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PREFACE

The third edition of” Television and Radio Announcing is a major revi-
sion. The ficld of broadcasting has changed so much since the second
cdition was published that a few patches here and there would not
do. New data, new emphases, and new specializations had to be
included.

All material retained trom the second edition was thoroughly re-
written and updated to conform to current broadcast practices. The
chapters on voice and diction, the International Phonetic Alphabet,
and foreign pronunciation have been expanded to include more in-
formation and excrcises. Chapter 6, “The Technical Side,” discusses
new hand signals developed for modern radio and television opera-
tions and provides the most recent information on broadcast equip-
ment and practices that have been introduced since the publication of
the second edition.

The American English language required a more in-depth treatment
than it received in the previous editions in order to discuss adequately
the misuses and changes to which it has been subjected in receni
years. Therefore, two chapters that address these issues have been
added to this edition. Chapter 7, “Amecrican English Usage,” con-
centrates primarily on developing not only an awareness of language
abuses most frequently encountered but also an understanding of and
appreciation for correct usage of the language. Chapter 8, “The New

L]

Language,”” includes correct use of terms for Americans of African,
Asian, European, and Latin American descent; correct as well as
current names (and pronunciation) ot most nations of the world and
the terms to be used in referring to citizens of these nations; and the
official titles of all common occupations as contained in the United
States Department of Labor’s publication entitled Job Title Revisions
to Eliminate Sex- and Age-Referent Language from the Dictionary of Oc-
cupational Titles.

Extensive sections on performance and production have been added
to the chapters on interviewing, commercial announcements, broad-
cast journalism, music announcing, and sports announcing. The drill
matcrial has been improved and incorporated with the chapters to
which it applies. In many cases it has been obtained from actual
broadcast sources., Permission was granted to reprint this material

vili
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with the understanding that it would be used for practice in the
classroom; none of it should be used on a live broadcast. The news
copy was chosen for its timelessness; it is impossible to muster en-
thusiasm for obviousty outdated news. This revision supplies for the
first titne a glossary of terms that are detined as they are used in the
text.

The result of these changes is a book that continues to present a
realistic picture of the broadcasting industry today, describes the kinds
of jobs available to announcers, and discusses the skills and personal
characteristics necessary for success in the ficld.

There is—perhaps fortunately—no tormula for automatically pro-
ducing successtul radio and television announcers. No amount of
reading, attending lectures, or practicing will insure success. The
various human qualitics can be combined in limitless ways, and no
one can unerringly guide another to the winning combination. Con-
sequently, this text offers no “system™ or list of “‘ten casy steps to
becoming an announcer.” Instead, it attempts to sct down as much
material in as many arcas of announcing as possible. It offers a wealth
of information, but it permits instructors to choose what best suits
their needs.

In general, there are two schools of thought on the subject of
ammouncing training.  One emphasizes mechanics—developing the
student’s voice, diction, ability to pronounce, and so on. The other
largely ignores mechanics and substitutes a strong emphasis on com-
municating ideas regardless of skills.  Since good announcers have
resulted from both approaches, this book advocates neither in partic-
ular. Instead, it presents the best of both, allowing instructors to
interpret and sclect the material as they wish.

Some of the material included in this text is extremely basic. The
wide range of abilitics of the users of the book and the need to
forestall common announcing malpractices dictated that it not be
omitted.  Experience indicates that “knowing” something often dif-
fers vastly from practicing it cffectively.  Take communication
through specch, for example. Announcers are employed tor the sole
purpose of communicating ideas to an audience. To do this, how-
cver, announcers must talk fo people, not merely read words at them;
hence, the rather extensive treatment of this topic in the text.

One bit of advice to students who arce using this book for a required
course.  Though once may not intend to become an announcer, a
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thorough study of announcing will be advantageous for other rea-
sons. Everyone talks, not just announcers. In fact, most contact with
others involves speech. Conscquently, the cffort to improve one’s
voice, diction, vocabulary, and ability to express ideas will not be
wasted.

For students who are interested in other phases of broadcasting, it
should be noted that announcing is one of the best ways to get into
the industry. Countless directors, writers, stage managers, and ex-
ecutives begin their careers as announcers. Whether or not a person
ever announces professionally, announcing training will be benefi-
cial. As a writer, it will instill a better “fec]” for copy to be delivered
orally; as a director, it will develop an awareness of the problems of
announcers; as an exccutive, it will cultivate an ability to guide an-
nouncers’ work more cffectively. A course in announcing therefore
deserves the best efforts of every broadcasting student.

S. W. H.
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CHAPTER

ELECTRONIC
COMMUNICATION

We live in the age of electronic communication. Each year greater
numbers of people receive more and more of their news, information,
and entertainment from radio and television. Surveys show a steady
increase in the reliance of people on the broadcast media, together
with a risc in the influence of these media on public opinion, decision
making, and cultural taste. To study eclectronic communication—of
which radio and television announcing are important parts—is to
prepare for a time when competence in the use of electronic media
will be nearly as important as literacy was a century ago.

In one scense, this is a book about radio and television announcing.
It discusses announcing as a profession, it treats both the technical
and the performance aspects of announcing, it covers correct usage
of American English, it contains chapters on the major arcas of
specialization within the field, and it provides broadcast copy for
practicing performance skills.

In another and broader sense, this book is about human commu-
nication with an emphasis on the clectronic media. Whether or not
you intend to become an announcer, a study of this subject can benefit
you in many ways. Specifically, if you apply yourself to the task,
you can look forward to noticeable improvements in your abilities to
(1) make speech sounds, (2) articulate the speech sounds of the English
language, (3) pronounce words according to accepted standards, (4)
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Figure 1.1 Jacqui Adams, weckend news anchor for “Newsroom 7, WNAC-TV.
(Courtesy WNAC-TV, Boston)

sclect and use words, phrases, and metzphors ceffectively, (5) express
yoursclf confidently before others, (6) interpret copy, (7) speak ad-
lib, and (8) communicate ideas to others, both orally and through
effective nonverbal communication.

The regular use of audio- and videotape recorders will open up for
you an important possibility for personal growth. Before the era of
tape recording, there was no satisfactory way of allowing students to
sec and hear themselves with objectivity. Disc recording and motion
pictures were of some help, but both processes are expensive and
timie consuming. Further, film doces not allow for instantancous feed-
back, while the cost and cffort in making a film tend to intimidate
the performer. Film is a medium for professionals, not for beginning
or intermediate students of announcing.

Both audio and video recorders are incxpensive, are readily avail-
able, and can be operated at low cost. They have another advantage:
Mistakes can be mercifully erased. Tape recorders give students of
announcing many regular, ongoing opportunities to sce and/or hear
themselves. Nearly every college department of broadcasting owns
and uses audio- and videotape recorders as aids in the teaching of



THE BROADCAST
ANNOUNCER

ELECTRONIC COMMUNICATION 3

radio and television announcing. After seeing and hearing yourself
perform over a period of time, you will be an unusual student if you
do not find yourself noting and correcting various mannerisms,
speech malpractices, voice deficiencies, and personal idiosyncrasies
that displease you. As you make adjustments and improve, you will
gain confidence, and this, in turn, should guarantee further im-
provement.

The announcer is a unique creation of our times. Though resembling
the troubadour, the town crier, and the newspaper journalist of carlier
days, the announcer is essentially a product of the clectronic age.
Circuses, vaudeville shows, and public ceremonies long used speakers
to provide information and maintain continuity. But such announcers
were not cssential; since their audiences were gathered in one place
and could both sce and hear the proceedings, voiced introductions
were more for building enthusiasm than providing information.

Radio was faced with a new problem in history. For the first time,
the audience was scattered and could not see the event being com-
municated. Radio could not function without the services of people
who provided direct oral communication and who described events,
introduced entertainers, or read the news. A new kind of commu-
nicator was invented, called an announcer. The term was carried over
into television.

Announcers are related to preliterate storytellers in that they speak
directly to their audiences; this makes voice quality and vocal per-
sonality important aspects of their performances. Radio announcers
also resemble print journalists, in that they often describe events not
personally seen by their listeners. Television newscasters and re-
porters, on the other hand, frequently read voice-over announcements
while the viewers are watching films or tapes of the event being
described. In this, they can be compared only with the narrators of
newsreels.

Despite their similaritics with people of carlier professions, there
arc some important differences. Both radio and television possess
instantancousness, a power denied to most other communications
media. Radio made it possible for the first time in history to describe
to millions of people scattered over thousands of miles events hap-
pening at that very moment. Television made it possible for viewers
to see the cvents. But the instantancousness of the broadcast media
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would be a meaningless concept if it were not for radio and television
announcets.

On radio, the announcer is the clarifying link between the audience
and otherwise incomprehensible sound, noise, or silence. On tele-
vision, the announcer is the presenter, the communicator, and the
interpreter. The announcer is thus as important to the broadcast
media as any person can be. Without such performers, both radio
and television as we know them would be impossible. Because an-
nouncers usually make direct presentations to their audiences, they
represent cconomy as well. No other means of disseminating infor-
mation is as swift or nced be as brief as the word spoken directly to
the listener. Small wonder, then, that radio and television announcers
must be cquipped with native talent, undergo intensive training,
possess broad educational backgrounds, and work diligently at prac-
ticing the skill. After all, the function is important, and the respon-
sibility is considerable.

We use a varicty of terms to describe announcers, among them
“personalities,” “disc jockeys,” “hosts,” *“‘narrators,” and ‘‘report-
crs.”” Some people in several categories of broadcast performance do
not like to be called announcers. Among them are newscasters,
reporters, commentators, sportscasters, and narrators.  Specialization
and codification have certainly made more precise nomenclature pos-
sible; when clarity demands it, it should be used. The term ansouncer
will be used throughout this book for economy whenever the profes-
sion is being discussed in general terms. It would be tedious and
unnccessary to qualify cach statement made about an announcer with
a catalogue of the various specializations included within this generic
term. In this book, an announcer is anyone who speaks to an audience
through a medium using the clectronic device of radio or television
transmission over the public airwaves, of cabled or other closed-
circuit audio or video distribution, or of electronic amplification, as
in an auditorium or a theater. Singers, actresses and actors, and other
entertainers are considered announcers only when they perform that
specific function, as in commercial presentations.

According to the U.S. Department of Labor, approximately sev-
entcen thousand men and women presently are employed full time
as commercial staff announcers. Another ten thousand to fifteen
thousand are part-time or free-lance announcers. Because many free-
lance announcers work sporadically, we may assume that not more

LR IrTS
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Figure 1.2 Tony Myrick, operations manager and dise jockey for WNSL-AM and

FM. Laurcl, Mississippi, checks off the completion of 4 program element on che
running log. (Courtesy Tony Myrick and WNSL. Laurel, Mississippi)

than twenty-five thousand men and women camn their tull incomes
as broadcast announcers. The relatively small number of announcing
jobs provided by cducational and commercial breadceasters means two
things. The ficld s highly competitive, and the announcer who can
offer a station more than announcing skills has a better chance for
initial ecmployment and carcer advancement. It should also be ob-
served that approximately 83 pereent of all professional announcers
are working for radio stations. Your chances tor success as an an-
nouncer. then, will be enhanced it vou prepare chiefly for radio
announcing. This mcans leaming time sclling, copywriting, news
writing, weather reporting, and music programming as well as an-
nouncing,.

A large but unknown nuimber of men and women work not in
broadcast stations but in industrial media.  Audiotapes, video cas-
settes, film loops, and slide-syne presentations are made tor a variety
of purposcs—training new employcees, retraining inservice employ-

ces, disseminating information to distant branches, and, in short,
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Figure 1.3 Lynnc Joiner, reporter for KPIX “Eyewitness News,” delivering a report
from the ficld with the assistance of a remote ENG (clectronic news gathering) crew.
(Courtesy KPIX, San Francisco)

serving the communication needs of businesses, factories, govern-
ment agencies, hospitals, prisons, schools, and similar entities. Few
training or media departments can afford the services of a full-time
announcer or narrator; if such work appeals to you, you should
prepare for media writing and producing as well as announcing. One
or more courses in mediated instruction would serve you well.

The following chapters indicate the working conditions and the
kinds of abilitics you will need to succeed in cach of the major
announcing specializations. [f you are a typical student of broadcast
announcing, you probably are interested in one of three attractive job
possibilities: news reporting, sports reporting, or music announcing
(as a disc jockey, an MOR announcer,? or a “classical” announcer).
Few students show much enthusiasm for commercial delivery or for

T*MOR?” stands tor ““middle-of-the-road™ music stations,
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mterviewing, This may be understandable, but the temptation to
concentrate on one kind of announcing should be resisted. It is true
that most large radio stations follow a single format—all music, all
tatk, alt news—but the chances are that you will not find cmployment
tirst at the station that features the format of your choice. You should
work on every facet of announcing, even while you emphasize the
arca of announcing in which you hope ultimately to specialize.

Television stations provide multiprogram service, but few are
heavily engaged in local production. Network feeds, syndicated re-
runs, and chopped-up movies make up most of the program day of
American television stations. This means that there are far more
employees working in sales, traffic, and engineering than there are
announcing. Aside from the news department, which employs both
news reporters and newscasters, few television announcers are em-
ployed by local stations.  Even station breaks are recorded, and the
person who used to sit in an announcer’s booth, waiting thirty or
sixty minutes to identity the station, now records the breaks as a
small part of the workday and goes on to news or weather reporting,
news writing, or some other specialization, thus doing the work of
tWo persons,

Local stations do produce commercials, and they also run com-
mercials produced by local and regional production companies. This
means that even the smallest community with a commercial television
station may ofter at least some work for announcers. If this ficld
interests you, you can get specitic information about how announcers
arc hired by calling the production unit of the sales or promotion
department of the station. It a talent agency is involved in local
production, you can tind “*Agencies, Theatrical” in your local tele-
phone directory; a call to such an agency will provide you with
information as to how to present yourself for possible employment.

The subject matter of radio is not radio, nor is the content of television
television. Both these influential media devote their hours of broad-
cast to nonbroadcast disciplines such as news, weather, music, sports,
and drama. Though you should lcam performance techniques and
the history and theory of mass communication, you should not limit
your studics to these. The ability to talk knowledgeably about broad-
casting, to manipulate consoles, turntables, and tape cartridge units,
and to interpret skilltully a seript prepared by somconce else is
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Figure 1.4 Traftic reporter Lou Hurley covers his beat from a helicopter. (Courtesy
KGO-TV, San Francisco)
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necessary for employment, but you must offer more to the station
and the public. Radio and television have little room for empty-headed
announcers. For one thing, the broadcast announcer is being cvalu-
ated by increasingly sophisticated listeners. Amcricans arc better
informed today than in previous times. Informational media are
reaching more people with more messages than ever before. A tel-
evision gencration has grown up that is quick at spotting clichés and
gimmicks.

Moreover, as radio stations have moved away from the policy of
offering something for everyone toward special-appeal formats, they
have attracted more homogencous audiences that know and care
about the program material being oftered. Because of this, the ma-
jority of listeners to a single-format radio station are quick to detect
and resent an announcer’s lack of knowledge.

The dramatic explosion of knowledge in the past several years will
make inadequate for the 1980s announcers of the 1960s and 1970s
who do not grow with the times. The makers of dictionaries have
been adding new words to their editions at an unprecedented pace;
cach represents to an announcer not only a new word to pronounce
but a new concept, a new technological breakthrough, a newly per-
cetved human condition, or a new phenomenon to know about.

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

What should you study if you intend to become an announcer?
This question must be answered in two ways. First, of course, you
should pursue subjects that will most quickly and obviously prepare
you for your first announcing job; second, you should have a general
background in arts and sciences. The following list of courses is
arranged under these two headings. It is preposterously large, and
you will have to discriminate in choosing the courses you take. But
if you are serious about an announcing career, you should understand
that not only are both kinds of c¢ducation important, but so is the
breadth of your education.
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You should tind courses teaching

radio and television announcing, concentrating on interpretation, ar-
ticulation, phonation, use of the microphone, pronunciation, camera
presence, ad-libbing, and adapting the individual personality to the
broadcast media

the International Phonetic Alphabet (If your broadcasting department
docs not teach this, look to the speech department.)

skills leading toward a radiotelephone operator’s license (Such skills
may have to be acquired in a technical institute; few degree-granting
colleges offer courses in them.)

control room operations (if previously listed courses do not cover
them), including theory of control room operations and practice in
manipulating audio consoles, turntables, tape cartridge machines, and
microphones

cconomic aspects of broadcasting or business (Many small stations
hire personnel who work as both sales personnel and announcers.
Also, the ability to interpret audience measurement statistics could tip
the scales in obtaining a first or second job with a small or medium-
sized radio station.)

writing tor radio and television: commercial copy, news, and station
ceditorials

forcign language pronunciation (Some departments of music offer a
course in principles of pronunciation for the major European lan-
guages—French, German, ltalian, and occasionally Spanish or Rus-
sian.)

tilm making (Some television stations expect newscasters to be able
to film as well as narrate a news story.)

the principles, nomenclature, and strategies of a variety of major
sports (Some physical education departments teach a course in “*sports
ofticiating”™ that offers this information.)

Look for courses in
departments of broadcasting that view broadcast communication

from social, intellectual, cthical, aesthetic, psychological, legal, an-
thropological, or historical perspectives
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Figure 1.5 Art Popham, sports dircctor for KMO, Tacoma, Washington, and play-
by-play announcer for the Tacoma Yankees, does his own engineering, play analysis,
statistics, and score keeping as he calls a baseball game. (Courtesy Art Pophamn)

departments of journalism that stress the responsibilities of the broad-
cast journalist in a democratic society (Few departments of broad-
casting arc organized to provide much education in journalism.)

onc or another of the nonelectronic arts (music, literature, theater,
cincma, art) or the humanities, which synthesize the arts, ermphasizing
the ways the arts function in our lives

social and behavioral sciences: political science, international relations,
sociology, cconomics, psychology

linguistics, general semantics, cybernetics, persuasion

business or economic theory

creative writing

education, especially child growth and development, educational so-

ciology, educational psychology, and educational technology (cspe-
cially for the educational-instructional radio or television announcer)
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Certainly you must evaluate these suggestions in the light of your
own aptitude, interest, and career aspirations. Any college counselor
can help you determine their appropriateness and that of other dis-
ciplines. The important point is that all nonbroadcasting courses will
be of lasting benefit and practical value to you only insofar as you use
your growing knowledge constantly and increasingly in your daily
work.

Attempting to separate practical and theoretical studies could lead
to considerable misunderstanding. The typical degree-granting col-
lege or university requires about 125 semester hours for the B.A. or
B.S. degree, of which usually no more than 45 are in broadcasting.
Only about one-third of these, or 15 hours, are directly related to
announcing training. Modern broadcasting departments invariably
require courses in broadcast law and regulation, historical, social, and
cconomic aspects of broadcasting, communication theory, writing
tfor radio and television, station management, international and com-
parative broadcasting, and any of a number of other courses that do
not obviously relate to the work of an on-the-air announcer. Such
courses, whether taught by a department of broadcasting or a coop-
crating department, are in the category of liberal education rather
than skills training.

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

As you have seen, announcing encompasses a great range of activ-
itics. Most modern liberal arts colleges and their broadcasting de-
partments are well equipped to help you begin the process of becom-
ing a competent and versatile communicator, for that is what you
must be it you expect to be able to face such challenges as these:
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Figure 1.6 Radio ncws anchor Don Mozley prepares news copy tor his on-air shift.
(Courtesy KCHBS, San Francisco)

4.

. You are the announcer on a

. You are a staff announcer, and you are to read a commercial for

a local restaurant featuring international cuisine. You must pro-
nounce correctly vichysoisse, coq au vin, paella, saltimbocca alla
Romana, and Hasenpfeffer.

You are a staff announcer, and you must read news hcadlines
including the place names Sault Sainte Marie, Schleswig-Hol-
stein, Santa Rosa de Copan, Sao Paulo, and Leicester.

**good music” program, and you
need to know the meanings and correct pronunciation of scherzo,
andante cantabile, Die Gotterddmmerung, and L’Apres-midi d’un
faune.

You are a commercial announcer, and the copy for a pharma-
ceutical company demands that you correctly pronounce hexa-
chlorophene, prophylaxis, and epidermis.

You are play analyst on a sports broadcast, and you nced to
obtain extensive historical and statistical information on football
in order to fill inevitable moments of inactivity.
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6. You are the play-by-play announcer for a semipro baseball game,
and you must pronounce the following American names: Mar-
tincau, Buchignani, Yturri, Sockolow, Watanabe, Engebrecht,
and MacLeod.

7. You have been sent to interview a Nobel Prize winner in astro-
physics, and you need to obtain basic information about the
subject as well as biographical data.

8. You arc narrating a documentary, and you must analyze the
intent and content of the program to determine the mood,
rhythm, structure, and interrelationship of sound, picture, and
script.

9. You are covering a riot, and you are expected to asscss respon-
sibly the human dynamics of the incident.

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

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

Before committing yourself to a career as a broadcast announcer, it
is well to ponder the fact that, along with the undeniable privileges
and rewards that accruc to people working in this field, there arce
several arcas of responsibility as well. First of all, and most obvious,
there is the obligation any performer owes to the audience: that of
being informative, objective, fair, accurate, and entertaining. Not
everyone who goes before an audience deserves respect. Announcers
who are sloppy, unprepared, given to poor American English usage,
or just plain boring, get what they deserve—a two-weck notice. But
there are others who work hard, possess outstanding skill, and never
want for work and who, at the same time, pollute the public air.
These are the announcers who sensationalize or slant the news, who
seriously misrcpresent shoddy products, who circulate unfounded
rumors, or who fan the flames of prejudice by displaying misguided
fervor. In a free society, such announcers are protected by the First
Amendment to the Constitution; the only protection the audience has
resides in the integrity of each individual announcer.
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Another area of responsibility is that of emergency notitication.
During times of floods, hurricanes, tornadoes, and other natural
disasters, broadceast announcers frequently are in a position to save
lives through carly warnings. The U.S. government has established
an emergency broadceast system that relies on broadcast Heensees to
disseminate disaster information. It is imperative that all broadcast
announcers study the disaster manual, found at all stations, and be
prepared to act swiftly and appropriately in an emergency.

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

Not all announcers have a sense of social commitment, and not all
who do are in a position to accomplish very much. Still, you should
be aware of the opportunities you may have to enlighten or confuse
the public.  As a nation, we have been slow to perceive and attack
scrious problems of urban deterioration, increasing crime, pollution
of land, air, and water, racial incquitics, poverty, the rise of anti-
democratic action groups, and increased use of drugs. I you arc
committed to using the mass media to make a better socicty, you are
already responsible and potentially important as the kind of com-

municator demanded by our times.



CHAPTER

THE ANNOUNCER AS
COMMUNICATOR

Your goal as a radio or television announcer is to effectively communicate
ideas or feelings to other human beings. This brief and rather obvious
statement is the key to success in announcing. Understanding that
effective communication ought to be your goal is by no means the
same thing as achieving it. For some, the ability to communicate
comes casily and is readily adapted to radio or television perform-
ance. For most, however, the difficulties in being effective, econom-
ical, and accurate even in daily conversation are constant reminders
that much work lies ahead. This chapter discusses the communicative
process and offers specific advice on interpreting copy. At the end
of the chapter, ad-lib announcing is briefly considered. Subsequent
chapters offer exercises in both reading and ad-libbing.
Unfortunately, many announcing students fecl that they have suc-
ceeded when they have developed the ability to sound like an an-
nouncer. American broadcasting has been served by several genera-
tions of announcers, and a distinct style has evolved. Tune across
the radio dial in any part of the country, and you will soon hear
someone trying very hard to approximate the phonation, articulation,
phrasing, and pronunciation of the stereotyped announcer. Such
effort is misplaced. Good announcing is not imitation; it is commu-
nication. Most outstanding announcers succeed because they are
unique. They retain their individuality as they focus on getting their

16
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messages across. As an announcer, true communication begins when
you learn who you are, reflect yourself in your delivery, and know that you
are speaking to individuals, not to a crowd. Developing your vocal
apparatus or expanding your vocabulary alone cannot guarantee that
you will become an effective communicator. Try always to be aware
of two other aspects of eftective oral communication: reflecting your
personality and communicating the ideas or feelings inherent in the
words you are uttering.

As an announcer, one ot your most challenging tasks is to rcad in
an cffective manner copy written by someonc else. You are the
middle link in a communication chain that begins with a writer and
ends with a listener. It is your responsibility to bridge the two in
such a way as to have the writer’s ideas faithfully represented in the
minds ot your listeners.

Copy begins not as a script but as an idea in the mind of a news
writer, an agency copywriter, a station sales representative, or some
other specialist in broadcast scriptwriting. Having conceived the idea,
the writer’s next step is to cast the idea into words (and, in television,
into pictures) that will best communicate the thought. The ability to
sclect the most eftective and fresh words and arrange them well is the
art of writing; the ability to communicate these words in an effective
manner to a listener is the art of announcing.

Radio and television are media of oral communication. As a profes-
sional announcer, your skill can make messages more effective than
they would be if communicated directly by the written word. On
a basic level, you will not misread or mispronounce words; on another
level, you will convey an emotion appropriate to your copy—enthu-
siasm, scriousness, jocularity—and will thereby provide variety and
nterpretation for your listeners; on yet another level, you will show
the relative importance of the various parts of your message, thus
enhancing its meaning. In short, you will present the material in its
most persuasive and readily understood form.

Oral communication, howcever, can be ineffective when radio or
television announcers fail to present their material clearly and con-
vincingly. Too many professional announcers merely read words
and consider themsclves successful it they avoid stumbling over
them. A word is a symbol of an idea; if the idea is not clear in your
mind, or if you lack the ability to transmit it effectively through your
spoken words, you reduce your chances of communicating the idea



18 CHAPTER 2

to your listener. Of course, reading words with little or poor inter-
pretation will convey some of the ideas from writer to listener, but
this is not good announcing, and no amount of rationalizing can
Justity it. Announcers are paid to be effective, and this means that
they must develop far more than adequate oral reading skills.

Some radio announcers feel that if all the words in a message are
read aloud with no mispronunciations and in low, resonant tones,
their obligation to the material has been discharged. This, of course,
is not true. Make it a point to listen to as many news reporters and
commercial announcers as you can and study their deliveries. Listen
especially to those you have come to avoid. Decide for yourself who
among them are mere readers of words and who are true commu-
nicators. In all probability you will discover that you have uncon-
sciously formed the habit of tuning in the announcers who commu-
nicate best and tuning out those who communicate least. Lay persons
may not think in terms of the communicative ability of a given
announcer, but they are nonetheless affected by it. They find them-
selves unconsciously listening to those who are best able to help them
reccive and assimilate ideas. They are, at the same time, being swayed
to causes, concepts, and products, however subtly.

Many announcers on television do a consistently better job of
communicating than their counterparts on radio because they are
virtually forced to give some physical interpretation to their copy.
Their cyes, mouths, hands, and arms all convey meaning to the
viewer. Though these alone can achieve only a relatively low level
of communication, they enhance and extend the shades of meanings
when combined with good vocal delivery. Perhaps most important,
the fact that appropriate physical interpretation is expected of televi-
sion announcers gives them a rather compelling reason for thoroughly
analyzing their copy. Having to demonstrate a product, point to
visual materials, or cue a film adds to the amount of preparation
needed for even an adequate job. Though the radio announcer, es-
pecially the overworked disc jockey, may read much copy cold, in
television it is not uncommon to spend weeks producing a thirty-
seccond filmed commercial.  As a matter of fact, some filmed com-
mercials are more expensive and take longer to produce than many
half-hour entertainment programs.  This extra investment of time
and money does not automatically insure a successtul commercial;
only a good script and a first-rate performance can do that. Failure
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to be spontancous and convincing, to use the intimate nature of the
medium, or to use face, hands, and other tools of nonverbal com-
munication can make an announcer scem an uninspired voice working
at odds with an unrelated face and body.

Radio announcers who believe that only their voices are important
may attempt to project vitality without moving their arms or tor-
sos. Such playacting is unlikely to be convincing. Energy is casy
to simulate, but unless genuinely motivated by the content of the
message, it usually secems phony; uncalled-for enthusiasm hinders
communication. To avoid it, you should announce for radio as
though your listener were in the booth with you. You should use
your face, hands, and body as you speak, as you do in ordinary
conversation. Integrating all the tools of communication should help
clarify and intensify your message, despite the fact that your listener
cannot sce you. Good physical gesturing for both radio and television
is marked by two considerations: (1) honest motivation and (2) har-
mony with the size and moods of the ideas being expressed. Over-
sized grins, frowns, and grimaces and sweeping arm movements
taught to generations of declaimers are seldom appropriate in radio
and television.

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

Furthermore, the art of the musician is not just manufacturing
beautiful tones or demonstrating great technical skill; it is also faith-
fully interpreting and exccuting the intention of the composer. If
beautiful tones and technical proficiency arc integral to correct inter-
pretation, then the musician should aim for both. If, on the other
hand, the composer has asked for thin, strident, or ugly tones, correct
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interpretation may demand sacrificing the interpreter’s sensc of
beauty. However beautiful your voice may be and however rapidly
and unfalteringly you may be able to read copy, you are not truly a
good announcer unless you use your ability to communicate the ideas
and the values of the writer as the writer originally conccived them.

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

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

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

3. What is the general mood of the copy?

4. Where does the mood change?

5. What are the parts of the copy?

6. What changes of meaning are involved in cach part of the copy?
7. What help is the punctuation in reading the copy?

8. Arc there any words or allusions you do not fully understand or
cannot pronounce?

9. Read the copy aloud.

10. Do you have any genuine interest in the subject matter of the
copy? Do you reveal this interest?

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

12. 1f the copy is literary, who is the author?

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

14. Do you nced to do any characterization?
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This list of considerations suggests much more than might scem
obvious at first rcading. Let us claborate on Donner’s points.

1. Read the copy twice to get the general meaning. One problem con-
fronting anyonc who spends time and effort preparing copy for oral
delivery is that too much concentration on pronunciation or timing
may obscure the overall meaning and purpose. You should form an
impression of the whole picce by silently reading through it at least
rwice before undertaking any of the more detailed work of prepara-
tion.

2. State the specific purpose of the copy in one brief sentence. This is the
most important decision you will make. You must discern the major
objectives of the copy. Just as it is pointless to begin a trip to some
undetermined destination only to wonder why you did not arrive at
a satisfactory place, so it is foolish to begin interpreting copy without
first knowing its goal. Your job as an oral interpreter is choosing
appropriate means; it is first nccessary to determine approprate
ends. The interpretations of two .dentical sentences will differ if the
sentences are used in different contexts or for different purposcs;
similarly, picces of broadcast copy that seem superficially to call for
the same delivery may actually require quite different interpreta-
tions. Raising questions about the purpose of the copy will help
determine this.

Read this commercial and determine its specific purposc:

See the all-new Jaguar, on display tomorrow at the
Foreign Motorcar Centre, 16th and Grand. You'll love
the Jaguar's styling and appointments. If you love

automobiles, come see the new Jaguar tomorrow!

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

Now read another commercial for the same sponsor:

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

downtown River City!

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

3. What is the general mood of the copy? Having determined the
purpose of the copy, you may now determine its mood. To some
extent the number of words in the copy limits the degree to which
you can control the mood, especially in commercial copy. In the
commercials for the Foreign Motorcar Centre, you must read 30
words in 10 seconds, or 180 words a minute, which is just about as
rapidly as onc should read aloud. In much radio and television work,
excluding commercial announcements written with inflexible time
limits in mind, the copy may be shortened or lengthened to allow for
a rate of delivery proper to a particular mood. The length of time
taken for still other kinds of announcements—the introduction to a

musical composition, for example—is not a particularly important
consideration, although split-second timing frequently is (as we will
sce in Chapter 12 on the disc jockey). In sportscasting, the deter-
minants of mood arc set by the action of the game.

Read the following eight news items and determine the mood of

cach.
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(NEW YORK) NEW YORK POLICE SAY A TRAIN ENGI-
NEER HAS BEEN KILLED AND A SECOND RAILROAD EMPLOYEE
INJURED IN A COLLISION OF TWO EMPTY PENN-CENTRAL COM-
MUTER TRAINS IN A TUNNEL UNDER THE EAST RIVER.

A SPOKESMAN SAID THE MISHAP OCCURRED WHEN A
FOUR-CAR JERSEY ARROW TRAIN ON ITS WAY TO PENN STATION
IN MANHATTAN FOR THE EVENING RUSH HOUR STRUCK ANOTHER
EMPTY TRAIN WHICH HAD STOPPED IN THE TUNNEL.

THE COLLISION OCCURRED IN THE BOROUGH OF

QUEENS.

(MIAMI) A COAST GUARD SPOKESMAN SAYS A CIVIL-
IAN PILOT HAS REPORTED SIGHTING TWO MORE OIL SLICKS
OFF THE COAST OF FLORIDA NEAR FORT LAUDERDALE AND WEST
PALM BEACH. CLEAN-UP CREWS ARE STILL CLEANING UP THE
FLORIDA BEACHES AS THE RESULT OF A MASSIVE OIL SLICK
THAT SPREAD ONE WEEK AGO.

(WATSONVILLE) A FARMER WORKING PRIVATE LAND
NEAR WATSONVILLE UNCOVERED A WORLD WAR TWO BAZOOKA
ROUND LATE YESTERDAY. POLICE CLOSED OFF A PORTION OF
CHITTENDEN PASS WHILE A BOMB SQUAD FROM FORT ORD AT-
TEMPTED TO DEFUSE THE DEVICE. A SOUTHERN PACIFIC
RAILROAD FREIGHT TRAIN WAS HELD UP NEARLY TWO HOURS.

BUT AFTER CAREFULLY DISMANTLING THE EXPLOSIVE
HEAD, THE FORT ORD EXPERTS FOUND NO CHARGE INSIDE.

STILL NO EXPLANATION OF HOW THE ROUND GOT

THERE.
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(LOS ANGELES) LOS ANGELES AUTHORITIES CALLED
OFF SEARCH FOR A MISSING 8-YEAR-OLD GIRL TODAY SAYING
SHE MAY HAVE MET WITH FOUL PLAY. VIVIEN HAYS HAS BEEN
MISSING SINCE SUNDAY NOON. HER MOTHER SAYS SHE MAY
HAVE WITNESSED A FATAL SHOOTING IN A LANDLORD-TENANT
DISPUTE EARLIER THIS MONTH. ABOUT 80 SHERIFF'S DEPU-
TIES CONDUCTED A DOOR-TO-DOOR SEARCH FOR THE GIRL IN
THE SOUTH-CENTRAL SECTION AND ALL ABANDONED STRUCTURES
WERE CHECKED. TWO HELICOPTERS AIDED THE GROUND
SEARCHERS.

(WASHINGTON) THE FEDERAL ELECTION COMMISSION
HAS MOVED TO HALT SECRET CONGRESSIONAL "SLUSH FUNDS"
. . A PRACTICE IN WHICH LAWMAKERS USE PRIVATE DONA-
TIONS TO PAY PERSONAL AND OFFICE EXPENSES. THE COM-
MISSION UNANIMOUSLY VOTED TO REQUIRE THAT ALL SUCH
FUNDS BE PUBLICLY REPORTED. THE DECISION WOULD RE-
QUIRE THAT THE FUNDS COUNT TOWARD LAWMAKERS' CAMPAIGN

SPENDING LIMIT.

(CHICAGO) AGRICULTURE OFFICIALS IN SEVERAL
MIDWESTERN AND PLAINS STATES REPORT CROPS ARE HURTING
FROM SEARING HEAT AND LACK OF RAIN. THE REDUCED SOIL
MOISTURE IS "CAUSING SOME STRESS" . . . BUT OFFICIALS

STILL HOPE FOR A RECORD SIX-BILLION-BUSHEL CORN CROP.

(QUEBEC) A CANADIAN RESEARCHER SAYS SOLAR DIS-
TILLATION IS PROVIDING CLEAN WATER ON A DROUGHT-

STRICKEN ISLAND. RESEARCHER RON ALWARD OF QUEBEC SAYS
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HIS WORK DEALS WITH THE USE OF SOLAR ENERGY ON THE IS-
LAND OF LA GONAVE, OFF THE COAST OF HAITI. ALWARD
SAYS RESIDENTS OF THE SMALL FISHING AND FARMING COMMU-
NITY FORMED A COOPERATIVE TO BUILD A SOLAR DISTILLA-
TION SYSTEM TO PROVIDE CLEAN WATER AFTER YEARS OF

DROUGHT HAD DEPLETED THE NATURAL SUPPLY.

(HUGO, OKLAHOMA) IT TOOK 18 DAYS . . . BUT

SEARCHERS HAVE FINALLY TRANQUILIZED ONE OF THE TWO
BABY ELEPHANTS LOST IN THE DENSE SOUTHEASTERN OKLAHOMA
BRUSH. SPOKESMEN FOR THE CARSON AND BARNES CIRCUS SAY
THE ELEPHANT WILL BE TIED TO A TREE IN AN EFFORT TO
LURE THE OTHER OUT OF HIDING.
Notice in these news items the great range of emotion and mood; no
two are alike.  Ask yourself these questions to determine mood: (a)
What is the specific purpose of this story? (b) What word or brief
phrase sums up the purpose? () What mood is best suited to the
purpose? (d) How can it best be communicated?

Now let us look at two commercials with a wide difference in
mood. Read both and ask the same questions about cach.

Liller, Neal, Battle & Lindsey
Rich's
Vendor/Van Heusen Shirt & Tie

30 seconds

MUSIC UP & UNDER ANNCR.
For one day, Saturday, Rich's puts together a really
special Father's Day gift! Van Heusen's polyester

Splendor Knit shirt, and a handsome, fashion tie. 1In
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Rich's Man's World, Saturday, when you buy the shirt
for 11 dollars . . . you get the 7.50 tie for 3 dol-
lars. Van Heusen's Splendor Knit shirt . . . short-
sleeved for summer in white or 5 pastels. The tie, in
blending colors. Put them together and save 4.50,
Saturday only! Rich's and Van Heusen, a great team
for Father's Day.

MUSIC UP & OUT

The second commercial was prepared by Ingalls Associates, Inc.

Waterville Valley

60 seconds

SOFT FLUTE SOUNDS.
(ORSONWELLES—TYPEVOICE)Theforestprimeval. It

still exists at Waterville Valley in New Hampshire.
Come discover the untouched beauty of a winter wilder-
ness. Come discover ski touring. It's a world apart
from down hill skiing. Using different, lightweight
equipment. As simple as a walk in the snow. At
Waterville Valley, a network of trails winds in and
out the snowy woods of the vast White Mountain Na-
tional Forest. Ski Tour at your own pace . . . and at
the end of the day, a blazing fire and aprés-ski at
Waterville Valley make a nice return to civilization.

Come ski touring at Waterville Valley . . . it's the
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perfect way to get back to nature. We'll be happy to
teach you, guide you, or rent you equipment. Take In—
terstate 93 to Waterville Valley, New Hampshire

it's just two hours from Boston . . . yet nothing comes
close to it. For complete information on package
plans for both ski touring and downhill skiing, write
Ski Touring, Waterville Valley, New Hampshire. Or

call, 603-236-8311.

What a difference in the mood in the two examples! The first, for
Rich’s Man’s World, is designed to hold attention through vitality,
speed, and the illusion of importance. Every cffort is made to en-
courage dircct action from the listener. The second commercial, for
Waterville Valley, holds attention in a quieter and more subtle way.
While it attempts to sell a product, like the first commercial, the very
nature of the product, a quict wilderness retreat, dictates that the
commercial be soft, gentle, peaceful, and leisurely.

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

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

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

HERE IS THE LATEST NEWS:
TYPHOON JAMES HIT OKINAWA LATE LAST NIGHT,
CAUSING TIDAL WAVES, DESTRUCTION OF MAJOR BUILDINGS,

AND AS MANY AS 300 DEATHS.

ANOTHER PROMINENT ITALIAN INDUSTRIALIST HAS
BEEN KIDNAPED OUTSIDE OF MILAN, AND POLICE BLAME AN
UNDERGROUND TERRORIST GROUP. NO RANSOM NOTE HAS YET

BEEN RECEIVED.

A NINE-YEAR-OLD ALBANY BOY IS A HERO TODAY.
JOHN ALLISON SMASHED A WINDOW OF A BURNING HOME, AND
RESCUED TWO SMALL CHILDREN WHO HAD BEEN LEFT UNAT-

TENDED.

A TROY HEIRESS HAS BEEN CHARGED WITH CONSPIR-

ACY IN THE MURDER-FOR-HIRE PLOT AGAINST HER BROTHER.

THE AREA'S MOST SEVERE STORM OF THE SEASON IS
ON THE WANE, AND THE WEATHER BUREAU PROMISES CLEARING

SKIES TONIGHT.

AND, FREDA, THE POLICE DEPARTMENT'S MARIJUANA-
SNIFFING DOG, FAILED IN HER ASSIGNMENT LAST NIGHT.
SHE STOPPED OFF TO DELIVER EIGHT PUPPIES. THE MOTHER
AND BABIES ARE DOING FINE TONIGHT, AND FREDA HAS BEEN

GIVEN MATERNITY LEAVE.
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I'LL HAVE DETAILS OF THESE AND OTHER STORIES

AFTER THESE MESSAGES.

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

5. What are the parts of the copy? Almost any example of well-
written copy shows rather clearly differentiated parts. On the most
basic level, copy may be broken down into its beginning, middle,
and end. The beginning is the introduction, and customarily is used
to gain attention. The middle, or body, contains most of the infor-
mation. In commercials, the middle tells us the advantages of this
product over all others. The end is generally used for summing up
the most important points. It frequently urges action or repeats the
name, address, and telephone number of the sponsor.

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

getting the attention of the listener or viewer

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

repeating some of the selling points

f. repeating the name and address of the sponsor

on ow

&

Read the following copy prepared by Ingalls Associates, Inc., and
divide it into its parts:

Fenway Motor Hotels

60 seconds

With all the night l1ife this city has to offer, you
probably think there's nothing new under the moon.
Well, Boston, get ready to hit a new high. Come

take a ride with me. You're traveling up the outside
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of a building . . . in Boston's only glass elevator.
Riding nonstop right to the top. To Boston's newest,
most unusual after—dark meeting place . . . The Up &
Up. Where high above the city, you can get together
with friends . . . dance to a live band . . . or just
lean back and watch the moonlight tip—-toe across the
Charles. It's a whole new way to see in the dark.
The unique, new Up & Up, on top of the Fenway Common-
wealth Motor Hotel, in Kenmore Square, Boston. So
come on up . . . to the new Up & Up. Getting there is

just half the fun.

One word of caution is useful here. Much copy, particularly the
least hackneyed, frequently uses an original and unique arrangement
of the parts. For this rcason, no formula or rules of structurc can be
automatically applied in analyzing copy. The parts listed here are by
far the most commonly used in copywriting, but they are not rigidly
followed in that sequence.

6. What changes of meaning are involved in each part of the copy? If
one segment of an announcement is intended to point out a problem
and another to suggest a solution, it follows that two different, related
meanings are involved. The change in meaning will, therefore, affect
your interpretation; you may change your voice, pace, volume, ges-
tures, or distance from the microphone. Changes in meaning can
occur within a single section or even within a single sentence in
copy. Careful analysis will disclose them, and careful interpretation
will project them. Read this public service announcement and notice
the changes of meaning in it:

Ingalls Associates, Inc.
60 seconds

Learning Disability/Dyslexia
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GARBLED WOMAN'S VOICE UP FOR FIRST 3 SECS . . . FADE

VERY SLOWLY--UNDER APPROX. FIRST 15 SECS OF SPOT

You're hearing what a mother's voice can sound like to
a child with dyslexia. A learning disability that af-
fects 1 out of every 10 children in America. The
frightening part is that most dyslexics aren't diag-
nosed as dyslexics. Instead they're called slow. Un-
teachable. Even retarded. It's a waste. Because
help is available. The techniques are there to help
the dyslexic child to overcome his handicap. He can
be taught to read and write. Speaking and hearing
difficulties can be resolved. College is even possi-
ble. If--and only if--dyslexia is diagnosed early.

And dealt with. Today. there are over a dozen centers
in Massachusetts that can diagnose dyslexia—--even
among preschoolers. To find out more, call 872-6880.
872-6880. One out of every 10 kids has dyslexia.

And every one of them needs help.

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

A famous example of disrcgarded punctuation occurs in Shake-
spearc’s A Midsummer Night’s Dream. Quince, one of the clowns,
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enters before the nobles of the realm and reads his prologuc to the
play Pyramus and Thisbe:

If we offend, it is with our good will.

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

That is the true beginning of our end.
Consider then we come but in despite.

We do not come as minding to content you,
Our true intent is. All for your delight,

We are not here. That you should here repent you,
The actors are at hand; and, by their show,
You shall know all that you are like to know.

While you may have a good grasp of punctuation, the section that
follows is intended to relate that knowledge to broadcast copy. It asks
for consistency and accuracy in the use of cllipses; it suggests an
unusual use of question and exclamation marks; it states how certain
marks, including quotation marks and dashes, should be vocally
interpreted; and it lists several marks that you may use to mark your
copy. This section reviews the chief marks and their pertinence to
students of announcing, and it suggests some allowable variations.

a. The period is used to mark the end of a sentence or to show that
a word has been abbreviated. In copy written for broadcast, abbre-
viations such as FBI, NATO, and AFL-CIO are written without
periods. Abbreviations such as Ms. and Mr. may appear with or
without concluding periods. News writers often use ellipses to mark
the ends of sentences and as a substitute for commas, dashes, semi-
colons, and colons—for example, “The Mayor was late to his swear-
ing-in ceremony today . . . He told those who had gathered for the
ceremony . . . some two hundred supporters . . . that he had been
held up in traffic.” This practice is widespread but regrettable, since
the ellipsis has a distinct purpose of its own that should be re-
spected. (See the following section on ellipsis for further discussion.)

b. The guestion mark appears at the end of a sentence that asks a
question. In marking copy, it is frequently helpful to follow the
Spanish custom of placing an upside-down question mark (;) at the
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beginning of a question, so that you will know it is interrogatory as
you begin to read it.

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

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

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

In reading this sentence, you can indicate the quotation by the inflec-
tion of your voice, or you can add words of your own to make it
clear that it is a direct quotation:

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

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

. HIS NEW BOOK, ““READING FOR FUN,”’ HAS BEEN ON THE TIMES
BEST SELLER LIST FOR THREE MONTHS.

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

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

In reading a sentence that contains a semicolon, you should pause
between the two clauses separated by the mark, but you should also
indicate by inflection (in the example, on the words “night” and
“his’"), that the two thoughts are related.
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f. The colon is frequently used to introduce a long quotation such
as the following:

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

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

EARTHQUAKES ARE COMMON TO CENTRAL AMERICAN NATIONS: GUA-
TEMALA, HONDURAS, NICARAGUA, EL SALVADOR, COSTA RICA, PAN-
AMA, AND BELIZE.

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

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

ANNCR: We—we need to know.

L]

ANNCR:  Sce “The Earrings of Madame De

ANNCR: He looked around the room, but he couldn’t scem to—
wait a moment. Wasn’t that a figure in the corner?

The dash is also used to summarize a preceding statement:

ANNCR:  Senator Marble has never lost sight of one very important
tact of life

national defense.

In rcading copy that uses a dash, you should first determine which
of the rather different meanings just given is intended. If the
purpose is to show hesitation or a break in the thought pattern, then
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the words preceding the dash should be read as though they are going
to continue beyond the dash. When the break comes, it should come
abruptly, as though you had no idea until you did so that you were
going to stop. An exception to this occurs when the dash is combined
with a mood of slowness and deliberation.

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

The dash when used in pairs may also sct off a thought that
interrupts or nceds emphasis within a sentence. In this usage, the
dashes could be replaced by commas, but emphasis would be lost.

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

In reading such a sentence, the phrasc set off by dashes should be sct
apart by pauses, before and after, and since the author so set it apart
for reasons of emphasis, it should be stressed by manipulating pace,
volume, and voice quality.

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

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

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

In this example (which is rare in broadcast copy) ellipsis marks have
been used to indicate that one or several words have been omitted
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from the original quotation. A very real problem in radio and tele-
vision copy is that many copywriters usce a series of periods to indicate
not an omission but any of a number of other things more properly
accomplished by dashes, commas, periods, or colons. An e¢xample
of this misusc follows:

ANNCR:  We hear next on the Sunday Symphony . . . Becthoven’s
“Eroica.”” Written in 1803-4, the work gives promise of
the power which Beethoven . . . already 33 years of age

. . was just beginning to develop. Tremendous strength
is the keynote of this composition . . . strength which
flowed from a profound belief in his own ability.

In working with copy written with a series of periods taking the
place of the proper punctuation, you should repunctuate the copy,
employing appropriate marks.

J. The comma has several specific purposes but, generally speaking,
it indicates a separation of words, phrases, or clauses from others to
which they may be related but with which they are not necessarily
closely connected in the structure of the sentence. Commas may link
main clauses, scparate a number of items in a series, scparate a non-
restrictive moditier from the remainder of the sentence, indicate the
name of a person being addressed or referred to (‘I want you, John,
to leave”), set apart an interjection (‘I want you, let’s see, at about
five o’clock”), or sct apart items in dates or addresses (Fresno, Cali-
tfornia, July 16, 1892).

The comma usually marks a pause in broadcast speech. Although
the number of variations in the use of the comma prevent our making
an exhaustive list of the ways in which it should be regarded, the
comma frequently gives you an opportunity to pause briefly for
breathing.

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

a. A slanted line (/), called a virgule, is placed between words to
approximate the comma.
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b. Two virgules (//) arc placed between sentences, ot between words,
to indicate a longer pausc.

¢. Words to be stressed are underlined.

d. Question marks and exclamation marks are enlarged.

¢. Crescendo (A) and decrescendo (V) marks indicate that a passage
is to reccive an increase or decrease in Stress.

8. Are there any words or allusions you do not fully understand or cannot
pronounce? To interpret someonc clse’s copy, you must understand
the meanings of the words. You should cultivate the habit of looking
up in an authoritative dictionary all unfamiliar words. This means
developing a healthy skepticism about your own vocabulary; through
years of silent reading, you have probably learncd to settle for ap-
proximate meanings of many words. Fora quick test, how many of
these words can you define and usc correctly?

peer impassible
burlesque ordnance
fulsome immerge
mendicant apposite
catholic ascetic

Write the meaning you associate with these words opposite each; then
check your definition in any standard dictionary. Somec of these
words arc heard and seen frequently; others only look or sound
familiar. If you correctly defined more than four, you have an unu-
sually large vocabulary.

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

drought accessories
forchead junta
toward worsted
diphtheria pestle
asterisk primer

Compare your transcriptions with those in Kenyon and Knott’s A
Pronouncing Dictionary of American English (G. & C. Merriam, Spring-
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ficld, Mass., 1953). You may consider yourself exceptional if you
did not make at least five mistakes.

In addition to using and pronouncing words correctly, you must
understand allusions in your copy. Look at a few common ones and
again check your knowledge:

“He was hoist with his own petard.”

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

““She has a Shavian wit.”

“She was given to spoonerisms.”’

“She was as falsc as Cressida.”

“He had the temper of Hotspur.”

“He suffered as mightily as Prometheus.”

You cannot expect to be familiar with all allusions in every piece of
copy. During your carcer you may rcad copy written by hundreds
or even thousands of people, each drawing on a separate fund of
knowledge. You can, however, cultivate the habit of finding out
about allusions initially beyond your ken. Self-discipline is required,
since it is easy to convince yourself that context will make an allusion
clear to an audience even if you do not understand it. The Bible,
Shakespeare, and classical works are common sources; dictionaries of
word origins, encyclopedias, and guides to mythology are also useful.

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

ANNCR: Been extra tired lately? You know, sort of logy and
dull? Tired and weary—maybe a little cranky, too?
Common enough, this time of year. The time of year
when colds are going around. And when we have to be
especially careful of what we eat. Vitamin deficiency can
be the cause of that “‘down-and-out” feeling. And Su-
pertabs, the multiple vitamin, can be the answer . . . .
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This is quite different from the copy an agency would write to
advertise the same product in a newspaper. Reading it correctly
requires a kind of skill developed most rapidly by practicing aloud.

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

Another way to avoid cyestrain is to use oversized type in broad-
cast copy. Many radio and television stations make typewriters of
this kind available to members of the news department. Commercials
are reproduced with conventional type, but their brevity makes eye-
strain unlikely.

10. Do you have any genuine interest in the subject matter of the copy?
Do you reveal this interest? Whatever the purpose or nature of the copy
to be read, you must show an interest in it if you are to interpret it
effectively. In many instances you will have a genuine interest in the
subject; in others, as in introducing a candidate you dislike or in
rcading commercial copy for a product you have never tried, you
may have to work hard to generate interest. But as a professional,
you cannot afford to show indifference or disrespect for persons,
products, or musical selections; you must try to put your feelings
and biases aside, even though some successful announcers have made
their reputations on their prejudices. You are an intermediary be-
tween people who supply information and people who receive it.
You act as a magnifying glass: to enhance perceptions with the least
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possible distortion. In introducing Tannhiuser, it should not matter
that you like Bach and detest Wagner; such prejudice has no place in
your work. The admirers of any type of music deserve to have it
introduced without antipathy.

In reading commercial announcements, the problem can be more
critical. Any sensible announcer will find it difticult to deliver a paean
of praise for a questionable product. Even harder is delivering copy
that offends listeners and announcer alike. Especially tasteless are
radio commercials intended for youthful audiences in which the disc
jockey is required to use slang thought by some misguided copywriter
to reflect the speech in vogue:

ANNCR:  (To be read in ajivey, groovy, jazzy style, man.) Hey, there,
you hip chicks, like hearken to the word from THE
MAN! Wanta flip the hip of that guy in your life? Well
then, y’all come hitherwards to THE THREAD, that
groovy, grooviest den for young hens this side of clse-
where! Cast a glance at swim suits that y’hafta look at
twice to sec!

Some stations refuse to run such comercials; some ask permission to
rewrite or paraphrase the material; some allow announcers to express
disdain for the copy; but most stations demand that the commercial
be delivered effectively and without comment. How do you develop
a belief in the product you are selling under such circumstances? If
you are smart, you will not try; if you are smart and sensitive, you
will try to persuade management and agency personnel that bad copy
results in bad business for station and advertiser alike.

At least as offensive as slang copy is the kind written for the radio
and television pitchman. The time may come when you will be
asked to sound like a contemporary counterpart of the old carnival
barker. Regardless of the financial rewards, beware and be wary;
respectable employers do not hire pitchmen. As with other offensive
copy, the announcer who receives pitchman copy must decide
whether or not to help disseminate it.

Even with good or merely acceptable copy, you may find yourself
reading commercials for literally hundreds of different products; you
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cannot possibly develop a belief in cach of them. Perhaps these
guidelines will prove helpful. (a) Where you must read a great many
commercials, including those for competing products, and where it
is impossible to generate honest enthusiasm for all of them, the best
you can do is read every one with as much effectiveness and interpre-
tative skill as possible. (b) Where you are the exclusive speaker for a
product, or have had a long personal relationship with a sponsor, try
to gain firsthand knowledge of the product and communicate your
honest belief in it. (c) Where you find yourself reading copy that is
offensive or advertises products you know to be inferior, work to
have the copy changed or the account dropped. (d) Where your best
efforts are unsuccessful in changing or dropping bad copy and the
problem is too serious to ignore, look for another job.

Assuming that your announcing copy deserves genuine interest,
how can you reflect it in your interpretation? Certainly not by rant-
ing, raving, table-thumping, or fender-pounding. Honest enthusiasm
is seldom noisy or obtrusive. It manifests itself in inner vitality and
quict conviction. As a radio or television commercial announcer,
you seldom will be dealing with life-or-death matters—advertisers to
the contrary notwithstanding—and you will be speaking to small
groups of people who are, in effect, only a few feet away. In a sense,
you are their guest. Your conviction is revealed through a steady
focus on your listeners, your carnestness, and your personality. No-
tice that this does not rule out the possibility of a humorous com-
mercial or introduction. Being sincere does not necessarily mean
being somber!

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



MUSIC:

ANNCR:

42 CHAPTER 2

and the other for a man, may be used for practice in talking your
scripts:

RAGTIME PIANO, UP AND UNDER
This is (first name only), for Peaches & Cream
about nightgowns. Now, some of you are saying,
"well, I never wear nightgowns," but there are a lot
of good reasons for wearing nightgowns besides cover—
ing things up. We have all the right nightgowns for
all the right reasons. We have long flannel night-—
gowns, like you wore when you were a kid, and they're
excellent when you're feeling small and insecure, and
want to go curl up somewhere. And there's a long,
soft Victorian lace nightgown, which is good for look-
ing elegant and rich when you're walking around the
house. And, there's our long, slippery, black night-
gown that's slit up the front, which is good for tak-
ing off. Now, all these nightgowns are at Peaches &
Cream, and they're 15 dollars or less. And, if you're
a man, they're perfect for giving your lady. And, if
you're a lady, they're perfect for giving yourself——in.
There's a Peaches & Cream in Sausalito, and in Mill
Valley in The Port, at 393 Miller Avenue, and at Vin-

tage 1870, up in the Wine Country. Peaches & Cream.

(Courtesy of Mia Detrick of Peaches & Cream.)
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McDonald & Little Advertising
Six Flags

New season

60 seconds

IT STARTS OFF SLOWLY

It starts off slowly at first, climbing upward at
maybe two miles an hour. Then it hits the crest,
picks up speed and before you know it, it happens.

The ground is gone. The world is a blur far below;
look down if you dare. And don't think about the fact
that you're moving at aimost a mile a minute and
headed straight down into a lake. Or that you're
screaming and laughing at the same time. It's all in
good fun. Here on the biggest, fastest, highest
roller coaster in the world. The Great American
Scream Machine. Just one of the many many new experi-
ences now at the new Six Flags Over Georgia. There's
a whole lot of new to do this year at Six Flags.
Things you'll never forget. Because good times here

are not forgotten.

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

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

a. narrating a series of radio programs on Afro-American history

b. narrating a series of television programs on the Soviet educational
system

c. narrating a program on the U.S. Constitution

d. narrating a program on the women’s movement

Each of these requires specialized knowledge and an understanding
of the author’s motivations. Commercials are quite obviously de-
signed to sell products or services, but what are the purposes of these
programs? One good way to find out is by talking to authors,
producers, and directors. On a basic level, you will learn whether
the program is intended to be objective and factual or a position
statement. You may also discover the mood the author wants con-
veyed. You can question passages that puzzle you, suggest improve-
ments, and ultimately do a better job of interpretation.

14. Do you need to do any characterization? You may be asked at
times to read copy calling for characterization. Commercials and
documentaries are often written for actors, but both free-lance and
staff announcers may find themselves with such assignments. Imag-
ine yourself auditioning with the following commercial copy. Do
you now have the ability to deliver this commercial in a believable
and entertaining manner?

McDonald & Little Advertising
McDonald's

Egg McMuffin
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60 seconds

BREAKFAST IS A BIG THING

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

But that would get kinda messy with grits.

Courses in acting and participation in plays, including radio and
television plays, will help you learn character interpretation. At times
commercials call for no real characterization but demand a foreign
accent or a regional dialect. Commercials are commonly written for
Scandinavian, English, Irish, Scottish, German, Russian, and “Tran-
sylvanian” (or middle European) accents and dialects of the South,
New England, and the rustic West. The dialects of most ethnic
minorities in America are seldom heard today because they are con-
sidered harmful stereotypes. If you practice both characterization and
dialects, your job opportunities will expand considerably.
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These, then, are some points to be considered in preparing your
copy. You cannot, of course, apply every point cach time you pick
up a piece of copy. In time, however, you should develop a condi-
tioned reflex that allows you to sizc up a script and interpret it
effectively without relying on a check list. In the meantime, the
suggestions here may help you spot your weaknesses and measure
your progress.

At some point, you are sure to find yourself working without a script,
when all your acquired skills of phonation, articulation, and inter-
pretation cannot guarantee cffective communication. When you are
on your own as an ad-lib announcer, only your ability as a compelling
conversationalist will earn you listeners. Much of the broadcast day
consists of unscripted shows; disc jockeys, telephone-talk hosts and
hostesses (“‘communicasters”), interviewers, children’s show person-
alities, game show hosts and hostesses, and panel modcrators are
among those who seldom sec a script and must conduct their pro-
grams spontancously.

Ad-lib announcing can be practiced, but it is doubtful if it can be
taught. The formula for success is easy to state but difficult to apply:
Know what you are talking about, be intcrested in what you are
saying, be eager to communicate with your listener, and try to de-
velop an attractive personality. The ad-lib announcer has a greater
opportunity to be boring than does the reader of scripts. Scripts are
usually tightly written, whereas ad-lib announcers often wander from
point to point. Scripts have specific objectives, but ad-lib announcers
frequently ramble with no apparent purpose in mind. Scripts call for
interruptions only when they are motivated, but ad-lib announcers
all too often throw in another question just as their guests are about
to make an important point in answer to the last question. Despite
pitfalls, the challenges and opportunities of ad-lib announcing make
the endeavor worthwhile. Keeping the formula in mind, practice ad-
libbing at every opportunity, using a tape recorder for self-cvaluation.

1. Know what you are talking about. Ordinarily we take this for
granted. We expect a sportscaster to have a thorough knowledge of
sports and a disc jockey to know music. The problem arises when
an announcer must ad-lib on an unfamiliar topic. As a staff announcer
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you may at any time be asked to interview a person about whom
you know little and about whose special interests you know nothing
at all. Suppose, for example, you are to interview an astrophysicist
about an important discovery. How would you prepare for this
interview? Most radio and television stations maintain both a library
and a morgue, or collections of newspaper and magazine clippings,
news releases, and other published biographical material. You might
well begin your rescarch there, but also notice the suggestions given
in the chapter on interviewing, particularly the first suggestion of-
fered.

2. Be interested in what you are saying. It scems supertfluous cven to
raise this point, yet one who listens attentively to radio or television
ad-lib announcers can detect some who scem to have no interest in
what they are saying. Boredom, acquired through years of repetitious
activity, is the cause of this malaise. The best cure is to try constantly
to grow with your subject. The sports announcer who asks athletes
today the same questions asked twenty years before deserves to be
bored and boring.

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

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

This chapter opened with the observation that the key to successful
radio and television announcing is the ability to communicate effec-
tively ideas or feclings to other human beings. All the ensuing sug-
gestions were offered as various means to that end. In the last anal-
ysis, though, your success as an announcer will be determined by
somcthing that cannot be taught, studied, or purchased—that is,
talent.  With talent, careful attention to the suggestions in this book
can help you grow toward true professionalisin; without it, hard
work may develop your abilities to a level of adequacy, but further
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growth may be impossible. Before committing yourself to an an-
nouncing carcer, you should make a serious appraisal of your tal-
ent. First, assume that you are talented (mental outlook is very
important for any performer; if you think you are untalented, you
almost certainly will measure down to that level). Second, set your-
self a target date for your evaluation and establish a work regimen.
Allow yoursclf at least six months of practice before attempting to
appraise the results. Third, practice, practice, practice! Finally, eval-
uate yourself as honestly and objectively as you can. If you have any
doubts, ask qualified people to help you. Do not compare yourself
with an established professional with a headstart of twenty or thirty
years. Your purpose is to measure your growth and your potential.
If you discover that you simply do not have enough ability to satisfy
your aspirations, face up to this. If, on the other hand, the evidence
indicates a promising future, intensify your practice. If nothing more
comes of your hard work, you will at least benefit from extended
practice in oral communication.

Critical sclf-evaluation is the mark of the true professional in any of
the performing arts. Pleasc notice that “critical” does not mean
disparaging; it means carcful and exact evaluation. It means, too, the
development of objectivity toward one’s performance. A superior
performance on an assignment does not make you a superior person,
any more than a wretched performance makes you a wretch. Learn
to distinguish between yourself as a person and your performance on
any given assignment. Growth and improvement depend on your
ability to learn from your mistakes rather than to grow disheartened
by them.

George Wilson, professor of speech and telecommunicative arts at
lowa State University, has prepared a check list for television per-
formers that embodies in two parts both a positive and a negative
approach. In the first part, statements about performance are couched
in positive terms, such as “reveals personality.” In the second part,
the terms are stated negatively: “is distant, removed.” Using the
check list should help you discover both the virtues and the short-
comings of your performances. Many of the points to be checked
are equally applicable to radio performance; you might prepare a
modified check list for radio assignments.
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Check List for the Television Performer’s Name Director’s Name
Performer—A Positive 350 of VTR _ __ Project #
Approach
This is a selt-evaluation form, intended as a check list to help remind
you of performer adaptations for the medium of television. All
sections which relate to oral communication can be used to evaluate
your radio performances as well. Fill out the form immediately after
the playback session. You will not have noticed or remembered every
facet of your performance, but you should make an attempt to note
the greatest strengths and weaknesses of your effort.
Circle the number most appropriate for your evaluation: 0 for
“does not apply”; 1 for “present to some degree”; to 5 for “present
i a great degree.” List the key words from the copy to help locate
the point(s) of greatest effectiveness or ineffectiveness.
[. Adaptation to the Camera Audience
1. Camera presence and poise 012345
2. Cheats to the camera! 012345
3. Maintains concentration 012345
4. Facial animation 012345
5. Usc ofhead and torso movement to enhance
communication and reveal personality 012345
0. Effective use of memory aid:
a. Script 012345
b. Idiot card 012345
c¢. Teleprompter 012345
d. Memorization 012345
e. “Ad-Lib” or “impromptu” pattern 012345
f. 3 X 5 note cards 012345
7. Restraint of head and torso movement in
tight shots 012345
8. Gives opening and closing copy with total
eye-lens contact 012345
9. Eye-to-lens contact 012345
10. 90-degree facial angle 012345
11. Effective camera hold or freeze at end of
segment 012345
! To cheat is to assume a position which is not normal to you, yet which will look
normal to the viewer. Cheat is a positive term.
- —



12.
13.

14.

16.

17.

18.
19.

20).

21.

Use of peripheral vision to “hit marks”

Moves casily and surely on set according to

patterns planned in rchearsal blockings

Makes cffective use of ‘‘studio focus™ to

present face for the camera and catch lights

in the eyes

Maintains a limited horizontal-vertical ficld

of camera-audicnce “eye contact”

Effective use of monitor checks:

a. Prior to going on

b. During off-camera sequences

¢. Casual ‘“‘sneaks” during on-camera se-
quences

Presentation of objects for CU:

a. Steady

b. Braced

c. Tilted for correct angle

d. Positioned and timed as rchearsed or
planned

. Presented on surface of demonstration
table, on CU stand, or in predetermined
“framc’ arca

[¢]

Gestures in the “glass sandwich”

Ability to reposition self to hit the “hot

spots,”” or “‘find the filaments”

Dress for the camera:

a. Usc of clothing to enhance appearance

b. Use of finer-weave fabrics rather than
heavy weaves

c. Usc of pastels rather than pure white

d. Use of modest, non-busy patterns

e. Usc of gray-scale colors that are different
from skin tone (for monochrome cam-
cras)

f. Use of hatr style that enhances

g. Use of nonsparkling jewelry and/or or-
naments

h. Use of compatible colors

Effective posture, position, and/or pose

c o

__ CHAPTER 2
12 5
12 5
12 5
12

12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
12 5
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22,
23.

24.
25.

26.
27.
28.

29,
30.
31.

Apparent use of inferential feedback
Masculinity-femininity appeal in face and/or
figure

Camera switches done easily and naturally
To what extent does talent appear relaxed,
poised

To what extent does talent appear alert
Talent is cognizant of lens limitations
Advance preparation gives facile presenta-
tion

Handles visuals and props smoothly

Makes effective use of set areas

Makes effective use of furiture

o O

o OO

1I. Adaptation to the Television Microphone-Audience

1.

Psychological adaptation to the television au-
dience:
a. A mental set or attitude that reveals you
are talking to an audicnce of “‘one”
b. Is warm, social, cordial
c. Is intimate, close
d. Uses ““casual’” articulation—not overly
precise
On beam
Correct acsthetic distance for copy, camera
shot, and listener
Use of particular type of microphone:
a. Lavalicre:
(1) Talks over mike—not down into it
(2) Men—mike cable is looped in belt
(3) No microphonics from movement,
action, or use of props
b. Boom:
(1) Uses peripheral vision to stay on beam
(2) Cheats toward mike in volume and
position
(3) Leads mike on crossing shots
(4) Telegraphs to boom and cameraman
for rises, crosses, etc.
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c. Desk:
(1) Mike is positioned so that it does not
mask face 012345
(2) On beam 012345
(3) Docs not vary distance from mike 012345
5. Voice quality—expressive, varied 012345
6. Variety in inflection 012345
7. Masculinity/femininity appeal in voice
8. Conversational pattern 012345
9. Uses intensity rather than volume 012345
I1I. Response to and Use of Production Crew
1. Command of studio-production situation 012345
2. Use of production crew enhances perform-
ance 012345
3. Uses peripheral vision to receive all cues
trom floor director 012345
4. Keeps cool in face of auditory and visual
distractions from crew 012345
5. Asks for and gets monitor check from di-
rector on opening shots, transitions, cucs
and other critical shots 012345
6. Checks visuals and/or props with floor di-
rector; order, sequence, location, handling
7. Checks scenery, set: location, changes 012345
8. Teclegraphs movements to camera operator
and director when expecting a camera
switch by turn of body or face 012345
9. Telegraphs movement to camera operator
and director for rising, sitting, or crossing 0 1 23 45
10. Gives oral cucs to director and/or floor crew
for movement 012345
11. Makes effortless adaptations to meet studio
and/or director emergencies and/or errors 01 2 3 45
12. Uses a variety of visuals andfor props to
clarify communication 012345
IV. Performance Aspects of Presentation
1. Desire to share—a sense of communion 012345
2. Maintains a magnetic hold on the audience 01 2 3 45
3. Reveals personality 012345
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11.

12

13.
14.

19.

20).

Presentation has credibility
Ability to radiate, to scintillate
Sense of vitality

Ethical appeal

Assimilation of script content

. Conveys illusion of the first time
. Maintains rcalization of meaning at moment

of utterance

Is natural, relaxed

Sincerity and honesty

Use a “Gestalt” delivery pattern

If playing sclf, reveals attitudes toward au-
dience

. If playing self, reveals attitudes toward sub-

ject

. If playing a character, projects a 3-dimen-

sional and believable person

. If in a dramatic scene, captures the mood

and feeling of the scene

. Presentation shows evidence of creativity

and 1magination

Program (segment) has pace, a sense of di-
rection and movement

Program segment achieves a commendable
climax, peak, or ending

V. Vocal Aspects of Performance

6.

. Holds on the voiced consonant continuants
. Uses ebb and flow—variety in rate

Uses voice quality to express meaning

. Uses a varicty of methods to stress meaning:

a. Changes in volume-pitch

b. Attenuation of words or phrascs

c. Use of pausce, before

d. Usc of pause, after

¢. Use of pitch and/or inflection patterns
f. Use of timing and/or rate

. Makes effective usc of word color—or on-

omatopoeia
Uses colloquial pronunciation
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7. Has an apt sense of timing for the type of

material:
a. Dialogue 012345
b. Narration—voice-over or on-camera 012345
c¢. Fiction 012345
d. Poctry 012345
¢. Play-by-play 012345
t. Interview 012345
g. Editorial 012345
h. Sales pitch 012345
i. Program introduction and closes 012345

Sometimes it is helpful in evaluating the performance skill of a person

to *‘tick” off the errors and negative traits of your presentation. In

the following negative check list, circle 0 if the error, or trait, Is not

present at all, and from 1 to 5 if it is present—1 for “present in a mild

degree’”

to 5 for “‘present in a great degree.”

I. Adaptation to the Camera-Audience and to the Studio and Pro-
duction Procedures

1.

8]

e e

14.

If presentational technique is called for—is
furtive-cyed or focuses on something other
than the camera-audience

Distracting up-and-down hcad move-
ments—from script

Is not in lighted arca

Forgets to put on lavalicre microphone
Strays away from boom

Forgets to check which is the opening cam-
cra

Forgets to check opening shots: angle, field
of view

. Docs not check out CU shots

. Does not hold objects still for CU shots
10.
1.
12.
13.

Does not telegraph movements

Doces not check monitor when off-camera
Lunges in and out of frame

Dresses inappropriately for the camera:
colors, patterns, light-reflecting

Does not know and/or respond to cues

0

0
0
0
0
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15.
16.

17.
18.
19.
20.

Is not rcady on set prior to going on

Doces not check order and location of visuals
and/or props

Arrives tardily at studio and/or set
Oft-bcam of microphone

Too far (close) from (to) microphone
Forgets to tell director of last-minute
changes in script and/or procedure

. Distracted by production personnel and/or

procedures

- Displays a lack of knowledge and/or imag-

ination for the assets of television
Has a distracting and/or exaggerated “hair-
do”

1. General Performance Personality and Manner

I.

N o e W

8.

9.
10.
11.
12.
13.
14.
15.

16.
17.

Communication style is for a large, live au-
dicnce

Is distant, removed

Is “hard-scll,” overly aggressive

Is tense, apprehensive

Is restrained, inhibited

Uses formal pronunciation

Uses pedogogical, jargonistic, or polysyl-
labic diction

Is cold, dispassionate, remote

Is artificial, pretentious

Lack of interest

Frozen-faced, uncommunicative

Is sclt=conscious, ill at case, nervous

Is out of character on occasion

Misusces or abuses stercotype

Not in command of sclf or the studio situ-
ation

Lacks a social and gregarious manner
Displays no evidence of creativity

lll. Complex Complications

1.
2.

Has reader’s rhythm
Has an inflection pattern that calls attention
to itself

0

0

0
0
0

0

0
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O

9.
10.
11.
12.
13.
14.
15.
16.

Has faulty groupings

Has faulty emphasis

Has too cven stress

Has a monopitch

Has a monorate

Uses a monostress

Pauses are ineffective

Inflection stercotypes are distracting
Is affected

Has a regional dialect
Mispronounces words

Has a foreign dialect

Diphthongs are distracting

Other distracting traits are:

IV. Voice Quality Distractions

Dull
Nasal
Hard
Harsh
Hcavy
Flat
Denasal

. Coarse
. Breathy
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.

Whining
Throaty

Thin

MufHed

Shrill

Metallic
Hollow
Infantile
Falsctto
Other:

V. Articulatory Distractions

1.
2.
3.

Overly precise
Generally inaccurate
Sound substitutions
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4. Muffling of sounds 012345
5. Sound omissions 012345
6. Sound distortions 012345
7. Sounds slighted 012345
8. Sounds unvoiced 012345
9. Sounds overaspirated 012345

Subsequent chapters of this book provide information and exercises
for the development of performance skills.  After studying such chap-
ters as “Interviewing,” “Commercial Announcements,” ““Broadcast
Joumalism,” “Music Announcing,” and “Sports Announcing,” you
should perform assignments in cach of these specializations and use

the check lists to note progress or backsliding.



CHAPTER

THE INTERNATIONAL
PHONETIC ALPHABET

As an American announcer, you face unique and challenging prob-
lems in pronunciation. In music copy you must constantly rcad
words in French, Spanish, Italian, German, and Russian fluently and
correctly. In newscasting you are asked not only to master the correct
pronunciation of all words and names in these and other languages
but also to know when and how to Americanize many of them.
Unlike your British counterpart, you are not allowed to Americanize
categorically and will be thought odd if not incompetent if you say
DON KWICKS-0AT for Don Quixote. And though you are expected to
follow German rules of pronunciation when speaking the name of
Richard Wagner, it now has become acceptable to Americanize the
name of George Frederick Handel.

As is well known, the pronunciation of English is subject to few
rules. Foreigners tell us that American English is among the most
difficult of languages to learn for this recason. Whereas in Spanish the
letters ch are always pronounced as in the name Charles, in American
English ¢h may be pronounced in the following different ways:

“sh” as in Cheyenne
“tch” as in champion
“k” as in chemist

two separate sounds as in the name Macheath

58
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Other examples might be cited. The letter a is pronounced differ-
ently in such words as cap, father, mate, care, call, boat, and about.
Similar variations are seen in all other vowel sounds and in most
consonants as well. For example, th is pronounced differently in
Thomas, through, and then; r is pronounced differently in run, fire, and
boor. At times letters are silent, as in muemonic, Worcester, and Wednes-
day. At other times and for as little reason, a word is correctly
pronounced only when all letters in it receive some value, as misun-
derstood and plenipotentiary. The letters ie are sometimes pronounced
“eye,”” as in pie, and sometimes “ce,” as in piece. Two words with
almost identical spellings, said and maid, have quite different pronun-
ciations. In short, the only constant is variation and change.

Of course, common words such as those above do not cause dif-
ficulty. But try to determine the correct pronunciation of the follow-
ing words according to your knowledge of language and any “‘rules”
of pronunciation you may have learned:

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

After checking these words in any good dictionary, you certainly
must agree that no amount of puzzling over the word and no available
rules would have helped.

Correct American pronunciation of English is not only inherently
logical, it also changes with time and common usage, generally
tending toward simpler forms. It is becoming more and more ac-
ceptable to pronounce clothes KLOZE, for example, to leave the first r
out of February, and to slide over the slight “‘y” sound in #news so that
it becomes NOOZ.

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

If you have difficulty pronouncing words whose spelling offers
little help, you may be doubly perplexed by American personal names
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and place names derived from foreign originals. As a sportscaster,
for example, you cannot assume that a player named Braun gives his
own name the correct German pronunciation “Brown.” He may
pronounce it “‘Brawn’’ or “Brahn.” If you tried to pronounce every
foreign-derived name as it would be pronounced in the country of
origin, your audience would wince every time you failed to follow
established custom.

American place names present the same problem. In Nebraska,
Beatrice is pronounced BEE-AT'-r1S. In South Dakota, Pierre is pro-
nounced pEEr. In California, Delano is pronounced DUH-LANE'-0O. In
Kentucky, Versailles is pronounced VER-SALES'. In Georgia, Vienna is
pronounced VYE-EN'-UH. Any community, of course, has the right
to pronounce its name as it pleases. In the Southwest, Spanish place
names arc conventionally pronounced neither as the Spanish original
nor as they seem to be spelled. The San in San jose is pronounced
SAN (as in sand) rather than the Spanish sAN (as in sonnet), and HO-zAY
is used rather than an Americanized Jo-zAY or the Spanish HO-sAY.
Because the only standard for pronouncing place names is the com-
mon practice of the natives of the region, you must be on guard to
avoid error. All American communities have specialized and capri-
cious ways of pronouncing street names and the names of suburbs,
nearby towns, and geographical landmarks. Radio and television
announcers who are new to an area and who consistently offend
listeners with mispronunciations may not be around long enough to
learn regional preferences. Bostonians may not care if you mispro-
nounce Pago Pago, but they will be outraged if you make Quincy
rhyme with mince-ee.

It is not surprising that the problems inherent in American pro-
nunciation have given rise to various systems of phonetic transcrip-
tion. The Associated Press and the United Press both phoneticize
their copy when the pronunciation of a name or city is not commonly
known. Their systems may be understood from two United Press
examples:

(BAD KREUZNACH / BAHT KROYTS'-NAHK /[ WEST
GERMANY) ARMY SPOKESMEN SAY VETERAN PARATROOPER FRED

JACKSON IS EAGER TO JUMP AGAIN, AS SOON AS DOCTORS

THINK HE'S READY.
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AN EXPRESS TRAIN ROARED OFF THE RAILS AT 70
MILES AN HOUR NEAR THE TOWN OF BOLLENE (BOHL-LEHN'),
WHILE CARRYING VACATIONERS BACK TO PARIS FROM THE

RIVIERA.

This system, about as simple and immediately usable as a system can
be, is used widely not only in news copy but in music and sports
copy as well. Though it is quite handy, it does have limitations. In
the first place, the phonetic spellings are only approximate. In the
case of Bad Kreuznach, the system allowed the transliterater to indicate
that the tinal German “‘d” is sounded as an English “t.”” The system
failed, however, when it came to the German “ch,” for no arrange-
ment of English letters can indicate that this sound is to be pronounced
like the Scottish “ch™ in loch. In BoHL-LEHN', is the last syllable to be
pronounced as in English “lain,” “lean,” or “len’”?

The problem of trying to make the twenty-six letters of the English
language represent more than forty speech sounds is all but insur-
mountable. How would you phoneticize calisthenics? While nearly
all the sounds of this word can be accurately represented by the
English alphabet, the sound *th” defies accurate transcription. What
about Harwich in England? The correct pronunciation calls for the a
to be pronounced as in bat. HA'-RIDGE just does not do it, and ncither
does any other combination of letters.

In truth there simply is no foolproof way of using the English
alphabet to indicate accurate pronunciation. The teletype machine is
stuck with this limitation—at least for the time being—but the an-
nouncer is not. Although the majority of professional announcers
have, over the years, preferred to use the crude system of phonetic
transcription to which the typewriter is limited, there is no reason
why you should scttle for that. If you intend to spend the next thirty
or forty years of your lifc as a speaker of words and a reader of
scripts, a few hours spent learning a complete and accurate system of
phonetic writing is a small investment in your future. If you listen
carcfully to newscasts in your area, you will detect the lengths to
which some announcers go to eliminate from their news copy foreign
words and names they cannot pronounce, even with the help of wire-
service phonetics.

American dictionaries provide one system of phonetic transcription.
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Using the regular letters of the English alphabet (often with the
addition of the schwa vowel), they add to them marks or symbols
indicating pronunciation. Thus, the letter a, when given a straight
line across its top—a—is always pronounced as in ale, fate, or labor.
These signs, called diacritical marks, have at lcast three important
limitations. First, they are difficult to learn and remember.  After
years of almost daily usc of dictionaries, most of us still must check
the meanings of the symbols at the bottom of cach page. A second
disadvantage is that diacritical marks were not designed for usc by
oral readers. The marks are small and vary only slightly in their
configurations. When accuracy under pressure is demanded, diacrit-
ical markings often fail to meet the test. A final limitation of the
dictionary method of transcription is that the key words used to
identify symbols vary in pronunciation from arca to area. To learn
that fog is pronounced as dog tells a Texan that “fawg™ rhymes with
“dawg,” just as it tells a Rhode Islander that “fahg” rhymes with
“dahg.” Most modern dictionaries have moved toward more accu-
rate pronunciation guides; they have added symbols for foreign speech
sounds, climinated some ambiguity through the use of more stan-
dardized key words, and included a few pronunciation symbols from
more sophisticated systems of phonetic transcription. They remain,
however, less than satisfactory for serious students of speech.

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

IPA is a system of encoding correct pronunciation for efticient and
accurate retricval. As such, you can use it only where you know the
correct pronunciation of the word to be encoded. Obviously, your
use of IPA will be reserved for the small number of names and words
that appear in your copy and require you to turn to a dictionary,
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gazcetteer, or similar source of information. The Associated Press Broad-
cast News Style Book (The Associated Press, New York, 1976, pp. 18-
19) suggests the following sources for determining correct pronun-
ciation in cach of several ditferent problem categories:

Category Source

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

Foreign names Appropriate embassy or consulate
Foreign place names Columbia Lippincott Gazetteer of the World
State or regional State or regional historical societies or
place names highway patrol

Members of legislatures  Clerk of legislature

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

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

THE MAYOR OF THE SMALL NORTH CAROLINA TOWN OF
['kimbltan]
KIMBOLTON SAID TODAY THAT HE IS SKEPTICAL ABOUT RE-

PORTS OF FLYING SAUCERS ABOVE HIS COMMUNITY.

In this example, a glance at the Pronouncing Dictionary of American
English would show that Kimbolton is pronounced KIM-BOLT'-UN
{kim'boltn] in the Ohio community of that name, but that a town of
the same name in North Carolina is pronounced KiM'-BUL-TUN
['kimbltan]. The correct pronunciation of the name of this town may
scem of slight importance to some, but to a protessional announcer
it is a matter of pride to be as accurate as time and resources permit.
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Although IPA scems formidable at first, it actually is casier to learn
than the system of diacritical markings found in dictionarics. You
will find many uses for IPA, and you should make a sincere effort to
learn it. Because spoken language is the communication medium
used by announcers, the mastery of any aspect of human speech will
benetit your work. While it is true that only a small (but growing)
number of professional announcers are famihar with IPA, it also is
true that all would benefit from knowing and using it. Those who
do not know IPA usually follow the principles of wire service pho-
netic encoding, adding to that system symbols of their own as ne-
cessity demands. While such a system is capable of handling most of
the pronunciation problems that arise in a day’s work, it falters often
enough to warrant being replaced by a more refined and accurate
system. The International Phonetic Alphabet has several advantages:
(1) It is an unvarying system of transcription in which one¢ symbol
represents only one speech sound. (2) Every sound in any language,
however subtle it may be, is invested with a separate symbol. (3)
Once the correct pronunciation of cach sound is learned, it allows
almost no possibility of crror because of regional dialect. (4) It is the
most nearly perfect system of describing human speech sounds yet
devised.

As times goes by, IPA commands more and more attention. The
excellent NBC Handbook of Pronunciation—virtually a must for any
announcer—transcribes names and places into IPA. Many foreign
language dictionaries and texts use IPA to indicate correct pronun-
ciation. Drama departments use IPA to help teach dialects, and music
departments usc it to teach singers foreign pronunciation. The Ken-
yon and Knott A Pronouncing Dictionary of American English and the
English Pronouncing Dictionary, 13th ¢d., by Jones and Gimson (E. P.
Dutton, New York, 1968) both transcribe exclusively into IPA.

A further word on the use of IPA. As with any attempt to indicate
correctness in speech sounds, IPA defines cach sound in terms of its
usc in a particular word. Thus, in indicating the correct sound of the
symbol [i], IPA tells us that it is pronounced as the vowel sound of
the word bee. Though this poses no problem where the key word is
pronounced uniformly throughout the United States and Canada, a
distinct problem arises where regional variations in the pronunciation
of the key words exist. For example, in southern British, as well as
in the speech of eastern New England, the sound [a], as in father, is
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not used in words spelled with o, and the sounds [p], as in the castern
New England wash, and [5], as in bought, arc not differentiated; thus
bomb, wash, and bought are all pronounced with the same vowel sound,
which varies from [p] to [2]. This should be borne in mind when
consulting Jones and Gimson’s English Pronouncing Dictionary, where
the phonetic character [9] is used for all three of these vowel
sounds. The speech sounds and the key words used in describing
them are found in General American speech, unless otherwise indi-
cated.

Please notice that it you live in a region of the United States or
Canada where General American is not spoken, you may experience
some difticulty in learning the IPA symbols. If, for example, you
live in the southeastern United States and you pronounce the word
bait as most Americans pronounce bite, then the key words used to
cxplain IPA may confuse you.

IPA symbols represent vowel sounds, diphthongs or glides, and con-
sonants. In this section of the book, only the sounds in American
speech will be listed. Symbols for foreign speech sounds will be
discussed in Chapter 5.

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

[il  This sound is pronounced ‘“‘ce’ as in beet. Phonetically, then,
beet is spelled [bit].

[11  This sound is pronounced *ih” as in bit. Phonetically, bit is
spelled [bie].

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

[e] This sound is pronounced ‘“‘eh’ as in bet. Phonetically, bet is
spelled [bet].
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[&] This sound is pronounced ‘‘aal’” as in bar. Phonetically, bat is
spelled [beet].

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

is [baB].

These, then, are the front vowels:

Vowel Key word
[1] beet [bit]
| bit [bit]

[e] bait [bet]
[€] ber [bet]
[2] bar [beet]
[a] (bath) [bab]

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

Before moving on to the back vowels, it is necessary to discuss the
two front vowels [i] and [1]. If you look in an American or English
dictionary, you may be surprised to discover that the final sounds of
words such as Friday, busy, and worry are given the pronunciation [1],
as inill. Now there can be no doubt that in General American speech,
as well as in the speech of most other sections of the country, these
words have a distinet [i] sound. Kenyon and Knott, in their Pro-
nouncing Dictionary of American English, take note of this fact but
indicate that minor variations in the pronunciation of this sound are

T AILIPA symbols have been enclosed in brackets throughout this book, and the use
of brackets has been restricted to IPA symbols; thus, all letters and words that appear
in brackets can be identified immediately as being IPA symbols rather than ordinary
Roman letters.
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too complex to pin down. They, like most other American diction-
aries, simply use the [1] symbol for words in which the sound may
actually be cither [1] or [i]. Thus they arrive at the pronunciation
[sit1] for city. Though it is doubtful that more than an infinitesimal
number of Americans actually pronounce the word in this manner,
most Americans do pronounce the final sound in the word somewhere
between a distinct [1] and a distinct [i].

Kantner and West, in their excellent book Phonetics, address them-
sclves to the problem of [i] and [1] in the transcription of human
speech. They note that some authorities use the symbol [4] to rep-
resent the sound that is halfway between [i] and [1]. They express
reservations, however, over the use of a symbol that otherwise 1s
confined to narrow phonetic transcription. They conclude that, in
rapidly spoken speech, the [1] symbol is closer to the sound actually
articulated in the final syllables of words such as body, mighty, likely,
and city than is the [i] symbol. Itis suggested that you follow these
principles in determining your personal use of the symbols involved:

1. If your speech tends toward ecastern or British pronunciation, then
the [1] symbol is appropriate for your usc.

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

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

We move now to the six back vowels.

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

[p] Except for eastern New England, this sound is heard infre-
quently in the United States. It is halfway between the [a]
sound, described previously, and the [9] sound, whose descrip-
tion follows. It is sometimes heard in the word wash, when not
given the customary pronunciation of [wa[].

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

[XP 2]

[o] This sound is pronounced “o0” as in boat. Phonetically, boar is
spelled [bot].

[ul This sound is pronounced “‘ooh,” as in book. Phonetically, book
is spclled [buk].

[u]l This sound is pronounced “00” as in boot. Phonetically, boot is

spelled [but].

Vowel Key word
[a]l bomb [bam]
[p] (wash) [wo[]
[2] bought [bot]
[o] boat [bot]
[u] book [buk]
[u] boot [but]

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

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

[2] unstressed “uh,” as in the first syllable of above

The word further, then, is spelled [13-82] in IPA, and above is spelled
[abav]. The unaccented “uh’ sound—[a]—is given a special name—
the schwa vowel. Naturally, in a one-syllable word with an *“uh”
or an “‘er”’ sound, the sound is stressed. For this reason in all one-
syllable words both ““er” and “‘uh” are represented by their stressed

symbols:

2

bird [ba-d] sun [san]
church [tf3t[] come [kam]

One cxception to this rule occurs in foreign phrases, where a phrase
such as Voici le chapeau is so run together as to make the “uh” in the
le become a schwa: [vwasilafapo].

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

[a1]  This sound is pronounced as a rapid combination of the two
vowels [a] and [1]. The key word is bite, spelled [bait] in IPA.

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

[01)  This sound is pronounced as a rapid combination of the two
vowels [9] and [1]. The key word is toy, transcribed [to1] in
IPA.

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

In addition to these diphthongs, the vowel [e], as in bait, is actually
a diphthong, since its pronunciation in a word such as say involves
a glide from [e] to [i]. In other instances—the word fate, for exam-
ple—the [¢] is cropped off more closely. Because it changes according
to context, the [¢] sound may be transcribed either as a pure vowel,
[c], or as a diphthong, [c1]. It will be so found in various dictionarics
and other works using IPA.

The diphthongs, then, are:

Diphthong Key word
[a1] bite [bait]
[au] how [havu]
[o1] toy [to1]
[jul using [juzi]
[1u] Suse [fiuz]
[e1] (say) [se1]

With few exceptions, the IPA symbols for consonant sounds are their
Amecrican English cquivalents. The consonants are therefore the most
readily mastered IPA symbols.

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

[pl This is exploded air with no phonation, as in poor [pur].
[b] This is a phonated explosion, as in hoor [bur].
[t] This is exploded air with no phonation, as in time [tam].

[d] This is a phonated explosion, as in dime [darm].
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(k]
(gl
{f]
(vl
(6]

(6]

[s]
[z]

(sl
(3]

(¢S]

[d3]

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

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

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

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

This is escaping air with no phonation, as in thigh [Ba1]. It is
similar to the consonant [f] but has a different placement of

the tongue and lips. The Greek letter theta [8] is its symbol,
making it easier to remember.

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

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

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

This is escaping air without phonation, as in shock [[ak].
This is escaping air with phonation, as in Jacques (French)
[3ak].

This is an unvoiced, or unphonated, combination of [t] and
[J]. It is pronounced as one sound, as in chest [t[est].

This is a voiced, or phonated, combination of [d] and [3]. [t
is pronounced as one sound, as in jest [d3est].

These are the paired consonants. The following consonants have no

direct counterparts.

(h]
[hw]
[m]
[n]
(n]
(]
(w]
]
[r]

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

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

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

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

Most consonants present relatively little difticulty, but a few are
potential sources of confusion and deserve special consideration.
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The word fire is usually pronounced [fai] in the United States,
but it is frequently transcribed as [fair] by the authors of dictionaries

‘e

and phonctics texts. The problem here is that the *“r”” sound in a

YR}

word such as run is really quite different from the *“r”” sound in the
word fire, which is to say that the *'r”” sound differs depending on its
position in a word. Beyond this, there is yet another difference: The
r in boor is different from the r in fire, even though both are in the
same position in the words and both follow vowel sounds. This
difference stems from the fact that it is casy to produce an [r] atter
the vowel [u] but difficult to produce an [r] after the diphthong [a1].
If you transcribe fire in the conventional manner as a one-syllable
word—{fair]—you must be careful to avoid having it become [far],
as it is often pronounced in the South.

Certain combinations of sounds may be transcribed in two ways,
cither of which is as accurate as the other. The word flattery, tor
example, may be transcribed either [Hata:i] or [fletari]. The difter-
ence in the way [20] and [ar] are pronounced is imperceptible to most
cars.

Another potential source of trouble comes from the plural ending
s. Years of conditioning have taught us that most plurals end in an
*“s,” though in actuality they end in a “2”’ sound—brushes, masters,
dozens, kittens, and so on. Make certain, when transcribing into 1PA,
that you do not confuse the two symbols [s] and [z].

The common construction -ing tends to make one think of a com-
bination of [n] and [g] when transcribing a word like singing. Many
students transcribe this as [singing]. In IPA a distinct symbol, [p],
is used for the “ng” sound. The correct transcription of singing is
[sipm]. Another common error is to add a [g] atter the [p]. This is,
of course, unnecessary and incorrect.

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

Notice that many ot the consonants change their sounds as they
change their positions in words or are combined with different vowel
sounds. We have alrcady seen how the *‘r”” sound does this. A
similar change takes place in the ““d” sound. Notice it in the first
syllable of the word dazed. Because the initial d is followed by a
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vowel sound, [c], the d is sounded. But where the d appears in the
tinal position of the word, it is merely cxploded air and is only
slightly different from the sound a t would make in the same posi-
tion. The only way the final d could be sounded would be if a slight
schwa sound were added.

Three of the consonants, [m], [n], and [l], can be sounded as
scparate syllables without a vowel sound before or after them.
Though a word such as button may be pronounced [batan], in col-
loquial speech the [a] sound often is missing, and the word is repre-
sented [batn}. In such a transcription, as you can see, the syllabic
consonant is represented by a short line under the symbol. A few
words using the syllabic consonants follow:

button [batn] punkin [papkn]
see ‘em [sim] hokium [hokm]
saddle [sed]] apple [&pl]

Accent Marks.  Thus far most of the words transcribed into IPA have
been of one syllable. Polysyllabic words must be transcribed with
accent marks to indicate the relative stress to be placed on the various
syllables. In the word familiar we have three syllables, [f3], [mil], and
[j2:]. In General American speech the first of these syllables receives
little stress, the second receives the primary emphasis, and the third
receives about the same degree of emphasis as the first. To indicate
relative stress in a word, IPA uses a mark ['] before the syllable being
moditied. If the mark is placed above the syllable, as before the first
syllable in the word facing ['fesp], it indicates that the syllable is to
receive the primary accent in the word. [f the mark is placed below
the syllable, as before the first syllable of farewell [,fer' well, it indicates
that the syllable is to receive secondary accent. A third degree of
stress 1s possible for which no mark is provided—namely, an un-
stressed sound. To clarify this, let us take the word satisfaction. A
continuous line, drawn under the word, indicating the degrees of
accent or stress placed on the syllables when uttering them, would
look about like this:

s&t 1s fek [on

—/ \—
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From this line we can sce that there are three rather distinct degrees
of emphasis in the word. This word would be transcribed
[,s@tis'feek [an]. The primary mark is used for the syllable [fek], the
sccondary mark for the syllable [s@t], and no mark at all for the two
unstressed syllables [1s] and [fan]. Because secondary stress varies
from slightly less than primary stress to slightly more than the un-
stressed syllables in a word, the secondary accent mark is used for a
wide range of emphasis, although it is used only once per polysyllabic
word.

Because the schwa vowel [3] and the unaccented [30] vowel are by
definition unstressed, they need no further mark to indicate stress.
Because the [A] vowel and the [31] vowel are by definition stressed,
they, too, need no additional mark where they appear in a word.
The words further [{3-82-] and above [abav] may thus be transcribed
without accent marks of any kind.

The Length Mark. The colon [:] appearing after any phonetic symbol
indicates that the sound immediately preceding it is to be pro-
longed. This is most common in foreign words and names, as in the
name of the Italian composer Puccini [put[iini].

For handy reference, all IPA symbols used to transcribe American
English speech are listed below.

Vowels
IPA symbol Key word IPA symbol  Key word

[1] beet [bit] [2] bought
[bot]

[1] bit [bit] [o] boat
[bot]

[e] bait [bet] [u] book
[buk]

[e] bet [bet] [ul boot [but]

[e] bat [baet] [3] bird
[b3d]

[a] bath |baB] (Eastern) [2+] bitter
[bita]

[a] bomb [bam] [A] sun [san]
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IPA symbol
[o]

[a1]
[au]

[o1]

[p]
[b]
[t]
(d]
(k]
[g]
(f]
[v]
(61
(6]
[s]

[z]

Key word

wash [wp[] (infrequent)

Diphthongs
bite [bait]

how [havu]

toy [to1]

Consonants

poor [pur]
boor [bur]
time [taim]
dime [daim]
kite [kait]
guide [gaid]
Sew [fiu]
view [viu]
thigh [Bai]
thy [Ba1]
sing [s1p]

zing [z1p]

IPA symbol
[2]

[jul
[1u]

[e1]

[
(3]
[ef]
[d3]
(h]
[hw]
[m]
[n]
(o]
(1
[w]
[l
[r]

Key word

sofa
['sofa]

using
['juzip]
Sfuse
[fiuz]
say [se1]

shock
(fak]
Jacques
(3ak]
chest
[tfest]
Jest
[dzest]
how
[hau]
when
[hwen]
mom
[mam]
noun
[naun]
sing
[sip]
love
[1av]
watch
[watf]
yellow
[jelo]
run
[rAn]
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These examples show the [PA symbols in a variety of applications:

IPA symbol
il

[1]

[e]

[e]

[=]

[a]

[2]

Word
Jree

peace
leaf

misdeed
evening

wither
pilgrim
kilowatt
ethnic
lift

late
complain
La Mesa
coupé
phase

phlegm
scherzo
Nez Perce
pelican
bellicose

satellite
baggage
campfire
Alabama

rang

body
collar
pardon
padre
lollipop

SJought
longwinded
rawhide

IPA spelling

[fri]

[pis]

[1if]
[mus'did]
['ivnip]

[' wi1da]

[' pilgrim]
['kils, wat]
['eBnik]
[11ft]

[let]
[kam'plen]
[,la 'mesa]
[ku'pe]
[fez]

[lem]
['skertso]
['nez 'p3s]
['pelikan]
['bels, kos]

['saet]at]
['bagidz]
['kemp, fair]
[,&ls'bems]
[ren]
['badi]
['kalz]
['pardn]
['padre]
['lali,pap]
[fot]

['lon' windid]
['rohaid]
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IPA symbol

[o]

[ul

[u]

[3]

[>]

[Al

[s]

Word

Kennesaw
awful
closing
Singapore
tremolo
odor
Pueblo

looking
pull

took
tourniquet
hoodwink

Lucifer
cuckoo

losing
nouveau riche
cruel

absurd
early
curfew
ergo
hurdle
bitter
hanger
certificate
Berlin
flabbergast

lovelorn
recover
chubby
Prussia

hulled

lettuce
above
metropolis
arena

diffidence

IPA spelling

['kens,so]
['oful]
['klozin]
['smga, porl]
['trema,lo]
['oda]
['pweb,lo]
['luking]
[pul]

[tuk]
[‘turnyket]
['hud, wipk]
['lusafa]
['ku,ku]
['luzip]
[nuvo'rif]
['krual]

[ab's3+d]
['z1i]
['kafju]
['3-go]
[‘ha-dl]
['bitar]
['hepa]
[so+'tifa, ki)
[ba'lin]
['flebagaest]
['lavlorn]
[,rI'kAava]
['tfabi]
['prafa]
['hald]
['letas]
[a'bav]
[,ma'traplis]
[9'rin3]
['difadons]
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IPA symbol
[a1]

[au]

[o1]

uP

[pl

(bl

[t]

(d]

Word

dime
lifelong
leviathan
bicycle
imply
plowing
endow
autobahn

council
housefly

toiling
oyster
loyalty
annoy
poison
universal
euphemism
feud

refuse
spew

place
applaud
slap
break
about
club

trend
attire
blast
differ
addenda
closed

IPA spelling

[daim]
['laif'lan]
[1s, varaBon]
['bay,sikl]
[,1m'plai]
['plau,im]
[,en'dau]
['auto,ban]
['kaunsl]
['haus,flai]
['to1lin]
['a1star]
['Iadti]
[o'na1]
['poizn]
[juna'vasl]
['jufornizm]
[fud]

[r1' fjuz]
[spjul
[ples]
[o'plod]
[slep]
[brek]
[2'baut]
[klab]
[trend]
[o'tarr]
[blast]
['difer]
[s'denda]
[klozd]

2 (ju] and fiu] are all but indistinguishable, and speakers tend to use one or the other
depending on the preceding sound.
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IPA symbol
(k]

[g]

(f]

[v]

(6]

(6]

[s]

[z]

]

[3]

[tf]

[d3]

Word

careful
accord
attack

grand
aggressor
eggnog
finally
affront
aloof
velocity
aver
love
thrifty
athwart
myth
these
although
breathe
simple
lastly
ships
xylophone
loses
dreams
shock
ashen
trash

gendarme
meastire
beige
checkers
riches
attach
Juggle
adjudicate
adjudge

IPA spelling

['kerfal]
[9'kord]
[o'tek]
[grend]
[o'gresa]
['eg,nog]
['fainli]
[4'frant]
[o'luf]

[vo' lasati]
[a'va]
[1av]
[Orifti]
[2'Owort]
[m16]

[8iz]
[,oI'8o]
[brid]
['simpl]
['lstli]
[S1ps]
['zailg,fon]
['Tuziz]
[drimz]
[Jak]
[&[on]
[tree[]
['zan'darm]
['meza]
[be3]
['tfekaz]
['ricf1z]
[o'tzt]]
['d3agl]
[s'dzuds, ket]
[o'd3ad3]
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IPA symbol Word

[h] heaven
El Cajon
cahoots

[hw] when
Joaquin
whimsical

[m] militant
amusing
spime

[n] nevermore
announcer
sturgeon

o] English
language
pang

1] lavender
illusion
medial

[w] wash
aware
equestrian

(] yellow
William
Yukon

[r] Wrigley
martial
appear

IPA spelling

['hevan]

[,el ,ka'hon]
[,ka'huts]
[hwen]
[hwa'kin]
["hwimazikl]
[' milatant]
[9' mjuzip]
[spjum]
[,neva'mor]
[2'naunsa]
['stz*d3on]
('mgh/]
['lepgwid3]
[pzn]
['leevanda]
[1'luzan]
['midil]
[waf]
[o'wer]
[I'kwestrian]
[jelo]
['wiljam]
[jukan]
['rigli]
['mar[al]
[o'pir]

For additional practice, transcribe any of the passages in this book
into IPA. As you become proficient, begin to look up and transcribe
only words or names with which you are unfamiliar. Remember
always that IPA is taught by using common words but that its
usefulness is with words you otherwise might stumble over or mis-
pronounce. You might mark a news script with Pago Pago in it, for
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example, as ['p@ngo 'pengol, while a commercial script with fungicide
or tricot might be marked ['fand39,sa1d] and ['tri ko], respectively.

Also, remember that IPA is used to transcribe sounds, not written
words. Pronounce the word as you transcribe it, breaking the word
down into its component sounds. In transcribing the word broken,
for instance, say to yoursclf the first sound, “b,” then add the second,
“br,” then the third, “bro,’” and so on. Because one sound in a2 word
may condition the sound that precedes or follows it, it is suggested
that you use an additive system rather than one that isolates each
sound from all others.



CHAPTER

VOICE AND DICTION

Most professional radio and television announcers have excellent
voices. Both men and women announcers tend to have low, resonant
voices, speak at an optimum rate for easy comprehension, and artic-
ulate words and phrases with clarity and precision. A few announcers
have weak or high-pitched voices or fail to use well the vocal equip-
ment they inherited, but they are rare exceptions. As a student of
announcing, you should set your sights on your highest achicvable
goal; the announcing profession is so highly competitive that anything
less than your best could be the difference between success and fail-
ure. Although you may not have an innately good speaking voice,
you can improve the quality of the one you have. There can be no
excuse for failing to improve your speaking voice and to acquire
good habits of diction.

This chapter is designed to help you isolate, define, and analyze
your speech abilities and problems. It also provides you with drill
material for correcting minor speech problems. It is not, however,
a substitute for a qualified speech therapist for severe problems. In
discussing the speech sounds of the English language, the symbols of
both the International Phonetic Alphabet (IPA) and the more con-
ventional (though less accurate) wire-service transcription system will
be used.

Your specech personality is made up of seven variables: (1) pitch,

82
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including pitch range, (2) volume, (3) tempo, (4) vitality or enthu-
siasm, (5) voice quality, including timbre and tone, (6) articulation,
and (7) pronunciation. The first six of these qualitics or characteristics
will be discussed in detail in this chapter; the seventh, pronunciation,
is discussed clsewhere only in terms of General American speech.

All the qualities and characteristics that make up your speech per-
sonality can, to a degree, be isolated and worked on for overall speech
improvement.  Using appropriate exercises, you can work con-
sciously on your pitch, for example, without at the same time work-
ing on volume or tempo. Eventually, however, your efforts must
come together it your speech is to avoid affectation and if it is to
blend successtully into the aural representation of the person you
want to project to others. You have by now developed a personal-
ity. You may or may not like some aspects of it, yet one of the most
positive results you can hope for through your study of announcing
is a considerable improvement in your speech personality.

PITCH Low-pitched voices are more pleasant than high-pitched voices. Un-
less yours is a special case, you should speak at the lowest pitch level
that is comfortable. It you have a naturally low-pitched voice, you
should be careful not to push it down so low as to sound strained or
guttural. Whatever your pitch, you should make sure that you are
not consistently speaking at your lowest pitch level, because good
speech demands variety in pitch; if you speak at your lowest level,
you have no way of lowering your pitch for sclected words. Addi-
tionally, a voice that remains down in the cellar will sound strained
and monotonous.

There are several methods for determining your optimum pitch.
One system cffective for many speakers is based on the theory that
the optimum pitch is at that level where the greatest amount of

- _~ resonance is produced. To find that point, place your palms on your

-~ checkbones and read a series of short sentences, cach at a different
pitch level. Since resonance is the result of vibrations in the nose and
checkbones, you should be able to feel your optimum pitch. By
reccording and playing back the test sentences, you will be able to
hear, without the distraction of bone-conducted sound, what you
sound like when you are at or very near your optimum pitch.

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

Because the vocal cords actually are two muscles, they are subject
to contraction. In a taut, contracted state, they vibrate at a more
rapid rate than when they are relaxed, and the faster they vibrate, the
higher is the pitch. It follows that some degree of speech improve-
ment can be achieved by relaxing the vocal folds, but this cannot be
done in an isolated way. To relax the throat muscles, you must
simultancously relax the rest of your body. Because an announcer is
a performer, and because performing usually causes tension, it is
important that you learn to relax. A professional announcer with
several years of work experience usually has no problem with nerv-
ousness. But the inexperienced announcer, performing before an
instructor and fellow students or auditioning for that precious first
job, may very well expect to experience nervousness. Mic! fright (fear
of the microphone), stumbling over words, and a raised pitch may
be the result. For this reason, you should develop your own method
of relaxing before performances and auditions. There are several
effective ways of achieving bodily relaxation, but most are too ob-
trusive to be performed in front of prospective employers. lmagine
the response were you to suddenly begin yodeling or laughing “Ho,
ho, ho” in the middle of a television studio! Relaxation can be
achieved by proper breathing and good posture, with some release
of tension in the muscles of your legs, hands, and neck. Start breath-
ing slowly and deeply. Relax your shoulders but try to bring the

' Mic is an abbreviation for microphone. Equipment manufacturers are about equally
divided in their literature between mic and mike, but nearly all tape recorders and audio
consoles arc labeled mic.
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shoulder blades together. Relax your neck. Make sure you have no
tension in your hands, arms, or legs. Continue with your slow, deep
breathing for about a minute. You should be more relaxed and ready
to perform at an acceptable pitch level.

In present radio and television practice, announcers speak above
their optimum pitch level for several apparent causes. First, disc
jockeys on many AM stations featuring the latest pop music are
expected to scream and shout, and it simply is not possible to do so
without raising one’s pitch. Second, sports announcers and some
radio and television reporters apparently belicve that a frenetic, mile-
a-minute delivery is expected of them, and both the frenzy and the
speed tend to raisc their pitch. Finally, many announcers attempt to
project their voices to the camera rather than to the lapel microphone
only ten or twelve inches from their mouths, thus throwing the voice
ten or fifteen feet and raising the volume and, almost inevitably, the
pitch. Use your medium. Electronic communication does not usu-
ally require high volume. Speak softly, and the pitch of your voice
should remain pleasantly low.

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

Mellow. Smooth and mellow. That's the way to de—
scribe Dairyland Longhorn Cheese. We use the finest
Grade A milk from happy cows. Nothing but pure, natu-—
ral ingredients. We take our time, letting the cheese
age to the peak of perfect taste. We package Dairy-
land Longhorn in cheesecloth and wax, just like in the
old days. And we speed it to your grocer, so that you
get it at its flavorful best. Dairyland Longhorn

Cheese. It's smooth and mellow.

Try to read this commercial in exactly thirty seconds. If you read it
in less than thirty, you are¢ probably not savoring the key sclling
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words in the commercial, and your speced may be interfering with
the achievement of optimum pitch.

For other exercises designed to improve your pitch, drill material
in Chapters 3 and 10 includes “‘soft-sell” commercials and “‘good
music’’ continuity.

Volume level is seldom a problem in broadcast speech. In a normal
broadcast situation—that is, in a controlled acoustic environment and
with properly functioning professional equipment—sensitive micro-
phones will pick up and amplify the weakest of voices. But you
should remember that the natural tendency is to project one’s voice

over the distance between oneself and the object or person one iden-
tifies as the recipient of the remarks. If a television camera or an
overhead boom mic are mistakenly perceived as the distance between
you and your listeners, you will almost inevitably overmodulate your
specch. Remember that your listener is very close to you, and so you
should speak as you would in a normal face-to-face conversation.

There arc obvious exceptions to this. At times, loud ambient
noisc—as from a riot, a parade, or a political convention—requires
a louder voice. Under most such circumstances, a good result is
achieved by moving nearer to the mic and actually reducing one’s
volume; but if conveying the excitement of the event dictates in-
creased volume, then stay back from the mic and speak up.

Most radio and television speech is at its best when it is delivered
at conversational level; since this remains relatively constant for cach
of us, it follows that for each of us there is an optimum distance from
mouth to mic to achieve speech whose quality is suited to the event.
A weak voice, too distant from the microphone, will require the
engineer to increase the gain on the console or tape recorder; this in
turn will result in an increase in the volume of ambient noise in the
room. On the other hand, a speaker with a high volume level who
is positioned too close to a microphone is apt to produce popping,
sibilance, and an aspirate quality. Establishing your optimum mic
distance should be one of your first priorities as a student of announc-
ing. Because microphones vary in sensitivity and pickup pattern, it
is important to experiment with each type of microphone that you
are likely to use.

Your rate of delivery is often determined by the number of words to
be read in a given period of time. In general, newscasts and “‘slug”
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commercials are read fast whereas voice-over narration, “good mu-
sic” copy, and institutional commercials are read more slowly. In
ad-lib announcing you must judge what is appropriate to the mood
of the event, whether it is an interview, a description of a sports
contest, or an introduction to a musical number, and adjust your rate
accordingly.

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

Aside from a good basic rate of delivery, you also should work for
variety in speed.  Speeding up for throwaway lines and slowing
down for emphatic words or phrascs will help you give more meaning
to your message. The commercial that follows provides good op-
portunities for shifts in reading speed:

With the price of gas these days, a lot of people are
talking about the mileage their cars are getting.
Well, at Yamaha we may just have something a little
better.

It's a small, easy to ride motorcycle called "the
Chappy." And while we're not exactly sure what the
maximum mileage is, the other day one of our engineers
put a couple tablespoons full of gas in his Chappy.
and drove almost a mile, to the grocery store

and back.
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Now the number of tablespoons you use may vary, de-—
pending on how you drive and where your grocery store
is.

But still, at 379 dollars, the Chappy's something to
think about. Just ask for the little motorcycle with
the giant 236 tablespoon gas tank.

Someday, you'll own a Yamaha.

Manufacturer's suggested price of three hundred sev-
enty-nine dollars excludes freight, dealer prep, ti-

tle, state and local taxes.

(Courtesy Botsford Ketchum, Inc., San Francisco.)

Two speakers with nearly identical speech habits and qualities may
sound quite different if they vary greatly in vitality or enthusiasm.
Though speed and vitality often are directly related, they are not
necessarily interdependent. Some speakers are slow, deliberate, but
intense, while others are fast but unenthusiastic. Most announcers
are able to increase or decrcase the vitality of their performances
according to the mood or the purpose of the occasion. But beyond
normal adjustments for appropriateness, you should avoid forcing
yourself to adopt a degree of vitality out of phase with your person-
ality and your vocal characteristics. Most speakers are at their best
when they are being themselves; you may need years of study and
practice to develop your latent speech potential, but you will waste
your time and cnergy if you try to substitute a made-up personality
for your own.

For more discussion of vitality, and for cxercises calling for a
varicty of levels of enthusiasm, refer to the list of suggestions on
interpreting the copy in Chapter 2.

The remainder of this chapter is concerned with voice quality and
articulation—the two most important and demanding aspects of hu-
man speech. Speech is the process of making meaningful sounds.
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These sounds are created in the English language by vibration of the
vocal folds or cords, nasal resonance, and exploded air. Speech
sounds are controlled and patterned by the degree of closure of the
throat, the placement of the tongue, and the usc of the teeth, lips,
and nasal passages. Problems arising from improper use of vocal
folds and resonance cavities are problems of quality; improper place-
ment or use of the articulators gives rise to problems of arriculation.

The following readings are designed to help you discover minor
problems in voice quality and articulation. In each, all speech sounds
of American English appear in initial, medial, and final positions,
except for a few instances in which a sound is never used in a certain
position. Each sound is given at least once; the more common sources
of speech difticulty are given at least twice. The passages are non-
sensical, but you should read them as though they make a great deal
of sense. Try to use your regular patterns of inflection and stress and
use your normal rate of delivery; only by so doing can you detect
crrors in voice quality and articulation. [t is highly recommended
that you record your performance of these exercises and that, after
a diagnosis of your problems has been made, you retain the tape so
that you can mecasure progress.

WILLIAM AND HIS FRIENDS

This is the story of a little boy named William. He
lived in a small town called Marshville. Friends he
had galore, if one may judge by the vast numbers of
children who visited his abode. Every day after
school through the pathway leading to his house, the
little boys and girls trudged along, singing as though
in church. Out into the yard they came, a vision of
Juvenile happiness. But, joyous though they were,
they served only to work little William up into a
lather. For, although he assuaged his pain with comic

books and the drinking of milk, William abhorred the
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daily routine. Even Zero, his dog, was aghast at the
daily appearance of the running, singing, shuffling,
open-mouthed fellows and girls. Beautiful though the
sight may have been, William felt that they used the
avenue leading to his abode as an awesome item of lush
malfeasance. Their little oily voices only added fuel
to the fire, for William hated music. "0Oooo,'" he
would say, "they mew like cats, baa like sheep, and
moo like a cow. My nerves are raw." Then back into
his ménage the little gigolo would scamper, fast ac—

tion earnestly being his desire.

For the sake of long-suffering instructors of announcing who can take
no more of “little William,” an alternate reading is offered:

THE BATTLE OF ATTERBURY

The big battle was on! Cannons thundered and machine
guns chattered. The troops, weary after months of
constant struggle, found themselves rejuvenated by a
vision of triumph. Atterbury, the junction of three
main roads, was on the horizon. Using whatever annoy-
ing tricks he could, Jacques Deatheridge, the former
millionaire playboy, was much in charge as he eyed the
0il capital of the feudal republic. Few men would say
that the Beige Berets had not cashed in on Jacques'
flash of genius. Then the rather uncommon English

fellow, a zany half-wit to many who now would writhe
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in agony, looked puzzled for a moment: the mob on top

of Manhasset Hill was frantically throwing him a sig-

nal. He snatched the message from the courier. "My
gracious," he muttered. "Atterbury is our own capi-
tal!" Elated, nonetheless, he invited his overawed

band to play in his honor. After a solo on the drums,
Jacgues spoke to the multitude: "Rejoice, my fellow
citizens! All is not bad! At least our troops have

won one victory!"

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

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

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

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

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

If you are not nasalizing the nasal vowels m, n, and ng, your
problem may be physiological or you may simply be experiencing
nasal congestion. In either case, there is no point in working on
speech exercises as long as the blockage exists. Follow whatever is
appropriate to end the blockage, whether this means a trip to a speech
therapist, a nasopharyngologist, or an allergist.

If you have no physiological or congestion problem and still lack
resonance on the nasal vowels, then the following exercises should
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be of help. As with all of the exercises in this book, they should be
spoken aloud. Speak cach of the pairs of nasal and non-nasal words
in turn, keeping the tips of your fingers lightly on the sides of your
nosc. Work for vibration in the first word of each of the pairs and
for a lack of it in the second.

m vowel n vowel ng vowel
aim—aid earn—carth link—Tlick
arm—art barn—bard bank—back
atom—attar bane—bathe blank—black
balm—bock fawn—fall wink—wick
calm—cot band—bat singer—sinner
beam—beet bend—bed bunko—bucko
farmer—father bin—bit tongue—tuck
bump—butt win—will ming—mick
summer—Sutter own—oath manx—Max
ram—rat friend—Fred trunk—truck

If your problem is nasalization of non-nasal vowels, these same
excercises should be of help. Work to avoid any nasal resonance in
cach of the non-nasal words above but do not try to eliminate it from
the words that legitimately call for nasality.

Huskiness. A husky or excessively hoarse voice is usually the result
of a medical problem. Laryngitis, smoker’s throat, infected tonsils,
and infected sinuses can all cause a husky voice. Quite obviously,
medical attention should be sought for these conditions, for they are
a handicap in radio and television work. To some extent, huskiness
can arisc as the result of excessive nervous tension. If yours is an
unpleasantly husky voice and if there is no medical explanation for
it, then you might improve your performance by using the relaxing
exereises previously mentioned.  Speaking exercises will help you
overcome excessive huskiness or hoarseness only if your problem is
the result of a gross misuse of your speech organs.

Thinness or Lack of Resonance. A good voice for the electronic media
is one with resonance. A sensitive, top quality microphone, such as
a condenser mice, can enhance your natural resonance. But even the
best equipment can work only with what you give it, and a voice
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that is thin or lacking in resonance can be significantly improved
only by its owner. The sound vibrations that emanate from your
vocal folds are weak and colorless. They need resonators to
strengthen and improve the quality of sound. The chief resonators
are the bones of the chest and face, the windpipe (trachea), the larynx
(connecting the trachea and the pharynx and containing the vocal
folds), the pharynx (between the mouth and the nasal passages), the
mouth, the nose, and the sinuses.

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

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

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

2. He has dyslexia. A learning disability that af-
fects one out of every ten children.

3. Johnny goes to school and faces frustration, hu-

miliation, and ridicule.
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10.

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

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

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

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

1-872-6880.

One out of every ten kids has dyslexia.

And every one of them needs help.

(Courtesy Ingalls Associates, Inc., Boston, Massachusetts.)

If yours is a thin, colorless voice, you should be able to increase

resonance by following these suggestions:

o

wn

6.

. Practice deep breathing. Learn to breathe from the diaphragm.

Speak or read while you consciously try to increase the force of
air coming from your lungs.

. Make sure that you are moving your articulators. Use the exer-

cises that follow and work for an exaggerated usc of tongue and
lips.

. Make sure that there is no blockage of your nasal passages.
. Try to lower your pitch. (Sce the suggestions for pitch carlier in

the chapter.)

. Read passages that emphasize vowel sounds (ninetcenth-century

British poctry is excellent for this), prolonging vowel sounds when
they occur and trying to keep your throat as open as possible.
Discover the best mic for your voice and establish your optimum
distance trom it.

Articulation problems arise from the improper placement or the faulty
usc of the articulators, the teeth, tongue, and lips. Because many
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Americans suffer from poor articulation, the remainder of this chapter
is devoted to exercises intended to improve articulation.  Analysis of
your performance with the two diagnostic readings “William and His
Friends™ and “The Battle of Atterbury” should tell you if you have
inarticulate speech or if you have difficulty with one or another of
the speech sounds. If you find that you have such problems, then
you should use the exercises daily for as long as necessary. The
exercises will do you no good, however, unless you read them aloud
and unless you make a conscious cffort to form successfully every
syllable of every sentence. It is wise to exaggerate articulation at first,
gradually moving toward normally articulated specch.

Speech sounds may be classified in a number of ways. We classify
sounds as vowels, diphthongs, and consonants. A vowel is defined
rather looscly as a pure phonated tone that does not use the articulators
and can be held indefinitely without changing. If you say aloud the
vowel [a] (aH) you will notice that you can hold it as long as your
breath lasts without substantial change in its sound. Now say aloud
[21] (0Y), a diphthong. You will notice that the sound glides from
[2] to [1] and that you cannot hold a pure tone. You can hold the last
part of this sound indefinitely but only because it turns into [1], a pure
vowel. Now try to say aloud the consonant [p]l. You will notice
that, unless you add to this sound some vowel sound, you cannot
even say it. The [p] is merely exploded air and cannot be pro-
longed. Other consonants, such as [n], can be prolonged but notice
that as soon as you stop using your articulators (in this instance the
tip of the tongue has been placed on the gum ridge behind the upper
front teeth), the sound turns into the vowel [A]. Consonants, then,
may or may not us¢ phonation but necessarily use the articulators.

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

Vowels. The English language contains twelve vowel sounds (called
phonemes), if we do not consider the three or four sounds that lie
between members of these twelve and occur rarely—and only re-
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gionally—in American speech. (See Chapter 3.) These sounds are
usually classified according to the placement of the tongue in the
mouth, the tongue being the only articulator that materially affects
their production. Here are the twelve vowel sounds.

[i]

(1]

[e]

(€]

[x]

[3]

[A]

[u]

[u]

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

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

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

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

The [2] (Aan) sound, as in bat [bat], finds the mouth quite open
and the tongue lying flat on the bottom of the mouth. A certain
tenseness in the jaws is noticeable.

The [3] and [2] (ER) sounds, as in bird [b3d] and bitter [bitdY,
are formed by holding the mouth slightly open and holding the
tongue back in the mouth, with the tip poised somewhere about
the midpoint between the hard palate and the floor of the
mouth.

The [A] and [3] (UH) sounds, as in sun [san] and sofa [ 'sof3], are
formed by holding the mouth slightly open with the tongue flat
on the bottom of the mouth. The tongue is quite relaxed.
The [u] (00) sound, as in boot [but], is formed by holding the
front of the tongue in approximately the same position as for
the [i] sound but with the rear of the tongue in a raised posi-
tion. The lips are rounded and extended.

The [u] sound, as in book [buk], is formed in much the same
way as the [u], except that the lips are more relaxed and slightly
more open.
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[o] The [0] (oH) sound, as in boat [bot], is made by rounding the
lips and raising the tongue slightly in the rear of the mouth.

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

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

No special exercises for faulty formation of vowel sounds are given,
since the drills that accompany the following sections on diphthongs
and consonants are as suitable as any for this purpose.

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

[a1]  as in bite [bait]
[au] as in bout [baut]
[o1]  as in boy [boi]

[jul as in beaury ['bjuti]

The vowel [c], as may be detected by saying it aloud, is actually
a glide, since the sound quite definitely goes from [e] (AY) to [1] (1H).
It is, therefore, sometimes considered a diphthong and is given the
symbol [e1] in IPA.

The diphthongs are sources of trouble to many students There is
a tendency in many parts of the United States to nasalize the [au]
diphthong or to turn it into some other sound. If you have trouble
with the diphthongs, practice making each of the vowel sounds that
form them and then speak them with increasing rapidity The follow-
ing exercises will help only if you are producing the sounds of the
diphthongs correctly.



VOICE AND DICTION 99
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[o1]

[jul 1.
. T used to refuse to use abusive news.

Exercises

. I like my bike.

. Lie in the silo on your side.

. Fine nights for sighing breezes.

. Why try to lic in the blinding light?

. Si tried to fly his kite.

. My fine wife likes to fly in my glider.

. Try my pie—I like it tine.

. Shy guys find they like to cry.

. My sly friend likes to be wined and dined.
10.

Like all fine and right-minded guys, Mr. Wright liked best
to try to find the slightest excuse to lie about his life.

. Flounce into my mouse’s house.

. Cows allow just about too much proudness about them.

. Round and round went the loudly shouting lout.

. A mouse is somewhat louder than a louse in a housc.

. A bounding hound went out on the bounding main.

. Grouse are lousy bets when abounding results are found.
. A cow and a mouse lived in a house.

. The louder they proudly cried, the more the crowd de-

lighted in secing them trounced.

. They plowed the drought-stricken cow pasture.
. Allow the grouse to shout louder and louder, and you just

about drown out the proud cows.

. A toy necds oiling.

. The soybeans are joyously coiling.

. Floyd oiled the squecaky toy.

. Goya painted Troy in oils.

. His annoying voice was boiling mad.

. The oyster exploited the joyous foil.

. Roy and Lloyd soiled the toys.

. Joy, like a spoiled boy, exploited his friends.

. Hoity-toity men make Lloyd boil.

. What kind of noise annoys an oyster? A noisy noise an-

noys an oyster.

A few beautiful girls are using perfume.
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The kitten mewed, but I refused to go.

The music was used to enthuse.

The beautiful view used to confuse.

. June was beautiful.

The newest pupil was wearing his suit.

The cute kitten mewed.

He eschewed responsibility for the news.

The few new musical numbers were confusing to the beau-
tiful girl.

XNV

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

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

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

3. Nasals. These sounds are resonated in the nasal cavity. The
nasal consonants are [n], [m], and [p] (as in sing).

4. Semivowels. These sounds are similar to the true vowels in their
resonance patterns. The consonants [w], [r], and [1] are the semi-
vowels.

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

One tinal method of classifying specch sounds must be men-
tioned—the system that describes the consonants according to their
place of articulation. In this classification the consonants are de-
scribed as:
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1. Labial or bilabial. The lips are primarily responsible for the con-
“sonants so described. Labial consonants are [pl, [b], [m], {w], and,
in a less obvious way, [hwl].

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

3. Interdental or linguadental. In these sounds the tongue is between
the upper and lower teeth, Interdental consonants are [8] (as in thin)
and [8] (as in then).

4. Lingua-alveolar. In these consonants the tip of the tongue (lin-
gua) is placed against the upper gum ridge (alveolus). The lingua-
alveolar consonants are [n], [t], [d], [s], [z].2 and [1].

5. Linguapalatal. In these sounds, the tip of the tongue touches (or
ncarly touches) the hard palate just behind the gum ridge. Lingua-
palatal consonants are [j] (as in yellow), [r] (as in rain), [[] (as in shoe),
[3] (as in vision), [t[] (as in chew), and [d3] (as in jump).3

6. Linguavelar. In these sounds, the rear of the tongue is raised
against the soft palate (velum), and the tip of the tongue is lowered
to the bottom of the mouth. Linguavelar consonants are [k], [g], and
[D] (as in sing).

7. Glottal. The glottal consonant, [h], is formed by a passage of
air between the vocal folds but without vibration of those folds.

These various methods of classification will prove helpful in dis-
cussing the consonants since they quite accurately describe their most
significant characteristics. In the following discussion, as in Chapter
3, voiced and unvoiced consonants formed in the same way are
considered together.

[b]  The consonant |b] is a voiced, labial plosive. It is formed by
first stopping the flow of air by closing the lips and then
releasing the built-up air as though in an explosion.

Exercises

1. Big Bill bent the bulky box.
2. The Boston Bull was bigger than the boy.

2 Many people form [s] and [z] with the tip of the tongue against the lower gum
ridge. If no speech dithiculty results from this, there is no reason to change it.

3 Some speech authorities classify [f], [3), [tf]. and [d3] as lingua-alveolar sounds,
but the preponderance of modern scholarly opinion places them in the linguapalatal
category.
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[pl

[t]

LIPS

Libby lobbed the sobbing lobster.
The ribbing was robbed from the jobber.
Bob could rob the mob.

. The boxer baited the big boy, while the mobster hobbled

about the sobbing, crabby boy named Bob.

The consonant [p] is an unvoiced labial plosive. It is formed
exactly the same as [bl, except that it is unvoiced. It is, there-
fore, merely exploded air.

S R

Exercises?®

Pretty Paula pecked past the platform.

Peter Piper picked a peck of pickled peppers.

Happy people appear to approach unhappiness happily.
Approximately opposed in position are Dopey and Happy.
Stop the cap from hitting the top.

Apparently the perfect approach to happiness is practiced
by the popular purveyor of apoplexy, Pappy Perkins.

The consonant [t] is an unvoiced, lingua-alveolar plosive. As
this description suggests, [t] is formed by the release of un-
voiced air that has been temporarily blocked off by the pressure
of the tongue tip against the upper gum ridge. [t], like [pl, is
best softened for radio and television speech.

Exercises

. Tiny Tim tripped toward the towering Titan,

The tall Texan tried to teach the taxi driver twenty tall tales
of Texas.

. Attractive though Patty was, the battling fighters hesitated

to attempt to pleasc her.

The bottled beetles were getting fatter.

(For extra work with the medial 11, try saying the following
with increasing speed: beetle, bittle, bayttle, bettle, battle,
bottle, boottle, berttle, buttle.)

* In working with plosive exercises, try to keep the “popping™ under control. The
blast of air that accompanics these sounds is magnified by the microphone.
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{d]

(k]

[g]

5. The fat cat sat in the fast-moving draft.
6. Herbert hit the fat brat with the short bat.

The consonant [d] is a voiced lingua-alveolar plosive. Except
that it is voiced, it is the same as [t]. (Say rof and then dod, and
you will tind that your articulators repeat the samie positions
and movements for cach. Deat people who read lips cannot
detect any difterence in voiced and unvoiced pairs and must
therefore rely on context for understanding.)

Exercises
1. Don dragged the dull, drab dumptruck up to the door.
2. The dry, dusty den was dirtier than Denny's delightful
diggings.
3. The ladder added to the indeterminate agenda.
4. The sadly padded widow in the middle looked addled.
5. Around the lad the red-colored rope was twined.
6. Glad to lead the band, Fred allowed his sad friend to parade

around.

{k] is an unvoiced linguavelar plosive. It is formed by releasing
unphonated air that has momentarily been blocked from pas-
sage by the pressure of the rear top of the tongue against the
hard palate.

Exercises

Keep Kim close to the clothes closet.
A call came for Karen, but Karen wasn’t caring.
Accolades were accorded to the picnicking dockworkers.

Rl S e

Action-back suits were accepted on occasion by the actors
playing stock commedia characters.

Like it or not, the sick man was picked.

Rick kept count of the black sacks.

o n

The consonant [g] is a voiced linguavelar plosive and is formed
like the unvoiced [k].
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(f]

[v]

N =

AN

Exercises

The good girl with the grand guy glanced at the ground.
One glimpsc of the good, green earth, and the goose decided
to go.

Agog with ague, the agonizing laggard stood agape.
Slogging along, the haggard, sagging band lagged behind.
"Twas brillig, and the rig did sag.

The rag bag was big and full, but the sagging trigger was
clogged with glue.

The consonant [f] is an unvoiced labiodental fricative. It is
formed by releasing air through a restricted passage between
the front teeth and the lower lip.

N —

U e

Exercises

The fish fry was a fairly fashionable affair.

Flying for fun, Freddy found the first fairly fast flying ma-
chine.

Affairs of affection are affable.

The affected aficionado was afraid of Africa.

The laugh graph showed a half~laugh.

The rough toff was off with his calf.

The consonant [v] is a voiced labiodental fricative and is formed
cxactly the same as [f], except that it is phonated.

Exercises

. A vision of vim, vigor, and vitality.

Viola was victorious with Vladimir’s violin.

. Avarice, averred the maverick on the avenue, is to be

avoided.

. An aversion to lavender obviously prevents the inveterate

invalid from involving himself avidly in mauve.

. A vivid avarice was obviously invested in the avoidance of

the man on the avenuc.
Live, live, cried the five live jivesters.
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[6]

(0]

[s]

The consonant [6] (as in thin) is an unvoiced interdental frica-
tive. [8] is frequently a source of trouble since the microphone
tends to amplify any slight whistle that may be present. In
making this sound, place the tongue up to, but not into, the
space between the upper and lower teeth, held about one-cighth
inch apart. Air passing over the top of the tongue and between
its tip and the upper front tecth makes this sound.

Exercises

Think through thirty-three things.

Thoughts are thrifty when thinking through problems.
Cotton Mather lathed his bath house,

The pathway to the wrathful heath.

The thought of the myth was cutting as a scythe.
Thirty-three thinking mythological monsters, wearing pith
helmets, wrathfully thought that Theobald was through.

S U R L~

The consonant [8] (as in them) is a voiced interdental fricative
and is tormed the same as [B], except that it is phonated.

Exercises

—

. This, the man then said, is older than thou.

1o

The man therein was thereby less than the man who was
theretofore therein.

Other people lather their taces further.

I'd rather gather heather than feathers.

Wreathe my brow with heather.

N

I seethe and breathe the truths of yore,

The consonant [s] is an unvoiced lingua-alveolar fricative. It
is one of the more common sources of trouble for the announ-
cer. A slight misplacement of the articulators may cause a
whistle, a thick, fuzzy sound, ora lisp. There are two methods
of producing [s], neither of which scems clearly superior to the
other. [n the first, the sides of the tongue are in contact with
the upper teeth as far forward as the incisors. The tip of the
tonguc is held rather high in the mouth, and a fine stream of
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[z]

(s

CHAPTER 4

air is directed at the tips of the upper front teeth. The teeth,
meanwhile, arc held slightly apart. The second method of
making [s] finds the tongue fairly low in the mouth at the rear
and at the tip, with the tongue just behind the tip raised in the
mouth to make a ncar contact with the gum ridge. A fine
stream of air is permitted to flow through this passage, down
toward the front teeth, which are held slightly apart. Because
most microphones tend to exaggerate any slight whistle or
excessive sibilance, work for a softened [s].

Exercises

1. Should Samson slink past the sly, singing Delilah?
Swimming scems to survive as a sport despite some circum-

o

stances.

3. Lessons on wrestling are absurd, asserted Tessic.

4. Assurances concerning some practices of misguided misog-
ynists arc extremely hysterical.

5. The glass case sits in the purse of the lass.

6. Past the last sign for Sixth Place the bus lost its best chance
to rest.

The consonant [z] (as in zoom) is a voiced lingua-alveolar fric-
ative and is formed cxactly as [s], except for phonation.

Exercises

The zippy little xylophone had a zany sound.

The zoological gardens were zoned by Zola for the zebras.
The fuzzy, buzzing becs were nuzzling the trees.

He used the music to enthuse the buzzards.

S IR S

Was the buzz that comes from the trees caused by the limbs
or the bees?

>

His clothes were rags, his arms were bare; yet his features
caused his admirers to gaze as though his miscry was a
blessing.

The consonant [J] (as in shoe) is an unvoiced linguapalatal
fricative. It is made by allowing unvoiced air to escape with
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(3]

(h]

friction from between the tip of the tongue and the gum ridge
behind the upper front teeth. Although this sound is not a
common source of difficulty, guard against its becoming a
thick, unpleasing sound. To form [[], make certain that air
does not escape around the sides of the tongue and keep the
central portion of the tongue fairly low in the mouth.

Exercises

Shortly after shearing a sheep, [ shot a wolf.

The shapely Sharon shared her chateau with Charmaine.
Mashed potatoes and hashed cashews are flashy rations.
The lashing gale thrashed; lightning flashed; and the Hessian
troops gnashed their teeth.

A flash flood mashed the cash into trash.

el ol A M

A

6. Fish wish that fishermen would wash their shocs.

The consonant [3] (as in vision) is a voiced linguapalatal fricative
and is formed the same as [[] but with phonation. [t is scldom
found in an initial position in English.

Exercises

1. Jeanne d’Arc saw visions in the azure sky.

2. Measure for Measure is not the usually pleasurable Shake-
spearcan play.

3. A hidden treasure was pleasurably unearthed from the beige
hill with great precision.

4. The seizure was leisurely measured.

5. The edges of his incision had the noblesse oblige to form an
clision.

The consonant [h] is an unvoiced glottal fricative. It is seldom
a source of difficulty to the speaker, but many announcers tend
to drop the h in certain combinations. Notice that the h is
definitely present in most words beginning with wh. Notice
that the consonant [h] depends entirely on the sound that fol-
lows it and cannot, thercfore, be articulated at the end of
a word.
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[tf]

[d3]

[m]

Exercises

1. The huge hat was held on Henrietta’s head by heaps of
string.

. Halfway home, the happy Herman had to have a ham-
burger.

3. Manhattan abhors one-half the upheaval of Manhasset.

4. **Ha-ha-ha,” said the behemoth, as he unhitched the horse.

(0]

The consonant [tf] (as in charm) is an unvoiced linguapalatal
affricate. It is, by this definition, formed with the tongue
against the gum ridge behind the upper teeth and consists of
both the pent-up release of air of the plosive and the friction
of the fricative.

Exercises

Chew your chilly chop before you choke.

Choose your chums as cheerfully as children.

An itching action follows alfalfa pitching.

The richly endowed Mitchells latched on to much money.

Lo =

+

The consonant [d3] (as in justice) is a voiced linguapalatal affri-
cate and is formed exactly as [t[], except for phonation.

Exercises

—

. The junk man just couldn’t joust with justice.

2. Joan jumped back in justifiable panic as Jud jettisoned the
jet-black jetty.

Adjutant General Edgewater adjusted his midget glasses.
The edgy fledgling was judged unjustifiably.

The edge of the ledge was where Madge did lodge.
Trudge through the sedge and bridge the hedge.

SN

2 A 5=

The consonant [m] is a voiced labial nasal. It is articulated with
the lips completely closed; the phonated sound does not pass
into the mouth, as with most other specch sounds, but into
the nasal cavity through the nasopharyngeal port. In a final
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[n]

position, the mouth remains closed, but in an initial position
the mouth must open, not to sound [m] but to move imme-
diately to the sound that follows. The same sound, printed
[m], indicates that the sound is to be tormed by itsclf, inde-
pendent of any vowel sound. It occurs in speech in construc-
tions such as keep ’em clean, which would be transcribed pho-

netically as [kip m ktin].

Exercises

Mother meant more than my miserable money.
Merton moved my midget mailbox more to my right.
Eminent employers emulate immense amateurs.

Rl S M

Among amiable emigrants, Ermgard admitted to Mother,
him, and me inestimable immaturity.

Slim Jim and Sam climbed the trim limb.

6. Rhythm hymns they perform for them.

ul

The consonant [n] is a voiced lingua-alveolar nasal. Uunlike
[m], it can be sounded with the mouth open or closed, since
the tongue, rather than the lips, blocks off the air and forces
it through the nasal cavity. [n], too, can be used as a complete
unit of speech, and it appears as [ 1] in the International Phonetic
Alphabet. The commonly heard pronunciation of a word like
meeting, in which the [p] sound is dropped, would thus be
transcribed as [mitn]. [n] is responsible for much of the ex-
cessive nasality characteristic of many irritating voices. If you
detect, or someone detects for you, a tendency to overnasalize
sounds, several sessions with a tape recorder learning how it
feels to soften and improve these sounds should prove helpful.

Exercises
1. Ned’s nice neighbor knew nothing about Neil.
2. Now the new nicce needed Nancy’s necdle.
3. Indigestion invariably incapacitated Manny after dinner.
4. Many wonderful and intricate incidentals indirectly antag-
onized Fanny.
5. Nine men were seen in the fine mountain cabin.
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[n]

(1]

6. Susan won the clean garden award and soon ran to plan
again.

The consonant [p] (as in sing) is a voiced linguavelar nasal. It
is formed much as the consonant [g] but lacks the plosive
quality of that sound. One of the most common problems
involves turning this sound into [n] in words that end with
-ing. The announcer must, of course, determine whether it is
appropriate on the particular occasion to drop this sound. The
newscaster will undoubtedly decide not to; the disc jockey or
sports announcer, depending on speech personality, may decide
that it is permissible. One additional but not widespread prob-
lem involving this sound is the practice in some parts of the
castern United States of adding [g] in such words as singing and
saying [sipgip).

Exercises

The English singer was winning the long contest.

He mingled with winged, gaily singing songbirds.

The long, strong rope rang the gong.

Running and skipping, the ringleader led the gang.
Among his long songs, Engel mingled some lilting things.
Along the winding stream, the swimming and fishing were

oA B s B9 I 5=

tinding many fans.

The consonant [1] is a voiced lingua-alveolar semivowel. In
forming [1], the tip of the tongue is placed against the upper
gum ridge, and phonated air escapes around the sides of the
tongue. [1] presents little difficulty when in an initial or final
position in a word, but it is so frequently a source of trouble
when in a medial position that a special discussion of this sound
is in order. If you say aloud the word William, you will notice
that the tip of the tongue is placed low in the mouth for [wi],
is raised to the upper gum ridge for [1], and is returned to the
floor of the mouth for [jam]. Quite obviously, it is casicr to
speak this name without moving the tongue at all. When doing
so, the name then sounds like [wijom], and the [1] sound is
completely lost. Unlike some of the English speech sounds
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[w]

that may in informal delivery be softened or dropped without
loss in effectiveness, the lost medial [1] is definitely substandard
and should never occur in the announcer’s speech. Notice that

(1,

like [m] and [n], is capable of forming a speech entity by

itself, in a word such as saddle [sxdl].

8]

O\ZJI

9.

10,

Exercises

. A million silly swallows filled their bills with squiggling

worms.

. Willy Wallace willingly wiggled William’s million-dollar

bill.

. Lilly and Billy met two willing fellows from the hills.

A littdle melon was willingly volunteered by Ellen and
William.
Bill filled the lily pot with a million gallons of water.

. The mill filled the foolish little children’s order for willow

leaves.

. William wanted a million dollars, but he seldom was will-

ing to stop his silly shilly shallying and get to work.

. Phillip really liked Italian children, although he seldom was

willing to speak Italian.

Enrolling in college really was thrilling for William, cven
though a million pillow fights were in store for the silly
fellow.

Billy Bellnap shilled for millions of collegians, ¢ven though
his colleagues collected alibis galore in the Alleghenies at
Miller’s celebration,

The consonant [w] is a voiced labial semivowel. It 1s formed
by moving the lips from a rounded, nearly closed position to
an open position. The tongue is not in any particular position
for [w] but is positioned according to correct placement for the
following vowel sound. A common speech fault is occasioned

by insufficient movement of the lips in making [w].

1.

Exercises

Worricd Willy wouldn’t waste one wondcerful word.

2. The wild wind wound round the woody wilderness.
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3. The wishing well was once wanted by Wally Williams.
4. Wouldn't it be wonderful if onc walrus would wallow in
the water?

S]]

Walter wanted to wash away the worrisome watermark.
6. Always sewing, Eloise wished the wonderful woman would
want one more wash dress.

The consonant [hw] is an unvoiced labial fricative. It is a
combination of the two consonants [h] and [w] and is achieved
by forming the lips for the [w] sound but releasing the air that
makes the [h] sound first. [w] follows immediately, and [h}] is
thus barely heard. Although the [h] sound in words such as
when is lost by most speakers, the radio or television announcer
should include the sound at least until such time as it drops out
of our language altogether, which it scems to be doing.

Exercises

1. Mr. Wheeler waited at the wharf.

2. Wherever the whippoorwill whistled, Whitby waited.

3. Why whisper when we don’t know whether or not Mr.
White's whelp is a whiz?

4. Why not wholesale,5 whispered the white-bearded Whig?

Whitney whittled the white-headed whistle.

6. On Whitsun, Whittier was whipping Whitman on a whim.

A

The consonant [j] (as in yellow) is a voiced linguapalatal frica-
tive. Like [1}, [w], and [r], a slight glide is necessary during
the delivery of this sound. Although it causes little difficulty
when in the initial position in a word, the medial [j] frequently
follows a double I (I) construction and therefore is sometimes
involved in the speech problem that arises from dropping the
medial [1]. Americans often mispronounce the name William
[wijam] and the word million [m1jan].

5 Where the word begins with a distinct [h] and does not move immediately to [w],
[w] is dropped.
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Exercises

Young Yancy used yellow utensils.

The millionaire abused the useful William.
Yesterday the youthful Tillyard yelled “Yes.”
The Yukon used to yen for yokels.

Yorick yiclded to the yodeler from Yonkers.
The yegg yelled at William.

N

The consonant [r] is a voiced linguapalatal semivowel. In cer-
tain arcas of the United States and in England, [r] is frequently
softened or completely dropped. In General American specch,
however, all [r]s are sounded, though they need not and should
not be prolonged or formed too far back in the throat. A voice
described as “‘harsh” quite frequently overstresses the [r]
sounds. A word of warning is in order: In attempting to soften
your [r]s, be careful to avoid affectation; a pseudo-British ac-
cent is unbecoming to Americans and Canadians. Few speakers
can successfully change only one speech sound. The slight
softening of [r] should be only one part of a general softening
of all harsh sounds in your speech.

Exercises

Rather than run rapidly, Rupert relied on rhythm.

Robert rose to revive Reginald’s rule of order.

Apparently a miracle occurred to Herman.

Large and cumbersome, the barge was a dirty hull.

Afraid of fire and sure of war, the rear admiral was far
away.

6. The bore on the lower floor left his chair and went out the
door.

O

Additional drill material can be found in a number of textbooks on

voice and diction, including Voice and Articulation Drillbook, 2d ed., by
Grant Fairbanks (Harper & Row, New York, 1960), and Improving
Voice and Articulation by Hilda Fisher, 2d ed. (Houghton Miffin,
Boston, 1975). Both of these excellent books use IPA symbols.
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Despite the fact that nearly all Americans have their cthnic roots
embedded in a foreign culture, most Americans are tamiliar with only

one language

American English. This presents a problem to most
American announcers, since words and names of foreign origin must
be read daily. News stories originating in any of a hundred different
nations, featuring the names of places and people and organizations,
must be read with accuracy and authority by professional news an-
nouncers. Announcers on “good music”’ stations must dcal with
Spanish, Italian, French, German, and Russian names and music titles
in cvery typical one-week shift. Commercials for a varicty of goods
and scrvices

international restaurants, foreign tours, cxotic per-
fumes, forcign films, and Oriental rugs. to name a few—often require
the ability to pronounce foreign names and words. It is no cxagger-
ation to state that your carcer as a professional announcer will be
seriously handicapped unless you develop skill and case in pronounc-
ing words from at least the major modern languages of the world.

Several years of study of every major language would ideally pre-
pare you for your work, but because time and capacities do not
usually permit such thoroughness, the next-best solution is to learn
the rules of pronunciation of the languages you are most likely to
need. This chapter provides a detailed discussion of Spanish, Italian,
French, and German pronunciation and a briet mention of other

114
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European, Asian, and African languages. The drill section includes
music and news copy using several languages.

Although correct foreign pronunciation is stressed in this chapter,
proper pronunciation for radio and television is not always the same
as the correct pronunciation. In Chapter 3 you saw that the names
of American people and places derived from foreign words are usually
Americanized. Similarly, conventional pronunciations of foreign cit-
ics, nations, personal names, and musical compositions, though not
correct, are usually preferred on radio and television. Here are some

examples:
Conventional
Spelling Correct pronunciation pronunciation
Paris PAR-REE [pa'ri] PAIR-IS ['peris or 'paris]

Copenhagen  KOEBN-HAU'-N [kebn'haun]  KOPE'-UN-HAIG'-UN
['kopan 'hegnl]
Rossini ROS-SEE'-NEE [ros'si;ni] RAW-SEE'-NEE [r0'si,ni]

You are expected to use correct foreign pronunciation for certain
words and to modity it for others. This amounts to knowing when
it is correct to be incorrect. This problem poses at least three possi-
bilitics when you are pronouncing forcign or forcign-derived
words: (1) You may pronounce them as the natives do in the country
ot origin. (2) You may modify them to conform with conventionally
accepted American usage. (3) You may completely Anglicize them.
There are regrettably few rules to guide you. The absolutist position
that the correct pronunciation is never wrong offers no help. Even
the most extremie advocate of correct pronunciation would admit that
a ncws bulletin beginning pAH-REE', 1RAHS [pa'ri frd:s] is affected and
in poor taste.

In the absence of ironclad rules, the following suggestions, which
scem in accord with the best practice among topflight announcers in
the United States and Canada, are offered. They seek order in a
situation that is by definition disorderly, so they cannot guarantee
answers to all pronunciation questions that may arise.

1. Give the names of cities and countries the familiar, conventionalized
pronunciation current in the United States. The citizens of Germany call
their country Deutschland; the word Germany is not cven a German
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word. If it were, its German pronunciation would differ considerably
from that used by Americans. There is no point in cither applying
the German rules of pronunciation to the name Germany or calling
Germany Deutschland in this country.

In most instances, we spell foreign city names as they are spelled
in their own country but pronounce them in conventionalized ways
true neither to their original pronunciations nor to any rational system
of Anglicization. This presents no problem where the name is in
more or less constant use, as Paris, Berlin, and Copenhagen are. The
problem arises when a city relatively unknown to Americans, such
as Eleusis [e'lusis], Sio Paulo [,sdu'paulul, or Rheims [r&:s], is sud-
denly thrust into the news. Here, if pronunciation rules do not help,
you should check a standard pronunciation guide; several are to be
found in almost cvery broadcast station, and at least one should be
in the personal library of every announcer. The Kenyon and Knott
A Pronouncing Dictionary of American English (G. & C. Merriam,
Springticld, Mass., 1953) and the NBC Handbook of Pronunciation
(Thomas Y. Crowell, New York, 1964) both give conventional pro-
nunciations of foreign place names for broadcast use. To repeat,
there is often no virtue in using the correct foreign pronunciation for
a toreign place name. The correct Japanese pronunciation of Iwo
Jima is EE-wAw -DJEE-MAH [i'wdd3imal, but it is customary in this
country to say the technically incorrect EE-WO DJEE-MUH
[ 1,wo 'dzimal].

2. Pronounce the names of American cities derived from foreign namesakes
as the natives of that American city pronounce it. Vienna, Versailles,
Marsceilles, and Alhambra are all names of American cities, and not
one of them is correctly pronounced like its forcign counterpart.
Pronunciation guides will give you the correct local pronunciations
of these and other cities and towns.

3. In pronouncing the names of foreigners, follow one of these rules. (a)
If the person’s preference is known, use the preferred pronuncia-
tion. (b) If the person is well known and a conventional pronuncia-
tion has devcloped, use that pronunciation. (c) If the person is not
well known and you do not know the person’s preference, follow
the rules of pronunciation for his or her language.

4. In pronouncing the names of Americans derived from foreign names,
follow one of these rules. (a) If the person’s preference is known, use
that pronunciation. (b) If the person’s preference is not known,
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pronounce the name the way other Americans of the same name
do. For example, if the name is DuBois and the person is American,
you will be safe pronouncing it DUE-BOYZ, rather than as if it were
French bUH-BwWAH.

5. In pronouncing the titles of foreign musical compositions, let these rules
guide you. (a) If the tite is in common use and the customary pro-
nunciation is quite close to the original, use that pronunciation. (b)
If the title is in common use but the customary pronunciation is not
nearly correct, compromise between the conventional and the accu-
ratc. Thus, while the conventional pronunciation of Tannhduser
(TAN-HOWZ-ER) is too far from correct standards for broadcast use,
the correct German pronunciation may be a little too extreme for
Amcrican taste. A slightly softened TAHN ~HOY-ZER is the best solu-
tion. (c) If the title is little known and has no conventional pronun-
ciation, pronounce it according to the rules in its country of origin.
Although it may sometimes be desirable to soften some foreign words
slightly for American cars, you cannot in this instance go wrong by
being correct.

In this chapter the correct rules of foreign pronunciation will be
discussed and illustrated. In each instance the correct pronunciation
will be transcribed into IPA symbols as well as the less precise sym-
bols of the radio and television wire services. Before we take up cach
language in detail, one word of caution is in order. Because most
modern European countries comprise many formerly independent
states, regional variations in pronunciation abound. The pronuncia-
tions given in this chapter follow those established by qualitied natives
as standard pronunciations. Deviations are not necessarily substan-

dard.

Spanish, unlike English, is a strictly phoncticized language. Once
you have mastered the rules of Spanish pronunciation, you will know
how to pronounce any Spanish word you see in print. Although a
few letters have more than one speech sound, the surrounding letters
in the word arc an infallible guide to their pronunciation.

Spanish words have one strongly stressed syllable.  All other syllables
receive no stress at all. There is no such thing as sccondary stress;
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cvery syllable in a word is cither stressed or not, with no middle
ground.

Many Spanish words carry an accent mark over one of the vowels
for example, médico—and this indicates that the syllable the accented
vowel appears in receives a strong stress.  Unlike the accent marks
in French, it does not affect the pronunciation of the vowel. Two
general rules govern words that carry no mark:

1. Words ending in a consonant other than nor sare stressed on
the last syllable, as in: usted [u'sted], canal [ka'nal], sefior
[se 'nor].

2. Words ending in n, s, or a vowel are stressed on the penultitnare
(next-to-last) syllable, as in: joven ['xoven], sefiores [sen jores],
hombre [ ombre].

Spanish has five vowcels—a, e, i, 0, and u. Whether the vowel is
stressed or unstressed, it seldom moves from its customary sound.
The chief exceptions are iand u where they form part of a diph-
thong. No vowel ever becomes the schwa [3], as, for example, the
letter a does in English abour.

a  The vowel ais always pronounced “'ah™ lal, as in father. Ex-
amples: balsa [ 'balsa] (BaHL -saH); casa [ kasa] (KAH -sAH).

e The vowel eis pronounced “‘ay” [c], as in English bait, but it
sometimes becomes more like “ch’ [g], as in met, depending on
its context. When it has the “ay” sound, it is never prolonged
and allowed to glide into an “ee” sound. Examples: meses
['meses] (MaY'-says); deberes [de beres] (DAY-BAY -RAYS); gO-
bierno [go Bjermo] (GO-BYEHR -NOH).

i The vowel i, except when part of a diphthong, is always pro-

ce” [il, as in English machine. Examples: definitivo

[defini 'tio] (DAY-FEE-NEE-TEE -vO); pipa[ 'pipal (PEE-PAH).

‘e

nounced

o  The vowel 0 is usually pronounced ““oh™ o], as in English hoe,
but depending on its context it may become more like “aw”
[5]. Examples: contrata [kon 'trata] (KOHN-TRAH -TAH); pPOCOS
[ 'pokos] (ron “kKons); hombre [ombre] (AwM -BrAY).

u  The vowel u, when not a part of a diphthong, is pronounced
“00"" [ul, as in English rule. Examples: luna['lunaj (Loo ~NAH);
publico [ ‘publiko] (POO -BLEE-KO).
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ia, ie, io, and iu If you pronounce the sounds *“‘ee” and ‘“‘ah

ua,

au

eu

b

X}

together very rapidly, they form a sound very like “‘yah.” A
similar change occurs in rapidly saying aloud the two component
vowels in ie (*yay”), io (“yo™), and iu (“'you”). These sounds,
called diphthongs because they are a combination of two vowels,
are represented as follows in IPA: {jal, ljel, [jol, [jul. In pro-
nouncing them, sound both component sounds but make sure
that the i becomes [jl. Examples: piano [ 'pjano] (pYAH -NO);
mientras |'mjentras] (MYAYN-TkAs); naciones [na-'sjones]
(NAH-SYONE -AYS); viuda['vjuda] (vyoo =pAH).

Spanish eiis pronounced “‘ay” [¢], as in English rein. Example:
seis [ses] (sAYss).

The Spanish ai is pronounced “eye” [a1ll. Example: bailar
[bar'lar] (Buy-Lanr'). (Note: At the ends of words, ei and ai
are spelled ey and ay.)

Spanish oi is pronounced *“‘oy” [a1], as in loiter. Example: her-
oico [er'atko] (EH-ROY'-KO).

ue, ui, and uo Spanish u preceding another vowel is pro-
nounced like English w [w]. Examples: cuatro ['kwatro]
(KWAH'-TRO); puente ['pwente] (PWEN'-TAY); cuidar [kwi'dar]
(KWEE-DAR'); cuota ['kwota] (kwo'-TAH). (But note the excep-
tions under gu and qu.)

Spanish au is pronounced “ow” [au]. Example: autobus
[auto'bus] (OW-TOE-BOOS').

Spanish eu is pronounced by running “‘ch” [€] and “‘00” [ul]
together rapidly. Example: deuda [de'uda] (DEH-00'-DAH).

At the beginning of a word or after m, this is pronounced like
English b: bueno ['bweno] (BwaY'-NO); nombre ['nombre]
(NOHM'-BRAY). In other positions it is more like English v,
although it is produced with both lips instcad of the upper teeth
and lower lip. The IPA symbol for this sound is [B]. Example:
alabar [ala'Bar] (A-LAH-BAHR'). (Note: There is no way of
indicating this sound with conventional type, and the B is used
in the wire-service example to avoid confusion.)

Spanish ¢ has two values. (1) Before e or iit is soft. Castilian
speech—fairly standard in most of Spain—pronounces this as th
in thin. In southern Spain and in Spanish America it is pro-
nounced s as in say. You should base your choice on the origin
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of the person or title, unless a large Spanish-speaking audience
in your arca would consider Castilian pronunciation affected.
Example: ciudad [sju'dad] (syou-paup'), or [6ju-'dad]
(THyou-pAnD'). (2) In all other positions, ¢ is pronounced “k”™
as incar. Examples: cura[ kura] (koo “RAH); acto| ‘akto] (AHK -
TOH). The sound of “k” preceding e or an iis spelled qu (see
below).

The tirst ¢is by definition hard, and since ccappears only before
e or i, the sccond cis soft. Example: acceso [ak 'seso] (AHK-
SAY -sOH), or in Castilian Spanish [ak Beso] (AHK-THAY -50).

Spanish ch is pronounced ch [tf], as in church. Example: mu-
chacha [mu'tfatfa] (MOO-CHA -cHA).

At the beginning of a word, or after nor 1, Spanish d is much
like English d: dios [djos| (pvos); caldo [ 'kaldo] (kAHL -DO).
In other positions it is more like a weak-voiced th [8], as in
English weather. It is made by cxtending the tongue a short
distance beyond the front teeth and thus weakening the sound.
Example: padre| 'padre] (PAH =THRAY). (Note: Since this sound
is still more [d] than [8], the [d] will be used in this chapter.)
Spanish fis pronounced like English . Example: flores[ flores]
(FLO -RAYS).

The g has two values. (1) Before e or i, g is pronounced much
like German ch [x], as in ach, or Scottish ch, as in loch. It is a
guttural sound, with tightening and some rasp in the rear of the
mouth but no vibration of the vocal folds. Examples: general
[xene'ral] (KHAY-NAY-RAHL'); gente ['xente] (KHAYN'-TAY). (2)
In all other positions, g is hard, as in gag. Examples: gala
['gala] (can'-LaH); largo ['largo] (LaHR'-c0). (Note: Since the
sound [x] does not occur in English, the wire services have
difficulty transcribing it. Sometimes they use CH and sometimes
KH. When cH is used, there is no way of knowing whether [x]
or [tJ] is intended. We shall transcribe it as kH in this chapter,
but you should be alert to the frequent inconsistencies in tran-
scribing this sound when you come to the wire-service drill
material later in this chapter.)

When the sound of hard g occurs before e or i, it is written
gu. In this convention uis merely a marker and has no sound
of its own. Example: guia[ 'gia) (GHEE-AH).
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The two dots over 6, when it is between g and e or 1 (giie,
giii), indicate that ii is part of a diphthong, to be sounded like
w. Example: agiiero [a'gwero] (AH-GWAY -RO).

Except in the combination ch previously discussed, his a su-
perfluous letter—the only one in the Spanish language. Exam-
ples: habas [‘afas] (an -Bans); adhesivo [ade'sifo] (AHD-AY-
SEE -BO).

Exactly like the first pronunciation ot Spanish g given above.
Example: junta | 'xunta] (knoonN =tan); [ 'dzunta] JOON'-TAH)
is also acceptable.

Very similar to English [, although the Spanish keep the rear of
the tongue flat. Example: labios [ lafjos] (Lan -Byos).

In Castilian Spanish, 1lis pronounced much like /i [lj] in the
English word million. Howecever, in most parts of Spanish
Amcrica, Il is pronounced like y [j] in yes. Example: calle
[ 'kalje] (kaH “1YAY) or [ kaje] (KA '-vay).

Like English s, Example: cambio | kamfjo] (KAHM -BYO).
There are three pronunciations for the letter n. (1) Before ca,
co, cu, qui, and que (that is to say, before any “°k” sound) and
before gor j, it is pronounced ng [n] as in sing: tango [ tapgo]
(TAHNG -G0). (2) Before f, v, p, or b, it is pronounced like
English m: confiado [kom fjado] (koM-FyaH -p0). (3) In all
other instances it is pronounced like English n: manojo
[man 'oxo] (MAH-NO -KHO).

Very rare. Both ns are sounded. Example: perenne [pe'ren:e]
(PAY-RAYN'-NAY).

Spanish fi is pronounced ny [nl, as in English canyon. Example:
sefior [sc'nor] (SAY-NYOR').

Like English p.  Example: padre ['padre] (PAH'-THRAY).

Like hard ¢, with u never sounded. This occurs only before e
or i. Examples: qué [ke] (kaY); aqui [a'ki] (AH-KEE").

Spanish r has two values, neither of which is like the English.
(1) At the beginning of a word or atter 1, n, or s, the tongue is
trilled against the roof of the mouth. Examples: rico ['riko]
(RREE'-KO); honrado [on'rado] (OWN-RRAH'-DO). (2) In other
positions it is a single flip of the tongue against the roof of the
mouth. Example: caro ['karo] (kali'-ro).
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The rr is used to indicate a full trill where the rule would call
for a single flip of the tongue were single r used.

There are two pronunciations of this letter. (1) Before b, d, g,
I, m, n, r, and v, it is pronounced like English z. Example:
mismo ['mizmo] (MEEZ'-MO). (2) In other instances it is pro-
nounced like English s in sea. Example: cosa ['kosa] (koH'-
SAH).

In both Castilian and non-Castilian, s plus hard ¢, or [s] plus [k], are
always pronounced separately. Example: disco ['disko] (DEEs'-
K0). In non-Castilian, s plus soft ¢, being identical sounds, are
merged. Example: discernir [diser'nir] (DEE-SAIR-NEAR'). In
Castilian, s plus soft ¢, which is actually [8], are pronounced
scparately. Example: discernir [disBer'nir] (DEES-THAIR-NEAR').

Much like English t. Example: trato ['trato] (TRAH'-TOE).
The same as Spanish b, with the same positional varieties.

Normally like English x [ks] in the word vex. Example: préx-
imo ['proksimo] (PROCK'-SEE-M0O). Before a consonant, the Cas-
tilian pronunciation is like Spanish s: expreso [es'preso] (Ess-
PRAY'-sOH). The words for Mexico and Mexican are pronounced
with the j [x] sound: México ['mexiko] (MAY'-KHEE-KO).

Much like English y in year. Example: yerba ['jerba] (YEHR'-
BAH). In certain instances, instcad of representing a consonant,
the letter y substitutes for the vowel i as: (1) the second element
of a diphthong at the end of a word, rey [re] (RAY); (2) the initial
in a few proper names, Ybarra [i'bara] (Ee-BAH'-rAH); (3) the
word for and, pan y vino [pani'vino] (PAHN-EE-VEE'NO).

The letter z follows the same rules as soft ¢. Examples: (Cas-
tilian) jerez [xc'reB] (KHAY-RAYTH'); (Spanish-American) jerez
[xe'res] (KHAY-RAYSS').

Practice pronouncing the following Spanish words:

Toledo Ramirez Cabez6n
Gucrnica San Scbastian Danzas espafiolas
Falange Alb¢niz Pepita Jiménez
Cucrnavaca Manucl de Falla Oviedo

Segovia Granados picante

Garcia Sarasate y Navascucez servicio
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Italian, like Spanish, has a phonctically strict writing system. Al-
though it is not quite as thorough as Spanish spelling, which tells you
cverything about the pronunciation of a word, it is a thoroughly
businesslike system.  Iralian conventional spelling does not consis-
tently mark stress, and in the unmarked words certain vowel qualities
are likewise undifterentiated.  Aside from this, Italian presents few
difficultics to the student.

Italian words have one strongly stressed syllable, whereas the other
syllables are completely unstressed.  Unlike English, there are no
halt=stresses. The relatively small number of words stressed on the
last syllable arc always marked with an accent over that vowel—for
example, sara [sa'ra] (saH-ran'). Most ltalian words are stressed on
the penultimate syllable: infinito [infin'ito] (EEN-FEE-NEE'-TOE). Many
words are stressed on the antepenultimate syllable: medico ['mediko]
(MAY -DEE-KOE). A few ltalian printing houses mark such words with
a grave accent over the vowel in the syllable to be stressed, but this
is not the general rule. To help in the examples in this chapter, an
accent mark will be used to’show stress on some syllable other than
the penultimate. The grave accent will also be used to indicate an
open e[g] or an open 0[9], but this should cause no confusion, since
syllables containing open e and open o are always stressed in Italian.

Italian has seven basic vowel sounds but uses only the five letters a,
e, i, 0, and uto represent them. Stressed or unstressed, cach keeps
its distinctive quality, though stressed vowels tend to be lengthened
before single consonants—the first vowel of casais longer than that
of cassa, for example.

a  The vowel ais always pronounced [a], as in father. Examples: la
[la] (tan); pasta['pasta) (pAH -sTAH).

‘e

e ltalian e varies from “ay” [c] to “‘ch” [e]. Although there are
ways of determining the correct pronunciation in cach instance,
the rules are complex and of no concern here. Most northern and
southemn Italians, including the most highly educated, have just
onc €, which may vary somewhat according to the consonants
that precede or follow it. This pronunciation is understood and
accepted everywhere. Where accent marks are given, the acutely
accented € tells you that the pronunciation is [¢], while the grave
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accent, &, tells you that the pronunciation is [e]l. Examples:
débole [ 'debole] (paY “BO-LAY); présto [ 'presto] (PREH -STOE).

i Much like English i in machine. Example: pipal 'pipa] (peE-ran).

o Spcakers who distinguish between two e sounds also distinguish
two qualities of 0, a close o [0], as in go, and an open o [3], as
in bought. Dictionarics sometimes indicate the close o with an
acute accent—pélvere ['polvere] (PonL'-vay-ray)—and the open
o with a grave accent—costa ['kosta] (kaw'-sTan). As with the
open and close e, the difference between the two varicties of o
is minor, and most spcakers who use only one e sound likewise
usc only onc o sound.

u  Much like English i in rule. Examples: luna ['luna] (Loo'-NAH);
futuro [fu'turo] (FOO-TOO'-ROH).

Italian Diphthongs The Italian vowels a, e, i, 0, and u torm many different combinations
to produce the diphthongs. Although they may scem somewhat
complex at first glance, they are quite casily mastered.
ia  The ia diphthong, except when it follows ¢ or g, tinds i becom-
ing “y”’ [j] and a retaining its regular pronunciation. Example:
piano ['pjano] (pyaH'-NOH). When ia follows ¢, the i merely
serves as a silent marker to indicate that ¢ is soft, {t[] like the ch
in chair. Example: Ciano ['tfano] (TcHAH'-NOH). When ia tol-
lows g, the i merely serves as a silent marker to indicate that g
is soft, [d3] like the g in gem. Example: Gianinni [d3a'nini]
(DGAH-NEE'-NEE).

ie The ie diphthong, except for the few instances in which it
follows ¢ or g, tinds i becoming “y” [j] and e rctaining its
regular pronunciation. Examples: piéno ['pjeno] (PYAY'-NOH);
cielo ['tfelo] (TcHEH'-LOH). Like the ia diphthong, ie tollowing
¢ or g scrves to indicate that the soft pronunciation is to be used,
and the i has no other function.

io The io diphthong, except where it follows ¢ or g, ftinds i be-
coming *‘y” [j] and o retaining its regular pronunciation. After
c or g, the i serves only as a silent marker to indicate that the
soft pronunciation is to be used. Examples: Mario ['marjo]
(MAHR'-YO); bacio ['batfo] (Ban'-TCHOH); Giorgio {*d3zord30]
(DGAWR'-DGOH).
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iu  The iu diphthong, except where it follows ¢ or g, finds i be-
coming “y”" [j] and u rctaining its regular pronunciation. Fol-
lowing ¢ or g, the i serves as a silent marker to indicate that the
preceding sound is soft.  Examiples: iuta ['juta] (You'-TAH); ac-
ciuga [a'tfuga] (an-ciew'-can); gia [d3u] (pcoo).

ai, oi, and ui  These diphthongs are merely the glide from a, o, and
u to the ““e¢” sound. Examples: mai [mai] (my); poi [pai] (POY);
guida ['gwida] (GwWEE'-paH).

ua, ue, and uo These diphthongs all find u becoming w (as in will)
and a, e, and o cach retaining its permanent sound. Examples:
guaio ['gwajo] (¢wan'-you); sangue ['sapgwe] (SAHNG'-GWAY);
cudre ['kwore] (Kwaw'-rAY).

au The au diphthong is pronounced like o [au] in English how.

Example: Laura ['laura] (1au'-ran).

An all-important teature of ltalian pronunciation is the occurrence of
both single (or short) and double (or long) consonants. In ltalian, a
written double consonant (cc, rr, z2) always means a spoken double
consonant. The nearest thing in English to the Italian double con-
sonant is the effect produced in such two-word expressions as ought
to, guess so, or sick car. These have their counterparts in the ltalian
words Otto, messo, and seccare. Notice that this is not really a
doubling of the sound so much as it is a prolonging of it. Before a
double consonant (as in canne), a stressed vowel is perceptibly shorter
than before a single consonant (as in cane). In the following discus-
sion of the Italian consonants, several words will be listed without
phonetic spellings for practice.

b Like English b. Examples: barba, bianco, buéno, bambino,
babbo, sabbia, labbra.

c The ¢ has two values. (1) Before e or i, it is soft, like ch [tf]
in church. Examples: cena, cénto, facile, Lécce, spicci, ac-
cénto. When the sound of soft ¢[tf] occurs before a, 0, or u,
it is written ci (cid), and iis merely a silent marker with no
sound of its own. Example: bacio [ batfo] (Ban'-TcHon). (2)
In all other positions, ¢ is hard, like ¢ in call [k]. Examples:
caldo, cura, cléro, bocca, sacco, piccolo.
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gh

gli

gn

The ch occurs only before e or i, where it represents hard ¢
[k]. Examples: che[ke] (kay); vecchio[ 'vek jo] (VEHK -KYOH).

Much like English d. Examples: dardo, duomo, candido,
freddo, réddito, iddio.

Likc English f. Examples: faccia, fiato, fiume, gufo, beffa,
raffio, soffiare.

The g has two valucs. (1) Before e or i, it is soft, likc g in gem
[d3]. Examples: geénte, giro, pagina, legge, viaggi, sug-
gello. When the sound of soft g [d3] occurs before a, o, or u,
it is written gi (gia), and the i serves only as a silent marker
with no valuc of its own. Example: Giovanni [d30'van:i]
(DGOH-VAHN'-NEE). (2) In all other positions, except as de-
scribed below, g is hard, like g in good [g]. Examples: gamba,
goéndola, guérra, léggo, agganciare.

Occurs only before e or i, where it represents hard g [gl.
Example: ghiaccio ['gjat[:o] (6YAHTCH'-OH).

Italian gli is like English lli in million. When another vowel
follows, as it usually does—in the next word in the case of the
definite article gli (the)—the i is a silent marker and represents
no sound of its own. Inside a word, the consonant sound is
always double. Remember that in pronouncing gli the g has
no valuc whatsocver, and when followed by another vowel the
i has no valuc. The entire sound, then, becomes [1] plus [J].
Examples: figlio ['fil;jo] (FEE'-LYOH); paglia ['pal:ja] (pan'-
LYAH); pagliacci [pa'ljat[:i]] (PAH-LYAHCH'-CHEE); gli altri
[‘jaleri] (YAHL'-TREE).

Like English ny [n] in canyon (Spanish fi). Inside a word the
sound is always double. Examples: signore [si'n:ore] (SEEN-
NYO'RAY); giugno ['d3upo] (JOON'-NYOH).

Except in the combinations ch and gh, h is the only superfluous
letter in Italian. In native words it occurs only at the beginning
of four related forms of the verb avere (have). The word
hanno, then, is pronounced exactly like the word anno ['an:o]
(AHN'-NO).

The letter j is not regularly used in Italian, except as a substitute
for the letter i in proper names (Jacopo for Iacopo) or in a final
position as a substitute for ii in plurals (studj for studii).
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SC

Can be pronounced like English [, though the Italians pronounce
it with the tongue flat and unraised in the back of the mouth.
Examples: lavoro, liéto, Italia, giallo, bella, nulla.

Like English m. Examples: miéle, muasica, fame, mamma,
gémma, fiammiferi.

Like English #, including [p] (ng as in thing) where it precedes
hard ¢ or hard g. Examples: nono ['nono] (NAW'-NOH); bianco
['bjanko] (BYAHNG'-kOH); inglese [1p'gleze] (ING-GLAYZ'-AY).
Much like English p. Examples: papa, préte, capo, déppio,
zuppa, appoggio.

The same as hard ¢ and always followed by u, which is always
sounded [w] as part of a diphthong. Examples: quadro,
quindi, dunque, quércia. When doubled, it appears as cq:
acqua, nacque, acquistare.

Where single r appears, it is manufactured with a single flip of
the tongue tip against the roof of the mouth. Where double r
appears, it is a trill of the tongue tip, as with Spanish rr.
Examples: Roma, rumore, dramma, carro, burro, orrore.

In most positions, Italian s is pronounced like English s in sea.
Examples: sole ['sole] (so'-LAY); sfida ['sfida] (SFEE'-DAH); rosso
['rosio] (ROHS'-sOH). Beforc any of the voiced consonants, b,
d, g, 1, m, n, r, or v, the s is pronounced like z in zoo.
Examples: sbaglio ['zbalijo] (zBAH'-LYOH); disdegno
[di'zdepo] (DEE-zDAY'-NYOH); slancio ['zlantfJo] (zLAHN'-
cHOH). Single s between vowels is pronounced either [s] or [z],
with [s] generally preferred in Tuscany and [z] elsewhere. Ex-
amples: casa, francese, cosa.

Before e or i, sc is pronounced [[] like English sh in shoe. Inside
a word, it is pronounced double. Examples: scelto ['[clto]
(SHAYL'-TOH); pesce ['pefie] (PAYSH'-sHAY). When this sound
occurs before a, 0, or u, it appears as sci. In this convention,
the i is merely a silent marker and is not pronounced. Exam-
ples: sciame ['[ame] (SHAH'-MAY); asciutto [a'[:utio] (AHSH-
sHOOT'-TOH). The spelling scie is the same as sce. In all other
positions, sc is pronounced like sk in ski. Examples: scale
['skale] (skAH'-LAY); tasca ['taska] (TAH'-SKAH).
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sch

The sch occurs only before e and i, where it represents s as in
say plus hard ¢ as in come. Example: schiavo ['skjavo] (skyan'-
VOH).

Much like English t.
sétte, prosciutto.

Examples: tésta, torto, triste, gatto,

Like English v. Examples: vivo, Verona, vuoto, bevve, ov-
vio, avviso.

Italian z is ambiguous, representing both [ts] like #s in English
cats and [dz] like ds in beds. In the initial position, there i1s no
firm rule for its pronunciation. Examples: zélo ['dzelo] (DzEH'-
LOH); zio ['tsio] (TSEE'-0OH). Internally, [ts] is general after r and
I: forza ['fortsal (FAWR'-TSAH). A single z between vowels is
[ts]: -azione [a'tsjone] (AH-TSYOH'-NAY).

Practice pronouncing the following Italian words:

Il barbiere di Siviglia
La cenerentola

Arcangelo Corelli
Giovanni Pierluigi Palestrina

Ottorino Respighi
Gioacchino Rossini
Domeénico Scarlatti
Giuseppe Tartini
Beniamino Gigli
Dusolina Giannini

L’Italiana in Algeri
Tosca

Chi vuole innamorarsi
Il matrimonio segreto
Le nozze di Figaro
La finta giardiniera

Franco Ghione
Giacomo Puccini

Cosi fan tutte
La gioconda

French, like English, uses complicated spelling conventions including
numerous superfluous letters, sequences of letters representing single
sounds, several ways of writing one sound, and the use of one letter
to represent several sounds. But on the whole, French spelling is
more systematic than English, and with practice one can learn to read

French with an acceptable pronunciation.

French words, as well as entire phrases and sentences, have about
equal accent on each syllable up to the last one, which is a little more
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heavily stressed. In the name of the French composer Debussy
[dabysi] (*),! the syllable -sy gets a slight extra stress if you pause or
stop after it but not if you do not. In the sentence Debussy est bien
connu (Debussy is well known), only the final sound of the phrase gets
that extra bit of stress: [dobysi € bjE ko'ny] (*).

French has three classes of vowel sounds: twelve oral vowels, four
nasal vowels, and three semivowels. Because a single speech sound
in French may have as many as six different spellings, the vowels,
nasal vowels, and secmivowels will be grouped by sound rather than
alphabctically.

Many of the sample words include a sound somewhere between
[o] (o) and [5] (Aw). In IPA the symbol for this sound is [¢], but
since it is not much used in French dictionaries, there is little point
in using it here. Authoritative reference works use the symbol [2] to
describe o and au in école and Paul, cven though the actual sound
is probably closer to [0]. To avoid confusion, sample words will be
transcribed as they arc in standard reference works. As you become
familiar with the French language, you may want to modify conven-
tional transcriptions to suit your own standards of accuracy.

French has a number of speech sounds that do not occur in English,
and cach has been given an IPA symbol. Most of them are described
here, but two need carly and special explanation. The French tend
to prolong a final 1 or r sound in an unvoiced, recessive mannecr.
These sounds are especially noticcable when the words they are in
terminate a phrase or arc sounded scparately. IPA invests cach of
them with a small circle—{]], [r]—to distinguish them from other 1
and r sounds. Notice that these symbols differ from the English
syllabic consonant symbols [l] and [r], and they sound quitc unlike
anything in the English language. There is no satisfactory way of
approximating these sounds in wire-service phonetics, but you will
find them represented in this book in this manner:

! French u and German G are both represented by the IPA symbol [y]. This sound
does not occur in English, and no combination of English letters can approximate it
phonctically. An asterisk cnclosed in parenthesis (*) is used throughout to indicate
words and sounds that cannot be approximated with wirce-service phonetics.
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parlez [parle] (PAR-LAY)

mettre [metr] (MET-R(UN))

maitre [metr] (MET-r(UnH))

mystére [mister] (MEES-TAIR)

cotiter [kute] (KOO-TAY)

130 )
Word IPA Wire service
siecle [sjekl] (SYEH-KL(UH))
mettre [merr] (MET-R(UH))
IPA French
symbol Description of sound  spelling Examples
[a] Between a in father and a  patte [pat] (PAHT)
a in bat
a  déja [deza]l (DAYZHARH)
[a] Like a in father a  phase [faz] (FAHZ)
a4 pate [pat] (PAHT)
[e] Likeein they but without e
the final glide €  été [cte] (AY-TAY)
ai gai [ge] (caY)
[e] Likc e in met e
& béte [bet] (BET)
¢ freére [frer] (FREHR)
ei neige [ne3] (NEHZH)
ai frais [fre] (FREH)
ai
[1] Like { in machine i ici [isi] (EE-SEE)
i ile [il] (kL)
y
[o] Like o in hoe but the final o chose [[oz] (sHOZ)
glide toward an ‘““00” 6  hétel [otel] (O-TEL)
sound 1s omitted au  haute [ot] (0AT)
eau beauté [bote] (BO-TAY)
[0] Like ou in bought but o  école [ekodl] (AY-KAWL)
shorter au  Paul [po]] (pauL)
[u]  Much like  in rule ou vous [vu] (voo)
oua ou [u] (00)
ol
[yl Pronounced with the wu lune [lyn] (*)
tongue as for [i] but with & fldte [flyt] (*)

the lips rounded as for

[u]
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IPA French
symbol  Description of sound  spelling Examples

[e] Pronounced with the eu feu [fo] (*)
tongue as for [e] (“ay”) ceu veeux [ve] (*)
but with the lips rounded
as for [o] (*‘oh™)

[e] Pronounced with the eu seul [scel] (*)
tongue as tor [€] (“eh”) ceu seceur [scer] (*)
but with the lips rounded
as for [9] (“aw”)
[3] This is the schwa vowel, e  semaine [somen] (SUH-MEN)
a simple “uh” sound, neveu [nave] (%)
like the sound of a in
about. It occurs mainly
in prefinal syllables.

The [3], or “uh” sound, occurs also in nine common little words
consisting solely of a consonant plus this vowel—namely ce, de, je,
le, me, ne, que, se, and te—most of which are always prefinal in a
phrase, as in je sais [39sc] (zHUH-sAY) and le roi [larwa]l (LUH-
RWAH). If you listen carefully to a French speaker, you may decide
that the vowel sound in each of these short words is closer to [ce]
than to [3]. Despite what your cars tell you, all standard French
dictionaries transcribe these words with the schwa. This practice will
be followed here to avoid confusion, but you should be careful not
to give these words a fully Americanized [3] (UH) sound.

At the end of many words, an extra e is written after one or another
of these vowels. This is the so-called mute e and has no effect on the
pronunciation. Examples are épée [epe] (Ay-pAY) and craie [kre]
(KREH) or (KRAY).

Obviously, certain spellings fail to distinguish between pairs of
vowel sounds: a represents both [a] and [a]; e and ai represent both
[c] and [e]: 0 and au represent both [o] and [2]; eu and ceu represent
both [#] and [e]. Following consonants often give clues—for ex-
ample, before r in the same syllable [e], [3], [ae] always appear and
never [¢], [o], [e]—but there are no sure rules. Fortunately it does
not matter too much, because the distinctions between two members
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of a given pair are rarely important in conversation, and many edu-
cated speakers of French do not scrupulously observe all of them.

In producing the nasalized vowels, which have no counterpart in
English, the breath passes through the mouth and nose simultane-
ously, giving a quality sharply and importantly distinct from that of
the oral vowels. There is no way of signifying these sounds with
wire-service phonetics, and for this reason pronunciation of words
using nasalized vowels will be transcribed only in [PA symbols.

The nasalized vowels are the sounds that result where [a], [e],
[2], or [e] precede m or n. In such constructions, m or n serves only
to indicate that the preceding vowel sound is nasalized and is not
pronounced as an entity.

IPA Description
symbol of sound Before m Before n
[a] Nasalized [a] am chambre [[abr] an avant
[ava]
champagne [[dpan] francais
[frase]
em temple [tap]] en entente
[ardr]
semblable [sablab]] pensée
[pase]
(€] Nasalized [e]  im simple [sépl] in cinq
[s€k]
ym symphonie [s€foni] yn syntaxe
[sEtaks]
aim faim [f€] ain bain
[bE]
eim Rheims [r€:s] ein peintre
(pEtr]
(3] Nasalized [0)] om sombre [s3br] on pont [p3]
rompu [rdpy] bonbon
[b3b3]
] Nasalized [ce] um humble [&b]] un lundi

[léedi]
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The Kenyon and Knott Pronouncing Dictionary of American English
substitutes the symbol [&] for [€] and the symbol [0] for [3]. But
most French dictionaries follow the practice given here. You should
be aware, however, that nasalized [g] is actually closer in sound to
nasalized [a] and that nasalized [2] is actually closer to nasalized [o].

Certain combinations of French vowels or of vowels and consonants
combine to form new sounds as follows:

IPA Description French
symbol of sound spelling Examples
] Before the vowel, like i hier [jer] (YEHR)
English y in yet Pierrot [pjero]

(PYEH-ROH)
i paien [paj€] (*)
aieux [ajo] (*)
y payer [peje] (PEH-YAY)
yeux [je] (*)
After the vowel, like y in il travail [travaj]
boy (TRAH-VAHYUH)
soleil [solgj]
(SAW-LEHYUH)
ceil [ooj] (%)
ill Marseille [marsgj]
(MAR-SEHYUH)
faillite [fajit]
(FAH-YEET)
bouillon [buj3] (*)
1l fille [tij] (FEE-YUH)
sillon [syj3] (*)
Written ill is ambiguous, since it represents cither the diphthong [ij],
as in the last two examples, or the sequence il, as in mille [mil]
(MeeL) or village [vilaz] (VEE-LAZH).
In the diphthong [j€], the nasal vowel is written en: ancien [{s)€];
rien [rj€].
[w]l  Like English w in win ou oui [wi] (WEE)
ouest [west] (WEST)
avouer [avwe]
(AH-VWAY)
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The diphthong [wa] is written oi, as in loi [lwa] (Lwan). When it
is followed by another diphthong beginning with [j], the letter y is
used between the diphthongs: foyer [fwaje]l (FwAH-YAY); joyeux
[3waje]. The diphthong [wE] is written oin, as in point [pw£],
joindre [3wé&dr].

[yl Pronounced with the u suisse [syis] (*)
tongue as for [j] but with nuit [nyi] (*)
the lips rounded as for cuir [kyir] (*)

[w]; occurs mainly be-
fore the letter i

The French consonants, with a few exceptions, do not represent as
many different sounds as the vowels do; for this reason, they will be
arranged alphabetically.

The French letters b, d, £, m, n, p, t, v, and z represent one sound
cach and are pronounced much the same as in English. With some
exceptions treated separately, doubled consonant letters (nn, rr, tt)
have the same values as the corresponding singles.

¢ Before e, i, or y or with the cedilla (¢) before any vowel, ¢ is
soft like English ¢ in city [s]. Examples: cent [s@] (*); grdce
[gras] (GrAHSS); cité [site] (SEE-TAY); précis [presi] (PRAY-SEE);
ca [sa] (san); recu [rasy] (*). Beforc a, o, u, or a consonant,
or in a final position, and when it is without the cedilla, it is
hard like English ¢ in car [k]. Examples: calme [kalm] (kAHLM);
encore [akor] (*); cri [kri] (KREE); siecle [sjek]] (SYEH-KL(UH));
sec [sek] (sEck). Double ce represents [ks] or simply [k], de-
pending on the following letter; thus accident [aksidda] (*) but
accord [akor] (A-KAWR).

ch  Usually like English sh in shoe [[]. Examples: chapeau [Japo]
(sHAaH-pOH); Chopin [[op€] (*); riche [rif] (REESH); marché
[mar[c] (MAR-sHAY). In a few newer words of Greek derivation,
ch stands for hard ¢ psychologie [psikolozi] (PSEE-KAW-LAW-
ZHEE) Or (PSEE-KOH-LOH~-ZHEE).

g Before e, i, or y, it is soft, like English z in azure [3]. Examples:
geste [3€est] (ZHEST); mirage [mira3] (MEE-RAZH); agir [a3ir]
(AH-zHEER). The combination ge, with mute e, represents soft
English ¢ before a or 0. Example: bourgeois [burzwa] (BOORr-
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[$2]

gn

ph

zwaH). Before other vowels or consonants (other than n), g is
hard like English ¢ in gag [g]. Examples: gar¢on [gars3] (*);
goiit [gu] (Goo); regle [regl] (REG-1.(uH)). The combination gu,
with mute u, represents hard ¢ before e, i, or y. Example:
vogue [vog] (vaAwa) or (VOHG).

Much like English ny in canyon [p]. Notice that this represents
a ditferent sound trom the similar [p]. Examples: Mignon
[mip3] (*); Charlemagne [farlomanp] (SHAR-L(UH)-MAN-
NY(UH)).

Except in ch and ph, this letter represents no sound at all.
Examples: histoire [istwar] (EEsS-TwaHR); honnéte [onet] (aw-
NET) or (OH-NET). Between two vowels, however, h indicates
that the vowels form separate syllables rather than a diph-
thong. Example: envahir [Gvair] (three syllables, the nasalized
“ah,” followed by ““vah,” and completed with “cer.™)

Like English z in azure [3]; the same as French soft g. Examples:
jardin [3ard€] (*); Lejeune [la3cen] (*).

Can be pronounced like English /, although the French pro-
nounce it with the tongue flat and not raised at the back. Ex-
amples: lache [laf] (Lansh); ville [vil]l (vEEL—one syllable). At
the end ot a word, where 1is pronounced separately, the French
make 1 voiceless. The IPA symbol for this is []]. Example:
débacle [dc'baik]] (DAY-BAHK-L(UH)).

The same as £, Example: philosophie [filozofi] (FEE-LAW-ZAW-
FEE) or (FEE~LOH-ZOH-FEE).

Like English k. It is normally followed by u, which is always
mute. Examples: quatre [katr] (kant-r(Un)); cinq [s€k] (*).
The q is doubled by writing ¢q, as in acquitter [akitc] (AH-KEE-
TAY).

Not like English r. It is pronounced by most speakers as a
guttural sound, with tightening and vibration in the region of
the uvula. Examples: rose [roz] (rosg); terre [ter] (TEHR).
French r, when final after a voiceless consonant, is frequently
spoken with a voiceless sound that is scarcely audible. IPA
indicates this sound with the symbol [r]. The closest approxi-
mation of it in wire-service phonetics is R(UH), with (UH) rep-
resenting a very de-emphasized “uh™ sound.  Example: Joffre
[3o11] (znaw-FR(UN)) Oor (ZHOF-FR(UN)).
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s Between vowels like English z in crazy [z]. Examples: désir
[dezir] (pAy-zEERr); raison [rez3] (*); Thérese [terez] (TAY-
rEz). Single s in other positions and double s always are like
English s in sea [s]. Examples: Seine [sen] (SEN); message
[mesaz] (MEH-SAZH).

sc  Beforc e, i, and y, it is soft, like English sc in science. Example:
descendre [desadr] (*). Elsewhere, as [s] plus [k]. Example:
escorte [eskort] (ES-KAWRT) or (ES-KORT).

x  Usually like English x in extra. Examplec: expliquer [eksplike]
(EX-PLEE-KAY). An initial ex- before a vowel becomes [gz].
Example: exercice [egzersis] (EGGZ-AIR-SEES).

Generally, consonants written at the ends of French words are not
sounded; examples are trop [tro] (TROH); part [par] (PAR); voix [vwa]
(vwan); allez [ale] (AH-1AY). An almost complete exception is 1, as
in national [nasjonal] (NAH-SYAW-NAHL) or (NAH-SYOH-NAHL). Often
¢, f, and r are sounded at the ends of words, as in chie [[ik] (SHEEK);
chef [[ef] (suEr); cher [fer] (sHar). Where final r is preceded by e
(er). the r is usually silent and the vowel is like e in they [¢]. Example:
papier [papje] (pAn-pPYAY).

On the other hand, all the consonant sounds are pronounced at the
ends of words when they are followed by mutc e. Examples: place
[plas] (rLAHS); garage [gara3] (GaH-razH); rive gauche [riv go[]
(REEVE-GOASH). This includes m and n, which before tinal mutc e
have their regular values and do not indicate that the preceding vowel
is nasal. Examples: aime [em] (Em); pleine [plen] (pLEN). Contrast
these with faim [f€] (f plus nasalized eh) and plein [plE] (p! plus
nasalized ¢h).

In all these cases, the addition of s (often the plural sign) after a
consonant plus or minus mute e has no ctfect on pronunciation. Thus
places is the same as place, parts is the same as part, and temps is
the same as temp. Likewise, the addition of nt (a plural sign in
verbs) to a word ending in mute e does not change anything—chan-
tent and chante both arc pronounced [Jat] (sh, as in shoe, plus the
nasalized ah, plus a final t).

The French call it a liaison, or a linking, when the ordinarily silent
consonant at the end of a word is sounded before a word beginning
with a vowel sound. In liaison, d is pronounced [t], g is pronounced
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[k], s and x are pronounced [z], and nasalized # is sometimes dena-
salized. Examples: grand amour [grdtamur] (*); sang impur
[saképy:r] (*); les autres [lezotr] (LEH-zZOH-TR(UH)) or (LAY-ZOH-
TR(UH)); deux hommes [dezom] (*); mon ami [monoami] (MOH-
NAHMEE).

" Practice pronouncing the following French words:

Georges Bizet Prosper Mérimée

Gabriel Fauré Marcel Proust

Camille Saint-Saéns L’enfant prodigue

Vincent d'Indy Danseuses de Delphes
Maurice Chevalier Jardins sous la pluie

Benoit Coquelin La demoiselle élue

Rachel Le chant des oiseaux

Guy de Maupassant Si mes vers avaient des ailes

The English spelling system contains a great many excess letters.
French resembles English in this respect, but German, like Spanish
and lealian, is cconomical in its spelling system, with every letter (or
combination of letters, such as sch) usually representing one sound
in the pronunciation of a word.

German is actually easier to pronounce than it first appears to be.
Most long German words are simply combinations of stem words
with prefixes and suftixes. When you know how to identify these
clements, you know where to break cach word into syllables, and
then pronunciation is quite simple. The formidable word Arbeits-
gemeinschaft, for cxample, is casily divided into Ar, beits, ge,
mein, and schaft by anyone familiar with the way German words
are put together. Also, all German nouns are capitalized, which
should help you identify parts of speech, making for better inter-
pretation of German titles and phrases.

Most German words are accented on the first syllable, as in stehen
['Jteron] (sHTAY'-N), though not when they begin with a prefix, as in
verstehen [fer' [te:on] (FER-SHTAY'-N). Words foreign to German are
often accented on some syllable other than the first, to conform with
their native pronunciation: Philosophie [fi:lo:zo:'fi} (FEE-LOH-ZOH-
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FEE'). In compound words, the tirst component is usually accented:
Gétterdimmerung ['geetor,demarup].?

The German syllable en, when final in a word or word component,
is de-emphasized so that it is nearly lost. The syllabic consonant [n]
would be a fair way of representing this sound in IPA, but all standard
German reference works transcribe it as [an]. Standard practice will
be followed for IPA transcriptions, but in wire-service phonetic
equivalents, N without a preceding vowel sound is given. Example:
geben [ge:ban] (Gays'-N).

At the end of a word and when otherwise unaccented (as, for
example, where it appears in an unaccented prefix), the German letter
e is pronounced as the schwa vowel—that is, as an unaccented “‘uh,”
the IPA symbol for which is [2]. Examples: sehe ['zc:9] (zay'-un);
gesehen [go'zeion] (GUH-zAY'-N).

German has four classes of vowel sounds: seven short vowels, seven
long vowels, three diphthongs, and one special vowel that occurs
only unaccented. As with the French vowels, they will be arranged
according to sound rather than by their German spelling.

IPA German
symbol Description of sound spelling Examples
[a] Like English a in father, a Gast [gast] (GAHST)
but much shorter fallen ['falon]
(FAHL'-N)
[e] Like English e in bet e Bett [bet] (BET)
essen [eson] (ESS'-N)
The spelling & is used for i Giste [gesta]
this sound when the (GUEST'-UH)
basic form is a fallt [fele] (FELT)

2 This word is impossible to represent with wire-service phonctics because of the
unique way Germans sound the syllable er at the ends of words or word compo-
nents. This sound i1s transcribed [ar] in IPA, but rendering it unk or ur would be
misleading.  In German speech, the “r™ sound is almost completely lost, and the
unaccented “‘uh™ [3] is nearly all that remains. The sound is quite different trom
French (1], so the same wire-service phonetics cannot be used.  Throughout this
scction, German er will be transcribed (UH(R)). The word Gétterdimmerung would
then be (GUH(R)-TUH(R)-DEM-MER-RUNG).
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German Long Vowels

IPA German
symbol Description of sound spelling Examples
[1] Like English i in hit i blind [blint] (BLIHNT)
Winter ['vintar]
(VIHN'-TUH(R))
(2] Like English au in caught o Kopf [kopf] (kAwPF)
but much shorter offen ['ofan] (AWF'-N)
[ce] Pronounced with the o Kopfe ['keepfa] (*)
tongue as for “ch” [€] 6ffnen ['cefnan] (¥)
but with the lips rounded
as for “‘aw” [2]
[u] Like English # in put u Busch [bu] (BusH)
Mutter [mutor]
(MUH'-TUH(R))
[yl Pronounced with the i Biische ['by[3] (%)

tongue as for “ih” [1] but
with the lips rounded as
for “00” [u]

Miitter ['mytor] (*)

Notice that the German spelling generally shows when an accented

vowel is short by writing two consonant letters or a double consonant
letter after it.

IPA

symbol

[a]

[e]

Description of sound

Like English a in father

Much like English ¢ in
they but without the final
glide

German
spelling

a

ah
aa

[

eh

ee

Examples

ja [ja:] (van)

Grab [gra:p] (GRAHP)
Kahn [ka:n] (KAHN)
Staat [[ta:t] (SHTAHT)

geben [ge:ban]
(GAYB'-N)
gehen [geion]
(GAY'-N)

See [ze:] (zAY)
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IPA German
symbol Description of sound spelling Examples
When spelled @ or dh, a Griber ['gre:bar]
the pronunciation usu- (GRAY'-BUH(R))
ally is still “ay” [c]. ih Kihne ['kemna]
(KAY'-NUH)
(il Much like English i in i Schi [[i:] (sHE)
machine Lid [li:e] (LEET)

ih Thn [i:n] (EEN)
ie Lieder ['li:dar]
(LEE'-DUH(R))

[o] Like English ow in blow o so [zo:] (z0)
but without the final oben ['o:ban] (0B'-N)
glide oh Lohn [lo:n] (1LOAN)
00 Boot [bo:t] (BOAT)
(o] Pronounced with the o Romer ['roimoar] (*)
tongue as for “ay” [c] 6h Léhne ['lo:na] (%)

but with the lips rounded
as for “‘oh” [o]

[ul Much like English # in u du [du:] (DoO)

rule Mut [mu:t] (MoOOT)
[yl Pronounced with the i Briider ['bry:dar] (*)

tongue as for “‘ce” [i] but iih riihmen ['ry:man] (*)

lips rounded as for “oo”

(ul

Notice that German spelling has four ways of showing that an ac-
cented vowel is long: (1) the vowel is at the end of a word: ja, je,
schi; (2) the vowel is followed by only one consonant: Grab, haben,
wen; (3) the vowel is followed by an unpronounced ii: Kahn, gehen,
ihn; (4) the vowel is written double: Staat, See, Boot. (The long i
is never doubled; je is used as the lengthening sign, as in Lieder.)
There are relatively few words in which long vowels are not indicated
in this way. Two cxceptions arc Papst [pa:pst] (pAHPST) and Mond
[mo:nt] (MOANT).

The double dot over 4, 6, and i is called an umlaut. The old-
fashioned spellings for these umlaut vowecls, ae, oe, and ue, still
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survive in a few names: Goebbels, Goethe, Huebner. You will
also encounter these spellings where a type font (as, for example, on
the wire-service machines) has no special umlaut letters. Typewriters
can simulate the umlaut with quotation marks, but wire-service ma-
chines cannot return, as a typewriter carriage can, to add the marks
after the letter has been transmiceed.

German Diphthongs IPA German
symbol Description of sound spelling Examples
[a1] Like English ai in aisle el Leid [la1t] (LIGHT)
Heine ['hains]
(HIGH'~NUH)
ai Kaiser ['kaizar]

(KY'-ZUH(R))
ey Meyer ['maiar]
(MY'-UH(R))
ay Bayern ['balarn]
(BUY'-URN)
[au] Like English o1t in house au Haus [haus] (HOUSE)
Glauben ['glauban]
(GLouB'-N)
[o]  Like English oi in oil eu Leute ['Io1ta]
(LoY'-TUH)
au Haiuser ['hoizar]
(HOY'-ZUH(R))

German Consonants  Notice the difference between ie, as in Lied [liit] (LEET), and ei, as
in Leid [lait] (LiGHT).

b As in English, but see “German Voiced and Voiceless Conso-
nants.”’
c Like English k. Rare in native German words.

ch In native German words, ch stands for two slightly different
sounds. (1) After back vowels (a, o, u, or au), it is a sound
like the ch in the Scottish word loch, in which the breath stream
is forced through a narrow opening between the back of the
tongue and the soft palate. The IPA symbol for this sound is




142

CHAPTER 5

chs
ck

de

gn

L

kn

[x], and wire services transcribe it as either CH or kH. Examples:
Bach [bax] (BAHkH); Buch [bu:x] (BoOkH). (2) After front
sounds, including the front vowels [i], [1], [€], and so on, the
sound is produced by forcing the breath stream through a nar-
row channel between the front of the tongue and the hard
palate. Many Americans make this same sound (although con-
siderably weaker) in pronouncing the h of such words as hue,
huge, and human. The IPA symbol for this sound is [¢], but the
symbol [x] has been accepted by many authorities (including
Kenyon and Knott) to represent both sounds, and it will be
used here.  Examples: ich [1x] (1HkH); Miinchen ['mynxan]
(*); Brauche ['broixa] (BrROY'-k HUH); Biche ['bexa] (BEKH'-UH).
In a few foreign words, ch stands for [k]: Charakter [ka'raktar]
(KUH-RAHKT'-TUH(R)).

Like English ks: wachsen ['vakson] (VAHKs'-N).

As in English: Stiick [[tyk] (*).

As in English, but sce “German Voiced and Voiceless Conso-
nants.”

Like English t: Stadt [[tat] (SHTAHT).

As in English: fahl [fa:1] (FAHL).

As in English (except as noted under “German Voiced and
Voiceless Consonants”) and when it appears in a tinal position
as ig, where it becomes the ““ch” [x] sound; sce ch. Example:
hungrig ['huprix] (HOONG'-RIHKH).

Both letters are sounded, as in the English name Agnes: Gnade
['gna:da] (GNAH'-DUH).

As in English, when it occurs initially in a word or at the
beginning of an clement in a compounded word: Haus [haus]
(HoUsE); Rathaus ['ra:t,haus] (RAHT'-HOUSE). On the usc of the
unpronounced h as a mark of vowel length, see “German Long

IR

Vowels.
Like English y in youth: jung [jun] (YOONG).

As in English.

Both letters are sounded, as in English acknowledge: Knabe
['kna:ba] (KNAH'-BUH).

Can be pronounced like English I, although it is spoken with
the tonguc flatter in the mouth.
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=]

SS

sch
sp

st

th

tz

»

As in English.
As in English.

Always like English ng [n] in singer and ncver like English ng
plus ¢ [nglin finger. Examples: singen ['zinan] (ziNc'-N); Hun-
ger ['hupar] (HOONG'-UH(R)).

As in English.

Occurs only in the combination qu, pronounced [kv]: Quelle
['kvela] (kvEL'-LUH).

Pronounced with a slight guttural trill at the back of the tongue
(although some northern and western dialects use the front of
the tongue). On final er, sce “German Short Vowels.”

Like English z: so [zo:] (z0); Rose ['ro:z3] (Ron'-zUH); but sce
“German Voiced and Voiceless Consonants.”
As in English

Like English sh in shoe: schon [fon] (SHOWN).

At the beginning of a word or as part of a compound, like
English sh plus p: springen [ [prinan] (sHPRING'-N); Zugspitze
['tsurk [pitsa] (Tsook'-sHpITZ-UH).3 Otherwise, like English s
plus p: Wespe ['vespa] (VEs'-puH).

At the beginning of a word or as part of a compound, like sh
plus t: Stiick [[tyk] (*); Bleistift ['blar,ftift] (BLY'-SHTIFT).3
Otherwise like English st: Westen [' vestan] (VEST'-N).

As in English.
Always like t: Thomas ['to:mas] (TOE'-MAHS).
Like tz in Schlitz.

In German words, like English f: vier [fir] (FEAR); in toreign
words, like English v: November [no:'vembar] (NO-VEM'-BER);
but see ““German Voiced and Voiceless Consonants.”’

Always like English v: Wein [vam] (VINE).
As in English.
Always like English ts: zu [tsu] (T500).

3 Some northern dialects pronounce sp and st in these positions [sp] and [st]. as in
English.
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German has five pairs of voiced-voiceless consonants—that is, con-
sonants produced in the same way except that the first of each pair
is pronounced with some vibration of the vocal folds while the second
of each pair is produced with the vocal folds open and not vibrat-
ing. These pairs are: b-p, d-t, g-k, v-f, z-s. Voiced b, d, g, v, and
z occur chicfly before vowels. When they stand at the end of a word
or part of a compound, or before s or t, they are automatically
replaced by the corresponding voiceless sound, although the spelling
is not changed. This means that in these positions—tinally or before
s or t—the letters b, d, g, v, and s stand for the sounds [pl, [t], [k],
(f]l, and [sl, respectively. Examples:

Griber ['gre:bar] (GRAY'-BUH(R)) but  das Grab [gra:p] (GRAHP)

Rider ['reidar] (rRaY'-DUI(R)) but  das Rad [ra:t] (RAHT)

tragen ['tra:gon] (TRAHG'-N) but  du tragst [tre:kst]
(TRAYKST)

Motive [mo:'ti:va] (MO-TEE'-vUH) but  das Motiv [mo:'ti:f]
(MO-TEEF'")

lesen ['lc:zan] (LAYZ'-N) but  er las [la:s] (Lams)

Practice pronouncing the following German words:

Woltgang Amadcus* Mozart Lebensgefihrlich
Franz Necubauer Dass sie hier gewesen!
Die schine Miillerin Die Gatterddmmerung
Dictrich Buxtchude O frihliche Stunden
Schmiicke dich, o liebe Scele Ein’ feste Burg

Max Bruch Der fliegende Hollinder
Friihling tbers Jahr Die verklirte Nacht

Asian, Middle Eastern, African, and Eastern European nations are of
great and growing importance in the world, and news releases fea-
turing names and other words in the languages of these regions have
become commonplace. But there are two reasons why no special
rules for pronouncing these languages can be given here. First, the
Chinese, Japanese, Hindustani, Arabic, Hebrew, and Russian lan-
guages, among others, usc alphabets unfamiliar to most of us. When

+ Amadeus, being a Latin name, doces not follow German rules of pronunciation.
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words from these languages appear in newspapers and broadcast
copy, they have been transliterated into the Latin (or Roman)-alpha-
bet, usually in some phoneticized version of the foreign original. For
example, the Russian name PUMCK UA-KOPCAK OB is meaning-
less and unpronounceable to people not familiar with the Cyrillic
alphiabet, but when it is transliterated into Rimsky-Korsakor, no an-
nouncer needs to rely on Russian rules to pronounce the name cor-
rectly. It would not be necessary to leamn the rules of French or
Spanish pronunciation if we transcribed Bizet as “Bee-zay” or if
hombre were spelled in - English-speaking  countries as “awhm'-
bray.” In transliterating words from non-Latin alphabets, it is exactly
such phoncticizing that is done. Because we do not phonetically
transliterate Western European words, their spelling can confuse us
it we are not familiar with the appropriate rules of pronunciation.

Sccond, broadcast announcers conventionalize the pronunciation of
non-Western languages to a greater degree than those of Western
Europe. During his carcer in politics, Nikita Khrushchev was called
KROOS'-CHHAWE by American announcers. But the correct Russian
pronunciation required a very difterent initial sound, one not possible
to indicate by wire-service phonctics and not casily reproduced by
most Aniericans. The initial sound of his name is represented by [x]
in the International Phonetic Alphabet and is sounded as the final
sound in German ach or Scottish loch. In IPA, the name Khrushchev
is represented as [xruf'efof]. It is apparent that, rightly or wrongly,
Americans have been conditioned to demand nearly correct pronun-
clation ot Western European names and words and to scttle for far
less authentic pronunciation of languages that do not use the Latin
alphabet.

Czechoslovakia, which uses a moditied Latin alphabet, typifics a
group of nations whosce words arc materially changed for American
announcers.  Praha becomes Prague, Marianske Lazne becomes Mar-
ienbad, and the Tlava becomes the Moldau. Similarly, the Polish
city Gdansk is called Danzig by most Westerners, while the Rumanian
capital, Bucuresti, becomes Bucharest for us.  Germanicized names
and words are scemingly casier for Americans than words that remain
in Slavic languages.

Chinese and most other non-Occidental languages rely ona complex
system ot tones whose knowledge is clearly beyond the nceds of
American announcers.  Hebrew, Arabic, and other Middle Eastern
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names often are in the news, but as with Slavic names they are
moditied to roll more casily from American tongucs.

For morce specific rules of pronunciation of the major languages, sce
Mario A. Pci, World’s Chief Languages, 4th ed. (S. F. Vanni, New
York, 1935). For an cxcellent treatment of the International Phonctic
Alphabet and its uses in improving your skill in forcign pronuncia-
tion, sc¢ John S. Kenyon and Thomas A. Knott, A Pronouncing
Dictionary of American English (G. & C. Mcrriam, Springticld, Mass.,
1953), and Claude E. Kantner and Robert West, Phonetics, rev. ed.
(Harper & Row, New York, 1960). For both IPA and wire-service
phonctic transcriptions of common torcign words, namcs, and
phrases, scc NBC Handbook of Pronunciation, originally compiled by
James F. Bender and revised for the third edition by Thomas Lee
Crowell, Jr. (Thomas Y. Crowell, New York, 1964).

The drill section for this chapter is in three parts, all of which include
forcign pronunciation. The parts are: classical music announcing,

news copy, and commercial copy.

SPANISH MUSIC COPY

Manuel de Falla inherited the role of Spain's first
composer with the death of Granados in 1916. De
Falla, who died in 1946, fulfilled his mission well,
and even outshone his mentor in popularity outside of
Spain. We next will hear seven '"Canciones populares
Espafolas"——'El pano moruno,' 'Seguidilla murciana,'’
'Asturiana,' 'Jota,' 'Nana,' 'Cancion,' and 'Polo.’'
Victoria de Los Angeles, soprano, now sings seven
"Canciones populares Espanolas" by Manuel de Falla.
Our featured work tonight is an out-of-print recording

of the Spanish operetta "La boda de Luis Alonso," by
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Giménez. Soloists are: Carlos Munguia as Luis Alonso;
Inés Rivadeneira as Maria Jesis: Gregorio Gil singing
the part of Paco; Raphael Maldonado as Miguelito; and
Ana Maria Fernandez as Picda. The Gran Orquesta Sin-
fénica of Madrid and the Coros Cantores de Madrid are
directed by Atailfo Argenta. We hear now "La boda de

Luis Alonso," by Giménez.

Now for music of the bull ring. We will hear the
"Banda Taurina" of the Plaza de Toros of Mexico City.
The music is a typical group of selections played at
appropriate points during a "corrida." The musical
selections we will hear today are: "Las toreras," a
dedication to lady bull fighters; "Canero"; "Toque
cuadrillas," a signal for the assistants to capture
the attention of the bull; "Purificacién," played at
the moment of the killing; "toque Banderillas," a sig-
nal for the placing of the darts; "El imponente," a
sign of respect for a very big bull; "Canitas," played
for a bull which has earned much respect; "Gualvidal,"
a musical selection played for a famous matador;
"Toque de muerte,"” the signal of death; "Dianas," musical
"applause," played after a successful encounter; and
"Porque te quiero," played whenever the company enters or

leaves the arena. And now, music of the bull ring.
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ITALIAN MUSIC COPY

Gaetano Donizetti's "L'elisir d'amore,"” "The Elixir of
Love," begins in the fields of Adina's farm. It is
harvest time, and the chorus of farm workers sings
"Bel conforto al mietitore"--"What comfort to the har-
vester." Nemorino, who is secretly in love with
Adina, then sings the aria "Quanto é bella, quanto e
cara!"—"How beautiful she is! How dear!™ Adina, who
has been reading the story of Tristan and Isolde,
laughs aloud, and is asked by the workers to share the
source of her good humor. As she tells the story of
the love potion, all present——but especially Nemorino
——wish for a similar potion. Our cast features Ro-
sanna Carteri as Adina, Luigi Alva as Nemorino, Ro-
lando Panerai as Belcore, Giuseppe Taddei as Il Dottor
Dulcamara, and Angela Vercelli as Giannetta. The cho-
rus and orchestra of Teatro alla Scala of Milan are
conducted by Tullio Serafin. And now, Act One of Don-

izetti's "L'elisir d'amore."

On tonight's program, we will hear three overtures by
Gioacchino Rossini. The first is the overture to
",'I+taliana in Algeri," first performed in 1813. Fol-
lowing that, we will hear the overture to "La cambiale
di matrimonio," written in 1810. The third of Ros-
sini's overtures is that written for the opera '"La Ce-

nerentola," first presented in 1817. Fernando Previ-
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tali conducts the Orchestra Dell'Accademia de Santa

Cecilia in three overtures by Gioacchino Rossini.

This afternoon on "Musical Echoes" we will hear nine
arias sung by the legendary Enrico Caruso. During the
first portion of the program, we will hear the aria
"Chi mi frena in tal momento," from "Lucia di Lammer—
moor," by Gaetano Donizetti; "Siciliana,'" from "Caval-
leria rusticana," by Pietro Mascagni; "La donna & mo-—
bile," from "Rigoletto," by Giuseppe Verdi; and
"Invano Alvaro," from "La forza del destino," also by
Verdi.

Following the news, we will hear the Great Caruso
singing the traditional song, "Santa Lucia." The four
arias in this part of the program are: "Cielo e mar,"
from "La Gioconda," by Amilcare Ponchielli; "Vesti la
giubba," from "I pagliacci," by Ruggero Leoncavallo;
"Recondita armonia," from "Tosca," by Giacomo Puccini;
and "Brindisi," from "Cavalleria rusticana," by Pietro
Mascagni. And now, Enrico Caruso sings "Chi mi frena
in tal momento," from "Lucia di Lammermoor," by Gae—

tano Donizetti.

FRENCH MUSIC COPY

Maurice Ravel, one of the giants of modern French mu—
sic, died in 1937. He left behind him such master—

pieces as "Pavanne pour une infante défunte," "La
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valse," and "Daphnis et Chloé." Tonight we will hear
one of Ravel's lesser known works, "L'enfant et les
sortilegés." Suzanne Danco, soprano, and Hugues
Cuénod, tenor, are accompanied by the Orchestre de la

Suisse Romande, conducted by Ernest Ansermet.

Georges Bizet wrote his opera "Les pécheurs de
perles"—"The Pearl Fishers"--in 1863. Since that
time it has had its ups and downs, but it never has
become a staple with opera companies around the world.
Despite this, "Les pécheurs de perles" contains some
of Bizet's most inspired music. This afternoon we
will hear the opera in its entirety. The cast in-
cludes Janine Michaeu, Nicolai Gedda, and Ernest
Blanc. The chorus and orchestra of the Opéra-Comique
de Paris are conducted by Pierre Dervaux. '"The Pearl

Fishers," by Georges Bizet.

Next we will hear some delightful ballet music by the
French composer Andre Grétry. The compositions are
"Céphale et Procris," "La caravane du Caire," and "Lé-
preuve villageoise." Raymond Leppard conducts the

English Chamber Orchestra.

Marc-Antoine Charpentier's seldom heard '"Messe pour

plusieurs instruments au lieu des orgues" is our next
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selection on "Musical Masterpieces." Jean-Claude Mal-

goire conducts the Grande Ecurie et la Chambre du Roy.

GERMAN MUSIC COPY

"Die Dreigroschenoper" was first presented to the pub-
lic in 1928. The success of this work, which is nei-
ther opera nor musical comedy, established a new genre
of musical theater. Its authors, Kurt Weill and Ber-
tolt Brecht, took the two—hundred-year—old "Beggar's
Opera," by John Gay, as their model, and fashioned a
biting satire on the Germany of the 1920s. Tonight we
will hear three selections from "Die Drei-
groschenoper,”" as performed by Lotte Lenya, Wolfgang
Neuss, Willy Trenk-Trebitsch, and Inge Wolffberg.
First will be "Die Moritat von Mackie Messer," fol-
lowed by "Die Unsicherheit Menschlicher Verhdltnisse."
The concluding selection is "Die Ballade vom Angeneh-
men Leben." The orchestra and chorus are conducted by
Wilhelm Brickner-Riggeberg. Three selections from

"Die Dreigroschenoper."

Wolfgang Amadeus Mozart wrote "Die Entfihrung aus dem
Serail"--"The Abduction from the Seraglio'"--in 1782,
when the composer was twenty-six years of age. O0ften
considered Mozart's happiest comedy, the opera con-—-

tains some of his most beautiful arias. Today we will
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hear excerpts from the third act. First, Gerhard Un-
ger, in the role of Pedrillo, sings the romantic "Im
Mohrenland gefangen war," followed by Gottlob Frick in
the role of Osmin singing "0, wie will ich trium-
phieren." Finally, Anneliese Rothenberger as Con-
stanze, and Nicolai Gedda as Belmonte, sing the duet,
"Welche ein Geschik! 0 Qual der Seele!'" The Vienna
Philharmonic Orchestra is conducted by Josef Krips.
Three excerpts from Mozart's "Die Entfiihrung aus dem

Serail."

Next on the '"Musical Stage" we will hear the complete
"Merry Widow.'" "Die lustige Witwe," as it is called
in German, was written by Franz Lehar in 1905, and has
been popular with audiences all over the world since
that time. In tonight's performance, the part of
Hanna Glawari is sung by Hilde Giliden, the Graf Danilo
Danilowitsch is sung by Per Grunden, Waldemar Kmentt
sings the part of Camille de Rosillon, and Emmy Loose
is Valencienne. The Vienna State Opera Chorus and Or-—
chestra are conducted by Robert Stolz. We hear now,
without interruption, the complete "Merry Widow," by

Franz Lehar.

MIXED LANGUAGES MUSIC COPY

Welcome to "Music 'til Dawn." During the next five

hours we will hear works from opera and the concert
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stage. This morning's program features works from
Italian, Spanish, German, and Italian masters.

Our program begins with excerpts from Wolfgang Ama-—
deus Mozart's opera "The Marriage of Figaro." Fea-—
tured are Hilde Giliden as the Countess, Hermann Prey as
the Count, Anneliese Rothenberger as Susanna, Walter
Berry as Figaro, and Edith Mathis as Cherubino. The
Dresden State Orchestra and Chorus are directed by Ot-
mar Suitner.

We then will hear excerpts from Handel's seldom per—
formed oratorio "Belshazzar." Featured are Sylvia
Stahlman, soprano, Helen Raab, contralto, with Helmuth
Rilling conducting the Stuttgart Kirchenmusiktage Or-
chestra.

Andrés Segovia will then perform as soloist in the
Concierto del Sur, by Manuel Ponce. André Previn con-—
ducts the London Symphony Orchestra.

During the third hour, we will hear George Bizet's
"Jeux d'enfants," with Jean Martinon conducting the
Orchestre de la Société des Concerts du Conservatoire
de Paris.

Following will be Gabriel Fauré's "Masques et bergam—
asques." The Orchestre de la Suisse Romande is con-
ducted by Ernest Ansermet.

Vincent D'Indy's "Symphony on a French Mountain Air"
will bring us to our intermission, during which we

will present a news sumrmary.
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In the fourth hour, we will hear "Lieder und Gesénge
aus der Jugendzeit," by Gustav Mahler. This is sung
by Dietrich Fischer-Dieskau, baritone.

Gioacchino Rossini's overtures to "L'Italiana in Al-
geri" and "Il Signor Bruschino'" will hail the final
hour of our concert, which features music from the
Italian opera. Our first operatic excerpts will be
from Gaetano Donizetti's "L'elisir d'amore."” Featured
in the cast are Rosanna Carteri, soprano, Giuseppe
Taddei, baritone, and Luigi Alva, tenor. Tullio Ser-
afin conducts La Scala Orchestra.

The last selection on "Music 'til Dawn" will be ex-—
cerpts from the opera "La Favorita," by Gaetano Doni-
zetti. The cast includes Giuletta Simionato, mezzo-
soprano, Gianni Poggi, tenor, and Ettore Bastianini,
baritone. The Maggio Musicale Fiorentino is conducted
by Alberto Erede.

And now, our first musical work of the morning: Mo-

zart's '""Marriage of Figaro."

SPANISH NEWS COPY

SEGOVIA, SPAIN (UPI) CITY OFFICIALS PROCLAIMED A
STATE OF MOURNING TODAY FOR 50 PERSONS CRUSHED IN THE
COLLAPSE OF A RESTAURANT ROOF IN A MODEL VILLAGE SUN-
DAY. POLICE ARRESTED THE OWNER OF THE PROJECT AND
SOUGHT THE DESIGNERS.

DOCTORS SAID THEY FEARED MANY OF THE 120 INJURED

WOULD NOT SURVIVE.
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NEARLY 300 PERSONS WERE EATING A LATE LUNCH AT A
FIESTA TO CELEBRATE THE OPENING OF A NEW CONVENTION
HALL RESTAURANT IN THE MODEL VILLAGE OF LOS ANGELES DE
SAN RAFAEL 50 MILES NORTHWEST OF MADRID WHEN THE TRAG-
EDY OCCURRED.

IT WAS ALMOST TIME FOR SELECTION OF THREE BEAUTY
QUEENS OF THE FIESTA.

"SUDDENLY THERE WAS A DEAFENING ROAR AND I SAW A
BIG CLOUD OF DUST ERUPTING FROM THE BUILDING," SAID
CIVIL GUARD CORPORAL JOSE FLORES.

"DOZENS OF PEOPLE WERE SCREAMING, TRAPPED UNDER
THE DEBRIS. IT WAS TERRIBLE."

POLICE SAID THE DEAD INCLUDED 20 WOMEN, FOUR
CHILDREN AND ANGEL JIMENEZ MILLAN, 49, MAYOR OF THE
TOWN OF BARCO DE AVILA. ALL THE DEAD AND INJURED WERE
SPANIARDS.

*POLICE ARRESTED JESUS GIL, OWNER OF THE RESIDEN-
TIAL PROJECT, AND SAID THEY WOULD DETAIN "THE TECHNI-
CIANS" WHO DESIGNED THE PARTIALLY-COMPLETED COMPLEX.
THE CHARGES AGAINST GIL WERE NOT ANNOUNCED.

A REQUIEM MASS WAS SCHEDULED IN THE CATHEDRAL OF
SEGOVIA, AND CITY OFFICIALS PROCLAIMED THE STATE OF
MOURNING WOULD CONTINUE UNTIL THE BURIAL OF THOSE
KILLED.

ENRIQUE PRIETO, A SPOKESMAN FOR THE 1,976-ACRE
RESIDENTIAL PROJECT OF WEEKEND COTTAGES, SAID "WE DO

NOT KNOW WHAT HAPPENED. IT WAS A TERRIFIC BLOW. WE
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WERE TRYING TO BUILD A MODEL CITY AND WE WILL CONTINUE
OUR PROGRAM."

RUFINA DE ANTON GALA TOLD OF HIS EXPERIENCE FROM
A HOSPITAL BED.

"IT WAS A NIGHTMARE. I WAS LAUGHING WITH SOME
FRIENDS SITTING AT MY TABLE. AS I LAUGHED, I LOOKED
UP. THE CEILING WAS OPENING TOWARD US WITH A SUDDEN

BANG. EVERYBODY SCREAMED."

MIAMI (UPI) THE COAST GUARD SENT TWO HELICOPTERS
AND AN AIRPLANE MONDAY TO PICK UP FOUR SURVIVORS OF A
SHIP BOILER ROOM BLAST THAT KILLED FOUR OTHER MEN.

A SPOKESMAN SAID THE BLAST OCCURRED SUNDAY NIGHT
AND DISABLED THE VESSEL, IDENTIFIED AS THE 287-F00T
VICTORIA OF DOMINICAN REGISTRY. IT WAS OFF THE COAST
OF CUBA AT THE TIME.

A COAST GUARD SPOKESMAN IDENTIFIED THE FOUR DEAD
MEN AS ROBERTO LINAREA, 39, GUATEMALA; MAURO REYS, 36,
OF CRUZ, DOMINICAN REPUBLIC; RAFAEL BRITO, 29, MORBEL,
DOMINICAN REPUBLIC; AND JOAQUIN DAMAS, 51, OF HAITI.
CRITICALLY INJURED WAS NIANO PAUL, 31, OF HAITI. LESS
SEVERELY HURT WERE FELIX ARAUJO, 32, ADOLFO PEREZ, 33,
AND LEONARTO MATOS, ALL OF THE DOMINICAN REPUBLIC.

THERE WAS NO WORD FROM THE SHIP OR ITS AGENTS AS
TO WHAT WOULD BE DONE FOR THE SHIP, REPORTED DISABLED
AND WITHOUT POWER 15 MILES OFF THE NORTHEAST COAST OF

CUBA, THE SPOKESMAN SAID.
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THE COAST GUARD SENT TWO HELICOPTERS TO TAKE THE
INJURED MEN FROM THE VESSEL TO GREAT EXUMA ISLAND IN
THE BAHAMAS FOR TRANSFER TO AN AIRPLANE AND A FLIGHT
TO MIAMI.

CAUSE OF THE EXPLOSION WAS NOT KNOWN. THE COAST
GUARD SAID IT HAD RECEIVED ONLY THE BRIEFEST OF RE-
PORTS ABOUT THE INCIDENT FROM ANOTHER VESSEL IN THE

AREA.

ITALTAN NEWS COPY

ROME (UPI) THE GOVERNMENT SATURDAY APPROVED A
BILL RESTRICTING THE EXPLOITATION OF UNDERGROUND WATER
IN THE VENICE HINTERLAND IN HOPES OF KEEPING THE LA-
GOON CITY FROM SINKING INTO THE ADRIATIC SEA.

THE PUMPING OF WATER FROM THE SUBSOIL IS ONE OF
SEVERAL CAUSES CITED BY SCIENTISTS FOR THE STEADY
SINKING OF THE CITY, WHICH IS FLOODED BY HIGH TIDES
WITH INCREASING FREQUENCY.

MOST EXPERTS SAY VENICE WILL DISAPPEAR FOREVER
UNDER THE ADRIATIC WITHIN THREE CENTURIES UNLESS SOME-
THING DRASTIC IS DONE TO SAVE IT. EUGENIO MIOZZI,
FORMER CHIEF ENGINEER OF VENICE, SAYS DISASTER IS MORE
IMMINENT AND THE CITY HAS ONLY 80 YEARS TO LIVE.

THE BILL APPROVED BY THE CABINET WOULD REQUIRE A
GOVERNMENT PERMIT FOR ANY SEARCH FOR AND EXPLOITATION

OF SUBSOIL WATERS IN THE PROVINCES OF VENICE, PADUA,
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VICENZA AND TREVISO, A TOTAL AREA OF 3,802 SQUARE
MILES.

THE MEASURE, WHICH GOES TO PARLIAMENT FOR DEBATE,
FOLLOWS RECENT RESTRICTIONS ON EXPLOITATION OF NATURAL
GAS IN THE SAME GENERAL AREA.

OTHER MEASURES TO PROTECT VENICE AGAINST THE SEA
HAVE BEEN UNDER STUDY FOR SOME TIME WITH HELP FROM

DUTCH HYDRAULICS EXPERTS.

FRENCH NEWS COPY

PARIS (UPI) BARON EMMANUEL D'ASTIER DE LA VI-
GERIE, SOMETIMES KNOWN AS THE "RED BARON" FOR HIS EX-
TREME LEFTIST VIEWS, DIED THURSDAY AT HIS PARIS HOME.
HE WAS 69.

THE BARON SERVED AS MINISTER OF THE INTERIOR IN
THE PROVISIONAL GOVERNMENT FORMED BY GEN. CHARLES DE
GAULLE IMMEDIATELY AFTER WORLD WAR II AND WAS REGARDED
AS ONE OF THE MOST LEFTIST OF DE GAULLE'S SUPPORTERS.

HE LATER SERVED IN THE CHAMBER OF DEPUTIES AND
WAS FOUNDER AND DIRECTOR OF THE MONTHLY MAGAZINE OF
OPINION, L'EVENEMENT.

BORN IN PARIS JAN. 6, 1900, HE MARRIED THE DAUGH-
TER OF THE RUSSIAN REVOLUTIONARY LEONID KRASSINE IN

1947. HE IS SURVIVED BY HIS WIFE AND THEIR TWO SONS.

NICE, FRANCE (UPI) FORMER KING UMBERTO OF ITALY

ARRIVED BY PRIVATE PLANE FRIDAY TO ATTEND THE RELI-
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GIOUS WEDDING OF HIS DAUGHTER, PRINCESS MARIA GA-
BRIELLA.

THE PRINCESS WILL BE MARRIED SATURDAY AT NOON TO
ROBERT DE BALKANY IN A PRIVATE CHAPEL AT THE CHATEAU
DE BALSAN NEAR HERE. THE REV. FRANCESCO PIPAN, WHO
WAS THE PRINCESS' PHILOSOPHY TEACHER WHEN SHE STUDIED
IN LISBON, WILL PERFORM THE RITE.

BESIDES HER FATHER, ITALY'S LAST KING, PRINCESS
GABRIELLA WILL BE ACCOMPANIED BY PRINCE MICHEL DE
GRECE, WITNESS AT THE EARLIER CIVIL CEREMONY, AND HER
BROTHER, PRINCE VITTORIO EMMANUEL.

THE CEILING OF THE CHAPEL WILL BE DECORATED WITH
RIBBONS OF LIGHT BLUE AND BLACK, THE COLORS OF DE BAL-

KANY'S YACHT.

GERMAN NEWS COPY

MUNICH, GERMANY (UPI)} GERMAN AIRCRAFT DESIGNER
SIEGFRIED GUENTER, WHO HELPED DEVELOP THE WORLD'S
FIRST JET PLANE, DIED THURSDAY OF A HEART ATTACK IN
WEST BERLIN, IT WAS ANNOUNCED FRIDAY. HE WAS 69.

THE VEREINIGTE FLUGTECHNISCHE WERKE (VFW) AERO-
SPACE FIRM, WHOSE SOUTH GERMAN OPERATIONS GUENTER
HEADED, SAID THAT GUENTER WITH HIS BROTHER WALTER DE-
SIGNED THE FIRST JET, THE HEINKEL 178.

OTHER FAMOUS AIRCRAFT GUENTER DESIGNED WHILE WITH
HEINKEL, WHICH IS NOW PART OF VFW, INCLUDED THE HEIN-

KEL 111 BOMBER OF WORLD WAR II AND THE HEINKEL 100 AND
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119 WHICH SET INTERNATIONAL SPEED RECORDS BEFORE THE
WAR.

GUENTER WAS ONE OF MANY GERMAN ENGINEERS AND SCI-
ENTISTS THE RUSSIANS PUT TO WORK FOR THEM IN THE SO-
VIET UNION AFTER WORLD WAR II.

HE WAS REPORTED TO HAVE PLAYED A KEY ROLE IN DE-
VELOPMENT OF THE SOVIET MIG JET FIGHTERS. GUENTER WAS
SENT BACK IN 1954 AND REJOINED HEINKEL, WHICH LATER

MERGED WITH VFW.

MAINZ, GERMANY (UPI) IT IS TIME TO FORGET ALL
THIS TALK OF A CURSE AND GET ON WITH RECOVERING THE
GOLD LEGEND HAS ALWAYS SAID LIES ON THE BOTTOM OF THE
RHINE, SAYS MAYOR HANS JACOBI.

"THIS IS NO JOKE," JACOBI SAID THURSDAY. "THIS
VENTURE IS BASED ON YEARS OF SCIENTIFIC RESEARCH."

WILHELM MATTHES OF THE CITY SURVEYING OFFICE HAS
PLOTTED THE LOCATION OF THE GOLD, SOMEWHERE IN A MILE-
LONG STRETCH OF THE RHINE WHERE THE RIVER MAKES A 180-
DEGREE LOOP.

LEGEND SAID THE NIBELUNGEN GOLD ORIGINALLY BE-
LONGED TO THE BURGUNDIAN KINGS FROM WHOM IT WAS STO-
LEN. LATER A BURGUNDIAN KNIGHT SANK IT FOR SAFEKEEP-
ING.

THE DWARF ALBERICH WAS SAID TO HAVE PUT A CURSE
ON THE GOLD JUST BEFORE HE WAS SLAIN BY THE GERMANIC

PRINCE SIEGFRIED.
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Cafe L'Europa

60 seconds

When you think of good food, you probably think of
Paris, Copenhagen, or Rome. But, now, right here in
the center of America, you can find the best of Euro-—
pean and Asian cuisine at a price that will surprise
you. The CAFE L'EUROPA, on Highway 40 at White's
Road, is under the supervision of Chef Aristide Fram-—
boise. Chef Framboise earned his Cordon Bleu at the

famous Ecole des Quatre Gourmandes in Cannes, France.

The Chef's staff of European and Asian cooks have been
personally trained for the exacting work of pleasing
you, regardless of your culinary preferences. Whether

you like poulet sauté marseillais or gedampfte Brust,

spaghetti all' amatriciana or calamares en su tinta,

you'll thrill to your candlelight dinner at CAFE
L'EUROPA. Dial 777-3434, and ask our Maitre D for a
reservation soon. That's 777-3434, the CAFE L'EUROPA,

at White's Road on Highway 40.

Cafe L'Europa

60 seconds

How long since you've taken your wife out for a spe-
cial occasion of your own making? Not a birthday, an-
niversary, or holiday, but an evening you've set aside
to tell her you appreciate her. The CAFE L'EUROPA is

the perfect restaurant for this and all other very
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special celebrations. The CAFE L'EUROPA, on Highway
40 at White's Road, features delicacies from around
the world. Mahi-mahi from Hawaii, sukiyaki from Ja-
pan, nasi goereng from Indonesia. European cuisine
includes Pfannekoeken from Holland, cochifrito from
Spain, and ratatouille from France. If you like less
exotic dishes, try English Welsh rabbit or German
Sauerbraten. Whatever your taste, you're sure to en-
joy candlelight dining at CAFE L'EUROPA. Make a date
with your wife now, and call our Maitre D for dining
reservations. Dial 777-3434, and prepare yourself for
an unforgettable evening of dining at the CAFE
L'EUROPA. Your wife will appreciate your thoughtful-

ness.

Wiseman's International Circus

60 seconds

(IMITATING A CARNIVAL BARKER) HURRY, HURRY, HURRY!
The world's greatest show is about to begin! Yes,
Wiseman's International Circus will be visiting

for ten gala performances during the

(name of city)

week of . See the death-defying
(inclusive dates)

space shot of Spain's Julio Zurrapiento, two hundred
feet to a splashdown! Thrill to the daring Sklada-

nowski Brothers, high-wire artists from Poland!
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You'll hold your breath as Georges Cinquataine, sensa-
tional French animal trainer, performs with fierce
lions, tigers, leopards, and grizzly bears, all in the
ring at the same time! For beauty, see the Satyajit
Koomarswami dancers from Hindustan in their "Kashmiri
Love Dance." And for the children, Wiseman's famous
circus clowns under the leadership of internationally
renowned Alois Schicklgruber, the greatest clown of
them all! So, HURRY, HURRY, HURRY. Seven big circus

days, beginning Monday, . It's Wiseman's In-
(date)

ternational Circus. Tickets are now on sale at all
Drug, and Grocery stores. Call

or write now, for the World's Greatest Circus!

CLIENT: Hough's House of Fabrics

LENGTH: 60 seconds

ANNCR: Hough's House of Fabrics announces its annual spring
fashion yardage sale. Beginning this Thursday and
running for one full week, you can save dollars while
you prepare for a colorful spring and summer. Syn-—
thetic fabrics that never need ironing, in a variety
of textures and patterns——appliqué puff, crépe de
chine, etched peau di luna, your choice, only $2.49 a
yard. Or, look for summertime sheers—-batiste, voile,
or crushed crepe, at just $1.09 a yard. Hough's has a

complete collection of dazzling Hawaiian prints, too.
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Wahini poplin, Kahului broadcloth, or Niihau jacquard
weave——with prices ranging from 99¢ to $2.89 a yard.
And, yes, Hough's has patterns, notions, and every-
thing else you need to create your wardrobe for the
coming season. So, why don't you save money and get
started on your own versatile and original spring and
summer wardrobe right now? Remember, Hough's House of
Fabrics, in the Northfield Shopping Center, just out
of town on Marsh Road. That's Hough's——on Marsh Road.

Sale ends a week from Thursday.

Kuyumjian's Rug Bazaar

60 seconds

Kuyumjian's has just received a large shipment of new
and used oriental rugs which must be sold at once.
These rugs are being sold to settle tax liens against
a major import firm. So, their misfortune is your
gain. Here is your chance to own a genuine oriental
rug at a fraction of its regular cost. Gulistan, Ker-
man, Sarouk, Shiraz, and Baktiary rugs at unheard-of
prices. Time does not permit é complete listing, but
here are a few specials: a five-by-seven Faridombeh
rug in antique gold, only $288. A three-by-five Fer-
aghan in ivory and pistachio, just $375. An extra—
large, nine-by-fourteen virgin wool Ispahan ivory,

$1,000. Small Yezd, Oushak, and Belouj scatter rugs at
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less than $100. All sizes are approximate, and quan-
tities of each style are limited. Visit Kuyumjian's
this week, and become the proud owner of an original,
hand-woven, virgin wool oriental rug. Kuyumjian's Rug
Bazaar, on the downtown mall opposite the State Thea-

tre.



CHAPTER

THE TECHNICAL SIDE

This chapter provides basic information about standard broadcast
equipment often operated by announcers. The chapter discusses op-
crational aspects of broadcast equipment, a few basic details of au-
tomated radio, and standardized hand signals. The use of portable
audio recorders is outlined in Chapter 11, As an announcer you must
master many aspects of broadcasting in addition to good dclivery.
Some of them are identifying, sclecting, and using microphones;
cueing and playing records and audiotape cartridges; operating audio
consoles; and using hand signals.  You should give them special
attention it you intend to become a professional announcer.

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

Because broadeast equipment and station practices vary so much,

166
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you should seck help trom the studio enginceer as soon as you arrive
at a new station.  Ask specitically

what kind of ecquipment is used at the station

what modifications, if any, have been made that might aftect its
handling or performance

what idiosyncrasics the equipment has

how to report malfunctioning equipment

to sce the polar patterns of the microphones you will use
what special procedures you should know about

what special sensitivities members of the technical staff have about
the use of equipment

If you cstablish a friendly working relationship with the studio en-
gincer, and if you are secure enough to admit that you sometimes
need help, chances are very good that you will be well coached.

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

Microphones transform sound waves into clectrical impulses and
are usually classitied by internal structure, pickup or polar pattern,
and intended use. As an announcer you will probably not sclect the
microphones you use, but you should be able to recognize the types
given to you so that you can use cach one to your best advantage.

Ribbon or Velocity Microphones.  The ribbon microphone contains a
metallic ribbon, supported at the ends, between the poles of a per-
manent magnet. The ribbon moves when sound waves strike it,
generating voltage that is immediately relayed to the audio console.
The straight ribbon or velocity microphone is extremely sensitive to
all sounds within a great frequency range, flattering to the human
voice, unaftfected by changes in air pressure, humidity, and temper-
ature, and not prone to picking up reflected sound. You should
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consider requesting an RCA 77-DX or BK-5B if you want your voice
to sound decper and more resonant, if you have problems with
excessive sibilance, or if you tend to pop your plosive consonants.
When using a ribbon mic, it is best to stand or sit approximately two
feet from it and speak directly into it. However, some announce
booths and control rooms are too small to permit a two-foot distance
between announcer and mic without introducing serious acoustical
problems. Unless the booth has been well treated with sound-damp-
ing material, you will probably have to work about a foot from the
- mic. This range with a ribbon mic usually makes voice quality
deeper, so if you find you have voice reproduction problems at close
range, move to one side of the mic and speak across its front screen.

Although ribbon microphones arc seldom used in television, the
RCA 77-DX is widely used in both radio and television. It is one of
the few microphones that can be adjusted to a variety of pickup
patterns and sound characteristics. Your work will be affected by the
way it is set. For voice work the ribbon mic is significantly more
flattering when the set screws are turned to “Voice 17 and “Bidirec-
tional.”

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

Despite continual improvement of internal diaphragm suspension
systems, lavaliere dynamic mics must be used carefully to avoid
picking up unwanted noise. A script being thumbed or rattled three
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inches away trom the lavaliere will be as loud as or louder than a
voice coming from a foot or more away. Clothing brushing against
the surface of the mic will sound like a forest fire. Nervous toying
with the microphone cable will transmit scratching and rumbling
sounds directly into the microphone.

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

The pickup pattern of a microphone is the shape of the area around
it where it picks up sounds with maximum fidelity and volume.
Nearly all microphones can pick up sounds from areas outside the
idcal pattern, but their quality is not as good. For best results, you,
the sound source, should be within the pickup pattern, generating
cnough volume to allow the engineer to keep the volume control
knob at a minimal level. It you arc off mic—that is, out of the
pattern—or it you speak too softly, the audio operator will have to
turn up the volume control and the microphones will automatically
distort your voice and transmit unwanted sounds from outside the
pattern. On television, if you use a lavaliere or a boom mic, you
need not be concerned about pickup patterns; both types were de-
signed to be invisible or at least unobtrusive on camera and do not
require you to do more than project your voice at an adequate volume
level. When you use a desk, stand, handheld, or control-room mic,
you cannot ignore the pickup pattern of the instrument. You are
expected to position yourself properly and adjust yourself and the
mic to improve the sound.

Manufacturers classity microphones according to five pickup pat-
terns: (1) unidirectional, in which only one side of the mic is live; (2)
bidirectional, in which two sides of the microphone are live; (3)
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cardioid, in which the pattern is predominately unidirectional and
heart shaped; (4) omnidirectional (or nondirectional), in which the
mic is live in all directions; and (3) multidirectional (or polydirec-
tional), in which two or more patterns can be achieved by adjusting
a SCt SCrew.

Descriptions and engineering diagrams (see Figure 6.1) of micro-
phone pickup patterns are inadvertently misleading for two reasons.
First, they do not show the three-dimensionality of the pattern. Sec-
ond, they do not indicate that the pattern changes when the relation-
ship between instrument and sound source changes. A unidirectional
microphone, for instance, is unidirectional only as long as the screen
allowing sound to enter is vertical and at the same heighe as the sound
source. When the instrument is tipped so that the screen is parallel
to the floor, or when it is placed a little below or above the sound
source, it becomes omnidirectional. In both applications, the actual
pickup arca is a ncarly perfect globe abutting on the face of the
instrument.

Because cardioid mics can be placed in every conceivable position
between instrument and sound source, the patterns vary in design
and arc especially difficult to understand from cengineering dia-
grams. The complex cardioid pattern, shown in two dimensions on
engincering data sheets, is significantly different when the mic is
handheld and when it is standmounted at a thirty-degree angle. The
data sheet will show you whether a particular cardioid microphone
has a narrow or wide angle of front sound acceptance, as well as the
arcas of rcar acceptance and rejection, but only actual practice with
cardioid mics will teach you how to position them. In studying the
typical pickup patterns in Figure 6.1, remember that the actual pattern
is three-dimensional and that the illustrations for unidirectional mics,
including cardioid patterns, show the mic lying flat with the screen
pointed toward zcro degrees whereas omnidirectional illustrations
show the screen pointing directly toward you.

Both radio and television have developed diversitied production
mecthods, and microphones have become increasingly specialized. A
microphone of onc design may be ideal for one kind of work and
inappropriate for another, even though its pickup pattern and internal
structure conform to the requirements of both jobs. Once dynamic
omnidirectional mic may have been designed to be handheld whereas
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Figure 6.1 Microphone polar patterns.,
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Figure 6.2 RCA 77-DX ribbon microphone (top left). (Courtesy RCA)

Figure 6.3 Sony C-37P condenser microphone (top right). A sclector switch allows
users to place the microphone in both uni- and omnidirectional modes.  (Courtesy
Sony Corporation of America)

Figure 6.4 Elcctro-Voice RE15 dynamic cardioid microphone (bottom fett). (Cour-
tesy Electro-Voice, Inc.)

Figure 6.5 Electro-Voice RE20 dynamic cardioid microphone (bottom center).
(Courtesy Electro-Voice, Inc.)

Figure 6.6 Electro-Voice 635A dynamic omnidirectional microphone  (bottom
right). (Courtesy Electro-Voice, Inc.)

another may have been made in miniature for use as a lavaliere. A
rugged dynamic mic may be best for a high-volume disc jockey but
a sensitive condenser may be best for work on a sterco FM station.
As an announcer you can cxpect to work with a dozen or more
different mics over the years. Microphones can be classitied according
to their intended or best use:
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Announce Microphones.  These are in radio station announce booths
and are used as well for oft-camera film and television narration.
Typical announce mics are the Sony C-37P, the Electro-Voice RE15,
RE20, and 635A, and the RCA 77-DX.

Stand Microphones.  These are used for off-camera narration and in
the production of radio commercials. The RCA 77-DX and the Sony
C-47 are examples.

Handheld Microphones.  These versatile mics can be used indoors or
out and can be handheld or deskmounted. The Electro-Voice 635A,
RES55, and DO54 are widely used handheld microphones.

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

Lavaliere Microphones.  Lavaliere microphones have many advantages
in television applications. They are small and unobtrusive, they save
the cost of an audio boom operator, and some can be operated as
wireless mics. In general use today are the Sony ECM-30 and the
Electro-Voice CO90.

Television Desk Microphones.  These microphones, which are often the
same as radio announce mics, are used extensively by sportscasters.
Popular desk mics are the Electro-Voice 635A and RE15 and the
Shure SM7.

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

Advances in microphones are constantly being made, and it is
probable that instruments not mentioned here will be in use by the
time you are ready to work. Despite progress in miniaturization,
sensitivity, and fidelity, the principles of microphone use will never-
theless remain the same for many years.
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Figure 6.7 Sony C-47 condenser microphone (top left). It can be switched to uni-
and omnidircetional modes. (Courtesy Sony Corporation of America)

Figure 6.8 Elcctro-Voice RE55 dynamic omnidirectional microphone (top right).
(Courtesy Electro-Voice, Inc.)

Figure 6.9 Electro-Voice DO5+ dynamic microphone (bottom left). (Courtesy Elec-
tro-Voice, Inc.)

Figure 6.10 Electro-Voice CHI15S condenser boom  microphone (bottom right).
(Courtesy Electro-Voice, Inc.)

Figure 6.11 Electro-Voice CL42S condenser shotgun boom microphone (opposite
page, top). (Courtesy Electro-Voice, Inc.)

Figure 6.12 Sony ECM-30 condenser lavaliere microphone (opposite page, center).
(Courtesy Sony Corporation ot America)

Figure 6.13 Shurc SM7 dynamic cardioid microphone (opposite page, bottom lett).
(Courtesy Shure Brothers, Inc.)

Figure 6.14 Elcctro-Voice COY0 condenscr lavaliere microphone (opposite page, bot-
tom right). (Courtesy Electro-Voice, Inc.)
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Figure 6.15 Spotmaster tape cartridge recorder.  (Courtesy Broadcast Electronics,
Inc.)

A portion of your time on the job will probably be spent cucing up
and playing records. Tape cartridges have replaced recl-to-reel tapes
for commercials and station 1Ds, but you can expect to work with
discs, too. In this section little attention is given to audiotape car-
tridges, since you can learn to play them in less than five minutes.
The cartridge is loaded with a looped, endless audiotape that auto-
matically rewinds as it is played. You insert the cartridge into a slot
in the playback machine and press a button to start the tape; after the
tape has played, allow it to run until it stops by itself; it has auto-
matically recued and is ready for another playing. It you stop the
tape before it recues, you will get dead air at the start of its next
playing, and it will automatically stop when it has reached the cue
position.

Most broadcast turntables are made up of the following: (1) a
rotating turntable with a drive mechanism concealed undernceath, (2)
a pickup or tone arm, (3) onc or more pickup cartridges, (4) an oft-
on switch, (5) a variable cqualizer, (6) a speed switch, (7) an attach-
ment for playing the large-holed 45 rpm discs.
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1. Rotating turntable. The turntable is usually started by bringing
a small rubber capstan driven by an clectric motor into contact with
the inside rim of the turntable. The contact between the capstan and
the rim is firm, and the rubber consequently is somewhat fattened
against the metal. If you carelessly leave the capstan engaged for long
periods of time when the motor is not running, the rubber will
acquire a permanent flat place, destroying the accuracy of the turn-
table’s speed.

The turntable itself is usually made of metal. A felt or rubber pad
covers it, and the disc is placed on top of this. The pad is not attached
to the metal, and many announcers merely hold the pad, turn on the
power, and release the pad to start the record.

Many turntables have a large, recessed mictal hub in the center. By
removing the rubber or felt pad and turning thé hub slightly, it may
be raised to accommodate the large-holed 45 rpm discs.

2. Pickup or tone arm. Pickup arms used in broadcasting are both
counterbalanced and damped to prevent damage to records. In mod-
e practice, a tone arm is adjusted to put less than one gram of
pressure on the grooves of the record, while viscous damping, using
fluid silicone in a hy