Polly paused
in her play to proceed to the pantry to prepare
the pumpkin pie, peach pudding: and pink lem-
onade. Pleased by the prospects of a party, the

parson proceeded to the patio to take part in the

party.
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The letter "'b” is a voiced consonant and should be formed
by pressing the lips together firmly and rapidly releasing them
just before sounding the following vowel. It is imperative
that the phonetic tone of the letter “b” be minimized, thus
allowing the sound to be carried on the vowel.

For practice in using the letter “b” as a voiced consonant,
pronounce the following:

bah ba bee boo boh baw
ab eb ib oob ub ob

Fitted into words such as:

barn = ban  bare bay bell burn
beet  bin bugle boom  bull buy
boat but  boil ball bob bow
bottom baste  batter bore babbling

bastion ~ bleed  blush  butter bubbling

Sample sentences using the above type words:

Buy buns, bacon, and butter for breakfast.

They blamed Bob for Bernard’s bad behavior.
Bowser buried the bone beside the barrel.

The brown bear stole the bumblebee’s honey.
The bluebird built her nest in the bird box.
Baskets and bottles were brought from the boat.
The baggage man’s back bent under the big box.

NN A

Barney bought Boston beans because Betty baked
brown bread.

9. Bobby blew a big blast on his brass bugle.
10. Barbara bought a brown box of blackberries.
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For practice in articulating the letter “b” read the follow-
ing without error.

EXERCISE FOR CONSONANT “b”

A blistering and blazing blast of barbarous
heat, blended with black smoke, bathed the blue
sky as the battleships battered the belfry from
which the enemy fire was being directed. Bos'ns
and blacksmiths alike aboard the broad battler
breathed the flames as broadsides bent the very
barrels of the huge rifles on board. Barney Bal-
aban, a blacksmith from Boston, blew on his
bleeding hands as he tried to bring together the
bottom of the breech that had been blown to bits

in the bloody battle.
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“W” is a voiced consonant. To pronounce it correctly push
the lips forward as for “wh” and expel the breath with vibra-
tion of the vocal cords, as in:

wah wa wee woo woh waw

And in words:

wahoo  way woof weed  would walk
wag west  wood will won wan
wear were  wild wound wind willow
wilt wily wig-wag  winch  wobble war
wool wotk  wormwood warp wangle was
wasteful water wigwam wart waxen  watt

With the words in sentences we read:

1. Will Wilbert wind Walter’s watch?

2. The weaver’s worn wallet was in the wardrobe.
5. The warden was waiting for the wedding party.
4. The wild winter winds shook the wide window.
5. Wolves will watch aroﬁnd the wigwam.

6. The World War was won by warriors.

7. The woodchuck was watching the woodcutter.

8

Was Walter wasteful with the water?

0

A whisk of the wind caused the wigwam to wobble.
10. Willie was able to wangle the winch in order to do the

work of loading the wool onto the wagon.
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EXERCISE FOR "'w”’

Walter Wilton was winding his watch while
waiting for the woodcutter to return with the
willows from the woods. The wild winter winds
wailed wierdly as Walter walked to keep warm.
The wolves were wailing in the west, which re-

minded Walter of the warm wigwams of the
Indian warriors. Weary and wet, the woodcut-
ters wound their way through the woods towards

Walter. It was Wednesday, and Walter wanted

~ the willows for a wedding party of a wealthy

widow. Reaching for his worn wallet, Walter
paid the weary woodcutters, took his waving wil-

lows for the wealthy widow’s wedding, and went

on his way.-
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“Wh” is a breathed consonant and must be pronounced by
pushing the lips forward and blowing through the small open-
ing, as in:

whah wha whee whoo whoh

Here again these tones are used in words as you will note

when reading:

whale wheel whoa wharf  white whack
whang whet whip  what when whiz
where  whirl  why whelk  whisk  whiff
which  whelp whine whim wheat whop

Putting this type of word into a sentence, we read:

What whim led him to whisper, whimper, and whine?
Where were the wharfmen loading wheat?

The whirling wheel whirs with a whiz.

Did the horse whinny when he neared the wharf?

White knew not whence it came nor whither it went.
When the whistle blew, the wheels stopped turning.

While beating a white rug, Bessie heard a whirring sound.

© NS h W N~

Why whine, Wilma, when the whippoorwill whistles woe-
fully?

9. Would Will whistle while whittling wood ?

10. The wharfman was whisked out to sea in the white whale-

boat.
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To gain facility in articulating the consonant prefix “wh”

read aloud the following exercise:

While the pilot was whittling at the wharf,

a white whaleboat was caught in a whirl and

whisked out to sea. The wharfmen paid no at-

tention to the whaler but whiled away the time

loading wheat. A whimpering lad whistled to

his whippet who was whisking through the bags

of wheat fascinated by the whirring sound from

the whizzer. One bewhiskered and whimsical

wharfman wheezed as a horse would whinny as

he watched the wagon with the wobbly wheels

and broken whipple-tree pass by.
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And now, as a systematic review of contrasting syllables,
pronounce the following:

bro brah bre bri bro bru  brah
pro  prah pre pri  pro  pru  prah
gro  grah gre gri  gro  gru  grah
kro krah kre kri kro kru  krah
fro frah fre fri fro fru frah
dro drah dre dri dro dru  drah
tro trah tre tri tro tru trah

Tying this type of syllable in with the “w,” we run across
such words as:

reward  unwept  unwind away awake  wayward
award beware wigwam bewitch inward  stalwart
windward woodwork silkworm wherewithal herewith whirlwind
_ unwarranted  unworthy  unwrinkled  unworkmanlike
overweight overwhelm overwrought overwind

Using these words in sentences, practice the following:

1. Wallace wanted to wade in the warm water, but Will
wanted to wander about in the woods.
Miss Wallace wore a warm woolen sweater.
Warren will swim to the wharf on Wednesday.
The warrior carried a worn wolf-skin robe.
While walking through the wood, Ward saw a weasel.
Did the woodsman say the wood was worth one dollar?
The weary watchman and his wife walked slowly home-
ward.
8. Herewith we want to reward Ward for his work with the
woodwork.
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