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PREFACE

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

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

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

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

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

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

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

S. W. H.
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1
BROADCAST
ANNOUNCING

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

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

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

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



FIGURE 1.1

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

THE BROADCAST
ANNOUNCER

CHAPTER 1

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

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




BROADCAST ANNOUNCING 3

FIGURE 1.2

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

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

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

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




FIGURE 1.3

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

CHAPTER 1

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

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

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

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

Broadcast journalism:

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

commentators

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

Sports:

play-by-play announcers
play and game analysts

Music:

disc jockeys

classical music announcers
Public affairs:

interviewers
panel moderators
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Commercials:

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

Narration:

readers of film and video documentaries

Acting as host or hostess on special programs:

talk shows (television)

phone-in talk shows (radio)

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

dance, popular music shows (television)

ballet, modern dance shows (television)

featured films

children’s programs

game shows

Staff announcing:

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

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

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




BROADCAST ANNOUNCING 7

FIGURE 1.5

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

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

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




FIGURE 1.6

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

CHAPTER 1

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

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

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

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

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

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

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

CHAPTER 1

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

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

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

Education for
Specialized
Duties

General
Education

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

Look for courses teaching the following skills:

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

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

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

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

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

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

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

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

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

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

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

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

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

News anchor Bob Jiminez
discusses last-minute
script changes during a
newscast. (Courtesy
KRON-TV, San Francisco)

CHAPTER 1

Social and behavioral sciences—courses in psychology, sociology,
political science, urban studies, and ethnic studies

Quantitative reasoning—essentially, mathematics and computational
methods

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

FIGURE 1.10

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

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

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

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

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

Television talk show
hostess Terry Lowry
elicits a question from the
audience. (Courtesy
"AM San Francisco,”’
KGO-TV, San Francisco)
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are others who work hard, possess outstanding skill, and never want
for work but who, at the same time, pollute the public air. These are
the announcers who sensationalize or slant the news, who seriously
misrepresent shoddy products, who circulate unfounded rumors, or
who fan the flames of prejudice by displaying misguided fervor. In a
free society, such announcers are protected by the First Amendment to
the Constitution; the only protection the audience has resides in the
integrity of each individual announcer.

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

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

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

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

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



2
THE ANNOUNCER
AS COMMUNICATOR

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

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

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

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

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

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

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

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

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

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

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

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

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

copy.



THE ANNOUNCER AS COMMUNICATOR 23

Read the copy twice to get the general meaning.

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

. What is the general mood of the copy?

Where does the mood change?

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

What help is the punctuation in reading the copy?

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

cannot pronounce?

Read the copy aloud.

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

copy? Do you reveal this interest?

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

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

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

13. Do you need to do any characterization?

o R R

2@

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

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

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

see the new Jaguar tomorrow!

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

OTHER OUT OF HIDING.

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

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

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

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

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

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

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

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

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

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

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

TER THESE MESSAGES.

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

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

LENGTH:

ANNCR:

SFX:

ANNCR:

SFX:

ANNCR:

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

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

getting the attention of the listener or viewer

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

e. repeating some of the selling points

f. repeating the name and address of the sponsor

a0 o

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

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

Deming Advertising, Inc.

Mertel Coffee Mills

60 seconds

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

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

SOUND OF COFFEE BEANS BEING GROUND

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

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

Outstanding commercials are both subtle and complex. Special con-

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

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

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

If we offend, it is with our good will.

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

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

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

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

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

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

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

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

END OF QUOTE.

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

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

THE TIMES BEST SELLER LIST FOR THREE MONTHS.

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

ANNCR: The little boy dashed away through the night; his feet
made no sound on the dry pavement.
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In reading a sentence that contains a semicolon, you should pause
between the two clauses separated by the mark, but you should also
indicate by inflection (in the example, on the words "'night” and "his”)
that the two thoughts are related.

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

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

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

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

RICA, PANAMA, AND BELIZE.

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

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

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

The dash is also used to summarize a preceding statement:

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

c. Words to be stressed are underlined.

d. Question marks and exclamation marks are enlarged.

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

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

peer impassible
burlesque ordnance
fulsome immerge
mendicant apposite
catholic ascetic

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

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

drought accessories
forehead quay
toward pestle

diphtheria  worsted

These words are correctly pronounced as follows:

INTERNATIONAL

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

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

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

’He was hoist with his own petard.”

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

"’She has a Shavian wit.”

”She was given to spoonerisms.”

”She was false as Cressida.”

”He had the temper of Hotspur.”

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

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

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

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

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

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

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

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

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

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

Allen and Dorward
Blue Cross of Northern California

60 seconds

LOUD ROCK AND ROLL MUSIC

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

R & R DOWN AND UNDER

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

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

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

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

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

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

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

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

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

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

Because good times here are not forgotten.

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

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

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

narrating a program on the works of a great painter

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

b o

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

McDonald & Little Advertising
McDonald's

Egg McMuffin

60 seconds

BREAKFAST IS A BIG THING

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

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

messy with grits.

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

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

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

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

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

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

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

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

Practice: Ad-lib Announcing

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

3. A third reason for being meticulous about hitting marks is that
studios often feature area lighting, which means that not all parts of
the studio are illuminated equally. If you miss your mark, you may be
outside the area specifically prepared for your <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>