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The leading text in TV and radio announcing, this Sixth Edition is
more practical than ever:

® new chapter on beginning a career in announcing

e more coverage of corporate and cable industries

¢ updated chapter on broadcast equipment

® new ‘‘checklists’ offer succinct, practical tips
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Preface

Television and Radio Announcing emphasizes performance skills es-
sential to successful communication through electronic media. Like
its predecessors, the Sixth Edition is a comprehensive introduction to
the diverse field of broadcast performance, and it covers many topics:
analysis of copy and ways to convey the mood and message effectively;
instructions for working with microphones, cameras, and studio equip-
ment; guidelines for pronunciation, voice quality, and usage; strategies
for interviewing and ad-lib announcing; techniques for specialized
announcing; and career options and job seeking within the industry.

Those familiar with earlier editions of Television and Radio An-
nouncing are aware that, rather than proposing a single theory of
announcing, the book presents several theories of communication.
Beyond this foundation of theoretical balance, however, the book
takes a very practical approach to the announcing industry, offering
throughout tips on the mechanics and techniques of announcing. Be-
cause of the flexibility of topical presentation, instructors and students
can arrange the material in ways best suited to their needs.

New to This Edition

Chapter on Finding a Job

The Sixth Edition, which has been updated and reorganized, features
an all-new chapter, Chapter 13, “Starting a Career in Broadcasting.”
This chapter shows how to prepare résumés, cover letters, and audition
tapes; discusses resources and strategies for job seeking; provides
information on performers’ unions and relocating for that first job;
and includes a self-assessment checklist that helps students determine
their own goals and priorities.
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New Sections and Organization

The early chapters again focus on aspects of good communication and
performance; chapters on voice quality and American English usage
follow; after a tour through the average studio’s equipment, the book
turns to particular announcing specialties, such as commercials, in-
terviewing, radio and television news, and music announcing.

Chapter 1 has expanded material on ethics in broadcast announc-
ing, including a self-evaluatory section on typical ethical dilemmas in
the workplace.

In “Broadcast Equipment” (Chapter 6) and elsewhere, new ma-
terial explains how announcers’ jobs have been affected by advanced
technology such as digital programming and playback systems, satellite
uplinks, and portable cameras and recorders.

A new section in the chapter titled ‘““Commercials and Public-
Service Announcements’ provides information on accents, dialects,
and character voices; the chapter also includes many commercials for
student practice.

Material on foreign pronunciation and the International Phonetic
Alphabet (IPA), which had previously been integrated with material
throughout the book, has been consolidated into two distinct chapters
(Chapters 14 and 15) and placed at the end of the book for easy
reference.

Finally, the appendixes offer brief guidebooks to pronunciation,
official job titles, and nation/nationality terms.

Features on People and Issues

The reader will find a new series of “Spotlight” features on the people
and the issues of broadcasting. In some “Spotlight” features, suc-
cessful announcers share their stories about climbing the competitive
career ladder and offer tips on how to sell a radio commercial or how
to make sure your résumé gets noticed. Other ““Spotlights” track the
careers of national figures such as Oprah Winfrey, Harry Caray, and
Arsenio Hall; explain the technology of the 1990s for studios and
weather reporting; and address topics such as news production at
National Public Radio and ethics in broadcast announcing.

Practical Application Guides

Checklists, which offer concise, point-by-point strategies for better
broadcast performance, appear throughout the text; they outline tips
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for analyzing copy, preparing for an interview, getting ready to go on-
air, and so on.

Practice sections at the end of chapters put theory into practice
by directly applying chapter concepts in projects that the student can
perform at home or in the dorm room. (Ideas for group projects are
offered in the Instructor’s Manual.) Practicing timing and style on
audio tape, turning newspaper stories into news copy, and analyzing
commercial copy are some of the ways students can begin immediately
to apply announcing techniques.
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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 how to communicate can be of
lasting benefit, whether or not you intend to become a broadcast
performer. Confident, effective expression has always been an inval-
uable tool. The ever-increasing significance of electronic media means
that competence 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 an-
nouncing. It discusses announcing as a profession, treats both the
technical and the performance aspects of the field, covers correct usage
of American and Canadian English, describes major areas of spe-
cialization within the field, provides broadcast copy for practicing
performance skills, and offers job-seeking information and suggestions.

In a broader sense this book is about communication. If you apply
yourself, you can look forward to noticeable improvement in your
ability to (1) make pleasant speech sounds, (2) clearly articulate the
sounds of the English language, (3) vary pitch and volume effectively,
(4) pronounce words according to accepted standards, (5) select and
use words, phrases, similes, and metaphors effectively, (6) express
yourself confidently, (7) interpret copy, (8) speak ad-lib, and (9) com-
municate ideas lucidly, both orally and nonverbally.

The regular use of audio and video recorders can be of immense
help to 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 idiosyncrasies that displease you. Ask
others to comment on your performances, because you may fail to
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detect some of your shortcomings. As you make adjustments and
improve, you will gain confidence; this, in turn, should guarantee
further improvement.

Although you may have to rely on a department of communication
arts, mass communication, or broadcasting for regular practice with
a videocassette recorder, you can obtain an audio recorder of adequate
quality at a reasonable cost. If you are serious about becoming an
effective communicator, you should purchase and use an audio cassette
recorder. Choose your recorder carefully, testing it before purchase
under the conditions of intended use. For real improvement to take
place, you must work with a recorder that does not mislead you. A
poor-quality machine can distort your voice or create problems of
excessive sibilance and popping. It may cause you to waste time work-
ing on nonexistent problems, while failing to alert you to problems
that do exist.

You can also work on speech improvement without equipment of
any kind. You speak with others for a considerable amount of time
each day. Without sounding affected you can practice speaking clearly
in ordinary conversations. Many college students tend to slur words
as they speak. Make note of the number of times each day some-
one asks you to repeat what you have just said, often by uttering a
monosyllabic “huh?” This is an indication that you are not speaking
clearly enough for broadcast voice work.

For improvement of nonverbal communication skills, you can
practice in front of a mirror. Note the degree—too pronounced, just
right, or too weak—of your facial expressions and head movements.
Watch for physical mannerisms that may be annoying or that interfere
with clear communication. Through practice you can improve your
performance abilities significantly, even without the use of recording
equipment.

Closely related to performance ability is ear training. It is doubtful
that anyone who does not hear well can speak well. Develop a critical
ear as you listen to television and radio performers. Listen for vowel
distortions, mispronunciations, poor interpretation, and other attri-
butes of speech. Decide who impresses you as an outstanding user of
spoken language. Identify those speakers who make you snap to at-
tention, as well as those who cause you to tune out. Try to determine
the positive and negative characteristics and qualities of speakers, and
apply what you learn to your own work. (Speech diagnosis, speech
problems, and suggestions for improvement are covered in Chapter
4, “Voice and Diction.”)



Figure 1.1

As a news anchor, the
broadcast announcer
serves as an interpreter of
current events for the
viewing audience; what
she chooses to report and
the way in which she re-
ports affect popular con-
ceptions of local and
global affairs. (Courtesy
of Turner Broadcasting
Systems)
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The Broadcast Announcer

The broadcast announcer is essentially a product of the electronic age,
but several related professions have existed for centuries or even mil-
lennia. Preliterate storytellers, troubadours, the singers of psalms,
town criers, and early newspaper journalists were all forerunners of
modern announcers. Each was charged with providing a service to a
public. With some the emphasis was on the delivery of information;
with others it was on entertainment. Announcers are like storytellers
in that they speak directly to their audiences. Radio announcers also
resemble writers for the print medium in that they often describe
events their audiences have not seen. Television reporters and news
anchors, on the other hand, frequently describe events that are si-
multaneously being viewed live or on tape. As millions around the
world watched the 1969 moon landings, the presentation was enhanced
by commentators such as Walter Cronkite, who presented facts and
explained events that could not be shown. The 1989 prodemocracy
demonstrations in Beijing’s Tiananmen Square, as well as the 1989-
1990 U.S. invasion of Panama, would have been incomprehensible
without the comments and explanations of on-the-scene reporters.
For live coverage of occurrences, there is no model irom earlier times
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for the television announcer. When describing and commenting on
taped events, television reporters and news anchors can be compared
with the narrators of the newsreels that used to be shown in movie
theaters.

Despite the similarities that announcing shares with earlier profes-
sions, there are some important differences. Both radio and television
reach vast audiences, scattered over thousands of miles. In addition,
radio and television are instantaneous media. Radio made it possible
for the first time in history to describe to millions of people events as
they were occurring. Because of the opportunities radio presented for
instantaneous communication over great distances and the fact that
radio is a “‘blind”’ medium, announcers became indispensable. Radio
could not function without the services of people who provide direct
oral communication by describing events, introducing entertainers,
and reading the news. It was one thing for an oral historian to describe
to the people of Macedonia the triumph of Alexander over the Per-
sians months after the event; it was quite another for millions of
Americans to see and hear live reports from Eastern Europe as one
communist regime after another toppled in late 1989.

On radio the announcer is the clarifying link between the audience
and what would otherwise be a jumble of sound, noise, and silence.
On television the announcer is the presenter, the communicator, and
the interpreter. Without such performers neither radio nor television
as we know it would be possible. Obviously, their function is impor-
tant, and their responsibility considerable. Because announcers usu-
ally make direct presentations to their audiences, they also embody
economy. No other means of disseminating information is so direct
and swift as the word spoken directly to the listener. Small wonder,
then, that the radio or television announcer must be equipped with
native talent and a broad educational background, and then must
undergo intensive training and work diligently at practicing the
skill.

Announcers are also referred to as personalities, disc jockeys,
hosts, narrators, and reporters. In fact, some people who work in
broadcasting do not like to be called announcers and refer to them-
selves as news anchors, reporters, commentators, sportscasters, or
narrators. Specialization and codification have certainly made more
precise nomenclature possible, and it should be used when clarity
demands it. However, the term announcer will be used throughout
this book for simplicity whenever the profession is being discussed in
general terms.
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An announcer is anyone who speaks to an audience over radio or
television, through cable or other closed-circuit audio or video dis-
tribution, or by electronic amplification, as in an auditorium or theater.
Singers, actors, and actresses are considered announcers only when
they perform that specific function—in commercial presentations, for
example. There are many announcing specializations, including the
following:

Broadcast journalism
anchors, or news readers

field reporters—special assignment or general assignment

feature reporters (usually taking a humorous or satiric view of a current
event)

analysts

commentators

weather reporters
consumer affairs reporters
environmental reporters
science reporters
entertainment reporters
farm news reporters
business news reporters
medical reporters (usually doctors)
traffic reporters

Sports
play-by-play announcers (radio and television)

play and game analysts (radio and television)

sports reporters (radio and television)

Music

radio disc jockeys (DJs or jocks)

music video jockeys

classical music announcers (for both live and recorded performances)
Public affairs

interviewers

panel moderators
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One career option for
broadcast announcers is
radio disc jockey. Here DJ
Rohn Steelman produces
a taped program from
compact discs. ( Megan
Reisbord,courtesy of
KUHF-FM, University of
Houston)

Chapter 1

Commercials
voice-over announcers (radio and television)

demonstration and commercial announcers (television)

Narration
readers of scripts for film and video documentaries or industrial or
corporate presentations

Hosting special programs

hosts of talk shows, interview and phone-in (television and radio) and
remote live shows (radio); of magazine shows such as ‘“Evening Mag-
azine” and “Entertainment Tonight” (television); of food, gardening,
home repair, and similar specialty shows; of dance and popular music
shows (television); of children’s programs; and of game shows

introducers of feature films (occasionally also making pertinent com-
ments about the film before or after commercial breaks)

There are also many single-subject specialists who contribute to
talk shows or newscasts on topics such as gardening, cooking, exercise,
consumerism, science, art, and health. These specialists often work
with a station staff announcer who serves as host. (See Chapter 8,




Figure 1.3

Sports announcing spans
all forms of broadcast me-
dia. As shown here, an-
nouncers are often paired
to give both action and
interpretation: play-by-play
announcer Don Klein and
color announcer Don
Heinrich broadcast a
professional football
game. (Courtesy of 49ers
Report)
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“Interview and Talk Programs,” for details.) During televised parades
(Macy’s Thanksgiving Day Parade, the Rose Parade), announcing
teams identify the participants, explain float construction, and provide
color.! As you can see, there are many announcing specializations,
any one of which may be well-suited to your personality.

Employment as an Announcer

According to the U.S. Department of Labor. approximately fifty-five
thousand men and women are currently employed as broadcast an-
nouncers. Most are full-time employees of radio and television sta-
tions, cable operations, and broadcast networks. Some are full- or
part-time freelance announcers who perform as narrators for both
broadcast and nonbroadcast documentaries and instructional tapes.
Many freelance announcers work only sporadically; therefore, not

'Color was coined for radio to mean the description of things of interest that
could not be seen by the listeners; today, in both radio and television usage, color
announcers are those who provide stories of human interest, as well as anecdotes
of an informative, amusing, or offbeat nature.
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more than sixty thousand persons earn their full income as radio and
television announcers.

The rapid expansion of cable television services has created ad-
ditional openings for announcers. The applicant who can offer more
than announcing skills has a better chance for initial employment and
subsequent career advancement than does a narrowly trained spe-
cialist. Also, between 80 and 85 percent of all broadcast announcers
work for radio stations and 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 write and produce local com-
mercials, prepare weather reports, write or rewrite the news, or pro-
gram the computer at an automated station.

A growing number of men and women work, not.in broadcast
stations, but in industrial media, or corporate media. Audiotapes,
videocassettes, and slide-tape presentations are made for a variety of
purposes, including employee training, introduction of new products,
dissemination of information to distant branches, and in-house com-
munication. The term industrial media is a loose one, for it applies to
the media operations of hospitals, government agencies, schools, pris-
ons, and the military, as well as those of businesses. Few training or
media departments can afford the services of a full-time announcer or
narrator, 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. (Chapter
13, “Starting a Career in Broadcasting,” provides specific information
on job seeking.)

The following chapters describe the working conditions and the
kinds of abilities you will need to succeed in each of the major an-
nouncing specializations. Most students of announcing are interested
in one of three attractive job possibilities: news reporting, sports re-
porting (including play-by-play announcing), or music announcing.
Other students show enthusiasm for commercial delivery or for in-
terviewing. It is important for you to resist the temptation to concen-
trate on one kind of announcing. It is true that most radio stations
follow a single format—all music, all talk, or 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, while emphasizing the area in which you hope to spec-
ialize.

Television stations provide multiprogram service, but aside from
daily newscasts and interview-talk shows, there are relatively few
openings for announcers. Far more employees work in sales, traffic,



Figure 1.4

As the media industries
expand, more jobs are
created for announcers
and narrators in cable and
industrial production, local
news programs, and spec-
ialized formats addressing
environmental, political,
and consumer issues.
(Ken Robert Buck, The
Picture Cube)
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and engineering than in announcing. Local television stations do pro-
duce 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 infor-
mation about how announcers are hired by calling the production unit
of the sales or promotion department of a station. If a talent agency
is involved in local production, you should look under ‘Agencies,
Theatrical™ in the classified section of the telephone directories for
medium to large cities in your area. A call to such an agency will
provide you with information about how to present yourself for pos-
sible employment.

Education and Training

The subject matter of radio is not radio, nor is television the content
of television. Both of these influential media devote their broadcast
hours to news, weather, music, sports, and drama. During your time
in college you should not limit yourself to the study of broadcasting.
Although the ability to talk knowledgeably about broadcasting, to
operate standard broadcast equipment, and to interpret skillfully a
script prepared by someone else is necessary for employment, you
must be able to offer more to a station and the public. Radio and
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Figure 1.5

Only 55,000 women and
men are employed as
broadcast announcers,
and only a handful of
them can afford to special-
ize, as traffic reporter Bob
McCarthy does. (Courtesy
Bob McCarthy and KRON-
TV, San Francisco)
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television have little room for narrowly educated announcers. For one
thing, the influence—for good or ill—of radio and television broad-
casters is immense and must not be underestimated. Also, the broad-
cast announcer is being evaluated by increasingly sophisticated
listeners. Americans are better informed today than ever before. In-
formational media are reaching millions of people with more and more
messages of critical importance to their future. A television generation
has grown up to be quick to spot shallowness or ignorance.

The dramatic explosion of knowledge in the past several years will
make announcers who do not grow with the times inadequate for the
1990s. The makers of dictionaries have been adding new entries to
their editions at an unprecedented pace; each represents to an an-
nouncer 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. Moreover, as radio stations have
developed special-appeal formats. they have built up more homoge-
neous audiences who know and care about the program material being
offered. Therefore, the majority of listeners to a single-format radio
station are quick to detect and be turned off by an announcer’s lack
of knowledge.

Finally, on both radio and television the number of broadcast
hours devoted to unscripted presentations has increased considerably.
Television program hosts, disc jockeys, interviewers, announcers cov-
ering sports and special events, and talk show personalities use written
material only occasionally; most of the time they are on their own.
Radio and television field reporters almost never work from a script.



Figure 1.6

Announcers of the 1990s
must be trained not only in
a wide range of writing,
editing, and performing
duties but also in operat-
ing broadcast equipment.
Work at college stations
and in local internships is
the best way to prepare
for success in a first job.
Here TV reporter Caroline
Chang edits her stories
and then transmits them
from a bureau to her sta-
tion in Wilmington, North
Carolina. (© 1989 Michael
Edrington/The Image
Works)

Broadcast Announcing 11

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? It
is not possible to rank courses in any order of importance, because
individual employers have their own ideas about what is the best
preparation for the position of announcer. Above all, they look for
well-educated persons who possess certain basic skills: good writing
ability, outstanding proficiency in spoken communication, computa-
tional skills (basic math), and critical thinking. They also look for
people who are hard-working, self-motivated, and pleasant to be
around.

In studying to be a broadcast announcer, obviously you should
pursue subjects that will prepare you for your first announcing job.
You also should select courses that will qualify you for one or more
specializations beyond straight announcing. Finally, you must obtain
a broad background in the liberal arts and sciences; if you are serious
about an announcing career, your education must have breadth. The
courses mentioned in the checklist are arranged under these three
categories. You will probably not be able to study all the suggested
areas, but you should at least discuss them with an advisor.

Most departments of music offer a course in lyric diction, which
teaches principles of pronunciation of French, German, Italian, and
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Checklist: Taking
Courses to Build
Your Career

. Take courses that give you

training in radio and television

tory of sports, sports officiat-
ing, and the sociology of sport

announcing by focusing on the @ weather reporting—courses in
following subjects: interpreta- meteorology, weather analysis,
tion, articulation, phonation, weather forecasting, and geog-
phonetic transcription, micro- raphy
Eg(i?lfb:l:; :::;;::r?eg(rﬁ::ce‘ 3. T.ake a;u mzrl‘ny courses: as y:)ud
adapting one’s personality to C‘"? 100 er:your S
?he broadcast media, foreign u-cfm(?n’ Epecaty P th‘at
language pronuneiation, et exa'mme tt.nc followmg.topws.
trol room operations, small- L] sqcnalj ethical, aes.thetlc. and
format video production and hlston‘ca-l REppeaRiss O
editing, and writing for radio broRdesst tommitniedtion
and television. ® the arts—music, theater, litera-
2. Choose courses to prepare you ture, or;the graphic and plastic
for specialized duties associ- A
ated with the following jobs: ® social and behavioral sci-
® broadcast journalism—courses ences——psy'chology, soc1.ology,
in journalism, international re- urban'studies, and ethnic stud-
lations, political science, eco- o _
nomics, history, and geography ® quantitative reasoning—essen-
® broadcast sales and advertis- tially mathematics and compu-
ing—courses in business, mar- tational methods
keting, accounting, sales ® critical thinking—the study of
techniques, sales promotion, skills Frumal to clear and con-
and audience research structive thought
® sports and play-by-play an- ® media law and regulation
nouncing—courses in the his- ® writing, writing, writing

occasionally Russian or Spanish. Courses in control room operations
should include practice in manipulating audio consoles, tape cartridge
machines, compact disc players, reel-to-reel tape recorders, and turn-
tables. You need a course in video production and editing because
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some television stations expect field reporters to be able to tape and
edit their own news stories. News anchors must learn to write news-
copy. Most stations in medium to small markets expect announcers
to write commercial copy and station promotional pieces as well.

Many of the general courses you will take will be required for a
liberal arts degree from your college or university. Note that it is not
enough to study and practice writing for the media. Departments of
English offer courses in expository writing, essay writing, creative
writing, and dramatic writing. It is impossible to get too much writing
experience.

One area of preparation is important enough to warrant separate
mention. Broadcast stations rely heavily on the use of computerized
information systems. Computers have been used at automated stations
for years, and there are currently few areas of broadcast operations
that do not make some use of them. Computers are central to most
videotape editing systems, character generators, word processors,
graphics systems, scheduling and billing systems, and data-retrieval
systems. For most of these applications a specialized language—such
as FORTRAN or COBOL—is not required. Some familiarity with
information systems is highly desirable, and the ability to type well
is mandatory. A course in information science should be selected
with care, for most such courses are not geared toward applications
common in the broadcasting industry. For most students of announc-
ing, the ability to use Macintosh and IBM-compatible computers is
sufficient.

You must evaluate these suggestions in the light of your own
aptitudes, interests, and career plans. Any college counselor can help
you determine the appropriateness of the courses available to you.
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 an
associate in arts or 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 the history of broadcasting, writing for the electronic media,
broadcast research, and communication theory. Whether you are en-
rolled in a two- or four-year program, it is unlikely that you will be
offered more than 6 semester hours of performance courses. You
should, therefore, look for performance opportunities wherever they
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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 non-
performance courses, all of which are important to your development
as a well-rounded broadcaster.

Clearly, announcing encompasses a wide range of activities. Most
modern liberal arts colleges and their broadcasting departments are
well equipped to help you begin the process of becoming a competent
and versatile communicator, which is what you must be if you expect
to be able to face challenges such as these:

® You are a staff announcer, and you are to read a commercial for a
local restaurant featuring international cuisine. You must pro-
nounce correctly vichyssoise, coq au vin, paella, saltimbocca alla
Romana, and hasenpfeffer.

® You are a staff announcer, and you must read news headlines con-
taining the place names Sault Sainte Marie, Schleswig-Holstein,
Santa Rosa de Copdn, Sdo Paulo, and Leicester.

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

® You are a commercial announcer, and the copy for a pharmaceutical
company demands that you correctly pronounce hexachlorophene,
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 the inevitable moments of inactivity.

® You are the play-by-play announcer for a semipro baseball game,
and you must pronounce the names Martineau, Buchignani, Yturri,
Sockolow, Watanabe, Engebrecht, and MacLeod.

® You have been assigned to interview a Nobel Prize winner in as-
trophysics, and you need to obtain basic information about the field
as well as biographical data on the winner.

® 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.

You are covering a crowd scene that could deteriorate into a riot.
You are expected to assess responsibly the human dynamics of the
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scene, while carefully avoiding comments or activities that could
precipitate violence in this already dangerous situation.

® 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.

It is obvious that no one type of course will completely educate
you as an announcer.

The Announcer’s Responsibility

Before committing yourself to a career as a broadcast announcer, you
should recognize that, along with the undeniable privileges and re-
wards that accrue to people working in this field, there are several
areas of responsibility as well. First, and most obvious, there is the
obligation any performer owes to an audience—to be informative,
objective, fair, accurate, and entertaining. Not everyone who goes
before an audience deserves respect. Announcers who are sloppy,
unprepared, given to poor usage, or just plain boring may get what
they deserve—two-weeks notice. There are also announcers who work
hard, possess outstanding skill, and never want for work but, at the
same time, pollute the public air. These people make outrageous (and
unsubstantiated) statements in order to gain attention, deliberately
provoke guests into extreme behavior, sensationalize or slant the
news, seriously misrepresent shoddy products, endorse questionable
products or services, circulate unfounded rumors, or fan the flames
of prejudice by displaying misguided fervor. In our 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. Most departments of broadcasting offer courses
in ethics and social responsibility. A grounding in this subject, together
with serious consideration of the effects of mass communication,
should be seen as vitally important to your development as a public
communicator.

Another area of responsibility for announcers is that of emergency
notification. When floods, hurricanes, tornadoes, and other natural
disasters occur, broadcast announcers are frequently in a position to
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Spotlight: Broadcast Ethics and the
Announcer’s Responsibility

More than textbook theory. ethics comprises a
broad range of decisions you will have to make
everv day on the job. Here are some hypothetical
situations in which you might find yourself as a
radio or television announcer.

® You arc a disc jockey on a free-form radio
station where vou are allowed to choose some
of the music you play on the air. An acquaint-
ance offers you $1.000 to play a record he has
produced. Because you think the music is quite
good, you accept the $1.000 and play the rec-
ord at least once during each of your air shifts.
You justify your action on the grounds that you
would have played the piece even without the
gift of money.

® You are a television reporter. and you have
been told by a reliable witness that some chil-
dren at the scene of a disturbance threw rocks
at a police car before you arrived with your
field camera. You pay the children $5 each to
throw rocks again. while you make a videotape
of the action. Your position is that you taped
an event that actually occurred. and you
brought back to the station some high-impact
footage for the nightly news.

® You are a talk show host on an early evening
radio show. Your guest is an outspoken ad-
vocate of free speech on radio, arguing that
there should be no language restrictions what-
soever. During your interview, vou speak a
number of words that are generally considered
obscene in order to determine whether vour
guest is sincere in her (to you) extremist po-
sition. You maintain that only by saving the
words on the air can you test her conviction.

® Your morning drive-time partner takes a two-
week vacation. In order to stir up a little au-
dience interest. vou announce that he has been
kidnapped. For most of the two-week period,
you broadcast regular “flashes™ on the status

of the “event.” Audience ratings skyrocket as
you report on phony ransom notes, police
chases. and so on. You feel that your reputa-
tion as an on-air jokester justifies this hoax.

® You are a host on a television talk show, and
vou are insulted and angered by the behavior
of a hostile guest. The next day you launch an
attack on that person, questioning her integ-
rity, honesty, und character. The reactions of
your viewers are very supportive of your at-
tack. and you feel that, having had your re-
venge, you can let the matter drop.

® As the business reporter for an all-talk radio
station, you decide to mention with favor a
company in which you own stock. The interest
you generate causes listeners to invest in the
company. and the value of its stock rises. You
feel justified in the favorable comments you
made, because you did not receive payment
from the company in return.

® As a television reporter. you are given some
highly sensitive information about the mis-
deeds of an important local politician. You
report the details as accurately as you can,
but in order to protect the person who gave
you the information. vou invent a fictitious
informant.

What all of the scenarios described above
have in common is that each violates a law, u
regulation, or a provision of a professional code
of ethics.

As a broadcast announcer. vour words reach
and influence vast numbers of people: because of
the potential for wrongdoing, your freedoms to
speak and act are restricted. Freedom of speech,
as guaranteed by the First Amendment to the
Constitution. does rot always apply to those using
the public airwaves. Areas of restriction are ob-
scenity, fraud, defamation (making libelous state-
ments). bribery (payola). slanted news. invasion
of privacy, and conflict of interest.
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Generally speaking. laws regarding obscen-
ity, indecency, and profanity are governed by the
United States Criminal Code. Obscenity is
loosely defined as words or actions “offensive to
accepted standards of decency or modesty.™ In-
decency refers to that which is ““offensive to public
moral values.” Profanity is defined as *“‘abusive,
vulgar, or irreverent language.”

Payola and drugola refer to the acceptance
of money. drugs, or other inducements in return
for the playing of specific recordings on the air;
plugola refers to the favorable mention of a prod-
uct, company. or service in which the announcer
has a financial interest. The acceptance of any
sort of bribe in return for favors is prohibited by
the FCC.

The Code of Broadcast News Ethics of the
Radio and Television News Directors Association
(RTNDA) specifically labels as irresponsible and
unethical such practices as staging news events,
misrepresenting the source of a news story. sen-
sationalizing the news, and invading the privacy
of those with whom the news deals.

The FCC is the chief regulatory agency for
broadcasters. Its fairness doctrine requires that

persons who are attacked on the air be furnished
with a transcript of the attack within a specified
period of time and that provision be made for the
attacked person to reply on the air.

The radio and television codes of the Na-
tional Association of Broadcasters were invali-
dated by a 1985 court decision, but nearly all
broadcasters continue to use the ethics portions
of those codes as models for professional and
ethical behavior. Among the provisions still
widely honored are that prohibiting the broad-
casting of any matter that is deemed fraudulent
and that requiring the clear identification of spon-
sored or paid-for material.

Libelous statements (defamation) are not il-
legal, but an announcer can be sued by persons
who claim they were defamed. Laws regarding
libel vary from state to state, but in no state is
an announcer given total freedom to make ac-
cusations against others.

As an announcer, you must be thoroughly
aware of the realities of broadcast law and ethics;
only by having complete knowledge of the ap-
plicable laws and codes can you routinely avoid
violating them in your behavior or words.

W’ fm
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All announcers exert some influence over the stories and news they present, but talk show hosts are notorious
for their strong political views. Boston radio host Charles Laquidara decided to use his show as a forum for a
cause in which he strongly believed-—using consumer boycotts to protest apartheid in South Africa. The photo on
the left shows the onslaught of supportive letters he received from listeners; the photo on the right shows Boston's
mayor acknowledging the impact of Laquidara’'s efforts by launching a citywide boycott of the protested company.
(Left: Peter Southwick, Stock Boston; right: courtesy Charles Laquidara)
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Figure 1.7

Any announcer will be confronted daily with choices concerning news coverage and au-
dience welfare, but some deliberately choose positions of responsibility in specialized
reporting of (left) consumer troubleshooting or (right) science and health affairs. (Cour-
tesy of Turner Broadcasting System)

save lives through early warnings. The U.S. government has estab-
lished an emergency broadcast system (EBS) that relies on broadcast
licensees to disseminate disaster information. It is imperative that all
broadcast announcers study the disaster manual (found at all stations)
and be prepared to act swiftly and appropriately in an emergency.

Finally, the area of social responsibility goes beyond the normal
responsibility of performer to audience. Nearly all announcers,
whether they like it or not, have influence as a result of their visibility
and prestige. Years ago, Paul F. Lazarsfeld and Robert K. Merton
perceived and described what they called the status-conferral function
of the mass media. In essence, they said, the general public attaches
prestige to people who appear in the mass media, and the average
person is 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, he or
she is trusted and believed as a qualified authority. Even the enter-
tainment show announcer or the disc jockey has automatic, though
sometimes unwarranted, authority. As an announcer in any of the
broadcast media, you should be aware of your status and measure up
to it.

Even those announcers who do have a sense of social commitment
are not always in a position to accomplish very much. Nevertheless,
you should be aware of the opportunities you may have to either
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enlighten or confuse the public. As a nation we have been slow to
perceive and attack the serious problems of urban deterioration, in-
creasing crime, environmental pollution, racial inequities, world hun-
ger, poverty and homelessness, AIDS, the rise of antidemocratic
action groups, and increased use of drugs. If you are committed to
using the mass media to make ours a better society, you are already
socially responsible and potentially important as the kind of com-
municator demanded by our times.

Practice: Interviewing a [ 1 B W

Successful Announcer

Contact a professional announcer whose work you admire, and ask
that person for an interview. Questions you might ask include these:
Where did you study for your career?

What was your major in college?

What subjects that you studied have you found to be especially useful
to you?

What subjects do you wish you had studied?

How did you get your first job in broadcasting?

Do not ask overly personal questions, such as “How much money do
you make?” Write up the results of your interview to share with class
members. Be sure to follow up by sending a thank-you note to the
announcer.

Practice: Establishing | N
Ethical Guidelines L

Find copies of various codes that pertain to announcers, such as the
Radio and Television News Directors (RTNDA) code, the radio and
television codes of the National Association of Broadcasters (NAB),
and the ethics code of the American Society of Newspaper Editors
(ASNE). Prepare for yourself a list of the most important canons of
professional ethics. '
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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 performing.
For most, however, difficulty in being effective, economical, and ac-
curate even in daily conversation is a constant reminder that much
work lies ahead. This chapter discusses the communicative process,
offers specific advice on interpreting copy, and briefly considers ad-
lib announcing.

Unfortunately, some students of announcing feel that they have
succeeded when they have developed the ability to *‘sound like an
announcer.” American broadcasting has been served by several gen-
erations of announcers, and early in the development of radio a par-
ticular style of delivery evolved. In its most exaggerated form, this
style is represented by Gary Owens on the 1960s television program
“Laugh In” and Ted Baxter on “The Mary Tyler Moore Show.” If
these programs are being aired as reruns in your area, you should
watch them, note the delivery of these two performers—and then
make certain to avoid sounding like either! Both are acting the part
of the old-time stereotypical announcer. By contrast, today’s stereo-
typical announcers are not guilty of such obvious affectation; they are
usually soft-spoken and are accepted by most listeners as sounding
“the way radio announcers are supposed to sound.” Actually, they
have put aside their individual personalities and developed the ability
to act the part of an announcer. They have become capable imitators.

Good announcing is not imitation; it is communication. Top an-
nouncers retain their individuality as they concentrate on getting their



Figure 2.1

Effective communication is
key to the career longevity
of well-known announcers,
and it involves building a
rapport with listening or
viewing audiences based
on clarity and trust. Jim
MacNeil and Robert Leh-
rer, shown here, have
drawn nightly audiences to
the MacNeil/Lehrer News
Hour for years. (Courtesy
of MacNeil Lehrer Produc-
tions)
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messages across. True communication as an announcer beings when
you learn who you are, reflect yourself ir your delivery, and realize
that you are speaking to individuals, not to a crowd. Merely developing
your vocal apparatus or expanding your vocabulary cannot guarantee
that you will become an effective communicator. You must try to be
constantly aware of two other aspects of successful oral communica-
tion: reflecting your personality, and communicating the ideas or feel-
ings inherent in the words you are speaking.

Announcers must be skilled in several modes: ad-libbing, ad-lib-
bing from notes, script reading with preparation, and script reading
from cold copy (material not seen by the announcer until the very
moment of delivery). Typical ad-lib announcers are radio and tele-
vision field reporters, weather reporters, sports play-by-play announ-
cers, radio disc jockeys, television talk show hosts, and radio phone-
in talk show hosts. News anchors often see some of their copy for the
first time when 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 pro-
ficiency demanded by a producer. You should practice all four modes
until you feel comfortable with them.
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Figure 2.2

Good oral communication
requires much more than
merely reading a script;
one must give tone and
interpretation to the words
on the printed page. This
announcer speaks not just
with his voice but with his
entire body; the result is
an animated, conversa-
tional style that sounds
like one person talking
with another. Note also his
use of two tools of the
trade: a clean script and
an open dictionary. (Gale
Zucker, Stock Boston)

Chapter 2

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 ensure that the writer’s ideas are
faithfully transmitted to the minds of your listeners.

Principles of Effective Communication

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

Radio and television are media of oral communication. As a
professional announcer, you can make messages more effective than
they would be if communicated directly in writing. Of course, you can
only do this if you do not misread or mispronounce words. Beyond
this basic level you need to convey an emotion appropriate to your
copy—enthusiasm, seriousness, or humor—and thereby provide va-
riety and interpretation for your listeners. On yet another level you
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can demonstrate the relative importance of the various parts of the
message, thereby enhancing its meaning. In short, you present the
material in its most persuasive and readily understandable form.

Oral communication, however, can be ineffective when radio or
television announcers fail to present their material clearly and con-
vincingly. Too many professional announcers merely read words and
consider themselves successful if they avoid stumbling over them. A
word is a symbol of an idea; if the idea is not clear in your own mind,
or if you lack the ability to transmit it compellingly through your
spoken words, you reduce your chances of communicating it to your
listeners. Of course, words read by even a poor interpreter convey
some of the ideas from writer to listener, but this is not good an-
nouncing. Announcers are paid to be effective, and this means they
must develop oral reading skills that are far more than adequate.

Make it a point to listen to as many news reporters and popular
music announcers as you can, and study their deliveries. Listen es-
pecially to those you generally avoid. Decide for yourself who among
them 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.
Laypersons usually do not consciously assess the communicative ability
of a given announcer, but they are nonetheless affected by it. They
find themselves listening to those who are best able to help them
receive and assimilate ideas. At the same time, however, they are
being swayed, perhaps without realizing it, to causes, concepts, and
products.

Radio announcers who believe that only their voices are important
may attempt to project vitality without the accompaniment of body
motion. Such playacting is not likely to be convincing. Energy is easy
to simulate, but unless the speaker is genuinely motivated by the
content of the message, it usually comes across as phony. Uncalled-
for enthusiasm hinders communication. To avoid it you should an-
nounce for radio as though your listener were in the booth with you.
Use your face, hands, and body just as you do in ordinary conver-
sation. Integrating all the tools of communication will help to clarify
and intensify the message, despite the fact that your listener cannot
see you. Appropriate gesturing for both radio and television is marked
by two considerations: honest motivation, and harmony with the im-
portance and the mood of the ideas being expressed. Oversized grins,
frowns, and grimaces and sweeping arm movements are seldom ap-
propriate.
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If merely reading the words constitutes a low level of oral com-
munication, what is good oral communication? Good communication
occurs when the listener or viewer receives an undistorted and mean-
ingful impression of the ideas of the writer or ad-lib speaker, with proper
emphasis given to each of the parts that make up the whole.

Interpreting Copy

Good interpretation requires a thorough comprehension of the ma-
terial to be presented. Just as a musician or conductor must understand
the intention of the composer, so must an announcer understand the
intention of the writer. With the exceptions of such ad-lib announcers
as disc jockeys, sports play-by-play announcers, and field reporters,
announcers are interpretive artists. Even news anchors who write their
own material are still interpreting copy. Those who read scripts serve
as a link between creator (writer) and audience. However beautiful
your voice and however rapidly and unfalteringly you read copy, you
are not truly a good announcer unless you are able to communicate
the ideas and values as the writer originally conceived them.

Truly comprehending the intention of the writer is a more difficult
and demanding task than is commonly thought. News anchors and
disc jockeys very often read their copy without preparation, because
the pressures of their work simply do not allow time. But it is no
exaggeration to say that their skill in interpreting copy quickly is
possible only because, at some time in their careers, they engaged in
deliberate and methodical practice. You can establish a solid foun-
dation for the analysis of copy while you still have the luxury of time.

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 on the points in the checklist on the next page
when approaching new copy. If you use this checklist for serious
analysis of various types of copy, you will develop the ability to size
up new copy almost unconsciously. Since this list of considerations
suggests much more than might seem obvious at first reading, the
following sections will elaborate on Donner’s twelve points.

Getting the General Meaning

One problem confronting anyone who spends time and effort prepar-
ing for oral delivery of copy is that too much concentration on pro-
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Checklist: Analyzing
Broadcast Copy

1. Read the copy twice to get the 8. Read the copy aloud.
general meaning. 9. Think about how you can

2. State the specific purpose of convey an interest in the sub-
the copy in one brief sentence. ject matter of the copy.

3. Identify the general mood of 10. Visualize your listener. Estab-
the copy. lish a mental rapport. and

4. Locate any places where the imagine you are actually talk-
mood changes. ing to him or her.

5. Determine the parts of the 11. Find out if there is anything
copy and its structure. you should know about the

6. Analyze the punctuation to see origin and background of the
what help it provides. copy.

7. Note any words you do not 12. Decide whether any charac-

fully understand or cannot

terization is needed.

pronounce.

nunciation or timing may obscure the overall meaning and purpose.
You should form an impression of the whole piece by silently reading
through it at least twice before undertaking any of the more detailed
work of preparation. Remember, though, that after these silent read-
ings to determine meaning and purpose, all subsequent readings
should be performed aloud.

Stating the Specific Purpose

This is the most important item on Donner’s checklist. You must
decide on the major objective of the copy. Just as it is pointless to
begin a trip to some undetermined destination, it is foolish to begin
interpreting copy without first knowing its goal. Your job as an oral
interpreter is to choose appropriate means, but it is first necessary to
determine appropriate ends. The interpretations of two identical sen-
tences will differ if the sentences are used in different contexts or for
different purposes. Similarly, pieces of broadcast copy that seem su-
perficially to call for the same delivery may actually require quite
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different interpretations. Raising questions about the purpose of the
copy will help you determine the most appropriate delivery.

For example, read this commercial and then decide on its specific
purpose:

See the all-new Ferrari, on display at the

Foreign Motorcar Centre, 16th and Grand. You'll
love its European styling and out-of-this—world
performance. If you love high-tech automobiles,

come meet the Ferrari!

If you decided that the purpose of this copy is to awaken curiosity
and interest in the new Ferrari, you analyzed it 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
Ferrari.” Though it is unusual to subordinate the name and address
of the sponsor, in this instance the copy clearly indicates that it should
be done. Perhaps the sponsor has the only foreign car agency in town,
or perhaps sponsor identification has been built up over a long period
of time by other commercials. The moral here is that it is unsafe to
take for granted that the name and address of the sponsor is the phrase
to be stressed in all commercial copy.
Now read this commercial for the same sponsor:

See the all-new Ferrari at the Foreign Motorcar
Centre. Serving you since 1933, we offer total
service and a complete shop and parts department.
That's the Foreign Motorcar Centre, 16th and

Grand, downtown River City!

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

Having determined the purpose of the copy, you next identify its
mood, which will influence your attitude as you read it. To some extent
the number of words in the copy limits the degree to which you can
control the mood, especially in commercial copy. The commercials
for the Foreign Motorcar Centre require the announcer to read about
36 words in 10 seconds, or 210 words a minute, which is just about
as rapidly as one should read aloud. The number of words in this copy
determines that the announcer’s delivery will approach that of a pitch-
man. Excluding commercial announcements, which are written with
inflexible time limits in mind, copy for radio and television may be
shortened or lengthened to allow for a rate of delivery geared to a
particular mood. For still other kinds of announcements—the intro-
duction of a musical composition, for example—the length of time
taken is not a particularly important consideration, although split-
second timing frequently is crucial (as pointed out in Chapter 11 on
the disc jockey). In sportscasting, the mood is set by the action of the
game.

As indicated earlier, the mood of a piece of copy will determine
your attitude. Attitudes are described by adjectives such as ironic,
jocular, serious, somber, urgent, sad, light, gloomy, and sarcastic.
Read the following news items, and jot down an adjective character-
izing an appropriate attitude for each one.

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

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

(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
LAWMAKERS' CAMPAIGN SPENDING LIMIT.

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.

(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.
(MONTPELIER, VERMONT) IT TOOK EIGHTEEN DAYS, BUT
SEARCHERS HAVE FINALLY TRANQUILIZED ONE OF THE
BABY ELEPHANTS LOST IN THE WOODS. THE MANAGER OF



Figure 2.3

No news announcer
should go on the air with-
out studying the script to
establish the pace, tone,
and mood of each item.
Bessie Moses, the radio
announcer shown here,
must do more than ana-
lyze the news—she also
translates it into the Inu-
piaq Eskimo language.

(Courtesy of KICY, Nome,

Alaska)
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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 appropriate attitudes for these stories: (1) urgent, (2) angry
(3) slight note of victory—winning one for the public, (4) very urgent
(5) straightforward, (6) light, slightly humorous. The mood of eacl
item, except the tornado reports, is to be conveyed with only a hin
of the emotion mentioned.

Locating Changes in Mood

A long piece of copy may contain several moods, although the dom
inant one may remain constant. In commercial copy a familiar con
struction calls for a change from gloom to joy as the announcer firs
describes a common problem and then tells the listener how Produc
X can solve it. Spot such changes as you give your copy a preliminar
reading, and note them on your script. Unless the script calls for mock
serious delivery, be careful not to exaggerate the moods.
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In an extended television or film documentary or a thirty- or sixty-
minute newscast, changes of mood are more numerous and more
apparent. The next time you watch a newscast, make it a point to
notice such changes, as well as 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, changes in mood usually coincide with the begin-
nings of 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:

HERE IS THE LATEST NEWS:

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

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

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

ON THE INTERNATIONAL .SCENE, THERE IS RENEWED
FIGHTING IN EL SALVADOR BETWEEN GOVERNMENT TROOPS
AND GUERRILLAS, WITH HEAVY CASUALTIES REPORTED ON
BOTH SIDES.
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A THREATENED STRIKE OF MUSICIANS AND STAGEHANDS
AT THE CITY OPERA HAS BEEN AVERTED, AND THE
SEASON WILL OPEN 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 ON THESE AND OTHER STORIES
AFTER THESE MESSAGES.

The varying moods implicit in these headlines require flexibility in
delivery, with rapid changes of mood—a challenge that faces news-
casters daily.

Determining the Parts and the Structure

Almost any example of well-written copy shows rather clearly differ-
entiated parts. On the most basic level, copy may be broken down
into beginning, middle, and end. The beginning is the introduction
and customarily is used to gain attention. The middle, or body, con-
tains most of the information. In commercials the middle reveals the
advantages of this product over all others. The end is generally used
for summing up the most important points. It frequently urges action
or repeats the name, address, and telephone number of the sponsor.

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

1. Getting the attention of the listener or viewer

2. Giving some concrete reason for further interest and attention

3. Explaining step by step why this product or service is superior

4. Mentioning or implying a price lower than the listener has been
led to expect '
Repeating some of the selling points

6. Repeating the name and address or phone number of the sponsor

w
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Here is an example of a commercial written according to this
formula. Look for the parts, and notice how they conform to the six-
part outline. (SFX is short for *‘sound effects.”)

Reist Advertising, Inc.

Mertel's 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
selected, 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 hearty French Roast for
that midday pickup. A nutty Arabian with dinner.
And a Colombian decaf 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, its Celebes Kalossi,
at just $7.99 a pound! Remember——if you want
gourmet coffee, you must begin with whole beans,

and grind them just before brewing. So, come to
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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's Coffee Mills.

Outstanding commercials are both subtle and complex. Special
consideration will be given to the analysis of superior commercials in
Chapter 7.

Analyzing the Function of Punctuation

In addition to the symbols of ideas we call words, writers have at their
disposal a number of other marks, which we call punctuation. Punc-
tuation is potentially helpful to the announcer, for it shows the author’s
intentions regarding mood and meaning. However, although you
should pay attention to the punctuation in your copy, you need not
be a slave to it. The copy was punctuated by a writer who thought it
should be interpreted in a particular way. When you perform it, you
need to make the copy your own—to make it true to your particular
personality. Therefore, repunctuate as appropriate.

Punctuation marks, like the diacritical marks used to indicate pro-
nunciation, are so small and differ so subtly that they may cause
occasional difficulties for an announcer—especially when sight reading
of copy is required. Announcers working with written material need
near-perfect eyesight; some wear reading glasses during their air shifts
or recording sessions even though they need glasses at no other time.
Whenever possible, you should review your copy prior to air time
and, if you find it helpful or necessary, add to and enlarge the punc-
tuation marks. (Some suggestions for the use of emphatic punctuation
marks are found on page 38.)

You probably already have a good grasp of punctuation, but the
review that follows will relate that knowledge to broadcast copy. It
does not consider every use of each punctuation mark, but rather
comments on those that have a direct relationship to oral interpre-
tation.

The period The period is used to mark the end of a sentence or to
show that a word has been abbreviated. In written copy abbreviations
such as FBI, NATO, and AFL-CIO appear without periods. Some
news departments ask writers to place hyphens between letters in
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Figure 2.4

Writer Jim Deasy has
checked his script for
length, counting words
and gauging the pauses
needed for the various
punctuation marks. To tai-
lor his story to the amount
of time allotted, he must
cut three seconds’ worth
of copy. (Courtesy of Jim
Deasy and TLA Produc-
tions, San Francisco)
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abbreviations that are not acronyms, for example, F-B-1. Abbrevia-
tions such as Ms and Mr may appear with or without concluding
periods.

Periods at the ends of sentences give the reader of the copy places
to take a breath. Use periods for this purpose, but let the mood of
the copy tell you how long to pause.

The question mark The question mark appears at the end of a sen-
tence that asks a question. In marking copy you may find it helpful
to follow the Spanish practice of placing an upside-down question
mark (;) at the beginning of a question, so that you will know it is
interrogatory as you begin to read it.

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

Quotation marks Quotation marks are used in broadcast copy for
two different purposes: to indicate that the words between the marks
are a word-for-word quotation, and as a 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
QOFF."
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In reading this sentence, you can indicate the presence of a quotation
by the inflection of your voice, or you can add words of your own to
make it clear that there is a direct quotation:

HE SAID AN ANONYMOUS MALE CALLER TOLD HIM,
AND THIS IS A QUOTE (or AND I QUOTE), TO "GET OUT
OF THE CASE OR YOU WILL GET BUMPED OFF.”

In any event, never say “‘unquote” at the end of a quotation, because
you cannot cancel out the quotation you have just 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.

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

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

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

The colon The colon is frequently used to introduce a long quotation:

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 this
example:

EARTHQUAKES ARE COMMON TO CENTRAL AMERICAN

NATIONS: GUATEMALA, HONDURAS, NICARAGUA, EL
SALVADOR, COSTA RICA, PANAMA, AND BELIZE.




36

ANNCR:

ANNCR:

Chapter 2

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

The dash The dash is a straight line, longer than but in the same
position as a hyphen. In typewritten copy the dash is customarily
represented by two hyphens (--). It indicates hesitancy, an omission
of letters or a name, or a sudden break in the line of thought. Here
are two examples:

We—we need to know.

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:
Senator Marble has never lost sight of one very

important fact of life——national defense.

In reading copy with a dash, you should first determine which of
the meanings 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 were going to continue beyond the dash. When
the break comes, it should come abruptly, as though you had no idea
until you did so that you were going to stop. (An exception to this
occurs when the dash is combined with a mood of slowness and de-
liberation.) In using the dash to summarize a preceding statement,
you should read the first part of the sentence as a buildup to the final
statement. The final statement should be read, after a pause, as though
it were a summation and a crystallization of the entire idea expressed
before the dash. ,

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

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

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

Parentheses  Although parenthetical remarks (remarks that are im-
portant 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 tel-
evision copy to set apart the instructions to the audio operator, to
indicate music cues, and to contain instructions or interpretations for
the announcer, the performer, or the camera director. Words and
sentences within parentheses are not to be read aloud by announcers.

Parenthetical remarks sometimes are added to newspaper copy,
usually 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.”

A reader of this sentence can see that (love) has been added by a
reporter or editor. If this copy were used on the air and the announcer
did not indicate that (love) had been added by an editor or a writer,
the senator’s statement could be seriously misrepresented.

Ellipses An ellipsis is an omission of words in a sentence. The punc-
tuation that indicates such an omission is a sequence of three or four
periods, called ellipses. These are rarely used in broadcast copy but
may be used in newspaper copy, as in the following example:

Senator Marble stated yesterday, “I do not care what the oppo-
sition may think, I . . . want only what is best for my country.”

In this example ellipses have been used to indicate that one or several
words have been omitted from the original quotation.

Newswriters often use ellipses to mark the ends of sentences and
as a substitute for commas, dashes, semicolons, and colons. Here is
an example: “The mayor was late to his swearing-in ceremony to-
day . . . 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
to be asked at some time to work from copy so punctuated. And if
you should become a newswriter, you may be expected to write copy
in this style. Obviously, such punctuation is workable; the problem is
that ellipses cannot indicate the shades of meaning conveyed by six
other punctuation marks.
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The comma 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 nonrestrictive 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 (Lowell,
Massachusetts or July 16, 1892).

The comma usually marks a pause in broadcast speech. Although
the number of variations in the use of the comma precludes making
an exhaustive list, the important point is that the comma frequently
gives the announcer an opportunity to pause briefly for breathing.

Marking copy Because punctuation marks are quite small, most an-
nouncers 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
ones are as follows:

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

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

® Words to be stressed are underlined. (Some announcers mark copy
with a colored highlighter to indicate words, phrases, and sentences
to be stressed.)

® Question marks and exclamation marks are enlarged.

® An upside-down question mark is placed at the beginning of any
sentence that is a question.

® An upside-down exclamation point is written at the beginning of
any exclamatory sentence.

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

Verifying Meaning and Pronunciation

To interpret someone else’s copy, you must understand the meanings
of words. You should cultivate the habit of looking up all unfamiliar
words in an authoritative dictionary. This means developing a healthy
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skepticism about your own vocabulary; through years of silent reading
you have probably learned to settle for approximate meanings of many
words. As a quick test, how many of these words can you define and
use correctly?

voila (French) impassible
burlesque ordnance
fulsome rhetoric
capricious catholic

Check the definitions of these words in any standard dictionary. Some
of them are seen and heard frequently, whereas others only sound or
look familiar.

Correct pronunciation of words is as important as accurate un-
derstanding. You should, therefore, be skeptical about your ability to
pronounce words correctly. Check your pronunciation of each word
in Table 2.1 against the correct pronunciation, which is shown there
in three ways.

Appendix B is a pronunciation guide for about three hundred
often mispronounced words. Use it to strengthen your ability to pro-
nounce 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. Writers sometimes use phrases from
the Bible, mythology, Shakespeare, and other sources from the past.

Table 2.1 Correct Pronunciation of Some Tricky Words

Word IPA Diacritics Wire-Service System
drought [draut] drout (DRAWHT)

forehead ['forid] for'id (FOR'-IHD)

toward [tord] tord (TAWRD)

diphtheria  [dif'erri9] dif-thir'e-a (DIFF-THIR'-EE-UH)
accessories  [ak’sesariz] dk-sés’or-ez  (AK-SESS’-UH-REEZ)
quay [ki] ke (KEE)

pestle ['pss}] pés’al (PES’-UHL)

worsted ['wustid] woos'tid (WUHSS'-TIHD)
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Explanations of these phrases can be found in dictionaries, encyclo-
pedias, and collections of well-known myths. A few allusions are given
in the following list. They are not common, but any one of them could
appear in your copy at any time. If you do not know their origins,
search them out.

He was considered a quisling.
She was given to malapropisms.
He had the temper of Hotspur.
He suffered as mightily as Job.

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
knowledge. You can, however, cultivate the habit of tracking down
allusions not familiar to you. Self-discipline is required, because it is
easy to convince yourself that the context will make an allusion clear
to the audience even if you do not understand it.

Reading 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 ungrammatical sentences are often
found in perfectly acceptable radio and television scripts. Consider
the following, for example:

Been extra tired lately? You know, sort of logy
and dull? Tired and weary——maybe a little cranky,
t00? 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 vitamin, can be the answer.
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This is quite different from the copy an agency would write to advertise
the same product in a newspaper. Reading it correctly requires a kind
of skill developed most rapidly by practicing aloud.

Reading a long script aloud 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 announcer, you must read for extended periods of time, read every-
thing before you, read it accurately and with appropriate expression,
and do all of this with little opportunity to rest your eyes. As your
eyes tire, you are more and more likely to make 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 ere.
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
scripts without excessive eyestrain. But as you practice, make certain
you do not fall into the irritating habit of many announcers who read
ahead—going into a monotonous, decelerating speech pattern at the
end of every sentence. Unless you guard against it, you may be un-
consciously relaxing your interpretation as you rest your eyes.

Conveying an Interest in the Material

Whatever the purpose or nature of the copy to be read, you must
show interest in it if you are to communicate it effectively. In many
instances you will have a genuine interest in the subject, such as when
delivering the news or narrating a documentary. At other times, for
example, when reading a commerecial for a product you do not use or
perhaps even dislike, it may be difficult for you to feel genuine interest.
As a professional, you cannot afford to show disinterest in, or disre-
spect 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:
itis your job to enhance perceptions with the least possible distortion.
Of course, if you are asked to perform a commercial for a product
you know to be shoddy or misrepresented, then your conscience
should take over. And, if you find yourself reading copy that is of-
fensive, find out if it is possible to have it changed.

Even when you are provided with good copy for reputable ad-
vertisers, it is impossible to develop a belief in each commercial cause.
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The following guidelines, therefore, may be helpful. When you must
read a great many commercials for many 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. 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.

Assuming that your announcing copy arouses genuine interest,
how can you reflect it in your interpretation? 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
not be dealing with life-or-death matters, and you will be speaking,
in effect, to small groups of people who are only a few feet away. In
a sense you are their guest. Your conviction is revealed through a
steady focus on your listeners and through your earnestness and your
personality. This does not rule out the possibility of a humorous com-
mercial or introduction. Being sincere does not mean being somber!

Talking to the Listener

Several aspects of the problem of communication with a listener 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 conversational style is to visualize
the person to whom you are speaking and *“talk” your message to him
or her. Of course, some scripts lend themselves more readily to in-
timate delivery than others.

When asked to interpret a piece of copy, ask yourself several
questions:

Who am I as I read this piece?

To whom am I talking?

How many people am I talking to?

How old is the person I am speaking to?

Where am I as I speak?



Figure 2.5

Even highly experienced
veterans do not go on the
air “cold”; they spend time
before each broadcast
studying scripts and get-
ting whatever background
they need to understand
the various stories. Here
two television news co-
anchors shuffie through
their scripts and discuss
news stories they are just
moments away from
broadcasting. (Frank Site-
man, Stock Boston)
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Getting Some Background

Unlike brief commercials, which tend to be self-explanatory, longer
and more complex pieces of copy will often be better interpreted if
you know something about the writer and understand the author’s
intentions.

Think about what you should find out before narrating the fol-
lowing pieces:

A miniseries of television packages on the problems of the inner cities
A program on world hunger

A program on the works of a great painter

An instructional tape on the use of a particular personal computer

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
programs such as these? One good way to find out is by talking to
writers, 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 2lso discover the mood the writer intends
to convey. You can question passages that puzzle you, suggest im-
provements (when appropriate), and ultimately do a better job of
interpretation.
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Figure 2.6

For commercials, indus-
trial videos, or feature pro-
ductions, you may need to
employ characterization to
convey different sorts of
personalities and voices.
Here actress Katie Leigh
records a child’s voice for

a television cartoon series.

(Courtesy of Hanna-
Barbera Productions)
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Employing Characterizations

You may be asked at times to read copy calling for characterization.
Courses in acting and participation in plays (both radio and television
plays) will help you learn character interpretation. Some commercials
call for no real characterization but demand a foreign accent or a
regional dialect. However, before starting to practice copy with a
dialect, accent, or character voice, make all of your key decisions
about the purpose of the copy, the mood of the copy, the person or
persons to whom you are speaking, and so on. Characterization alone
is insufficient to make a piece of copy effective. First get the inter-
pretation down, and then add the character voice. (A section of Chap-
ter 7, Commercials and Public-Service Announcements, discusses
accents, dialects, and character voices in some detail.)

You cannot, of course, apply every one of the points discussed
here 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 mean-
time, the suggestions given here may help you spot your weaknesses
and measure your progress.

Ad-Lib Announcing

Sooner or later, you are sure to find yourself working without a script.
Then all your acquired skills of phonation, articulation, and interpre-
tation cannot guarantee effective communication. When you are on
your own as an ad-lib announcer, only your ability as a compelling
conversationalist will earn you listeners. Much of the broadcast day
consists of unscripted shows. Disc jockeys, field reporters, telephone
talk show hosts, interviewers, children’s show personalities, game
show hosts, and panel moderators are among those who seldom see
a script and must conduct their programs spontaneously. Field re-
porters may work from notes, but they almost never work with a
complete 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 subjects and their views.
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Checklist: Getting I
Better at Ad-Lib SR

Announcing

1. Know what you are talking 3. Be eager to communicate with
about: do your research on your listener: your announcing
specific topics; read widely to must reach real people on the
keep up on broader topics. other end.

2. Be interested in what you are 4. Develop an attractive personal-
saying: keep the material fresh ity: be yourself, and be genu-
every time you report. inely interested in others.

An ad-lib announcer has a greater opportunity to show spontaneity
than a script reader does; at the same time, the ad-lib announcer runs
a greater risk of boring the listener. Scripts are usually tightly written;
an ad-lib announcer can wander from point to point. Scripts have
specific objectives; the ad-lib announcer is free to ramble without a
clear objective. Scripts are often polished and tightened during re-
cording sessions; the ad-lib comments of an announcer cannot be taken
back once they have been spoken. Scripts may call for interruptions
when there is some motivation for them; ad-lib interviewers may throw
in a question just as their guest is about to make an important point
in response to the last question.

Despite all these potential pitfalls, ad-lib announcing is a craft
that 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. The following tips should be helpful.

Know what you are talking about Ordinarily we take this point 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 special-assignment
reporter, 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 a medical researcher about
an important discovery. How would you prepare? Many radio and
television stations maintain both a library and a morgue (a collection
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Spotlight: Every Night's a Party with
Arsenio Hall

This generation's prince of nighttime talk shows
is the only personality who has been able, since
the 1954 launch of the Tonight Show. to challenge
Johnny Carson. Where Alan Thicke. Joan Riv-
ers. and Pat Sajak failed. a lanky guy from Cleve-
land, who calls himself “the talk show host for
the MTV generation,”” gave the format a few new
twists and ended up a success.

Arsenio Hall. now in his early thirties, grew
up in an inner-city neighborhood, where many of
his friends later met with violent deaths or landed
in jail. As a child, Hall had no time for playing
after school or joining the basketball team. A
latchkey kid, he would come home alone and,
while his mother worked two jobs and took night
school courses, sit in front of the television. mes-
merized. At 12, Hall told his mother that he
wanted to grow up to be Johnny Carson. He took
magic lessons and began to perform at neighbor-
hood parties. bar mitzvahs, and weddings; he
went to school for the chance to clown around.
An only child with one often absent parent, Hall
says. “Everyone else had nine brothers and sis-
ters. School was my only audience” (The New
York Times Magazine. 1 Oct. 1989, p. 31}.

Anne Hall worked hard to pay her son’s way
through college, so after Hall earned a degree in
communications from Kent State University, he
initially took a "normal” job as an advertising
salesperson for Noxell. He lasted one vear. *I
had a company car and a dental plan and I was
making $15,000 a year,”" he recalls. **When
women came to my house I could give them free
nail polish. I was happy. ™ But restless. Hall. broke
the news to his mom that he wanted to test his
talent as a comedian and announcer. I told her
that I just didn’t want to wake up when I was 60
talking about what I coulda been’ (Essernce, July
1989, p. 98).

Moving to Chicago and beginning as a stand-
up comic for $10 a night at clubs and strip joints.
Hall had his first break when musician Nancy
Wilson spotted him at a club and asked him to
open for her concert. A series of concert openings
and occasional appearances on ABC's Half-Hour
Comedy Hour followed; by 1983 he was a regular
on Thicke of the Night and Solid Gold. It wasn’t
until 1987, when the short-lived Joan Rivers’ The
Late Show was failing and Hall was asked at the
last minute by Fox Network to fill in as host for
the last thirteen weeks. that he had the chance
to really show his stuff. He now says that it was
because no one cared about the show, because
the producers were distracted elsewhere, that he
was able to do whatever he wanted with the for-
mat. “I took chances.” he says. I played with
the band. took cameras on the street, did improv,
sang, wrote sketches, asked provocative ques-
tions. so that when it was over maybe somebody
would give me a job™ (NYT Magazine, p. 65).

Hall’s career took off from there. After co-
starring with Eddie Murphy in the 1988 movie
Coming to America, Hall got a generous offer
from Paramount and then a chance to sit opposite
his idol, Johnny Carson. His guest appearance on
that show reminded him that “All my life. I've
wanted to do what this man does™ (NYT Maga-
zine, p. 63). and he signed up as executive pro-
ducer and star of his own show.

The Arsenio Hall Show was an instant phe-
nomenon, earning ratings second only to Car-
son’s. But that has been okay with Hall. who says
that he doesn’t want to steal away Carson’s au-
dience—only their kids.

Hall has done more than gain a share of the
existing nighttime audience: his show has at-
tracted new viewers to television during his slot
(Time. 13 Nov. 1989, p. 92). His style is energy:
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he bounds all over the stage and through the aisles
of the studio. He may leap up and run over to
his studio band. which he calls “'my posse.” and
get the musicians into some impromptu jamming.
No two shows are alike: Hall may do skits or fall
into his “alter ego.” a fat rapper named Chunky
A.He interviews everyone from Kirstie Alley and
Whoopi Goldberg to Kool Moe Dee. 10.000
Maniacs. and the *‘Friday the 13th™ Jason. Al-
though he has earned a reputation for getting
guests to open up, Hall's interviewing trademark
is his gentility: he is an old-fashioned. gushy host
whose questions are often as harmless as ““Let's
talk about pet peeves.” Beneath the hip talk and
occasional racy remarks runs a current of respect.
Hall explains, “*In the ghetto the game is respect.
If 1 book you, I'm committed to you. I'm an
entertainer, not a tough interviewer. My philos-

Arsenio Hall (Courtesy of Paramount Pictures)

R | |

ophy is to leave my ego at the door and get the
best out of my guests™ (Time, p. 95).

In 1989, he co-starred with Eddie Murphy in
another movie, Harlem Nights. On the movie
screen he is hilarious. On the television screen
he is casy-going. loose, stylish. He considers his
show to be a living room party rather than a for-
mal talk program. In his spare time he watches
tapes of his own and others’ shows to improve
his technique, and he produces antidrug and an-
tiapartheid commercials. He realizes that the au-
dience that loves him today will demand just as
much tomorrow: “One bad show, and I’'m men-
tally packing a U-Haul,” he quips: looking into
the future at a career’s necessary end, he muses,
“It’s scary—someday I'll be the punchline”
(Time. p. 97).

47
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Figure 2.7

Announcers in every
branch of broadcasting
need to know how to ad
lib to get through those
terrifying blank on-air mo-
ments. Major sports and
political events especially
test one’s skill at ad-lib
announcing; shown here
at a Republican National
Convention in New Orle-
ans is INN's reporter Mar-
vin Scott. (Courtesy of
Tribune Company)
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of newspaper and magazine clippings, news releases, and other pub-
lished biographical material). You might well begin your research
there. More and more stations maintain computers that are tied into
information banks. Inquiries typed into the computer via a keyboard
will, in less than a minute, provide you with reams of information on
almost any topic or famous person.

As a talk show host, 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, newsmagazines, current fiction and nonfiction
best sellers, and a number of general-interest periodicals. At a large
station you would have the help of a research assistant when specific
information was needed about a particular guest or topic. (Chapter 8
discusses the role of radio and television talk show hosts.)

Be interested in what you are saying This point may seem superflu-
ous, yet anyone who listens attentively to radio or television ad-lib
announcers will notice that there are some who seem to have no
interest in what they are saying. Among the guilty are certain 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.
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Be eager to communicate with your listener Only if you really want
to communicate to others 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.”

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: Analyzing . ]
Voice Quality

Make an audio recording of a radio or television newscast or a talk
show, and listen to it as often as necessary to analyze each of these:
voice quality of announcers, good or bad articulation, ability to get a
point across, ability to hold attention, and ability to communicate
appropriate emotions.

Practice: Effecting [ 1 B W
Mood Changes

Make an audiotape of a news anchor delivering three different stories,
each calling for a different mood. Determine the techniques used to
change from one mood to another.

Practice: Talking I 1 B W
a Script

The following two scripts may be used for practice in talking scripts.
The Blue Cross script should be delivered in a very straightforward,
matter-of-fact manner. The Six Flags commercial is marvelous for
practicing changes in rate of delivery, pitch, and volume, as well as
for practicing conversational style. Both commercials defy conven-
tional rules of structure, and both benefit from their originality. Sound
effects enhance both.
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CLIENT:
LENGTH:

MUSIC:
MOM:
MUSIC:
MOM:

START FADE
ANNCR:
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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
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!

I just couldn't handle a bill like that alone.
There's no reason for you to handle it alone. Our
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.
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MOM: As a single parent, Blue Cross was one of the

best decisions 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 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.
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Practice: Ad-lib [ 1 B B

Announcing

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

Do not look at the topics that follow until you are fully prepared
to begin practicing. To prepare, get a stopwatch or a clock or watch
with a sweep second hand, and find an isolated area that is free from
distractions. Cue up a tape on an audio recorder. Then choose a
number from 1 to 20. Without looking at any other topics, read the
item corresponding 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 predeter-
mined time: 1 minute for your first few efforts and 2 minutes after
you have become more experienced. Decide on the length of your
performance before you look at your topic. Eliminate the number of
each topic when you use it so that you will have a fresh challenge
each time you practice.

As you form your thoughts, try to think of (1) an appropriate
opening, (2) material for the body of your remarks, and (3) a closing
statement. Do not stop your commentary because of stumbles, hesi-
tancies, or any other problems. Do not put your recorder on pause
while collecting your thoughts. This exercise is valueless unless you
work your way through your ad libs in “real time.” In order to im-
prove, you must have firsthand knowledge of your shortcomings; the
only way to gather this knowledge is to follow these instructions to
the letter, regardless of initial failures. It is also helpful to keep all
your taped performances so that you can review them and measure
your progress.

Some of the ad-lib topics that follow are rather trivial; some are
of importance. Some should be approached with humor; others de-
mand a more sober delivery. All of the topics are general, and anyone
should be able to find something to say about each. However, re-
member that, as a broadcast announcer, you will never be asked to
ad-lib on topics such as these, but rather on current events, as reflected
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in a given day’s newscasts and newspapers. You may use the topics
that follow for initial practice, but eventually you must graduate to
more important, current, and realistic topics. To truly test your ad-
libbing abilities with important topics, make a list of the week’s head-
lines. A typical week will yield topics as diverse as disarmament pro-
posals, third-world indebtedness, hunger in some parts of the planet,
labor negotiations in your community or area, breakthroughs in med-
icine, important Supreme Court decisions, newly proposed legislation
on a variety of issues, election results and their implications, speedups
or slowdowns of the economy, and news on the greenhouse effect.
List each topic on a separate slip of paper, and follow the instructions
for ad-libbing given above, but do not limit yourself to arbitrary time
constraints.

1. Give reasons for agreeing or disagreeing with this proposal:
“Upon graduating from high school, all students should be re-
quired to serve for one year in the Peace Corps or perform some
type of community service.”

Discuss the most influential book you have ever read.

. Describe your memories of some important holiday during your

childhood.

4. Name the most important college course you have taken, and give

reasons for your choice.

. How do you turn down a request for a date?

. Describe your most embarrassing experience.

7. If you could change one law, what would it be, how would you
change it, and why?

8. Tell about your first memorable date.

9. What do you hope to be doing in ten years?

10. Express your feelings about capital punishment (the death pen-
alty).

11. Tell about your most memorable pet.

12. Give reasons for your agreement or disagreement with this state-
ment: “All nuclear power plants, worldwide, should be taken out
of service.”

13. What turns you on?

14. What turns you off?

15. Tell about your recurring nightmares.

16. How should the government deal with terrorists?

17. What should the government do to be more effective in combating
illegal drugs?

W N

N W
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18. Tell how you feel about graffiti on buses and public buildings,
and, if you disapprove of it, what you think should be done.

19. Describe the characteristics or qualities of a broadcast announcer
whose work you admire.

20. What are your strengths and weaknesses?




Performance

All your preparation for announcing will culminate in performance,
and it is on the basis of your performing ability that you will be judged
by your audience and your employer. Of course, you must develop
other abilities and qualities, such as competence as a journalist, per-
sonableness as a music announcer, and dexterity in the operation of
basic items of broadcast equipment. However, your before-camera or
on-air work will ultimately determine your success. This chapter con-
centrates on several performance skills that you must develop, ad-
dressing the topics of microphone and camera fright, microphone and
camera consciousness, clothing and makeup for television, the use of
prompters and cue cards, and miscellaneous tips for performers. (Ad-
ditional information on performance may be found in Chapter 1,
“*Broadcast Announcing”; Chapter 4, “Voice and Diction’; Chapter
7, “Commercials and Public-Service Announcements”; Chapter 8,
“Interview and Talk Programs”; Chapter 11, ‘“‘Music Announcing”;
and Chapter 12, ““Sports Announcing.”)

Before we turn to these topics, we must consider another aspect
of performance that is of utmost importance: audience rapport. Rick
Houlberg, professor of broadcast communication arts at San Francisco
State University, made this pertinent comment after concluding a
study of viewer preferences concerning 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
despite a play list which is almost exactly the same as the four
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other available rock stations. This something is a connection made
between 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,” ““they would like to know more
about the newscaster off the air,” *‘the newscaster is almost like their
everyday friends,” and ‘“he or she made them feel contented.” Of
course, audience rapport is not everything. News anchors and re-
porters must also have significant professional characteristics, includ-
ing objectivity, reliability, honesty, being qualified, and knowing the
local market.

The messages here are clear: after achieving professional com-
petency, and while maintaining the integrity that is required of news
personnel, broadcast performers must project an attractive and
friendly personality to the audience. Attractive in this sense does not
refer to physical appearance, for Houlberg found that neither physical
appearance nor gender was significantly important to his respondents.
Synonyms for attractive are appealing, engaging, and charming. These
qualities can be used by a sensitive performer to build audience rap-
port—a relationship of mutual trust or emotional affinity. It is not
likely that every student can be taught these qualities, for they come
from within. Being aware of them can, however, help you channel
your inner feelings of respect for your audience, concern for people,
and dedication to your profession into more effective communication.
Audience rapport is a state of mind. It relies heavily on your integrity.
It is a reflection of who you are and what you care about.

Overcoming Microphone and Camera Fright

An irrational fear of performing before a microphone or camera is a
common reaction for an inexperienced performer. A few students will
relish every opportunity to perform and will delight in performance
playbacks. For most of us, though, it is normal to have butterflies
before and during a performance and to feel disappointment on seeing
and hearing the results during taped playbacks.

'These comments were made by Professor Houlberg after he had conducted a
study of 258 respondents in Ohio. The complete report is in Journal of Broad-
casting, Fall 1984. Houlberg cites other studies supporting his conclusions.
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Spotlight: The Real-Life Appeal
of Oprah Winfrey

If you didn’t know the childhood history and per-
sonal philosophy of Oprah Winfrey. you might
think she leads a charmed life. After all. she is
only in her mid-thirties. yet she has earned na-
tional fame as daytime television’s hottest talk
show host. About sixteen million people watch
The Oprah Winfrey Show, during which the vi-
brant, aggressive Winfrey tackles topics from
transvestism to racism.

But Winfrey does more than perform: she
owns the show. In 1988 her company. Harpo Pro-
ductions. gained ownership and control. She se-
cured a guarantee—unprecendented in her
field—that ABC would carry the show for the
next five years: and she purchased an enormous
studio in Chicago, which will serve not only as
production facilities for her own show but also as
“the studio between the coasts.” says Harpo’s
chief operating officer Jeffrey Jacobs.

Winfrey has also starred in the movie fea-
tures The Color Purple and The Women of Brews-
ter Place and owns screen rights for two future
projects, Toni Morrison’s novel Beloved and
Mark Mathabane’s South African autobiography,
Kaffir Boy. She owns a luxurious condo that
looms above downtown Chicago and Lake Mich-
igan, a 162-acre getaway farm in Indiana, and a
portion of a Chicago restaurant called The
Eccentric.

It seems that Winfrey is one announcer who
has used her talent to climb steadily to the top,
not only in audience popularity but in the finan-
cial and managerial control she wields over her
own career. But when she blasts welfare mothers
for giving in to the system. she also tells them
that she started out as a welfare daughter.

Born on a farm in Kosciusko. Mississippi.
Winfrey lived there with her grandmother—and
a frightening grandfather—untit she was 6, when
she joined her mother in Milwaukee. She has
lived through poverty. repeated sexual abuse, and

a sentence (unserved) to a juvenile delinquent
home. Rebellious, Winfrey was sent at 13 to live
with her father in Nashville. Vernon Winfrey was
a barber, a city councilman. and a strict discipli-
narian who soon had Oprah reading a book a
week and writing reports on them.

Winfrey's first ““performance” was held in a
Baptist church where she spent all day every Sun-
day in Sunday school and services: she often was
called on to recite lessons, otherwise known as
“going on program.” She won Miss Black Ten-
nessee in 1971, attended Tennessee State Uni-
versity. and landed her first broadcast job at age
19. as a reporter-anchor for the CBS affiliate in
Nashville. From there she worked as co-anchor
for a Baltimore television station, co-host for the
show People Are Tulking, and host of AM Chi-
cago. When Quincy Jones caught a glimpse of
Winfrey on Chicago television. he called her and
asked her to read for the part of Sofia for the film
version of Alice Walker's The Color Purple. Win-
frey, who reads voraciously. especially African-
American literature and history, not only knew
the book but had coveted that very role.

Soon she had her own nationally syndicated
talk show. whose ratings soared. The show has

Oprah Winfrey (Courtesy of HARPO Productions Inc.)
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earned several daytime Emmy awards; Winfrey
has won an Emmy and been named *'Broadcaster
of the Year.”

Her audience knows nearly everything there
is to know about Winfrey—her 67-pound weight
loss, her dog and her hairdresser, her childhood
of abuse, and her love life. There is little sepa-
ration between the talk show host and the
woman, who candidly presents her views and ex-
periences to support or contrast those of her
guests. The message is simple—that nothing hap-
pens randomly. Winfrey. who sees her show as
her “‘mission,” tries to use the hour both to turn
around the lives of her guests and to give viewers
a vicarious experience of guilt-cleansing or

change. Self-contradictory, opinionated Winfrey
challenges the belief-systems and problems of
her guests. She believes in fate, that people
claim their success or failure; she is convinced
that the “root of all evil” is people’s lack of
self-esteem.

Although guest psychologists still allege that
she has a low self-image. Winfrey has risen quite
above the rural poverty, broken family, and
abuse of her past. Because her announcing style
is so personal, she exposes to her audience both
her convictions and their contradictions, her
glamour and human warmth, her fallible self and
the announcing/acting/producing giant. And au-
diences love it.

Some tension not only is to be expected but 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. A little mic fright can
be an asset to a performer. A performer who is keyed up generates
more positive energy than one who is routinely working through a
piece of copy in an unfeeling manner.

Excessive nervousness, however, can seriously impair a perform-
ance. You are suffering from extreme mic fright when any combination
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 con-
ditions cause your voice to go up in pitch or to break or make you
run out of breath in the middle of a sentence, lose concentration, read
or speak at an excessive rate of speed, or adopt a subdued attitude.
At its greatest extreme mic fright can render you entirely unable to
communicate.

The vocal folds (often called the vocal cords), 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 a lowering of resonance and a strident sound to the 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). Make certain that



Figure 3.1

Uitimately, it is the on-air
(radio) or before-the-cam-
era (television) perform-
ance that determines an
announcer's success.
ABC's Peter Jennings,
known for his ultraprofes-
sional yet friendly personal
style, has anchored the
leading network news pro-
gram through the 1980s
and into the 1990s. (Capi-
tal Cities/ABC, Inc.)
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the beverage of your choice is not too hot, however. (Avoid carbon-
ated beverages and any beverage containing milk.)

Generally speaking, mic and/or camera fright is caused by the
following conditions.

Lack of Experience

Nothing but time and regular performances will allow you to overcome
lack of experience. Performances need not 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 confi-
dence and to develop a smooth ad-lib delivery, practice by talking
aloud to yourself. Walk through your living quarters and describe what
you see; when driving, talk about what you are passing. Sharpen your
ability to hold your friends’ attention as you relate anecdotes or discuss
matters of mutual interest.

With written scripts, of 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 necessary 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 sacrifice 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. Mature students
will applaud and encourage one another’s efforts to improve.
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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 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
will usually be 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. 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 incredibly debilitating
attitude, and there is nothing to recommend it. Modesty may be a
virtue, but self-effacement is not.

Each of us is a unique creation. You are the only person just like
you who has ever lived. Because you are unique, you have something

Figure 3.2

One way to overcome fear
of the flashing lights and
complex equipment of the
studio is to talk with the
floor manager before
broadcast. Nightline's Ted
Koppel discusses an un-
usual camera shot
planned for a segment
that is being shot on loca-
tion and transmitted via
satellite back to New York.
(Martha Stewart, The Pic-
ture Cube)
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special to offer. If you respect yourself, you will perform at an ac-
ceptable level; if you respect your listeners, you will find something
worthwhile 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. Suc-
cessful communication will inevitably increase your self-confidence
and boost your self-esteem. Enhanced self-esteem will bring about
further improvement in performances. Better performances will raise
self-esteem—and so on. Believing 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 lacka-
daisical manner, you have no right to expect the rapt attention of your
listeners. 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.
This brings us back 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 Mental Preparation

During the minutes before a performance, you should remove yourself
(physically if possible, but at least mentally) 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 appro-
priate pace, about the importance of the message, about any potential
problems of diction, pronunciation, and so on. Perform physical re-
laxation exercises. If possible, sit in a comfortable chair. Begin to
physically relax—starting with your head, then your neck, your shoul-
ders, and so on. After you have attempted to relax your entire body,
imagine that the 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 announcing to dislike the way they sound
and look on tape. This is not surprising, because we neither see nor
hear ourselves as others do. Most people do not believe that their
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voice sounds like what comes back to them from an audio recorder.
The reason is simple: 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 tympanic apparatus of the ear are heard by the
speaker alone. The combination of sounds conducted through air and
bone is what we think we sound like to others. Only when we hear
ourselves through air conduction alone, as from an audiotape player,
do we truly hear ourselves as others hear us.

As for appearance, we are used to seeing ourselves head on, 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 one’s appearance to some extent. Most of
us look heavier on television than in real life.

If you truly understand that audio and video recordings are sur-
prises only to yourself and that others accept your sound and ap-
pearance on tape just as they accept you in person, you are well on
your way toward overcoming mic or camera fright.

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,
accept yourself as you are, believe that you can and will succeed, and
understand that many of your colleagues are fighting the same battle.

Microphone Consciousness

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 is more often due to a lack of
microphone consciousness. To be mic conscious is to be always aware
that the misuse of a microphone will result in a flawed or failed per-
formance. Typical examples of faulty microphone consciousness in-
clude the following:

® Failing to clip on a lavaliere mic before beginning a performance
® Attaching a lavaliere mic improperly—too far away from the mouth
or under clothing that will muffle the sound
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® Clapping with your hands near a lavaliere mic

® Making unwanted noises near an open mic, such as drumming fin-
gers on a table near a desk mic

® Moving away from a mounted mic or moving out of range of a
boom mic

® Failing to properly move a hand-held mic between you and a guest
you are interviewing

® Positioning yourself and a guest improperly in relation to a desk
mic

® Making sudden and extreme changes in the volume of your voice

® Moving in and out in relation to a mounted mic

® Failing to understand and properly relate to the pickup patterns of
microphones

® Wearing jewelry, such as metal bracelets, that clank when moved

® Walking away from the set after a performance without remem-
bering to unclip a lavaliere mic.

One problem is so common that it deserves separate attention.
The sound of paper 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 finished with to one side.
Obviously, all scripts should be typed on only one side of the paper.
When working with practice material from this or other texts, type
copies on 83-by-11-inch paper, with double or even triple spacing.
Ordinarily, the cheaper the paper, the softer it is and the less it will
rattle. Work with the softest paper you can find.

Despite continual improvement, lavaliere condenser mics must be
used carefully to prevent their picking up unwanted noise. A script
being thumbed or rattled 3 inches away from the lavaliere will sound
as loud as or louder than a voice coming from a foot or more away.
Clothing brushing against the surface of the mic will sound like a forest
fire. Nervous toying with the cable will transmit scratching and rum-
bling sounds directly into the microphone. If you tend to produce a
popping sound as you pronounce p, t, or k or excessive sibilance with
s or sh, you may benefit from having a windscreen placed over the
face of the microphone. Several manufacturers supply open-cell poly-
urethane foam windscreens that only slightly affect the frequency re-
sponse by eliminating some of the highs.

During rehearsals and on the air, always assume that your micro-
phone is open (and when performing for television, that the camera
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is on). Watch what you say and do. Always assume that profanity and
backbiting comments about others will be heard by someone, possibly
with devastating consequences!

Camera Consciousness

Just as a microphone initiates the process of sending your voice to
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 recognizing the problems camera
operators face. The discussion that follows covers only those technical
aspects that are relevant to you as a performer.

A television camera picks up reflected light in much the same way
the human eye does. Like the eye, a camera has a lens, an iris (or
diaphragm), and a surface on which images are focused—the retina
in the eye, a photosensitive surface in 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,
and video engineers maintain the proper iris opening. (Field produc-
tion cameras do have automatic iris controls.) 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 handle anything
from a wide shot to an extreme close-up. To the eye a person standing
10 feet away will always be on the medium shot, so to speak. A final
difference is that we can rapidly move our heads approximately 180
degrees horizontally, focusing on one object at the start and on another
at the end of the head movement, without any sensation of blurring.
A television camera cannot do this.

Keep these elementary facts about cameras in mind as you con-
sider the following 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 tape or a chalk mark. When a specific
movement is called for, it is important to move exactly as required
and to come to rest in the predetermined position. There are at least
three reasons why precision in hitting marks is critical.
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1. 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,
the extent of the area in front of the 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 sys-
tem, and because studio lighting is kept to the lowest possible level
for the comfort of performers, the iris is generally 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.

2. Another reason for hitting marks precisely is that the camera op-
erator is responsible for the composition of the picture. Where you
should stand for the best composition will have been determined
earlier, and you must follow through in order to enable the 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 set are illuminated equally. If you miss your mark, you may
be outside the area specifically prepared for your presentation.

Standing on Camera

When standing on camera, you must stand still and avoid rocking from
side to side. Weaving or rocking from one foot to the other can be
distracting on a long shot and disastrous on a close-up. In Figure 3.3
Terry Lowry shows how a little rocking looks on a medium shot and
on a close-up. In a television studio a monitor will be placed where
you can see it; therefore, you will know whether the camera has you
on a wide, medium, or close-up shot and will be aware immediately
if you are moving out of the picture. In the field you most likely will
not have a monitor, and thus no way of knowing whether you are
moving out of the frame.

The moral is to practice standing with a minimum of movement.
To reduce a tendency to rock, stand with your feet slightly apart and
with one foot turned out to form a 15-to-20-degree angle with the
other foot; the turned foot should be 4 or 5 inches in front of the
other. Standing in this manner should make it all but impossible to
rock.
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Figure 3.3

Talk show hostess Terry Lowry shows how rocking from side to side, which may seem a
perfectly natural movement for the announcer, looks to viewers in (left) a wide-angle
shot and (right) a close-up shot. (Courtesy of KTVU, Oakland)

Sitting on Camera

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

Telegraphing Movement

When rising or sitting down and when moving from one part of the
studio (or exterior location) to another, you must move somewhat
more slowly than you ordinarily would, and you must telegraph your
movement. To telegraph a movement is to begin it with a slow and
slight motion followed by a pause before following through with the
intended movement. Camera operators are trained to follow even fast-
moving athletes, but you should not test their skill unnecessarily. A
little thoughtfulness on your part can guarantee that you will not cross
them up.

You should not sit down or stand up on camera unless the move-
ment has been planned in advance or signaled by the floor director.
When the camera is on a head shot of a standing performer and the
performer suddenly sits, the head drops right out of the picture. When
the camera is on a head shot of a seated performer who suddenly
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stands, the result is even worse: the viewer is treated to the infamous
crotch shot. In Figure 3.4 Eric Greene shows how this movement
looks on television. If you find that you must stand up when no such
movement was planned, telegraphing is imperative—it will give the
director time to zoom out to a wider and safer shot.

Cheating to the Camera

To cheat to the camera is to position yourself so as to create the
impression that you zre talking to another person (as in an interview)
while still presenting a favorable appearance on screen. Such posi-
tioning has no relevance to a television performer making a direct
address to the camera, as a news anchor does. But when a performer
is speaking to a guest or a co-host, two requirements that would be
mutually exclusive if it were not for cheating should be satisfied: view-
ers want to see the faces of both persons, and they want to feel that
the two are speaking to one another rather than to the audience. So,
instead of presenting only their profiles as they speak, interviewer and
guest position themselves at about a 25-degree angle from one an-
other—thereby opening up to the camera—while continuing to speak
as though they were facing one another directly.

When standing or sitting with another person, when conducting
an interview, for example, position yourself nearer the other person
than you would if you were talking with that person off-camera. We
are all surrounded by an invisible area we consider our own personal
space. When talking with others, we usually sit or stand at a com-

Figure 3.4
Television talk show host Eric Greene shows what happens when a performer suddenly
rises, without previously telegraphing his movement. (Courtesy of KTVU, Oakland)
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Figure 3.5

Nerissa Azurin, a bit impa-
tient to get out of the lime-
light, wears the egg-on-
face look as she waits for
the director to go to a
commercial break. (Cour-
tesy of Nerissa Azurin)

Chapter 3

fortable distance from them. Television performing, however, is no
respecter of this psychological space. The intimacy of television is best
exploited when both interviewer and guest can be seen in a medium
shot. Sitting or standing too far from another performer forces the
director to settle for close-ups and wide shots. In unrehearsed pro-
grams the director wants to have an acceptable cover shot, a shot that
can be used regardless of which person is speaking. If the only cover
shot available is a long shot, the director’s job is made more difficult.

Addressing the Camera

When directly addressing the camera (the viewer, actually), look
straight into the lens, and focus your gaze about a foot behind the
glass, for that is where your viewer is.

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

Make certain you don’t try to freeze a smile on your face while
waiting for the director to go to black, to another camera, to a taped
segment, or to a commercial. Try to make small and natural move-
ments while you wait. In Figure 3.5 Nerissa Azurin demonstrates the
look that results when a director stays on a shot too long and the
performer attempts to hold a smile. This is called the egg-on-face
look.

In a studio production you can expect to work with from two to
four cameras; three are standard. This means that from time to time
you will have to change your attention from one camera to another,
on cue. The cuing sequence begins when the floor director points both
hands to the taking camera (the camera that is on, indicated by an
illuminated red light called a tally light). On a signal from the director,
the floor director rapidly moves one or both hands to point to the
camera to which you are to turn. When you are performing as a news
anchor, the procedure is to notice the cue, glance down at your script,
and then raise your head in the direction of the second camera. In
Figure 3.6 Janet Zappala shows how to make a clean movement from
one camera to another.

Do not stare at the camera. Just as staring at a person with whom
you are speaking can make that person uncomfortable, staring at the
camera lens can have the same effect on your viewers. As you speak
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Figure 3.6

The floor director is using hand signals to let the anchor know which camera is being
used. This allows her to gracefully alter her eye contact to follow the changing camera
angles. (Courtesy of KGO-TV, San Francisco)
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(read), let your head make small, subtle movements. These should
be natural movements, motivated by the words you are speaking.

Examine your appearance closely while viewing playbacks. In ad-
dition to watching for such obvious physical problems as poor posture,
look at your mouth on a close-up. See if you have developed the
unattractive and distracting habit of speaking out of the side of your
mouth—in other words, speaking with one side of your mouth no-
ticeably lower than the other. If so, practice straightening out your
mouth while performing before a mirror. A lifetime habit of speaking
with a crooked mouth may be difficult to overcome, but you must do
so to have a future as a television announcer.

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

Holding Props

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

Hold maps, sketches, books, products, or other props with a
steady hand. Chances are the director will want an extreme close-up
of the object, and even a slight movement can take it out of focus or
off-camera. Position the prop so that the taking camera has a good
view of it.

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

When holding any object that has a reflective surface, such as the
dust cover on a book or an album liner, check your monitor to make
sure you are holding it at a correct angle. Studio lights reflected from
any glossy object can totally wash out its details. In Figure 3.7 talk
show hostess Terry Lowry shows the wrong and the right way to hold
a prop with a reflective surface on camera.

When demonstrating a product or a procedure on camera, do not
feel compelled to keep up a nonstop narration. Most of us have dif-
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Figure 3.7
Talk show hostess Terry Lowry shows (left) the wrong way and (right) the right way to
hold a reflective object on camera. (Courtesy of KTVU, Oakland)

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

Holding Scripts

Scripts are used in live television primarily by news anchors. They are
usually a backup to a prompting device. If the prompter fails or the
person feeding it falls behind or rushes ahead of your delivery, then
you can refer to your script. At some stations, however, you will not
have a prompter and must work entirely from hand-held scripts.
(Working with a prompter is discussed in a later section.)

When working with a script, hold it with both hands, above the
desk and tilted toward you at a comfortable angle for reading. There
are three important reasons for holding your script above desk level.
First, as you look down to the script and then up to the camera, the
degree of the up-and-down motion of your head is reduced. Second,
as you look from camera to camera, you can move the script so as to
keep it in front of you, thereby eliminating diagonal head movements.
Also, if the script were flat on the surface of the desk, you would
have to bend your head down, which would restrict the air flow and
thus impair your vocal quality.
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Figure 3.8

It is important to use pe-
ripheral vision. Reporter
Cheryl Fong shows what
happens when a per-
former on a close-up
glances away for a cue.
(Courtesy of Cheryl Fong)
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Using Peripheral Vision

A periphery is a boundary. If you look straight ahead, you will find
that the left and right boundaries of your vision extend in an arc of
about 150 degrees. This is the range of your peripheral vision, and
you should be able to pick up movements, such as hand signals, given
to you within this area. Actually, you will need to use only about a
45-degree arc of your peripheral vision, because floor directors will
give you signals as close as possible to the camera you are addressing.
When receiving signals, do not allow your head or even your eyes to
turn toward the signaler. In Figure 3.8 Cheryl Fong shows how even
a slight movement of the eyes to pick up a cue can look on camera.

Clothing and Makeup

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

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

Jewelry can cause video problems, as can sequins. Studio lights
reflected directly into the camera lens cause flaring (a flash on the
television screen caused by signal overload due to light reflected from
a highly polished object). This effect may be used to assert the glamour
of a particular guest. but it is very distracting if created regularly by
a program host.
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If your vision needs correction, contact lenses will usually give
you your best on-camera appearance. If you prefer wearing glasses,
have their lenses treated with an anti-glare coating. The frames you
choose are an important aspect of your appearance, so look for frames
that are flattering and suit your on-air personality. Generally speaking,
frames should not be so unusual as to call attention to themselves.
Eyeglass frames made of metal may cause flaring, so choose plastic
frames.

' Makeup for television performers is usually quite simple and
quickly applied. Makeup is used to reduce skin shine, eliminate five-
o’clock shadow, improve skin color, and hide minor blemishes. It is
seldom intended to drastically change the appearance of a television
performer. Close-ups are too revealing of any such attempts to change
basic facial features. If your complexion is very sallow, you must be
careful to cover your entire face, neck, and ears with makeup, because
the contrast between the near-white of uncovered skin and almost any
color of makeup would be most noticeable. Some men, even when
freshly shaven, show a dark cast in the beard and mustache area.
Although pancake makeup helps cover five-o’clock shadow, there is
also a special beard-stick that eliminates the problem in nearly all
cases.

Always have powder or pancake makeup near you. Most sets are
brightly lit, and the heat from lighting instruments may cause you to
perspire. Check frequently to make sure you are not perspiring; if
you are, apply powder during times you are off-camera.

Working with Cue Cards

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

Some college departments of broadcasting do not own prompting
devices, and students who must deliver lengthy messages word for
word must rely on memorization or cue cards. Memorization involves
a greater risk of disaster. The pressure of performing before one’s
peers along with the normal distractions of the television studio—
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bright lights in one’s face, time cues, signals from a floor director to
change cameras—makes concentration on a memorized script quite
difficult. For most learners cue cards are the best option.

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

For longer messages smaller cue cards are used. These are gen-
erally wider than 24 inches and no more than 12 to 15 inches high.
Less information can be placed on each of these smaller cards—a 30-
second commercial will require several of them—but they help the
performer maintain better eye contact with the viewer than is possible
with the larger cards. Cards should be held as close to the lens as
possible; the best placement is just below the lens, because this allows
the performer to look directly at the viewer. If the script calls for a
switch from one camera to another, either the cards must be dupli-
cated, with one set held at each camera, or they must be divided
according to the lines that are to be addressed to each camera.

When working with cue cards—especially with multiple ones—it
is imperative that you practice with the person or persons who will
be holding them during your performance. Even a slight hesitation in
changing the cards can cause you to stop in midsentence. As you read
from cue cards, practice looking as directly as possible into the lens,
using your peripheral vision to its greatest degree. It isn’t easy, but
with regular practice you can develop this skill.

Working with Prompters

Most television stations use prompting devices to enable performers
to maintain eye contact with viewers. Some prompters are entirely
electronic; scripts are typed on a word processor, stored, and trans-
mitted to a display terminal. Other prompters are combinations of
mechanical and electronic components; a script made of pieces of
paper taped together is run under the lens of a fixed camera. With
both systems the image appears on a black-and-white monitor attached
to each television camera; a mirror reflects this image onto a sheet of
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glass mounted at a 45-degree angle in front of the camera lens. The
performer sees the script while looking directly at the lens. The speed
of the moving script is regulated to match the reading speed of the
performer. Also, with both systems hard copy—a script printed on
sheets of 83-by-11-inch paper—is generated for use by producers, di-
rectors, news anchors, and others. The script may be typed on an
electronic keyboard and then duplicated in the number of copies re-
quired for production, or it may be typed directly onto copy sets,
multipart forms that yield as many as eight copies, each of a different
color. Copies go to each of the co-anchors, the producer, the director,
the prompter operator, the tape librarian, and the station manage-
ment, and one copy goes in the files.

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

When delivering a commercial or a station editorial, you will sel-
dom have a script in your hands or on a desk in front of you. Nearly
all such performances are taped and can be repeated if the prompter
malfunctions. During a live newscast, on the other hand, it is imper-
ative that you have a complete script to turn to in the event that the
prompter ceases to work or gets out of phase with your reading.

When you go on the air for a 60-minute newscast, you will have
a complete script, but you can expect it to be revised or replaced
during the broadcast. Runners will bring new copy to you and to the
prompter operator. Instructions to toss to a reporter in the field or to
a co-anchor in the newsroom will be given to you by the director or
producer over an IFB (interrupted foldback), a small earpiece that
contains a speaker.? You will also receive instructions passed on by
the floor manager during commercial breaks, reports from the field,
or taped stories.

Because you will not have had an opportunity to study those
portions of your script that are written and delivered after the start
of the newscast, skill in sight reading is extremely important. You may
have a chance to skim the new copy for names of people, places, or
things that you may have trouble pronouncing, but there is no guar-

To toss is to give a brief ad-libbed introduction to another announcer, such as a
co-anchor or a weather reporter.
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antee that anyone in the studio or control room will be able to help
you with the pronunciation. For this reason, you should establish an
understanding with the newswriters, assignment editors, and associate
producers that unusual words or names will be phoneticized on the
copy that goes to you and the prompter. As an example, your script
may read

THE EAST AFRICAN NATION OF DJIBOUTI
(JEE-BOO'-TEE) HAS BEEN HIT BY A SEVERE PLAGUE
OF LOCUSTS.

In this instance, the newswriter took the phoneticized spelling from
the pronouncer included in the wire-service copy from which the story
was taken. Pronouncer is the term used by news services for the
phonetic transcriptions of words and names that have been inserted
in wire-service copy.

In the above example the wire-service pronouncer appears in all
capital letters, with an apostrophe to indicate the syllable to be
stressed. A second style of wire-service phonetics has stressed syllables
in upper case and the unstressed syllables in lower case, as in the
following example:

WASHINGTON—A DIETARY SUPPLEMENT THAT MAY CAUSE
A FATAL BLOOD DISORDER HAS BEEN REMOVED FROM
SALE BY ITS MANUFACTURER. L-TRYPTOPHAN
(el-TRIP-toe—fan) HAS BEEN LINKED TO THE
POTENTIALLY FATAL BLOOD DISEASE EOSINOPHILIA
(EE-uh-sin—-uh-FEEL-ee-yuh). A NATIONAL CONSUMER
ORGANIZATION PRAISED THE MANUFACTURER'S DECISION,
AND CALLED THE HALT IN SALES A QUOTE, '‘PRUDENT
AND CAUTIOUS COURSE OF ACTION."

If you type your own script, make certain that each sentence is
indented four or five spaces. This will enable you to more quickly spot

the part of the story you are reading in the event of prompter failure.
As you read from the prompter, slowly move your right thumb down
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the side of your hand-held script. With practice, you can eventually
become quite precise in keeping your thumb positioned at the point
of the story as it is read from the prompter.

Never hyphenate a word at the end of a typewritten line in a
script. An announcer must be able to see entire words without having
to shift the eyes back to the beginning of a new line for the conclusion
of a word. If, for example, a line ended with con, there would be no
way for an announcer reading along to know whether the rest of the
word were tinuous, tinent, or vict.

When working with a prompter, make sure that the camera is at
least 10 to 15 feet in front of you. Eye movement as you scan the
projected script will be less noticeable at that distance. ‘Glance down
at the script frequently. This not only eliminates the staring look but
keeps you in touch with the ongoing script—a necessity in case the
prompter fails.

Instructions and Cues

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

Instructions and cues are given to television performers by floor
directors and producers. Floor directors use either oral or visual means
of communicating, depending on whether the instruction comes at a
time when oral communication is feasible. Television producers com-
municate by way of an IFB. On-air radio announcers and performers
working in a recording studio may receive instructions from an en-
gineer or a producer. These instructions may be given orally over an
intercom connecting a control room with a studio, through a headset,
or as hand signals. In general, instructions from floor directors and
engineers are confined to details such as cuing, indicating an upcoming
program break, and signaling the improper use of equipment or (in
television) of lights. Producers usually concern themselves with mat-
ters of interpretation or changes of plan, such as dropping a news
story. Regardless of who issues the instructions, it is your responsibility
to carry them out promptly and effectively.
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Figure 3.9

Cooperation is vital be-
tween on-air personnel
and production staff. Every
radio or television station
has its own system of
cues and signals to help
announcers stay aware of
the show's timing and
camera angles. News co-
anchors Don Sanchez and
Cheryl Jennings wait for
the cue that will let them
know when to go back on-
air after a commercial
break. (Courtesy of KGO-
TV, San Francisco)
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Several considerations are involved in developing good working
relationships. First, as an announcer you are not expected to act like
a mindless automaton. There will be ample opportunity for you to
talk over your ideas and concepts with others. However, while a
program is being broadcast is not the time to exercise independent
judgment. Follow the instructions you have been issued; if appropri-
ate, discuss them later.

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

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

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

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

Taking a Level

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

Before taping or going on the air, the engineer must know the
volume level of all audio inputs. In the simplest production this means
the volume level of the announcer: in elaborate productions it might
mean the levels of several voices, music, and sound effects. The en-
gineer's job is to mix or blend audio inputs in the proper proportions

Figure 3.10

Prior to a broadcast, a ra-
dio or television announ-
cer often works with an
audio engineer to take a
level. (Courtesy of Turner
Broadcasting System)
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and with optimum quality. When taking a level, an engineer can tell
you if you are off-mic, if you are too loud or too soft, or if you are
popping or creating excessive sibilance. Popping is an air blast when
plosives are sounded; plosives are the consonants p, b, t, d, k and g.
Sibilance is the hissing sound made when the letter s, and sometimes
sh or z, is sounded. You cannot sound your best if you are misusing
your mic. An audio engineer can help you make the most effective
use of your voice, but you must cooperate. When you are asked to
take a level, it is imperative that you read from the actual script to be
used (or, if ad-libbing, that you speak at exactly the same volume you
will use during the performance), that you position yourself in relation
to the mic exactly as you will during the show, and that you continue
reading or ad-libbing until the engineer is satisfied with the result.
In taking a level, follow this procedure.

1. As you sit or stand before a mic or after a lavaliere mic has been
clipped on, remain silent. Unnecessary chatter is distracting and
potentially embarrassing if your mic is open.

2. Wait patiently and alertly for a signal to take a level; the signal
will probably be given orally by a floor director (television) or by
an engineer over an intercom (radio). If you must depend on a
visual signal, keep watching the engineer.

3. On receiving the signal, move into the exact position and posture
you will use during the performance, and read or speak exactly as
you will later on.

4. When working with a script, read from that script, using all of the
vitality, emotion, and other qualities you intend to use in actual
performance. Do not hold back, thinking that it is wise to save
yourself for the real thing.

5. As you read or speak, remain alert for any hand signals given by
the floor director or engineer, which might indicate “louder,” “‘sof-
ter,” or “move closer to (or away from) the mic.”

6. As you make the suggested adjustments (if any), continue to speak
until the signal is given that everything is satisfactory.

Hand Signals

In radio and television hand signals are sometimes used for commu-
nication between members of a working team. Hand signals were
developed in the early days of radio because soundproof glass parti-
tions separated directors and engineeers from performers. As radio
turned to recorded music, most music announcers began doing their
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own engineering. Today, many radio stations do not even have a
control room adjacent to the announce booth or studio. Despite this,
some hand signals are still used in radio and in television, and students
of announcing should understand and be able to use them.

Most of the signals that follow are standard throughout the in-
dustry, but their use may vary from station to station. Some signals
are used only in radio, some only in television, and others in both.

Radio and television signals

® The attention signal, a simple waving of the hand, usually precedes
the stand-by signal. In radio it is given by an engineer, in television
by the floor director.

® The standby signal is made by holding the hand slightly above the
head, palm toward the announcer. The standby signal is given at
any time when the announcer cannot judge the precise moment at
which to pick up a cue, such as at the beginning of a program. (A
different standby signal is used in television when cuing the anchor
from one camera to another.) At some stations the standby signal
is given by the operator of the camera that will go live next.

® The cue signal is made by rapidly lowering the hand from the
standby position, with the index finger extended and pointing di-
rectly at the person being cued. The cue signal nearly always follows
the standby signal; neither signal is normally given alone. At some
television stations the cue signal is thrown toward the camera that
is going on the air. In some radio operations the cue signal is given
as often by the announcer as by the engineer. Music and fast-paced
news programming require timing to the split second, and cues are
given by the person who is in the best position to coordinate the
elements of production.

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

® The slow-down or stretch signal is given by a television floor director
or an audio engineer or director. It is made by pulling the hands
apart, as though pulling taffy. Because slow down and stretch mean
two different things, you must rely on the context in which the
signal is given to know how to interpret it. When you are reading
from a script, the signal means to slow the pace of your delivery;
when you are ad-libbing, it means to stretch (in other words, to
keep talking until a further signal is given).
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® The speed-up signal is given by holding the hand before the body,
index finger extended, and then rotating the hand. On receiving

o~ this signal, you should increase the pace of your delivery. The signal

is imprecise; it does not tell you how much you should speed up or

Y A for how long. Later directions or signals will give you this infor-

ﬁ & mation. You must be careful not to confuse this signal with the
’ TR wrap-up sign.

® The wrap-up signal is made by holding both hands in front of the
torso and then rotating them about 8 inches apart so that first one
hand and then the other is on top. On receiving this signal, you
should bring the program or the segment to a close as soon as
possible in a smooth and natural way.

® As a program nears its conclusion or as a segment of a program
nears a station break, it is important for an announcer to know the
exact number of minutes or seconds remaining. Time signals are
given in the same manner for both radio and television, though
they are used much more in television. They are as follows:

‘ : - three-minute signal—three fingers held up and waved slowly

break

introduce report two-minute signal—two fingers held up and waved slowly

one-minute signal—the index finger held up and waved slowly

I thirty-second signal—the right and left arms crossed (television)
' > or the index finger of one hand crossed with the index finger
‘ é) =) of the other (radio)

fifteen-second signal—a clenched fist held upright and near the
head

| ten-to-zero signal—all fingers on both hands held up and then
. lowered one at a time as the seconds are counted down

drop report
five-to-zero signal—the fingers on one held up and then lowered

— 1 one by one

} |

~— Television signals

-
- ® The stand-by signal, most often used in newscasts, tells the anchor
\ A to prepare to be waved from one camera to another. It is made by

holding both hands next to the lens of the taking camera. Figure
3.5 shows this signal.
® The switch-camera signal tells you to look immediately toward the
take a level camera to which you have been waved. The floor director will have
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progressed from the stand-by signal to the switch-camera signal by
moving one or both hands from the first to the second camera. An
earlier section of this chapter, ““Addressing the Camera,” tells how
this transition is best made when working with a script.
® The break signal, used chiefly on interview and talk programs, tells
you that you should wrap up the present segment for a commercial
break. The signal is made by holding the hands as though they were
grasping a brick or a stick of wood and then making a breaking
motion.
The introduce-report signal consists of a thumbs-up sign given to a
news anchor to indicate that a planned report from the field is ready
to go on the air. The drop-report signal is a thumbs-down sign
meaning that the report is not to be introduced. Reports may be
dropped because of technical difficulties or because of time pres-
sures.

louder °

Radio signals (also used in some audio recording studios)

® The take-a-level signal is generally made by holding the hand palm
down and then moving it back and forth as though smoothing a

softer pile of sand. In some operations the signal is given by holding a
hand at face level, with the tip of the thumb touching the fingers,
and then opening and closing the hand rapidly, as though to say
“go on and gab.” This usage should be discouraged because it can
be confused with the signal for an upcoming tape. The signal to
take a level is not often used; an oral cue is preferred by most audio
engineers. At times it can be used with the following four hand
signals for efficiently directing a performer to make the best use of
a microphone.

® The louder signal tells the performer to increase volume and is
made by holding the hand before the body, palm up, and then
raising the hand.

® The softer signal tells the performer to reduce volume and is made
by holding the hand before the body, palm down and then lowering
the hand.

® The move-closer-to-the-mic signal is made in two ways. In the first,
the hands are held apart, palms toward each other, and then moved
so as to bring them together. (This version is sometimes used in
television to tell a performer to move closer to another person on

<— the set.) The alternative way to make this signal is to hold a hand

at face level, the palm toward the mouth, and then move the hand

move back from mic toward the mouth.

move closer to mic
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® The move-back-from-the-mic signal also has two versions. In the

first, the hands are held close to one another in front of the body,
with the backs facing one another, and then moved further apart.
The second version is to hold a hand at face level, with the back
toward the mouth, and then move it away from the face.

The commercial signal is made by touching the index finger of one
hand to the palm of the other. It may be given by an engineer or
an announcer to indicate that a recorded commercial will follow.
The cart signal is made by holding up one hand in the shape of a
U or a C, as though the hand were holding a tape cartridge. (Cart
is an abbreviation for tape cartridge.) In news operations the cart
signal indicates that the news item coming up includes a carted
segment, usually a recorded report from a reporter in the field.
The headlines signal is made either by drawing the index finger
across the forehead or by tapping the top of the head. The signal
is given by the announcer to tell the engineer that news headlines
will follow the news item then being read. The engineer is to play
the headlines sounder. Sounders, also called logos or IDs, are mus-
ical jingles that introduce sports reports, consumer action reports,
business news, and similar regular features.

headlines

sounder

Figure 3.11

Floor director Patsy
Wheeler gives a hand sig-
nal to cue Buzz Luttrell
during a live telecast.
(Courtesy WBZ-TV, Bos-
ton; photo by Sarah Hood)
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® The sounder signal is made by holding the hand flat, palm down,
and moving it from right to left while simultaneously making it
flutter. The signal is given by the announcer to tell the engineer
that the next scheduled feature is coming up and that the appro-
priate sounder is to be played on cue.

There is a natural tendency to acknowledge that one has received
and understood a hand signal. Experienced performers working with
professional crews do not send back a signal indicating ‘‘message re-
ceived, will comply.” At some stations, however, and especially when
new, unrehearsed, or unusually complex programs are being pro-
duced, performers are asked to acknowledge hand signals. In some
instances this acknowledgment is conveyed by an unobtrusive hand
or finger movement; in others it may involve a larger gesture. Follow
the practice preferred by the director or producer of the show.

Phonetic Transcription

As an announcer, you face unique and challenging problems in pro-
nunciation. In reading news, commercial, and classical music copy,
you will frequently encounter words of foreign origin, and you will
be expected to read them fluently and correctly. As a newscaster, you
will be expected not only to pronounce foreign words and names with
accuracy and authority, but also to know when and how to Ameri-
canize many of them. Although British announcers are allowed to
Anglicize categorically, you would be seen as odd or incompetent if
you said DON KWICKS-OAT for Don Quixote or DON JEW-UN
for Don Juan, as they do.

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

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

two separate sounds, as in the name MacHeath
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There are many other examples. In the sentence “I usually used
to use this,” the letter s is sounded differently in the words usually,
used, and use. The letter a is pronounced differently in the words cap,
father, mate, care, call, boat, and about. Similar variations are seen
for all other vowel sounds and most consonants as well. For example,
th is pronounced differently in Thomas, though, and then; r is pro-
nounced differently in run, fire, and boor. Letters may at times be
silent, as in mnemonic, Worcester, and Wednesday. At other times,
and for no apparent reason, a word is correctly pronounced only when
all letters in it receive some value, as in misunderstood and circum-
stances. The letters ie are sometimes pronounced “‘eye,” as in pie, and
sometimes ‘“‘ee,” as in piece. Two words with almost identical spellings,
such as said and maid, can have quite different pronunciations. In
short, the only constant in spoken American English is variation.

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

Of course, common words do not cause pronunciation problems.
But try to determine the correct pronunciation of the following
words—some quite familiar, others less so—according to your knowl-
edge of language and any rules of pronunciation you may have learned:

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

Now look up the correct pronunciation of these words in any standard
dictionary. After checking the pronunciation, you will certainly agree
that no amount of puzzling over them, and no rules of pronunciation,
would have helped.

Correct American pronunciation of English not only is inherently
illogical but also changes with time and common usage, generally
tending toward simpler forms. It is becoming more and more accept-
able, for example, to pronounce clothes as KLOZ, to leave the first

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

American place names present the same problem. In Nebraska,
Beatrice is pronounced BEE-AT'-RIS. In South Dakota, Pierre is
pronounced PEER. In California, Delano is pronounced DUH-
LANE’-O. In Kentucky, Versailles is pronounced VER-SALES’. In
Georgia, Vienna is pronounced VYE-EN’-UH. In the Southwest,
Spanish place names are conventionally pronounced neither as the
Spanish original nor as they seem to be spelled. For example, in
California, the San in San Jose is pronounced as in sand rather than
as Spanish speakers would pronounce it (as in sonnet), and HO-ZAY
is used rather than the Americanized JO-ZAY or the Spanish HO-
SAY.

Because the only standard for pronouncing place names is the
common practice of the natives of the region, you must be on guard
to avoid error. All American and Canadian communities have special
and capricious ways of pronouncing the names of streets, suburbs,
nearby towns, and geographic landmarks. Radio and television an-
nouncers who are new to an area and consistently offend listeners with
mispronunciations may not be around long enough to learn regional
preferences. Bostonians may not care if you mispronounce Pago Pago
(PANG’-GO PANG'-GO), but they will be outraged if you pro-
nounce Quincy as QUIN-CEE' rather than QUINZ'-EE.

It is not surprising that the problems inherent in the pronunciation
of American English have given rise to various systems of phonetic
transcription. Two of these systems are outlined here, and the third—
the International Phonetic Alphabet—is introduced here and dis-
cussed fully in Chapter 14.

Wire-Service Phonetics

- Several news agencies provide radio and television stations with news
stories, sending them via satellite and telephone lines to teleprinters
and computer terminals. When a word or a name that might cause




Chapter 3

pronunciation problems is transmitted, that word often is phoneti-
cized—given a pronouncer—as in this example.

(SYDNEY, AUSTRALIA) THE ISLAND NATION OF
VANUATU (VAHN-00-AH'-T00O)—-FORMERLY THE NEW
HEBRIDES (HEB'-RIH-DEEZ)—WAS HIT TODAY BY A

STRONG EARTHQUAKE.

Pronouncers are useful, but you should not rely on them com-
pletely. They are sometimes ambiguous and occasionally inaccurate.
A few sounds defy accurate transcription. Wherever possible, check
pronunciations in dictionaries, atlases, or other appropriate sources.

All of the symbols of wire-service phonetics appear in Table 3.1
arranged in the same order in which they appear in the International
Phonetic Alphabet. (Since we are dealing with speech sounds, alpha-
betic arrangement has no relevance.) Key words have been chosen
for clarity, so most are quite commonplace. Two symbols are some-
times given for a single sound. For example, for the second vowel
sound listed, I works well for the word impel, but IH works better
for Bethesda. If this word were transcribed as BI-THEZ'-DUH instead
of BIH-THEZ'-DUH, a reader might pronounce the first syllable as
the English word by.

With a little practice—and some ingenuity—you can make wire-
service phonetics into a useful tool. The consonants are easiest to
learn because most of them represent only one sound; the symbols T,
D, S, Z, and M, for instance, can hardly cause confusion. Other
consonant sounds need two letters to represent them, for example,
TH (THIN), CH (CHAT), and SH (SHOP). One symbol, Y, is used
for two sounds, one a consonant and the other a diphthong. As a
consonant, it appears in the word yeoman (YO'’-MUN); as a diph-
thong, it represents an entirely different sound, as in sleight (SLYT).
The symbol TH is the most troublesome, for it represents the initial
sounds in think and then. Context can help in some instances, but not

.all. It works for hearth (HAHRTH), but not calisthenics. Anyone

seeing KAL-UHS-THEN'-IKS might read THEN as the common
English word, and this is not the correct sound.

Some vowel sounds are a bit troublesome, but they usually can
be differentiated by their contexts. The letters OO, for example stand
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Symbel

Vowels EE
IorIH
AY
E or EH
A
AH
AW
0]
00
00
ER
UH

Diphthongs Y
AU
10)'¢
YU

Consonants* TH
TH
SH
ZH
CH
J
NG
Y

Key Word

believe
impel, Bethesda
bait
pester, beret
can
comma
lost

host
mooring
pool
early
sofa
lighting
grouse
oiling
using
think
then
clash
measure
church
adjust
singing
yeoman

Phonetic Transcription

(BIH-LEEV')
(IM-PEL') (BIH-THEZ'-DUH)
(BAYT)
(PEST'-ER) (BEH-RAY')
(KAN)
(KAH'-MUH)
(LAWST)
(HOST)
(MOOR'-ING)
(POOL)
(ER'-LEE)
(SO'-FUH)
(LYT'-ING)
(GRAUS)
(OY'-LING)
(YUZ'-ING)
(THINGK)
(THEN)
(KLASH)
(MAYZH'-ER)
(CHERCH)
(UH-JUST")
(SING'-ING)
(YO'-MUN)

*The consonants P, B, T, D, K, G, F, V, S, Z, H, M, N, L, W, and R are pronounced as in English and
therefore are not listed. The symbol G is always as in green, never as in Gene.

for vowel sounds in food and poor, which are not, of course, the same.
Here is how context can help distinguish between them:

buoy (BOO'-EE)

Purim (POOR'-IHM)

In these examples, the common words boo and poor tell which sound

to give OO.
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It is not for common words that wire-service phonetics were de-
veloped. Here are some typical words that might be given pronouncers
by a wire service:

Beirut (BAY-ROOT") Sidon (SYD’-UN)

Bayreuth (BY'-ROYT) Coelho (KWAY'-LO)

Clio (KLY'-O) Ojai (O’-HY)

Schuylkill (SKUHL'-KIL)  Yosemite (YO-SEM'-IH-TEE)
Faneuil (FAN'-UHL) Hamtramck (HAM-TRAM'-1K)

Obviously, your use of such phonetic transcription will be reserved
for the few names and words in your copy that require you to turn to
a dictionary, gazetteer, or similar reference work. Table 3.2 offers
suggested sources for correct pronunciations in several different prob-
lem categories.

At times you will have to read a news story for which no pro-
nouncers are given. In a rip-and-read operation you will have to at-
tempt difficult copy without adequate preparation time.> When time
permits, you should do your own transcribing of difficult words, as in
this example, done easily and quickly on a word processor:

(NASHVILLE, TENNESSEE) MEDICAL RESEARCHERS TODAY
REVEALED A STUDY SHOWING THAT AS FEW AS TWO CUPS
OF COFFEE CAN CUT THE BLOOD FLOW TO YOUR BRAIN BY
10 TO 20 PERCENT. DR. WILLIAM WILSON, ASSISTANT
PROFESSOR OF PSYCHIATRY AT VANDERBILT UNIVERSITY,
AND CO-AUTHOR OF THE STUDY, SAID: “WHILE THE
BLOOD-FLOW REDUCTION DOES NOT SEEM SEVERE ENOUGH
TO CAUSE PROBLEMS IN NORMAL INDIVIDUALS, IT

IS UNCLEAR WHETHER IT MAY INCREASE THE RISK

OF TRANSIENT ISCHEMIC (IZ-KEE'-MIK) ATTACKS

*Rip and read refers to the practice of tearing wire-service copy off a printer and
almost immediately reading it on the air, without taking time to look for typos
or pronunciation problems or to decide on interpretation.
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Table 3.2 Sources for Correct Pronunciations of Names and Place Names

Category

Names of persons

Foreign names

Foreign place names

Source

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

Appropriate embassy or consulate

Columbia Lippincott Gazetteer of the World

State or regional place names State or regional historical societies or the state police

or highway patrol

Names of members of legislatures Clerk of the legislature

AND CEREBRAL INFARCTIONS (SEH-REE'-BRUHL

IN-FARK'-SHUNZ) IN HIGH-RISK INDIVIDUALS OR

THOSE RECOVERING FROM CEREBROVASCULAR
(SEH-REE'-BRO-VAS'-KYU-LER) ACCIDENTS."

CAFFEINE COULD ALSO MAGNIFY THE

EFFECTS OF CERTAIN DRUGS, SUCH AS

THE DIET DRUG PHENYLPROPANOLAMINE
(FEN'—-UHL—PRO—PAN—-OHL'-UH-MEEN), WHICH ALREADY
CONTAINS CAFFEINE.

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

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

At the end of Chapter 15, “Foreign Pronunciation,” there is news
and commercial copy featuring names and words in a variety of foreign
languages. For practice you should transcribe these names and words
into wire-service phonetics and then read the copy aloud. Work with
this and other practice copy until you find it easy to do phonetic
transcriptions and can read them without errors or hesitation.

Diacritical Marks

Dictionaries use a system of phonetic transcription that features small
marks placed above the vowels a, e, i, 0, and u, along with a few
additional symbols for sounds such as th in thin and zh in vision. The
American Heritage Dictionary uses these symbols:

a pat a pay a care & father
€ pet e be

ipit ipie i pier

0 pot o toe 0 paw

00 took 00 boot
th thin th this
i cut 0 urge
zh vision

9 about

The diacritical marks are not totally standardized; there are vari-
ations from dictionary to dictionary. The American Heritage
Dictionary uses seventeen symbols to indicate the vowel sounds of the
English language. Webster’s Collegiate Dictionary, on the other hand,
uses thirty symbols. If you decide to use diacritical marks to indicate
correct pronunciation on your scripts, it is important to adopt one
system of marks and stick with it. Going from one dictionary to another
would be very confusing.

The system of phonetic transcription used in dictionaries has at
least three important limitations. First, diacritical marks are rather
difficult to learn and to remember. The publishers of English-language
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dictionaries recognize this fact and place a guide to pronunciation at
the bottom of every page. A second disadvantage is that diacritical
marks were not designed for use by oral readers. The marks are small
and vary only slightly in their configurations. When accuracy under
pressure is demanded, diacritical marks often fail to meet the test. A
final limitation of the method of transcription used in dictionaries is
that the key words used may vary in pronunciation from area to area.
To learn that fog is pronounced as dog tells a Texan that “fawg”
rhymes with “‘dawg” and a Rhode Islander that *‘fahg” rhymes with
“dahg.”

Some modern dictionary publishers have developed rather so-
phisticated pronunciation guides. They have eliminated some ambi-
guity through the use of more standardized key words. Fairly extensive
discussions of pronunciation, symbols to indicate foreign speech
sounds not heard in the English language, and a few symbols from
more sophisticated systems of phonetic transcription have been added.

The International Phonetic Alphabet

The International Phonetic Alphabet (IPA) was devised to overcome
the ambiguities of earlier systems of speech transcription. Like any
other system that attempts to transcribe sounds into written symbols,
it is not totally accurate. It does, however, come closer to perfection
than any other system. Like diacritics, the IPA uses key words to
indicate pronunciation, so if you speak with a regional accent, you
may have difficulty making the IPA work for you.

The International Phonetic Association has assigned individual
written symbols to all the speech sounds of the major languages of
the world. Whether the language is French, German, or English, the
symbol [e] is always pronounced *‘ay” as in bait. Speech sounds not
found in English have distinct symbols: for example, [x] represents
the sound ch in the German word ach, and [y] represents the sound
u in the French word lune.

The IPA is not difficult to learn, but few professional announcers
use or have even heard of it. Most broadcast announcers get by with
wire-service phonetics or diacritics, but those who want to excel in
certain areas of news or sports announcing (international coverage or
competitions) should learn and continue to practice with the IPA. The
same is certainly true for classical music announcers.

Chapter 14 presents a detailed exposition of the IPA. With the
help of the IPA, you can learn the principles of French, German,
Spanish, and Italian pronunciation, as presented in Chapter 15.
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Performance Skills

Preparing for a Performance

Conscientious preparation for a performance is necessary for all but
the most seasoned veterans, and proper preparation involves several
considerations. Once you have worked in the field for many years,
announcing will be as natural as breathing. Until then, follow the
suggestions in this section to prepare for smooth and confident per-
formances.

First, if you are working with a script, you should study and mark
it. Underline words to be stressed. Write, in phonetics, the correct
pronunciation of difficult words or names. Note any words that might
be mistaken for others; for example, the following words are some-
times confused because of similar spellings:

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

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

The final 10 minutes before a performance are critical. You must
try to separate yourself from any distracting activities and concentrate
on your upcoming performance. If you are excessively nervous, try
to relax; if you are apathetic, try to psych yourself up to an appropriate
degree of energy.

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

Note the placement of microphones and, for a television presen-
tation, the cameras. Note where you will sit or stand, and decide



Performance 95

Checklist: Preparing [ 1 1 B

to Perform

1. Study the script; mark it for which you may move without
correct pronunciation of and retreating into shadows. Check
distinction among words with the floor director about

2. Use the final 10 minutes before which camera(s) will be used
your performance to separate and whether any unusual cam-
yourself from all distractions; era shots will be taken.
concentrate on calming your 4. Practice holding and demon-
nerves and psyching up your strating any objects that will be
energy level. part of your performance: tind

3. Note the placement of micro- out to which camera you will
phones in the studio. Note be presenting the object.
where you will sit, and decide 5. Remind yourself to speak
how you will hold your script. slowly, and to continue grace-
For video performances, check fully with your broadcast if you
lighting and the range within should stumble.

where you will hold or place your script. For television, check out the
lighting, and determine exactly where you will stand or sit and how
far you may be able to move in each direction without moving into
shadows. If necessary, check with the floor director to be sure you
know which camera is to be called up to open the scene, and be sure
you know about any critical or unusual camera shots.

If you are to hold or demonstrate an object, decide exactly where
and how you will hold it and to which camera you will present it.

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

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

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

Conversational quality is totally destroyed by reading “ay” instead
of “uh” for the article a. Read this sentence, pronouncing the article
as “ay’

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

Now read the sentence again, substituting the sound “uh” for “ay.”
Do not stress any of the “uhs.’” Note how stilted the sentence sounded
the first time you read it and how much more natural and conversa-
tional it was when you used “uh” for the article a.

The article the is sometimes pronounced “thee” and sometimes
“thuh.” The general rule is to say “thee” before a word beginning
with a vowel sound and “thuh” before a word beginning with a con-
sonant:

SCRIPT: The appetite is the best gauge of the health of the av-
erage person.
READ AS: THEE appetite is THUH best gauge of THUH health
of THEE average person.

At times this general rule is broken for purposes of emphasis, as in
“It is THEE best buy of thuh year!”

Reading Telephone Numbers

When reading a telephone number that includes an area code, read
it with a pause after each part:

SCRIPT: Phone (332) 575-6666.
READ AS: Phone area code three-three-two / five-seven-five /
SIX-S1X-SIX-SIX.
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When reading a telephone number that includes zeros, do not say
*“oh’ or *‘ought.”

SCRIPT: Phone 924-0087.
READ AS: Phone nine-two-four / zero-zero-eight-seven.

When you repeat a number, you can vary the way you say it:

SCRIPT: Phone 344-8200; that’s 344-8200.
READ AS: Phone three-four-four / eight-two-zero-zero; that's
three-four-four / eighty-two hundred.

Some sponsors have special numbers that must be treated in a
certain way. Part or all of the number may spell out a word, as in
332-SAVE. Often such numbers are given twice: once with the word(s)
and then in the all-number version.

Toll-free telephone numbers should be read with the beginning
given as ‘‘one-eight-hundred.”

Developing a Sense of Time

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

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

At other times during a program, you may be given a hand signal
meaning that you have 10 seconds in which to wrap up, or that there
are 3 minutes, then 2 minutes, then 1 minute left in the program or
in a segment of it. It is important to develop a sense of how long these
periods of time are. Smooth transitions and unhurried endings require
accurate timing. To develop this sense, you must practice extensively,
using a stopwatch. Without looking at the watch, start it and then
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stop it when you think that a given number of seconds has passed. At
first, you will typically think that a minute has passed when the actual
elapsed time is closer to 30 or 40 seconds. With practice you should
become quite accurate at estimating elapsed times. Then you must
practice speaking and reading lead-ins and program closings, matching
your words with a predetermined number of seconds.

Other Tips for Improving Your Performance

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

Second, invest in a few basic items of equipment. Most practical
is a good-quality cassette recorder. With it, you can practice any type
of announcing that appeals to you—news, interviewing, sports play-
by-play, music announcing, or commercial delivery. Before investing
in a tape recorder, check it out through actual use. A recorder that
cannot accurately record and play back your voice clearly is of little
use to you. Be sure the recorder can accept an external microphone.
A good-quality microphone might be your next purchase.

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

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

You can practice television delivery with or without equipment.
In most cases, unless you are working to improve your facial expres-
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sions, performing before a mirror will only distract you. Instead, place
some object on a wall (a drawing of a television lens will serve you
well) and use it to practice eye contact. Although there is no perfect
substitute for performing before a camera, with subsequent playbacks
for critical evaluations, an audio recorder can help you with television
practice. If possible, volunteer as talent on the projects of others.
Perhaps you can even get on-camera experience at a local cable station.

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

Evaluating Performances

Critical self-evaluation is the mark of the true professional in any of
the performing arts. Here critical does not mean disparaging; it means
careful, objective, and exact. Self-evaluation also involves the devel-
opment of a mature attitude toward one’s performance. A superior
performance does not make you a superior person, any more than a
wretched performance makes you a wretched person. Learn to dis-
tinguish between yourself as a person and your performance on any
given assignment. Growth and improvement depend on your ability
to learn from your mistakes rather than being disheartened by them.

Of the two checklists presented on the following pages. the first
may be used to measure vocal performance for both radio and tele-
vision. The second covers the physical aspects of television perform-
ance.

Practice: Gauging Your . N ] |

Own Performance

Consult a daily news source (newspaper or radio or television news-
cast), and write your own version of a local or national story. Prepare
a script that will take 2 to 23 minutes to read. Read through your copy
as you would if someone else wrote it, marking for emphasis, pro-
nunciation, and so on. Read it aloud several times. When you are
ready, tape your performance. Use the audio checklist to evaluate all
aspects of your performance. If a video recorder is available. record
the same story as a television report. Evaluate your performance with
the video checklist.



100 Chapter 3

Checklist: Evaluating e |

Radio and Television

Performances
1. Pitch
Good Too low. Too high___
2. Pitch variety
Good Too little Too much
3. Volume
Good Too weak Too loud
4. Tempo
Good Too slow. Too fast
5. Tempo variety
Good Too little Inappropriate variations
6. Vitality

Good______  Too little
7. Articulation

Too much

Good Underarticulated Overarticulated
8. Voice quality
Good Nasal Husky Thin
Other.
9. Sibilance
Good Excessive
10. Plosives
Good Popping
11. Use of microphone
Good Note any problems

12. Note any mispronounced words

13. Give performance an overall evaluation

14. Note specific things to work on
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Checklist: Evaluating
Television
Performances

14.

. Was pointing clear and even?
. Was eye contact with camera maintained while using cue cards?
. Were cues correctly responded to?
. Was dress appropriate?
. Facial animation

. Note specific things to work on

. Eye contact

Good Needs work
. Use of peripheral vision
Good Needs work
. Posture
Good Needs work
Standing on camera
Steady. Rocking
. Moving on camera

Telegraphed movement?
Moved smoothly?
Sat correctly?

. Were transitions smooth when switching cameras?
. Were props held correctly for cameras?

Appropriate? Too much?

Too little?

Note areas that showed improvement
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Practice: Getting I 1 1 B
Through an Ad-Lib

Challenge

Imagine that you are a news reporter for a television station in a small
to medium market. Your city’s mayoral race is on, and the election
campaign has been so full of gossip, attack, and counterattack that
voters have almost no idea where the party nominees stand on local
issues. Now it is election night, and you are on location at City Hall,
where votes are being counted and only 2 hours remain until the polls
close. Your anchor, back at the station, has just turned the show over
to you. The campaign manager who agreed to be interviewed has not
shown up, so you must carry on—with a live ad-libbed report from
the steps of City Hall.

Using a stopwatch and audiotaping your performances, create ad-
lib reports that span 10, 30, and 60 seconds. Invent candidate names
and specificissues, and address questions you think your viewers would
ask.

Listen to your three performances and rate yourself. Note phrases
or words that recur annoyingly, expressions of apology or uncertainty
that seep through, and places where you delivered useful information
to the viewing audience.




Voice and Diction

Your voice is the most important instrument of communication you
possess. Whether or not you intend to enter the field of broadcast
announcing, you will use your voice daily for the rest of your life.
Thus, you should make every effort to refine your speaking voice, to
eliminate harsh or shrill sounds, and to enunciate words clearly; in
short, to develop the most pleasant and effective speaking voice you
are capable of producing. Although you may not have an innately
pleasant voice, you can improve its quality. Just as some people ex-
ercise to strengthen their biceps or thigh muscles, you can exercise to
strengthen your voice. Most authorities on voice improvement suggest
that students read nearly everything—newspapers, magazines, text-
books—aloud. As you exercise your voice in this manner, you will
find that you are able to speak without strain for long periods of time
(some air shifts are four or more hours in duration) and that your
vocal range has increased by at least half an octave.

Most professional broadcast announcers have excellent voices.
Both male and female announcers tend to have rather low, resonant
voices. They speak at an ideal rate of speed for easy comprehension,
and they articulate words and phrases with clarity and precision. Some
sports announcers, disc jockeys, and commercial pitchmen (announ-
cers of commercials, always men, who speak at a rate in excess of 200
words a minute) are exceptions to the general rule, but news anchors
and reporters, talk show hosts, interviewers, and announcers on clas-
sical and most popular music stations must have pleasant voices and
use them well.

As a radio announcer, you will rely totally on your voice for the
communication of messages; in television announcing your voice is
only slightly less important. It is, therefore, imperative that you protect
this instrument. Smoking and yelling yourself hoarse at sports events
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are two ways of losing or seriously impairing your voice. In addition
to affecting voice quality, smoking cigarettes will decrease your lung
capacity, and this, in turn, will negatively affect your breathing. At
worst, smoking can cause a permanently hoarse voice, a rasping cough,
and, eventually, lung cancer. If you have a smoking habit yet want
to succeed as a professional announcer, you should seriously reasses
your priorities. Quitting smoking becomes more and more difficult
as you grow older. There has never been a better time to quit than
now!

This chapter will help you identify problems of voice or diction
and provides exercises for speech improvement. It is not designed as
a substitute for speech therapy where significant problems exist. In
the discussion of the speech sounds of American English, the symbols
of wire-service transcription, diacritical marks, and the International
Phonetic Alphabet (IPA) will be used. However, this entire chapter
(and, indeed, the entire book) can be studied without knowledge of
the IPA.

Your speech personality is the way you sound, that which makes
you instantly recognizable when you speak to a friend on the tele-
phone. The speech personality is made up of seven variables: (1) pitch,
including pitch range, (2) volume (degree of loudness), (3) tempo, or
rate of delivery, (4) vitality, or enthusiasm, (5) pronunciation, (6)
voice quality, including timbre and tone, and (7) articulation (the
movement of speech organs to make speech sounds). All of these
qualities and characteristics can, to a degree, be isolated and worked
on for overall speech improvement. Using appropriate exercises, you
can concentrate on your pitch, for example, without at the same time
working on volume or tempo. Eventually, however, your efforts must
come together if your speech is to avoid affectation and to blend
successfully into the aural representation of the personality you want
to project to others. You may not like some aspects of the speech
personality you have acquired, but one of the most positive results
you can expect through your study of announcing is a considerable
improvement in your speech.

Pitch

Pitch is that property of a tone that is determined by the frequency
of vibration of the sound waves. Generally speaking, low-pitched
voices are more pleasant than high-pitched voices. An exception is




Figure 4.1

Opera singers must be
masters of perfect vocal
pitch, but announcers, too,
rmust work for the right
level for their speaking .
voices and just enough
variation of tone. (Photo of
Ghena Dimitrova, by
Catherine Ursillo)
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when a voice is pushed so far down the pitch scale as to sound guttural,
unnatural, or even grotesque. While avoiding this extreme, you should
speak near the lowest pitch level that is comfortable. Whatever your
pitch, you should make sure that you do not consistently speak at
your lowest pitch, because good speech demands variety in pitch. If
you always speak at your lowest level, you have no way of lowering
your pitch for selected words. Furthermore, a voice that remains “in
the cellar” sounds strained and monotonous.

Pitch is determined by the rate of vibration of the vocal folds,
sometimes referred to as the vocal cords; the faster they vibrate, the
higher the pitch. The vocal folds of a mature women generally vibrate
about twice as fast as those of a mature man, so male voices are
generally about an octave lower than female voices.

Optimum Pitch

To make the best use of your voice, you should find and develop your
optimum pitch—the pitch at which you feel most comfortable and are
able to produce the most pleasant sounds. Most of us sound best when
we are speaking in the lower half of our available pitch range. Al-
though careless speakers make little use of their available range, with
practice nearly everyone can achieve a range of between one and two
octaves.

There are several methods for determining your optimum pitch.
One effective system is based on the theory that the optimum pitch
is that level where the greatest amount of resonance is produced.
Resonance is the intensification of vocal tones during speech as the
result of vibrations in the nose and cheekbones. When you resonate,
you can feel these vibrations alongside your nose. Place your palms
on your cheekbones and your fingers on the sides of your nose. Now
read a series of short sentences, each at a different pitch level. You
should be able to feel it when you hit your optimum pitch. By recording
and playing back the test sentences, you will be able to hear, without
the distraction of bone-conducted sound, what you sound like when
you are at or very near your optimum pitch.

Another useful method for determining optimum pitch involves
a piano. Sitting at the piano, sing the scale as low and as high as you
comfortably can, striking the note that corresponds with each sound.
If your singing voice covers two octaves, your optimum speaking voice
should be at about the midpoint in the lower of the two octaves. In
other words, optimum pitch is very close to a quarter of the way up
from your bottom to your top pitch. Having determined the note that
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Figure 4.2

Vocal sounds are emitted
through the vocal folds
(cords), shown (left) open
and relaxed and (right)
tensed and closed. Vocal
folds are small bands of
tissue that stretch across
the larynx. When you be-
gin to speak, larynx mus-
cles pull on the vocal
folds, narrowing the open-
ing. Air emerging from the
lungs vibrates against the
tensed folds and forms the
sounds you produce.
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corresponds to your optimum pitch, start reading a prose passage.
When you reach a vowel sound that can be prolonged, hold the tone
and strike the note that matches your optimum pitch. You can easily
tell if you are consistently above, on, or below your optimum pitch
level.

Nasal cavity

- Nares (nostrils)

Hard palate

Alveolus (gum ridge)

Soft palate

Labia (tips) Pharynx

Teeth Larynx

Lingua (tongue) Vocai folds ¢

Trachea (windpipe)

closed

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

Some radio and television announcers speak above their optimum
pitch level for a variety of reasons. Many sports reporters apparently
believe that a loud, frenetic, mile-a-minute delivery enhances the sig-
nificance of their reports, and both the frenzy and the volume level
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tend to raise their pitch. On-the-scene reporters, sending in an eye-
witness story amid a high level of ambient noise, sometimes must raise
their volume level (and with it, their pitch) in order to be heard. And
some television performers unconsciously attempt to project their
voices to the camera rather than to the lavaliere mic that is only 10
or 12 inches from their mouths, thereby throwing their voices 10 or
15 feet. This raises the volume level and, in turn, the pitch. Use your
medium; electronic communication does not usually require high vol-
ume. Speak softly, and the pitch of your voice should remain pleas-
antly low.

Inflection

Inflection refers to the altering of the pitch or tone of the voice.
Repetitious inflection makes some voices sing-song, and lack of in-
flection causes others to speak in a monotone. Good speech avoids
the extremes and reaches a happy medium. Untrained speakers often
fail to use variations in pitch sufficiently, whereas some overtrained
speakers sound pretentious. You should be very self-critical about the
degree and style of your pitch variations. Listen intently to tape re-
cordings of your speech. If you feel that improvement is needed, use
the exercises at the end of this chapter, always speaking aloud, and
always taping, replaying, and noting your progress. For additional
practice in increasing your pitch range, see the drill material in Ap-
pendix A.

Volume

Volume level is seldom a problem in broadcast speech, except for
laypersons who do not know how to use microphones and reporters
or sportscasters who are covering events that produce a high level of
ambient noise. In a studio or control room, sensitive microphones
pick up and amplify all but the weakest of voices. An audio console,
properly operated, will ensure that the proper volume of speech is
going through the board and on to the transmitter. Always remember
that your listener is very close to you and speak in a normal voice, as
you would in a face-to-face conversation.

Outside the studio environment, volume level can be a problem.
The noise from a parade, a political convention, or a sports event may
make it necessary to use a louder voice. Under these circumstances
the best results may be obtained by moving closer to the mic and
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actually reducing your volume level. On the other hand, if conveying
the excitement of the event dictates an increased volume, back away
from the mic and speak up. Your pitch may go up as you do so, but
that might enhance the excitement of your report.

Most radio and television speech is at its best when it is delivered
at conversational level. Because this level remains relatively constant
for all of us, there is an optimum distance from mouth to mic to
achieve speech whose quality is suited to the event. A weak voice,
too distant from the microphone, will require an increase in the gain
(volume level) of the console or tape recorder; this in turn will increase
the volume of the ambient noise. On the other hand, a speaker with
a high volume level who is positioned too close to a microphone is
likely to produce popping, excessive sibilance, or an unpleasant as-
pirate quality. A windscreen will eliminate popping, but it also will
eliminate the higher frequencies. Sibilance is a characteristic of all
who speak the English language, and totally avoiding it will lead to a
lisp. The microphone tends to exaggerate sibilant sounds, so it is
important to avoid excessive sibilance. To aspirate is to release a puff
of breath, as when saying the word unhitch. Like sibilant sounds,
aspirate sounds are a part of our spoken language and tend to be
exaggerated by microphones. (If you find that you pop on microphone,
practice with the exercises given at the end of this chapter for the
plosives. Practice with the exercises for the fricatives to overcome
excessive sibilance. Use the exercises that are given for the (h) sound
to work on problems of overaspiration.)

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

Tempo

Your tempo, or rate of delivery, is often determined by the number
of words to be read in a given period of time. In general, newscasts
and hard-sell commercials are read quite rapidly, whereas documen-
tary narration, classical music copy, announcements on many popular
music stations, and institutional commercials are read more slowly.
When ad-libbing, you must judge what speed is appropriate to the
mood of the event (whether it is an interview, a live report from the




Figure 4.3

Although voice volume is
rarely a problem inside a
radio or television studio,
an announcer in an out-
door setting may have to
work harder to be heard.
As this public speaker in
Missouri could tell you, an
announcer at a special
event such as a parade or
pofitical convention may
have to work against poor
acoustics and ambient
noise. (Nick Sapieha,
Stock Boston)
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field, or a description of a sports event) and adjust your rate of delivery
accordingly.

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

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

In the diagnostic reading called *“William and His Friends” (page
121), there are two rather obvious ‘‘speed traps” that may cause you
to trip over your tongue. There are other, less obvious traps in the
piece, so if you read it too fast, you may find yourself slurring. Your
challenge is to keep your reading moving, while avoiding stumbles.

Vitality

Two speakers with nearly identical speech qualities may sound quite
different if they vary greatly in vitality, or enthusiasm. Though a sense
of vitality is often communicated by rapid speaking or reading, it is
not necessary to rush your delivery to communicate vitality. Many
speakers are able to communicate a feeling of energy or enthusiasm
even when speaking slowly; other speakers may be fast but unenthu-
siastic. Many disc jockeys speak with a fairly low volume level but
attain a feeling of vitality by speaking more rapidly than most of us
do.

You should strive for two objectives with respect to the vitality
of your announcing: you should use a degree of vitality that is appro-
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Figure 4.4

Based on the content of
the copy, an announcer
will adjust the tempo to
match the mood-—quick
and light, slower and
grave, or punchy and
businesslike. This eco-
nomics reporter in Hous-
ton keeps his tempo

measured to match the fi-

nancial news of the day.
(KUHF-FM, Houston)
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priate to your personality, and you should gear the degree of vitality
to the mood of the event being described. Above all, do not push
yourself up to a level of vitality that is forced, unnatural to you, or
inappropriate to the occasion. Most announcers are at their best when
they are being themselves. You may need years of study and practice
to develop your latent speaking potential, but you will certainly waste
your time if you try to substitute someone else’s personality for your
own.

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

Pronunciation

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

There are signs of change (most noticeable at the local station
level), and it is now possible to hear—occasionally, at least—voices
that are identifiably African-American, Hispanic, Southern, or from
Down East. This trend will undoubtedly continue and accelerate, but
your chances of succeeding as a professional announcer will still be
enhanced if you employ General American. As a student of announc-
ing, you must consider the question of pronunciation: if you do not
speak General American, you must decide whether you want to cul-
tivate it. Because overall pronunciation is an important part of your
speech personality, a decision to change it should not be made lightly.

Pronunciation Problems

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

Sloppy or incorrect articulation 1f you say AIR for error or WIH-
YUM for William, you are mispronouncing because of laziness in the
use of your articulators. Say the words air and error aloud. Note that
air can be sounded by a simple closing of the mouth and a drawing
back of the tongue; error, however, requires more effort—two distinct
movements of the lips and two movements of the tongue. Other words
often mispronounced because of sloppy articulation include variable
pronounced VAR'-UH-BUHL instead of VAR’-EE-UH-BUHL, and
government pronounced as GUV'-MUNT instead of GOV'-ERN-
MENT. Articulation, which is related to pronunciation, is discussed
in some detail later in this chapter. If you are guilty of sloppy artic-
ulation, you should work extensively with the practice exercises on
voice quality and articulation.

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

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

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

Ignorance of correct pronunciation Most of us have a reading vo-
cabulary that is far more extensive than our speaking vocabulary. From
time to time, we err when we attempt to use a word known to us only
through our eyes. The word coup (pronounced KOO), for example,
might be pronounced KOOP by one who knew it only from the printed



112

¢ e

Figure 4.5

Vitality, that elusive quality
that gives life to the sound
of a broadcast, is the forte
of many actors, as in this
portrayal of Shakespeare's
King Lear. Most announ-
cers, however, relish the
overiap of drama with
voice performance. (Ellis
Herwig, The Picture Cube)
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page. Ignorance of correct pronunciation may be due to having a
limited speaking vocabulary, to having grown up in a home where
American English was poorly pronounced, or to having learned Eng-
lish as a second language. It can be overcome only by a systematic
effort to become somewhat of a linguist.

To be truly professional, you must develop an extensive vocab-
ulary and cultivate accuracy and consistency in pronunciation. There
are many books that can help you build your vocabulary, but be sure
you are not simply adding to your reading vocabulary. Appendix B
provides a list of about 300 words that are often mispronounced or
are uncommon words that might turn up in broadcast copy.

Vowel and diphthong distortion Some people have grown up in
environments where scores of words were mispronounced because of
the distortion of vowels and diphthongs. Those who say MELK for
milk or BE-KUZ for because are guilty of vowel distortion. To say
KAWL for coil is to distort a diphthong. Vowel and diphthong dis-
tortions can be corrected, but first they must be identified. Both are
discussed later in this chapter.

Speech Sounds of American English

Much of the remainder of this chapter deals with the speech sounds
of American English. Wire-service phonetics and diacritical marks are
used to illustrate the sounds. For the benefit of those who have
learned—or are learning—the IPA, those symbols are also given.
Wire-service phonetic symbols are always enclosed in parentheses:
(PUH-REN'-THUH-SEEZ). Diacritical marks appear between vir-
gules: /vir'gyoolz/.! IPA symbols are enclosed in brackets:
['brekats].

Speech sounds may be classifed as vowels, diphthongs, and con-
sonants. You may have been taught that the English language uses
five vowel sounds—a, e, i, 0, u—but this is misleading. Our language
actually requires us to manufacture twelve vowel sounds. A vowel is
defined as a pure phonated (sounded) tone that does not use the
articulators and can be held indefinitely without changing. If you say
aloud the vowel (AH) /a/ [a] as in father, you will notice that you
can hold it as long as your breath lasts without substantial change in
its sound. If you say the diphthong (OY) /oi/ [a1] as in roy, you will

'"The diacritical marks used by the American Heritage Dictionary are followed in
this textbook.
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Listening to the last mo-
ment of music before she
goes on-air for her next
introduction, this announ-
cer concentrates so as to
get all aspects of voice
quality just right: the tim-
ing of her voice just after
the end of the music, the
pitch and tone to match
the last notes of the piece,
and correct pronunciation
and articulation. (David
Krathwohl, Stock Boston)
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notice that it glides from (AW) /6/ [3] to (IH) /i/ [1} and that you
cannot hold its entire sound. You can hold the last part of this diph-
thong indefinitely, but only because it is actually the pure vowel (IH)
/1/ [1] as in it.

Now try to say aloud the consonant p. You will notice that you
cannot do so unless you add some vowel sound, such as o. The p
sound is merely exploded air and cannot be prolonged. Other con-
sonants, such as n, can be prolonged; but as soon as you stop using
your articulators (in the case of n, the tip of the tongue has been
placed on the gum ridge behind the upper front teeth), the sound
turns into a vowel sound such as (UH) /a/ [3]. Consonants, then, may
or may not require phonation but always involve use of the articu-
lators.

There is a point at which it becomes impossible to say whether
an unacceptably uttered word has been mispronounced or sloppily
articulated. Saying MIRR for mirror, for example, could be the result
of either not knowing the correct pronunciation or simply not both-
ering to force the articulators to do their job. Many so-called pro-
nunciation problems can be overcome by frequent use of the
articulation exercises at the end of this chapter.

Vowels The English language contains twelve vowel sounds if we
ignore the three or four sounds that lie between some of these twelve
and occur rarely—and only regionally—in American speech. Vowel
sounds are usually classified according to the placement of the tongue
in the mouth, the tongue being the only articulator that materially
affects their production. The front vowels are produced through the
vibration of the vocal folds in the throat and are articulated by the
tongue and teeth near the front of the mouth. The back vowels are
produced in nearly the same manner but are articulated by the tongue
and the opening in the rear of the mouth.
The front vowels are as follows:

(EE) /&/ [i] as in beet
(IH) /i/ [1} as in bit
(AY) /a/ [e] as in bait
(EH) /&/ [€] as in bet
(AAH) /a/ [2] as in bat

If you pronounce each of these sounds in turn, beginning at the top
of the list and running to the bottom, you will find your mouth opening
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wider as you move from one sound to the next. As your mouth opens,
your tongue is lowered and becomes increasingly relaxed.
Here are the back vowels:

(AH) /4a/ [a] as in bomb
(AW) /6/ [2] as in bought
(OH) /6/ [o] as in boat
(OOH) /00! [u] as in book
(O0) /00/ [u] as in boot

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

There are two more vowel sounds that are not classified as front
or back: the (UH) sound, as in fun (FUHN), and the (ER) sound, as
in her (HER). In the IPA two symbols are used for the (ER) sound:
one when the sound is stressed, as in bird [baxd], and the other when
the sound is unstressed, as in bitter ['bita]. The IPA also has two
symbols for the (UH) sound: one when the sound is stressed, as in
sun [san], and the other when the sound is unstressed, as in sofa ['sofa].

The twelve vowel sounds can be described according to the way
each is manufactured. This is done in Table 4.1.

It is not uncommon for speakers of American English to distort
one or more vowel sounds. This does not refer to those who speak
with regional accents. It is not incorrect for an Easterner or a South-
erner to say AN-SUH(R) for answer, but it is substandard for speakers
of American English anywhere to say FER-GIVE for forgive or JIST
for JUST. This type of vowel distortion is the concern here. Through-
out this section General American (or broadcast speech, as it is some-
times called) will be used.

Five vowel distortions occur with some regularity among Amer-
icans in any part of the United States and Canada, and several others
occur less frequently. It is not surprising that these distortions take
place between vowel sounds that are next to one another in the list
that arranges them according to place of production in the mouth.

The five chief vowel distortions are discussed below. The readings
given with them will help you discover whether you have problems
and provide you with exercises to overcome such problems.
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Table 4.1 How the Twelve Vowel Sounds Are Produced
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Front Vowels

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

(IH), as in bit, is formed
by placing the tip of the
tongue on the back surface
of the lower front teeth
and lowering and relaxing
the tongue slightly more
than for (EE).

(AY), as in bait, is formed
in much the same way as
the (IH) sound, but the
mouth is in a more open
position and the tongue
lies almost flat in the
mouth.

(EH), as in bet, is formed
with the mouth open still
further than for the (AY)
sound but with the tongue
in just about the same
relative position.

(AAH), as in bat, is
formed with the mouth
quite open and the tongue
lying flat on the bottom of
the mouth. A certain
tenseness in the jaws is
noticeable.

Back Vowels

(AH), as in bomb, is
formed with the mouth
quite open and the tongue
lying flat and relaxed in
the mouth.

(AW), as in bought, is
formed by holding the lips
open (but not rounded)
and raising the tongue
slightly in the rear. The tip
of the tongue lies low on
the gum ridge under the
lower front teeth.

(OH), as in boat, is made
by rounding the lips and

raising the tongue slightly
in the rear of the mouth.

(OOH), as in book, is
formed in much the same
way as (0Q), except that
the lips are more relaxed
and slightly more open.

(00), as in boot, is
formed by holding the
front of the tongue in
approximately the same
position as for the (EE)
sound and the rear of the
tongue in a raised
position. The lips are
rounded and extended.

ER and UH

(ER), as in bird and bitter,
is formed by holding the
mouth slightly open and
holding the tongue back in
the mouth, with the tip
poised somewhere about
the midpoint between the
hard palate and the floor
of the mouth.

(UH), as in sun and sofa,
is formed by holding the

mouth slightly open with

the tongue quite relaxed

and flat on the bottom of
the mouth.
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Five major vowel distortions

1. (EH) for (AY) /&/ for /a/ [g] for [e]

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

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

2. (AAH) for (EH) /a/ for /&/ [®]for [e] °

Unlike the problem just described, this distortion tends to be of
regional or ethnic origin and is not brought about because one manner
of pronunciation is easier than another. Those from cities or areas
where there is a sizable population of German ancestry are most prone
to make this vowel distortion. FANCE for fence and TALEPHONE
for telephone are examples.

My friend, who is well but elderly, helped me mend my fence. I
telephoned him to let him know when to get here, but he didn’t
answer the bell, so I guess he’d left. He’s a mellow friend who
never bellows, but he sometimes questions everything a fellow
does. He took some lessons on television about fence mending,
or else he wouldn’t be able to help me mend my fence.

3. (EH) for (AAH) /¢&/ for /a/ [g] for [&]

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

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

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

4. (AH) for (AW) /a/ for /6/ [a] for [o]

Some speakers do not distinguish between these sounds, giving
the same vowel sound to the words bought and bomb. Of the following
readings the first uses words for which the (AW) sound is correct, the
second mixes words using both sounds.

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

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

5. (IH) for (EE) /i/ for /&/ [1] for [i]

Sounding (EE) before an / calls for slightly more effort than sound-
ing (IH) in the same construction. For this reason, some speakers
habitually say RIH-LY for really and FIHL for feel.

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

Aside from these major problems of vowel distortion, several
others are occasionally heard. Speakers who commit these distortions
(with some exceptions) tend to be quite consistent. Table 4.2 lists
these distortions with examples of correct and incorrect pronunciation.
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Table 4.2 Some Vowel Distortions

Vowel Sound

(AW) for (OOH)
16/ for /oo/

[5] for [u]

as in book

(ER) for (OOH)
/ar/ for /o00/
[%] for [u]

as in book

(IH) for (EH)
/il for /&/
[1] for [g]

Word

poor
your
sure

tourist

jury

jury
sure

insurance

assure

tender

get
send

engine

friend

Correct Pronunciation

(POOHR) /poor/ [pur]
(YOOHR) /yoor/ [jur]
(SHOOHR) /shoor/ [fur]

(TOOHR'-IST) /toor’ist/
["tur,1st]

(JOOHR'-EE) /joor'é/ ['d3ur,i]

(JOOHR'-EE) /joor'&/ ['d3ur,i]
(SHOOHR) /shoor/ [fur]

(IN-SHOOHR'-UNS)
/in-shoor’ans/ [in'furans]

(UH-SHOOHR') /3-shoor'/

[a/ur]

(TEN'-DER) /tén'dar/ ['tenda]

(GEHT) /gét/ [get]
(SEND) /sénd/ [send]

(EN’-JUHN) /&n’jan/ ['end3an]

(FREHND) /frénd/ [frend]

Distortion

(PAWR) /p6r/ [por]
(YAWHR) /y6r/ [jor]
(SHAWHR) /shor/ [for]

(TAWR'-IST) /tor'ist/
['tor,1st]

(JAWHR'-EE) /jor'é/
['d3or,i]

(JER'-EE) /jar'e/ ['d3>i]
(SHER) /shar/ [f3]

(IN-SHER'-UNS)
/in-shiir’ans/ [1n'f3ans]

(UH-SHER')
/3-shir'/ [a'fx]

(TIHN’-DER) /tin’dar/
[‘tinder]

(GIT) /git/ [g1t]
(SIHND) /sind/ [sind]

(IHN'-JUHN) /in’jan/
['ind3an]

(FRIHND) /frind/ [frind]
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Table 4.2 (continued)
Vowel Sound Word Correct Pronunciation Distortion
(ER) for (UH), familiar (FUH-MIL'-YER) /fa-mil’-yar/ (FER-MIL’-YER)
(AW), or (IH) [fa'milja] /fhr-mil’-yar/ [fo'milja]
lar/ for /al, 16/, or i/
[3] for [3]. [2]. or [1] forget (FAWR-GET')/for-get’/ [for'get]  (FER-GET') /fir-gét'/
[fa'grt]
congregate (KANG'-GRIH-GAYT) (KANG'-GER-GAYT)
'king'gri-gat/ ['kangriget] /kdng'ghr-gat/ ['kanga-get]
garage (GUH-RAHZH') /ga-rizh’/ (GER-AHZH'") /glir-azh’,
(EREX] (92a3]
lubricate (LOO’-BRIH-KAYT) /106'bri- (LOO’-BER-KAYT)
kat/ ['lubrikat] /100'biir-kat/ ['luba-ket]
(EH) for (IH) milk (MIHLK) /milk/ [milk] (MEHLK) /melk/ [melk]
/&l for /i/
[€] for [1] since (SINSS) /sins/ [sins] (SENSE) /séns/ [sens]
fill (FIHL) /fil/ [fri] (FELL) /fel/ [fel]
think (THINGK) /thingk/ [e1nk] (THENGK) /théngk/ [eepk]
(IH) for (EH) cent (SENT) /sént/ [sent] (SIHNT) /sint/ [sint]
1/ for /e/
[1] for [g] men (MEHN) /mén/ [men] (MIHN) /min/ [min]
helicopter (HEL'-IH-KAHP-TER) (HIL'-IH-KAHP-TER)
/hél'i-kop’tar/ ['hehikapta] /hil'i-kép’tar/ ['hilikapta|
many (MEHN'-EE) /mén’é/ ['men,i] (MIHN'-EE) /min’&/ ['min,i]

(UH) for (IH)
/3l for /i/
[3] for [1]

(UH) for (AW)
13/ for /6/
[3] for [2]

it (as in get it?) becomes wht (as in get uht?)

because becomes be-kuz
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Diphthongs The diphthong, or glide, as it is sometimes called, is a
combination of two vowel sounds, spoken in rapid order and with a
glide from one to the other. The diphthongs are represented as follows:

(YY) /i/ [a1] as in bite (BYTE) /bit/ [bait]

(AU) /ou/ [au] as in bout (BAUT) /bout/ [baut]

(OY) /oi/ [51] as in boy (BOY) /boi/ [ba]

(YU) /yoo/ [ju] as in beauty (BYU'-TEE) /byoo’'té/ ['bju,ti]

The vowel sound (AY) /a/ [e], as you may detect by saying it aloud,
is actually a glide; it quite definitely goes from (AY) to (IH). It is
therefore sometimes considered a diphthong and given the symbol [el]
in the IPA.

Diphthongs are a source of trouble for some speakers. Diphthong
distortion tends to be regional and, though not necessarily substan-
dard, is not compatible with General American speech. Table 4.3
gives a few common diphthong distortions.

Voice Quality and Articulation

The remainder of this chapter discusses voice quality and articulation,
the two most important and demanding aspects of human speech.
Speech is the process of making meaningful sounds. The sounds of
the English language are created by vibrations of the vocal folds, nasal
resonance, and exploded air. Speech sounds are controlled and pat-
terned by the degree of closure of the throat, the placement of the
tongue, and the use of the teeth, lips, and nasal passages. Improper
use of vocal folds and resonance cavities gives rise to problems of

Table 4.3 Some Diphthong Distortions

Diphthong

(Y) 11/ [a1]
(AU) /ou/ [au]
(OY) /oi/ [a1]
(AY) /a/ [e1]

Word Correct Pronunciation Distortion

bike (BYKE) /bik/ [baik] (BAHK) /bék/ [bak]

cow (KAU) /kou/ [kau] (KA'-OW) /ka'oo/ ['ka,au]
toy (TOY) /toi/ [toi] (TAW) /t6/ [to]

pail (PAY'-UL) /pal/ ['peal] (PELL) /pél/ [pel]
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voice quality; improper placement or use of the articulators gives rise
to problems of articulation.

Diagnosing Problems

The following readings are designed to help you discover minor prob-
lems in your voice quality and articulation. Each speech sound of
American English appears in initial, medial, and final positions in each
reading, unless a sound is not used in a given position in English.
Each sound is given at least once; the more common sources of speech
difficulty appear at least twice. The passages may seem nonsensical,
but you should read them as though they make a great deal of sense.
Try to use your regular patterns of inflection and stress and your
normal rate of delivery; only by doing so can you detect errors in
voice quality and articulation. It is highly recommended that you
record your reading so that, after making a diagnosis of your problems,
you can retain the tape to use in measuring your progress.

WILLIAM AND HIS FRIENDS

This is the story of a little boy named William. He lived in a small
town called Marshville. Friends he had galore, if one may judge
by the vast numbers of children who visited his abode (UH-
BODE'). Every day after school through the pathway leading to
his house, the little boys and girls trudged along, singing as though
in church. Out into the yard they came, a vision of juvenile
(JOOV’'-UH-NUHL) happiness. But, joyous though they were,
they served only to work little William up into a lather. For,
although he assuaged (UH-SWAYDGD') his pain with comic
books and the drinking of milk, William abhorred the daily rou-
tine. Even Zero, his dog, was aghast at the daily appearance of
the running, singing, shuffiing, open-mouthed fellows and girls.
Beautiful though the sight may have been, William felt that they
used the avenue leading to his abode as an awesome item of lush
malfeasance (MAL-FEEZ'-UNCE). Their little oily voices only
added fuel to.the fire, for William hated music. **Oo000,” he would
say, “‘they mew like cats, baa like sheep, and moo like a cow. My
nerves are raw.” Then back into his menage (MAY-NAZH') the
little gigolo (JIG'-UH-LOW) would scamper, fast action earnestly
being his desire.

THE BATTLE OF ATTERBURY
The big battle was on! Cannons thundered and machine guns
chattered. The troops, weary after months of constant struggle,
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found themselves rejuvenated by a vision of triumph. Atterbury,
the junction of three main roads, was on the horizon. Using what-
ever annoying tricks he could, Jacques Deatheridge, the former
millionaire playboy, was much in charge as he eyed the oil capital
of the feudal republic. Few men would say that the Beige Berets
had not cashed in on Jacques’s flash of genius. Then the rather
uncommon English fellow, a zany half-wit to many who now would
writhe in agony, looked puzzled for a moment; the mob on top
of Manhasset Hill was frantically throwing him a signal. He
snatched the message from the courier. **‘My gracious,” he mut-
tered. ‘‘Atterbury is our own capital!” Elated, nonetheless, he
invited his overawed band to play in his honor. After a solo on
the drums, Jacques spoke to the multitude. **Rejoice, my fellow
citizens! All is not bad! At least our troops have won one victory!”

Improving Voice Quality

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

Nasality and denasality Nasality is caused by allowing air to exit
through the nose, rather than the mouth, when sounding m, n, and
ng. Denasality is caused by a blocked nasal passage, and often is
present when one is suffering from a cold. Pinch your nostrils and
speak a sentence or two; you will find that by preventing air from
passing through your nose, you have produced a certain vocal qual-
ity—this is denasality. Now, without holding your nose, try to speak
with a nasal tone. You will find that the sound can be generated only
by forcing air up through the nasal passage—this is nasality.

Proper use of the nasal passage involves selectively closing off
sound—with the lips or the front or rear of the tongue—to force it
through the nasal cavity. If you say, in turn, sim, sin, and sing, hold-
ing on to the last sound of each word, you will find that for sim your
lips close off the (M) sound, for sin the front of your tongue against
the upper gum ridge (alveolus) creates the (N) sound, and for sing
the rear of your tongue against the soft palate (or velum) produces




Voice and Diction 123

the (NG) sound. These are the three nasal sounds, and they are
properly produced only by the correct placement of your articulators
and an unblocked nasal passage.

If you have a nasal voice quality, your first problem is to determine
whether it is caused by not properly sending the (M), (N), and (NG)
sounds up through your nose or whether it is the result of sending
non-nasal sounds through the nasal passage. The following sentence
should help you do this. Read it very slowly, pausing to prolong every
vowel sound that can be held without change. Record and play back
the results.

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

All the sustained (M), (N), and (NG) sounds should have nasal res-
onance associated with them (as a matter of fact, unless these sounds
are allowed to pass through the nose, they can barely be sustained).
All non-nasal vowels should have no taint of nasality.

You can check for nasal resonance by placing the tips of your
fingers lightly on either side of your nose. When holding a nasal
consonant, you should feel a distinct vibration; when prolonging a
non-nasal vowel, you should not. If you speak the word women, for
example, the first prolonged vowel sound, “‘wiiii,”” should not have
nasal resonance, and therefore you should not feel any vibration. The
“wiiiii” gives way to “wimmmmm,” and this should produce nasal
vibration. The next vowel sound is “ihhhhhh,” which should be free
from vibration. The final sound, ‘‘nnnnnnn,” should bring back the
vibration. If you find that your nose does not produce vibrations on
the nasal consonants, your problem is representative of the most com-
mon type of nasality. If, on the other hand, you find that you are
nasalizing vowels that should not be nasalized, you have a less common
and more difficult problem to work on.

If you are not nasalizing the nasal consonants m, n, and ng, your
problem may be physiological, or you may simply be experiencing
nasal congestion. In either case, there is no point in working on speech
exercises as long as the blockage exists. Do whatever is appropriate
to end the blockage, even if this means a trip to a speech therapist,
a nasopharyngologist, or an allergist. If you have no physiological
problem or congestion and still lack resonance on the nasal conso-
nants, the exercises on resonance at the end of this chapter should
help. If your problem is nasalization of non-nasal vowels, those ex-
ercises should still help. Work to avoid any nasal resonance in non-
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nasal words, but do not try to eliminate it from the words that legit-
imately call for nasality.

Huskiness A husky, or excessively hoarse, voice is usually the result
of a medical problem. Laryngitis, smoker’s throat, infected tonsils, or
infected sinuses can cause a husky voice. Obviously, you should seek
medical attention for these conditions, for they are a handicap in radio
and television work. To some extent, huskiness can arise as the result
of excessive nervous tension. If yours is an unpleasantly husky voice
and if there is no medical explanation for it, you might improve your
performance by using relaxing exercises as described in Chapter 3.
Speaking exercises will help you overcome excessive huskiness or
hoarseness only if your problem is the result of a gross misuse of your
speech organs.

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

In general, thinness of voice is caused by one or more of three
factors: shallow, weak breathing; speaking at too high a pitch (in
general, the higher the pitch, the less the resonance); and inadequate
use of the resonators that can be moved (the pharynx, the larynx, and
the tongue).

As with any other speech problem, the first step is diagnosing it.
Do you have a thin voice? What causes it? What do you need to do
about it? The following passage is provided for diagnostic purposes.
Read it slowly, working for your most resonant quality. Record it,
using a sensitive professional microphone and a top-quality tape re-
corder. If possible, seek the help of a person qualified in assessing
both voice quality and the apparent causes of thinness. Begin this
reading approximately 5 feet from the microphone, using a volume
level appropriate to that distance. At each number, move forward
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about 6 inches, until you are reading the final sentence about 8 inches
from the mic. Lower your volume as you move in. On playback,
determine whether your resonance is significantly affected by distance
and volume level. Unless other negative qualities interfere (excessive
sibilance, popping, nasality), this process should allow you to find and
use your optimum microphone position to bring out resonance.

1. Johnny has an IQ of 170, but he can’t read. The words are jum-
bled, upside down. Mirrored.

2. He has dyslexia. A learning disability that affects one out of every
ten children.

3. Johnny goes to school and faces frustration, humiliation, and rid-
icule.

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

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

6. Today, there are over a dozen centers in Massachusetts that can

diagnose dyslexia—even among preschoolers.

. To find out more, call 1-555-6880.

. 1-555-6880.

. One out of every ten kids has dyslexia.

And every one of them needs help.?

© v o =

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

® Practice deep breathing. Learn to breathe from the diaphragm.
While you speak or read, consciously try to increase the force of
air coming from your lungs.

® Make sure you are moving your articulators. (Use the exercises
given later in this chapter to work on an exaggerated use of tongue
and lips.)

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

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

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

*Courtesy Ingalls Associates, Boston, Massachusetts.
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Spotlight: How a News/Announcing
Duo Achieved Their Good Sound

When they first went on the air in 1985, announ-
cer Mary Ann Nichols and news director/anchor
Laura Carlo were the only all-female team on the
air during morning drive time in the Boston area.
Letters poured in: listeners liked their sound, Ni-
chols’s mellow voice introducing classical music
selections and the pleasant. no-nonsense voice of
Carlo giving the hourly news reports.

But neither announcer strode directly from
the college classroom to the announcing booth.
When Nichols was in college in Washington.
D.C.. in the 1970s, she was majoring in speech
and drama and playing the viola for the university
orchestra. She had no idea she'd end up as a DJ
in Boston (where she moved to earn a master’s
degree). first at a small AM station with a Latino/
Black format, later at two major-market com-
mercial classical FM stations. Her work in the
theatre, she believes, prepared her for the vocal
control and energy now required of her every
weekday morning from 6 to 10 A.M.

For Nichols, the combination of classical mu-
sic and the chance to use her most important
dramatic tool—her voice—created just the niche
she was looking for in a permanent career. Al-
though she still participates in professional the-
atre and does industrial voice-over and
commercial characterization work. Nichols thor-
oughly enjoys her morning shift on WCRB. “I'm
not one of those classical music nerdy types,” she
laughs. **I just like playing it."”

Not only does she play the selections. she
also does all her own programming, struggling to
achieve variety within limited chunks of time be-
tween morning news and weather reports. “I try
to program light, more melodic pieces on my
shift,” she explains, “because I think that in the
morning people enjoy familiar music.”

She begins broadcasting at 6 A.M., wraps up
her show by 10, and completes the next day’s
preparation by 11. But Nichols remembers her
carly days on the job. “The idea of pacing was

terrifying,” she recalls. I mean, what do you say
in a block of 30 seconds? How in the world do
you manage to meet the news exactly on the
hour?”” She learned to bring her pitch down a few
notches, to a level that was more comfortable
both to speak and to hear. A veteran announcer
told her to smile at all times while on the air, to
reduce the sibilance to which women are espe-
cially prone. She began to sit up straight “to get
an uninterrupted column of air.” to “‘pick up”
her voice, and to slow herself down to a pace
appropriate to a classical station’s sound.

Studying the style and technique of both
newswriting and announcing was one way Laura
Carlo taught herself good voice quality. Thrown
cold into news reporting at a small-market station
where no one took the time to teach her anything,
Carlo spent her evenings studying the way her
major competitor (*'I didn’t like him at all but I
knew he was good™) put together news stories
into scripts. “He put this [fact] here and this
[portion] there, but why?” she asked herself.
For good female vocal sound, she studied then-
famous TV anchor Jessica Savitch, the only fe-
male announcer whose voice she found appealing,
“not frilly or sexy.” Carlo would sit in front of
the television, taping news reports, and then
playing them back again and again, until she could
emulate the style, pitch, and tone she wanted
for herself.

When Carlo entered college in the late 1970s,
her primary interest was in political science: she
found her way into news announcing as a way to
combine a performance medium with the current
issues about which she cared. An educational bill
that would affect tuition levels for students in her
state was currently being debated; when Carlo
asked the college radio station manager if she
could interview local politicians concerning this
bill, she landed her own radio show. For four
years, Carlo hosted a weekly talk show, inter-
viewing a range of guests from mayors and sen-

=
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ators to dress designers and sports color
announcers.

Carlo’s first job provided a tough initiation
into real-life broadcast announcing. When she
walked into the 1000-watt AM talk/news station
in a city south of Boston, she faced a roomful of
veteran reporters, all of whom were men. “There
I was in my proper grey flannel suit and my crisp
white blouse, so young and eager to do well,”
she retells. “When I looked around the room I
saw five men, all middle-aged—no kidding. it was
like [TV’s] Lou Grant times five.” Carlo may
laugh ruefully now, but at age 21, within five
minutes of starting her first day on the job. she
was out on the streets of an unfamiliar city to
track down her first story. “A lead came in on
the police scanner about a murder/suicide,™ she
explains. ““I hadn’t even taken off my coat—my
new boss looked at me and said, ‘Well, what are
you waiting for?" Luckily I had bought a map just
the night before, thinking that it might be nice
sometime to get to know my new ‘beat’.” She
found her way to the cocktail bar where the shoot-
ing had occurred and interviewed the bartender
and witnesses.

Returning to the station with what turned
out to be a good story, Carlo had a hard time
finding anyone who was willing to show her how
to transcribe recorded quotes to cart or to operate
equipment she had never encountered in college.
Also, having never written a news story before,
Carlo wrote a long story packed with every detail
she’d learned, only to have her editor slash par-
agraphs and paragraphs of her effort. The story
turned out to be a scoop. however, and in the
next three years Carlo covered major breaking
stories and won several UPI awards, working her
way up to news director of a six-person staff.

Both Nichols and Carlo have come a long
way, but they still work hard to retain the good
vocal sound for which they have become well-
known. For Nichols, in announcing classical mu-
sic, “‘the greatest nightmare is mispronouncing
foreign names’’; so she spends time researching
all her copy and verifying the station’s preferred
style of pronunciation. Carlo inspects her daily

news copy for local terms and names, which she
has to pronounce according to regional style.

Today’s audiences. insists Nichols, want to
hear a voice “that sounds like a real person.” She
thinks that announcing style may have been more
stiff and pedantic years ago but has become in-
creasingly conversational. “Audiences want you
to be more humaun.” she explains.

Know the music, advises Nichols; know your
story, says Carlo. Concentrate. Practice reading
a piece of copy until it doesn’t sound as though
you're reading it anymore; make it your own.
Preread all material, but be able to ad-lib. too.
Be confident about your material, advises
Carlo—if the story is good enough, the voice
quality “‘will all come from the material.” She
recommends Spanish as a good second language
for U.S. news broadcasting and warns students
to “‘get rid of any and all regionalities™ (accents
and sayings). Both announcers keep an eye on
the electronic meter in order to gauge their vol-
ume, and both let the material or music determine
not only volume but pitch and tone.

They both recommend spending hours with
a cassette recorder, taping and analyzing your
voice, and using a microphone. getting comfort-
able with vocal performance. College radio, they
agree, is a great place to start—“a great place to
make all your mistakes.™ Years later, like Carlo
and Nichols, you'll make it look effortless.

Announcers Laura Carlo (left) and Mary Ann Nichols
(right). (Courtesy of WCRB, Boston)
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® If you have a choice of microphones, discover the best instrument
for your voice, and establish your optimum distance from it. (A
ribbon mic will generally make your voice sound more resonant
than a dynamic mic will.)

Correct breathing and breathing exercises Correct breathing requires
that you maintain good posture, that your neck, shoulders, and face
be relaxed, and that you breathe from the diaphragm. Good posture
means sitting or standing with a straight spine and with your shoulders
drawn back. It is impossible to breathe properly when you are hunched
over. Check your posture frequently throughout the day, every day.
Become aware of when you are standing or sitting erect, as opposed
to slumping in your seat or slouching. In time, you should become so
conscious of your posture that your common bearing will be one that
demonstrates good posture. When speaking or reading aloud, first
check your posture, and then eliminate any tension that may be pres-
ent in your neck, shoulders, or face.

Your diaphragm is a muscular membrane that separates your stom-
ach from your chest cavity (lungs). Place your fingers just at the point
where your upper abdomen meets your lowest ribs. When you breathe
in, you should be able to feel movement outward, as air fills the lungs.
When you speak, you should try to “push” your voice all the way up
from your diaphragm. You simply cannot have a strong, resonant voice
if you are manufacturing your speech sounds entirely in your mouth.
Speech sounds other than sibilants and plosives are initiated by the
vibration of the vocal folds. These sounds are then broken up into
speech by the articulators. To produce a strong and healthy voice, the
air stream that vibrates the vocal folds must be strong, and that in
turn means that the stream should be forced up by the diaphragm.

To begin a regimen of breathing exercises, you need only to count
aloud and see how many numbers you can say without effort. As you
practice this several times each day, you should soon find yourself
able to count to 30 before beginning to run out of breath. Along with
the counting exercise, begin to read aloud as often as you can. You .
can work to strengthen your breathing by always checking to see
whether you are, indeed, pushing your voice up from your diaphragm.

Other exercises to develop good breathing habits may be found
in a number of texts on speech improvement, including those men-
tioned as suggested readings in Appendix E.
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Improving Articulation

Articulation problems arise from too fast a rate of delivery and from
improper placement or faulty use of the articulators (the jaw, the
tongue, and the lips). Read the brief selection that follows, and see
if you have difficulty sounding all of the syllables of each word.

THE DIAGNOSTIC CENTER

This is undeniably the most conscientiously designed diagnostic
center imaginable. I recognize that, from an architectural stand-
point, the building is magnificent. It also is strategically placed.
At the same time, however, is it environmentally sound? Does it
mirror our civilization’s preoccupation with transcendental human
competencies? Looking at the phenomenon from an unexpectedly
malevolent point of view, we probably should ultimately find an
alternative.

Because many North American speakers suffer from poor artic-
ulation, many of the exercises at the end of this chapter are intended
to improve articulation. Analysis of your performance with the di-
agnostic readings “William and His Friends,” “The Battle of Atter-
bury,” and ‘“The Diagnostic Center” should tell you if you have
inarticulate speech or if you have difficulty with any of the speech
sounds. If you find that you have problems, you should do the ap-
propriate exercises daily for as long as necessary. The exercises will
do you no good, however, unless you read the material aloud, making
a conscious effort to form successfully every syllable of every sentence.
It is wise to exaggerate articulation at first, gradually moving toward
normally articulated speech.

Consonant sounds There are twenty-five consonant sounds (pho-
nemes) in the English language. They may be classified in a number
of ways, the most basic of which is according to whether or not they
are voiced. Thus, the letter b, spoken with a vibration of the vocal
folds, is called a voiced consonant, whereas p, formed in exactly the
same way but not phonated, is called an unvoiced consonant.

A more detailed and more useful system, based on how the sound
is formed, classifies the consonants as follows:

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

Fricatives are created by the friction generated when air moves
through a restricted air passage. The fricative consonants are f, v, th
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(as in thin), th (as in the), z, s, sh (as in shoe), zh (as in vision), y (as
in yellow), and h and Aw (as in when).

Nasals are resonated in the nasal cavity. The nasal consonants are m,
n, and ng (as in sing).

Semivowels are similar to the true vowels in their resonance patterns.
The consonants w, r, and / are the semivowels.

Affricates combine a plosive with a fricative. The consonants ch (as
in choose) and j (as in jump) are the affricates.

Still another system classifies consonants according to their place
of articulation.?

Labial, or bilabial, consonants Labia is Latin for “lip.” The lips are
primarily responsible for the labial consonants, p, b, m, w, and, in a
less obvious way, Aw.

Labiodental consonants For these sounds the lower lip is in proximity
to the upper teeth (hence-dental). The labiodental consonants are f
and v.

Interdental, or linguadental, consonants For these sounds the tongue
(lingua) is between the upper and lower teeth. The interdental con-
sonants are th (as in thin) and th (as in then).

Lingua-alveolar consonants For these sounds the tip of the tongue
is placed against the upper gum ridge (alveolus). The lingua-alveolar
consonants are n, t, d, s, z, and /.

Linguapalatal consonants For these sounds the tip of the tongue
touches (or nearly touches) the hard palate just behind the gum ridge.
The linguapalatal consonants are y (as in yellow), r (as in rain), sh
(as in shoe), zh (as in vision), ch (as in chew), and j (as in jump).
Linguavelar consonants For these sounds the rear of the tongue is
raised against the soft palate (velum), and the tip of the tongue is
lowered to the bottom of the mouth. The linguavelar consonants are
k, g, and ng (as in sing).

Glottal consonant The glottal consonant, A, is formed by the passage
of air between the vocal folds without vibration of those folds.

These methods of classification are quite helpful, because they

accurately describe the most significant characteristics of the conso-
nants.

*The terms used in this classification system generally derive from Latin.
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The consonant b is a voiced labial plosive. It is formed by first
stopping the flow of air by closing the lips and then releasing the built-
up air as though in an explosion.

The consonant p is an unvoiced labial plosive. It is formed like
b, except that it is unvoiced and, therefore, merely exploded air.

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

The medial ¢ is a problem for many American speakers. In the
West and Midwest, it is often turned into a d, as in saying BAD'-UL
for battle. In some parts of the East Coast, it is turned into a glottal
stop, asin saying BAH-UL' for bottle.* To help you determine whether
you have a medial ¢ problem, record and listen to this reading:

The metal kettle was a little more than half full. I settled for a
little bit of the better stuff and waited while an Irish setter begged
for a pitiful allotment of the fatter part of the kettle’s contents.
The setter left, disgusted and a little bitter over the matter of the
lost battle for more of the beetle stew.

For extra work with the medial (¢) try saying the following with in-
creasing speed: beetle, bittle, bayttle, bettle, battle, botile, bootle, bert-
tle, buttle.

The consonant d is a voiced lingua-alveolar plosive. Except for
being voiced, it is the same as ¢. (Say ror and then dod, and you will
find that your articulators repeat the same positions and movements.
Deaf people who read lips cannot detect any difference between voiced
and unvoiced pairs and must therefore rely on context for understand-
ing.)

The consonant & is an unvoiced linguavelar plosive. It is formed
by releasing unphonated air that has been blocked momentarily from
passage by the pressure of the top of the rear of the tongue against
the hard palate.

The consonant g is a voiced linguavelar plosive, formed like the
unvoiced k.

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

‘A glottal stop is a speech sound produced by a momentary but complete closure
of the throat passage, followed by an explosive release.
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The consonant v is a voiced labiodental fricative, formed like f
except for being phonated.

The consonant (TH) /th/ [e] (as in thin) is an unvoiced interdental
fricative. This sound is frequently a source of trouble, because the
microphone tends to amplify any slight whistle that may be present.
In making this sound, place the tongue up to, but not into, the space
between the upper and lower teeth, which are held about an eighth
of an inch apart. Air passing over the top of the tongue and between
its tip and the upper front teeth makes the (TH) sound.

The consonant (TH) /th/ [J] (as in them) is a voiced interdental
fricative, formed the same as the sound in thin but phonated.

The consonant s is an unvoiced lingua-alveolar fricative. It is one
of the more common sources of trouble for the announcer. A slight
misplacement of the articulators may cause a whistle, a thick fuzzy
sound, or a lisp. There are two methods of producing s, neither of
which seems clearly superior to the other. In the first, the sides of the
tongue are in contact with the upper teeth as far forward as the incisors.
The tip of the tongue is held rather high in the mouth, and a fine
stream of air is directed at the tips of the upper front teeth. The teeth,
meanwhile, are held slightly apart. In the second method of making
s, the tongue is fairly low in the mouth at the rear and at the tip and
is raised just behind the tip to make near contact with the gum ridge.
A fine stream of air is permitted to flow through this passage, down
toward the front teeth, which are held slightly apart. Because most
microphones tend to exaggerate any slight whistle or excessive sibil-
ance, work for a softened s.

Because the sibilant s is a common source of trouble to announ-
cers, a diagnostic exercise is included here. Read the following passage
into a tape recorder, play it back, and determine whether you have
the problem of excessive sibilance. Before working to soften this
sound, however, you should experiment with microphone placement
and even the use of a windscreen or pop filter, for you may find that
the problem is with the equipment or the way you are using it, rather
than in your speech.

How long has it been since you saw a first-rate sideshow? Some
of us certainly should be sad over the disappearance of the classic
circus sideshow, once a staple of civic celebrations. Six or seven
acts, set forth in circumstances that secemed awesome, or at least
mysterious. Certainly, sideshows were sometimes scandalous, and
sometimes in questionable taste, but they served to keep our cur-
iosity in a steady state of astonishment.




sh

zh

ch

ng

Voice and Diction 133

If you do produce excessive sibilance, use the exercises at the end
of this chapter.

The consonant z (as in zoom) is a voiced lingua-alveolar fricative
formed like s, except for phonation.

The consonant (SH) /sh/ [/] (as in shoe) is an unvoiced lingua-
palatal fricative. It is made by allowing unvoiced air to escape with
friction from between the tip of the tongue and the gum ridge behind
the upper front teeth. Although this sound is not a common source
of difficulty, you should guard against its becoming a thick, unpleasing
sound. To form (SH), make certain that air does not escape around
the sides of the tongue, and keep the central portion of the tongue
fairly low in the mouth.

The consonant (ZH) /zh/ 3] (as in vision) is a voiced linguapalatal
fricative and is formed the same way as (SH) but with phonation. It
is seldom found in an initial position in English.

The consonant k (as in healthy) is an unvoiced glottal fricative. It
is seldom a source of difficulty, although many announcers tend to
drop this sound in certain combinations. Note that the 4 is definitely
present in most words beginning with wh. Note also that this sound
depends entirely on the sound that follows it and cannot, therefore,
be articulated at the end of a word.

The consonant (CH) /ch/ [t/] (as in charm) is an unvoiced lin-
guapalatal affricate. It is, by definition, formed with the tongue against
the gum ridge behind the upper teeth with both the release of pent-
up air of the plosive and the friction of the fricative.

The consonant (J) /j/ [&] (as in justice) is a voiced linguapalatal
affricate, formed like (CH) but with phonation.

The consonant m (as in major) is a voiced labial nasal. It is artic-
ulated with the lips completely closed. When m occurs in a final po-
sition, the mouth remains closed. When it occurs in an initial position,
the mouth must open, not to sound m but to move immediately to
the sound that follows.

The consonant n (as in nothing) is a voiced lingua-alveolar nasal.
Unlike m, it can be sounded with the mouth open, because the tongue,
rather than the lips, blocks off the air and forces it through the nasal
cavity. The sounding of n is responsible for much of the excessive
nasality characteristic of many irritating voices. If you detect, or some-
one detects for you, a tendency to overnasalize such sounds, spend
several sessions with a tape recorder learning how it feels to soften
them.

The consonant (NG) /ng/ [n] (as in sing) is a voiced linguavelar
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nasal. It is formed much as the consonant g is, but it lacks the plosive
quality of that sound. One of the most common problems with (NG)
involves turning this sound into *in’’ in words that end with ing. Each
announcer must, of course, determine whether it is appropriate to do
this. A newscaster will undoubtedly decide not to. Disc jockeys and
sports announcers, depending on their speech personality, may decide
that it is permissible. A less common pronunciation problem involving
this sound is the practice in some parts of the East of adding g in the
middle of a word such as singing (SING'-GING) [’sipgin].

The consonant / is a voiced lingua-alveolar semivowel, formed by
placing the tip of the tongue against the upper gum ridge and allowing
phonated air to escape around the sides of the tongue. This sound
presents little difficulty when in an initial or final position in a word,
but is frequently a source of trouble in a medial position. If you say
aloud the word William, you will notice that the tip of the tongue is
placed low in the mouth for Wi, raised to the upper gum ridge for /I,
and returned to the floor of the mouth for iam. Obviously, it is easier
to speak this name without moving the tongue at all, but then it sounds
like WIH-YUM, and the / sound is completely lost. Unlike some
English speech sounds that may in informal delivery be softened or
dropped without loss of effectiveness, the lost medial / is definitely
substandard and should never occur in an announcer’s speech.

Here is a diagnostic reading for the medial /.

Millions of Italians filled the hilly sector of Milan. The willing
celebrants whirled all along the palisades, down by the roiling
river. The lilting lullabies, trilled by Italian altos, thrilled the mil-
lions as they willingly milled along the boulevard. *“It’s really thrill-
ing,” said William Miller, a celebrant from Valley Forge. “I
willingly call this the most illustrious fellowship in all of Italy.

If you have difficulty with the medial /, practice with the exercises
given at the end of this chapter.

The consonant w (as in willow) is a voiced labial semivowel,
formed by moving the lips from a rounded, nearly closed position to
an open position. The tongue is not in any particular position for w
but is placed to produce the following vowel sound. A common speech
fault is insufficient movement of the lips in making w.

The consonant (HW) /hw/ [hw] (as in where) is an unvoiced labial
fricative. It is a combination of the two consonants £ and w and is
achieved by forming the lips for w but releasing the air that makes h
first; then the (W) sound follows immediately, so the (H) sound is
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barely heard. Although the (HW) sound in words such as when is lost
by most speakers, radio and television announcers should include it,
at least until it drops out of our language altogether.

The consonant (Y) /y/ [j] (as in yellow) is a voiced linguapalatal
fricative. As with /, w, and r, a slight glide is necessary during the
delivery of this sound. Although y causes little difficulty when in the
initial position in a word, the medial y frequently follows a double /
and is therefore sometimes involved in the speech problem that arises
from dropping the medial /. Americans often mispronounce million
as MIH-YUN".

The consonant 7 (as in runner) is a voiced linguapalatal semivowel.
In certain areas of the United States and in England, r is frequently
softened or completely dropped. In General American speech, how-
ever, all r’s are sounded, though they need not and should not be
prolonged or formed too far back in the throat. A voice described
as harsh is frequently one that overstresses r sounds. However, in
attempting to soften your r’s be careful to avoid affectation; a pseudo-
British accent is unbecoming to Americans and Canadians. Few speak-
ers can successfully change only one speech sound. The slight softening
of r should be only one part of a general softening of all harsh sounds
in your speech.

Practice: Achieving a [ 1 B W
Low Pitch

Use the following commercial to try to achieve a low pitch. If you
have a very low voice, make sure that you do not creep along the
bottom. Remember to work for variety in pitch. In addition to con-
centrating on pitch, try to read the commercial in exactly 30 seconds.
If you read it in less time, you are probably not savoring the key selling
words, and your speed may be interfering with the achievement of
optimum pitch.

Mellow. Smooth and mellow. That’s the way to describe Dairyland
Longhorn Cheese. We use the finest grade A milk from happy
cows. Nothing but pure, natural ingredients. We take our time,
letting the cheese age to the peak of perfect taste. We package
Dairyland Longhorn in cheesecloth and wax, just like in the old
days. And we speed it to your grocer, so that you get it at its
flavorful best. Dairyland Longhorn Cheese. It’s smooth and mel-
low.
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Practice: Varying | 1 0 W
Your Pitch

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

When did you get When did you ger
here? here?

I hope you’re right. [ hope you're right.
Which one is it? Which one is it?
Which one is it? Which one is ir?
We lost the game! We lost the game!
Don’t say that. Don’t say that.

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

Inflect these words in isolation:

What? Tremendous!
Certainly! Ridiculous!
Maybe. Surely.
Awful! Life?

Sure! How?

Try! Stop.

Go! Caught?

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

Practice: Varying 1 1 W

Your Tempo

The following commercial provides good opportunities for employing
shifts in reading speed. (SFX is the standard abbreviation for sound
effects.)
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SOUND OF GRIZZLY MOTORCYCLE IN DISTANCE,
GRADUALLY APPROACHING.

I can hear it in the distance. (PAUSE) Can you?
(PAUSE) The “grrrr-ing' of the Grizzly motor
bike. (PAUSE) No, not a '‘purring,' a ‘'‘grrr—
ing.' What's the difference? A "“‘purr'' comes from
a contented cat——a ‘''grrr' is made by a hefty
Grizzly, looking for adventure. Cats are great,
but they're usually gentle. The Grizzly is wild,

but not unmanageable.
GRIZZLY VOLUME CONTINUES TO INCREASE.

The Grizzly doesn't "putt-putt,' and it doesn't
purr. It has a warm, furry sound, as befits a
creature of the wild. (PAUSE) Here's the Grizzly,
speaking for itself. (PAUSE)

SOUND UP FULL, THEN BEGIN FADE.

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

wild side.

SOUND OF GRIZZLY TO CLOSE.
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Practice: Pronouncing [ 1 B W
Diphthongs

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

Read these sentences to practice the diphthong (EYE) /1/ [ai].

1. I like my bike.
2. Lie in the silo on your side.
3. Fine nights for sighing breezes.
4. Why try to lie in the blinding light?
5. Cy tried to fly his kite.
6. My fine wife likes to fly in my glider.
7. Try my pie—I like it fine.
8. Shy guys find they like to cry.
9. My sly friend likes to be wined and dined.
10. Like all fine and right-minded guys, Mr. Wright liked best to try
to find the slightest excuse to lie about his life.
These sentences allow you to focus on the (AU) /ou/ [au} sound.
1. Flounce into my mouse’s house.
2. Cows allow just about too much proudness about them.
3. Round and round went the loudly shouting lout.
4. A mouse is somewhat louder than a louse in a house.
5. A bounding hound went out on the bounding main.
6. Grouse are lousy bets when abounding results are found.
7. A cow and a mouse lived in a house.
8. The louder they proudly cried, the more the crowd delighted in
seeing them trounced.
9. They plowed the drought-stricken cow pasture.

10. Allow the grouse to shout louder and louder, and you just about
drown out the proud cows.

Use the following sentences to practice the diphthong (OY) /oi/
[o1].

1. A toy needs oiling.
2. The soybeans are joyously coiling.
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Floyd oiled the squeaky toy.

Goya painted Troy in oils.

His annoying voice was boiling mad.

The oyster exploited the joyous foil.

Roy and Lloyd soiled the toys.

Joy, like a spoiled boy, exploited her friends.

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

00 No LW

Read these sentences for practice with the (YU) /y06/ [ju] sound.

I used to refuse to use abusive news.

The kitten mewed, but I refused to go.

The music was used to imbue us with enthusiasm.
The beautiful view used to confuse.

June was beautiful.

The newest pupil was wearing his suit.

The cute kitten mewed.

He eschewed responsibility for the news.

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

. A few beautiful girls are using perfume.

5= §9 551 &8 £ g B9 (D) =
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Practice: Working on [ 1 0 W

Nasal Resonance

Speak each pair of nasal and non-nasal words, keeping the tips of
your fingers lightly touching the sides of your nose. Work for vibration
with the first word of each pair and for lack of it with the second.

(M)

aim—aid beam—Dbeet
arm—art farmer—father
atom—attar bump—butt
balm—back summer—Sutter

calm—cot ram—rat
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earn—earth bend—bet
barn—bard bin—bit
bane—bathe win—will
fawn—fall own—oath
band—bat friend—Fred
(NG)
link—lick bunko—bucko
bank—back tongue—tuck
blank—black ming—mick
wink—wick manx—Max
singer—sinner trunk—truck
Practice: Pronouncing I 1 1 H
Consonants

The exercises that follow are based on the correct sounding of con-
sonants. Note, however, that vowel and diphthong sounds (which have
already been discussed) are present in every exercise and must be
sounded correctly in order to achieve good American English speech.
Voiced and unvoiced consonants formed in the same way are consid-
ered together.

Use these sentences to practice sounding the consonant b.

Big Bill bent the bulky box.

The Boston bull was bigger than the boy.

Libby lobbed the sobbing lobster.

The ribbing was robbed from the jobber.

Bob could rob the mob.

The boxer baited the big boy, while the mobster hobbled about
the sobbing, crabby boy named Bob.

A § oo (2 [ [=

These sentences can be used to practice the p sound.

p—

. Paula peeked past the platform.
2. Peter Piper picked a peck of pickled peppers.
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Happy people appear to approach unhappiness happily.
Approximately opposed in position are Dopey and Happy

Stop the cap from hitting the top.

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

The following sentences allow you to practice the consonant .

Tiny Tim tripped toward the towering Titan.
The tall Texan tried to teach the taxi driver twenty tall tales of
Texas.

. Attractive though Patty was, the battling fighters hesitated to at-

tempt to please her.
The bottled beetles were getting fatter.

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

Use these sentences as exercises for practicing the consonant d.

Don dragged the dull, drab dump truck up to the door.

The dry, dusty den was dirtier than Denny’s delightful diggings.
The ladder added to the indeterminate agenda.

The sadly padded widow in the middle looked addled.

Around the lad the red-colored rope was twined.

Glad to lead the band, Fred allowed his sad friend to parade
around.

These sentences can be used to practice sounding k.

Keep Kim close to the clothes closet.

A call came for Karen, but Karen wasn’t caring.

Accolades were accorded to the picnicking dockworkers.
Action-back suits were accepted on occasion by the actors playing
stock comedy characters.

Like it or not, the sick man was picked.

Rick kept count of the black sacks.

The following sentences are useful for practicing the consonant g.

The good girl with the grand guy glanced at the ground.

. One glimpse of the good green earth, and the goose decided to

go.

. Agog with ague, the agonizing laggard stood agape.
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Slogging along, the haggard sagging band lagged behind.

. “Twas brillig, and the rig did sag.
. The rag bag was big and full, but the sagging trigger was clogged

with glue.

Use these sentences to practice sounding f.

The fish fry was a fairly fashionable affair.

Flying for fun, Freddy found the first fairly fast flying machine.
Affairs of affection are affable.

The affected aficionado was afraid of Africa.

The laugh graph showed a half-laugh.

The rough toff was off with his calf.

You can use these sentences to practice sounding v.

Victor is a vision of vim, vigor, and vitality.

Viola was victorious with Vladimir’s violin.

Avarice, averred the maverick on the avenue, is to be avoided.
An aversion to lavender obviously prevents the inveterate invalid
from involving himself avidly in mauve.

A vivid avarice was obviously invested in the avoidance of the man
on the avenue.

Live, live, cried the five live jivesters.

The following sentences can be used to practice the unvoiced (TH)

sound.
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Think through thirty-three things.

Thoughts are thrifty when thinking through problems.

Cotton Mather lathed his bath house.

The pathway to the wrathful heath.

The thought of the myth was cutting as a scythe.

Thirty-three thinking mythological monsters, wearing pith helmets,
wrathfully thought that Theobald was through.

Use these sentences for practicing the voiced, (TH) sound.

. This, the man said, is older than thou.
. The man therein was thereby less than the man who was theretofore

therein.
Other people lather their faces further.
Id rather gather heather than feathers.
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5.
6.

Wreathe my brow with heather.
I seethe and breathe the truths of yore.

The following sentences should help you reduce excessive sibi-

lance.

1.

W
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Should Samson slink past the sly, singing Delilah?

2. Swimming seems to survive as a sport despite some circumstances.
3.
4. Assurances concerning some practices of misguided misogynists are

Lessons on wrestling are absurd, asserted Tessie.

extremely hysterical.

The glass case sits in the purse of the lass.

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

You can use these sentences to practice sounding z.

The zippy little xylophone had a zany sound.

The zoological gardens were zoned by Zola for the zebras.

The fuzzy, buzzing bees were nuzzling the trees.

He used the music to arouse enthusiasm in the buzzards.

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

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

Use these sentences to practice the (SH) sound.

Shortly after shearing a sheep, I shot a wolf.

The shapely Sharon shared her chateau with Charmaine.

Mashed potatoes and hashed cashews are flashy rations.

The lashing gale thrashed; lightning flashed, and the Hessian troops
gnashed their teeth.

A flash flood mashed the cash into trash.

Fish wish that fishermen would wash their shoes.

These sentences allow you to practice the (ZH) sound.

. Jeanne d’Arc saw visions in the azure sky.
. Measure for Measure is not the usually pleasurable Shakespearean

play.

. A hidden treasure was pleasurably unearthed from the beige hill

with great precision.
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The seizure was leisurely measured.

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

You can use these sentences to practice with the consonant 4.

The huge hat was held on Henrietta’s head by heaps of string.
Halfway home, the happy Herman had to have a hamburger.
Manhattan abhors one-half the upheaval of Manhasset.
““Ha-ha-ha,” said the behemoth, as he unhitched the horse.

The following sentences are useful for practicing the (CH) sound.

Chew your chilly chop before you choke.

Choose your chums as cheerfully as children.

An itching action follows alfalfa pitching.

The richly endowed Mitchells latched onto much money.

Use these sentences for practicing with the consonant j.

The junk man just couldn’t joust with justice.

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

Adjutant-General Edgewater adjusted his midget glasses.

The edgy fledgling was judged unjustifiably.

The edge of the ledge was where Madge did lodge.

Trudge through the sedge and bridge the hedge.

The following sentences are helpful for practicing the conso-

nant m.
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Miranda meant more than my miserable money.

Merton moved my midget mailbox more to my right.

Eminent employers emulate immense amateurs.

Among amiable emigrants, Kimball admitted to mother and me
his inestimable immaturity.

Slim Jim and Sam climbed the trim limb.

Rhythm hymns they perform for them.

You can use these sentences to practice the sounding of 7.

. Ned’s nice neighbor knew nothing about Neil.
. Now the new niece needed Nancy’s needle.
. Indigestion invariably incapacitated Manny after dinner.
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. Many wonderful and intricate incidentals indirectly antagonized

Fanny.

. Nine men were seen in the fine mountain cabin.
. Susan won the clean garden award and soon ran to plan again.

Use these sentences to practice the (NG) sound.

The English singer was winning the long contest.

He mingled with winged, gaily singing songbirds.

The long, strong rope rang the gong.

Running and skipping, the ringleader led the gang.

Among his long songs, Engel mingled some lilting things.

Along the winding stream, the swimming and fishing were finding
many fans.

The following exercises will allow you to practice sounding the

medial /.
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. A million silly swallows filled their bills with squiggling worms.

Willy Wallace willingly wiggled William’s million-dollar bill.
Lilly and Milly met two willing fellows from the hills.
A little melon was willingly volunteered by Ellen and William.

. Bill filled the lily pot with a million gallons of water.
. The mill filled the foolish little children’s order for willow leaves.
. William wanted a million dollars, but he seldom was willing to

stop his silly shilly-shallying and work.

. Phillip really liked Italian children, although he seldom was willing

to speak Italian.

. Enrolling in college really was thrilling for William, even though

a million pillow fights were in store for the silly fellow.

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

You can use these sentences to practice the w sound.

Worried Willy wouldn’t waste one wonderful word.

The wild wind wound round the woody wilderness.

The wishing well was once wanted by Wally Williams.

Wouldn’t it be wonderful if one walrus would wallow in the water?
Walter wanted to wash away the worrisome watermark.

Always sewing, Eloise wished the wonderful woman would want
one more wash dress.
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The following sentences are useful for practicing the (HW) sound.

. Mr. Wheeler waited at the wharf.
. Wherever the whippoorwill whistled, Whitby waited.
. Why whisper when we don’t know whether or not Mr. White’s

whelp is a whiz?

“Why not whet your knife?”” whispered the white-bearded Whig.
Whitney whittled the white-headed whistle.

On Whitsun, Whittier was whipping Whitman on a whim.

You can use these sentences to practice with the consonant y.

Young Yancy used yellow utensils.

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

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

Use these sentences to practice the consonant .

Rather than run rapidly, Rupert relied on rhythm.

Robert rose to revive Reginald’s rule of order.

Apparently a miracle occurred to Herman.

Large and cumbersome, the barge was a dirty hull.

Afraid of fire and sure of war, the rear admiral was far away.
The bore on the lower floor left his chair and went out the door.




American English
Usage

To be an announcer is to be a user of words. Thus, every serious
student of announcing will undertake a systematic study of American
English. This means engaging in several different but related studies.
It means making a lifelong habit of consulting dictionaries. It means
becoming sensitized to nuances of language and striving to find the
precise, rather than the approximate, word. It means changing your
vocabulary as changes in our language occur. It means cultivating and
practicing the art of plain talk. And it means perfecting your pronun-
ciation of both American English and foreign words. This chapter
examines American English usage from the standpoint of the broad-
cast announcer and discusses our changing language. Appendix B
provides a list of frequently mispronounced words. Chapter 15 reviews
the principles of pronunciation of some of the major languages of the
world.

Top professional announcers use words with precision and manage
to sound conversational while honoring the rules of grammar. Un-
fortunately, some broadcast announcers are far from perfect, and
listeners and viewers suffer daily from a variety of errors in usage.
During a randomly chosen two-week period, the following mistakes
were made by announcers at local and network levels:

“The French farmers have thrown up barrages across the major high-
ways leading out of Paris.” The announcer meant barricades, not
barrages.

“The deputy sheriffs are still out on strike, and it doesn’t look like
they’ll be back to work before long.” Soon would be acceptable in
place of before long.

“General , who last year authored an unsuccessful coup, . . .
Author is a noun, not a transitive verb; even if it were, it is doubtful
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that the announcer meant that the general “wrote” an unsuccessful
coup.

“The fishing boat was loaded to the gills.”” Fish may possibly be loaded
to the gills, but boats are loaded to the gunwales (pronounced GUN'-
UHLZ).

“The little girl was found in the company of an unidentified man.”
Does the announcer mean that the man’s identity was unknown or
that his identity was not disclosed?

“The secretary of state reportedly will visit South America late this
summer.” There are many kinds of visits—long visits, brief visits,
surreptitious visits—but no one can make a reported visit. The an-
nouncer meant *‘It is reported that the secretary of state . . .”
“Three kids died when their house slid down a hill during the storm.”
Kids is slang, acceptable under some circumstances but not when
reporting a tragedy.

“After being surrounded by the policemen, the suspect came out with
his hands up.” The term policemen has been replaced by police officers
according to standards issued by the U.S. Department of Labor.
“Firefighters rescued an elderly Oriental man . . .” Using the word
Oriental when referring to a person is offensive to most people of
Asian ancestry.

“The government of Kenya (KEEN’-YUH) is making a serious effort
to eliminate poaching in its national parks.” The citizens of this nation
call it KEN’-YUH and consider KEEN'-YUH an unwelcome re-
minder of colonial days.

“The A’s won MVP honors three consecutive years in a row.” Con-
secutive means basically the same thing as in a row; this is a case of
redundancy.

“The U.S. was outcompeted last year to the tune of 1.5 billion dol-
lars.” The United States may have had a 1.5-billion-dollar trade deficit,
but the nonword outcompeted does not stand up to linguistic logic or
rules of grammar.

News reporters, interviewers, commentators, disc jockeys, talk
show hosts, sportscasters, and weather, environmental, and consumer
reporters must frame their own thoughts into words and must choose
those words well and pronounce them correctly. To do this, they must
be experts with their language. The sections that follow cover a portion
of the territory that is the province of professional announcers.
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Age Referents

It is as offensive to a young adult to be called a boy or a girl as it is
to a middle-aged person to be called elderly. Announcers must be
sensitive to the feelings of those described by age classifications and
of listeners and viewers who may object to such classifications. Age
is, of course, not always an appropriate referent. In a report that a
musician triumphed at a concert, it is not necessary to give the mu-
sician’s age—unless he or she was extremely young or very old. On
the other hand, in a report of the death of a well-known person, age
is a legitimate item of information. When the age of a person is known,
and when age is of some significance (as with athletes, prodigies,
or people who have reached an unusual age, such as 100), give the
correct age and avoid using an age category.

At times it is appropriate to state that a given person is within a
recognized age group. Use the criteria in Table 5.1 as a guide.

Elderly people are often referred to as senior citizens, but many
do not like the term. Senior is somewhat more acceptable, though

Table 5.1 Guidelines for Using Age Referents

Label Appropriate Age Range

child ?g;ween birth and puberty (approximately 12 or

boy or girl before puberty

youth between puberty and legal age (approximately
13 to 18)

young adult between 18 and 21

juvenile between 13 and 18

adolescent approximately 13 to 19

teen-ager 13 through 19, inclusive

man or woman over 18

adult over 18

middle-aged approximately 40 to 65

elderly beyond late middle age (above 70)

old advanced years (above 75)

senior beyond retirement age (usually above 70)
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there always will be some individuals who resent being classified by
an age category.

The word kid, meaning a young person, is sometimes acceptable
and at other times in poor taste. You are safe when speaking of a kid
sister or brother or in saying ‘“Your kids will love this!” When your
focus becomes narrower and you speak of a specific person, you run
the risk of provoking resentment: a child up to the age of 12 or 13
probably will accept the label kid; adolescents gradually begin to ob-
ject as they approach the age of 14 or 15. The term is never appropriate
when describing a tragedy. In general, slang words or words that seem
flippant should never be used when reporting a story that involves
suffering or death.

Jargon and Vogue Words

Every profession and social group has a private or semiprivate vo-
cabulary. Some words and phrases from such groups enter the main-
stream of public communication. It is useful and enriching when
expressions such as gridlock, agribusiness, software, or hostile takeover
(the world of business) are added to the general vocabulary. As an
announcer, you should guard against picking up and overusing expres-
sions that are trite, precious, deliberately distorting, or pretentious.
Here are a few recent vogue words and phrases with translations into
plain English (slightly facetious in some cases).

From the military
de-escalate to give up on a lost war
balance of power a dangerous stand-off

nuclear deterrent the means by which war can be deterred when an-
tagonistic nations possess enough nuclear weapons to destroy the
world

debrief to ask questions of someone

From government

at home and abroad everywhere

nonproliferation monopolization of nuclear weapons
disadvantaged poor people

Department of Human Rescurces Development the unemployment
office

decriminalize to make legal
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Figure 5.1

Talk show hosts must use
age referents such as e/-
derly or senior with accu-
racy and sensitivity. Phil
Donahue is a master at
using language with care
as he maintains a fast-
paced ad-lib presentation.
(Al Satterwhite, The Image
Bank)

From academe

operant conditioning learning by trial and error
quantum leap a breakthrough

de-aestheticize to take the beauty out of art
dishabituate to break a bad habit

dehire to fire someone

microencapsulate to put into a small capsule
found art someone else’s junk
megastructure a large building

A few words that should be used precisely and sparingly, if at all,
are rhetoric (when the meaning is “‘empty and angry talk™), charisma,
relevant, obviate, facility (when referring to a building), viable, and
meaningful. Vogue phrases that have already become clichés should
be avoided; some of these are a can of worms, a breakdown in com-
munication, head honcho, and generation gap.

Tacking the suffix -wise onto nouns in awkward ways is possibly
one of the most offensive speech habits that has arisen in the past
several years. Here are some familiar examples:

Culturewise, the people are . . .
Foodwise, your best buy is . . .
National-securitywise, we should . . .
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Violations of correct American English are perpetrated by people who
have found such usages an effortless means of avoiding correct sen-
tence construction. The suffix -wise does, of course, have a proper use
in words such as lengthwise and counterclockwise.

Three particularly contagious vogue words that seem to strike their
victims as a team are like, man, and y’know. Obviously, such words
replace uh and other annoying affectations in the speech of many who
find a need for verbalized pauses to compensate for lack of fluency.
Make certain that these words are used by you only when appropriate.
Like and man have their obvious places in our language; y’know would
be fitting only in very conversational chatter, such as that used by a
disc jockey.

Boring and ineffective speech is not the exclusive property of any
particular group. Linguistic fashions spread alarmingly through our
society. Awareness of your speech patterns, together with an adequate
vocabulary, should help you eliminate most vogue words from your
speech,

Redundancies

To be redundant is to be repetitive. At times, in a commercial, for
example, redundancy may be useful in driving home a point or a
product advantage. At most times, however, redundancy is needless
repetition. Close proximity is redundant because close and proximity
(or proximate) mean the same thing. A necessary requisite is redundant
because requisite contains the meaning of necessary. Spoken English
is plagued with unnecessary redundancy, and constant watchfulness
is required to avoid it.

Here are some redundancies heard far too often on radio and
television:

abundant wealth Wealth means having a great amount.
an old antique There can be no such thing as a new antique.

both alike, both at once, both equal Both refers to two people.or
things, and alike, at once, and equal all imply some kind of duality.
completely surround, completely abandon, completely eliminate To
surround, to abandon, and to eliminate are done completely, if they
are done at all.

cooperate together To cooperate means that two or more work to-
gether.
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divide up, end up, finish up, rest up, pay up, settle up All of these are
burdened by unnecessary ups.

Easter Sunday Easter occurs, by definition, only on a Sunday (the
first Sunday following the full moon that occurs on or next after March
21).

equally as expensive 1f something costs what another thing does, then
inevitably their costs are equal. (The correct form is equally expensive
or as expensive as.)

excess verbiage Because verbiage means “wordiness,” it contains the
concept of excess.

exchanged with each other An exchange is necessarily between one
and another.
general consensus Consensus means ‘‘general agreement.”

Hallowe’en evening Hallowe’en includes evening in an abbreviated
form.

I thought to myself Barring telepathy, there is no one else one can
think to.
joint partnership Partnership includes the concept of joint.

knots per hour A knot is a nautical mile per hour, so per hour is
redundant.

Figure 5.2

Left: “Hip” jargon was a trend of the 1970s and 1980s, but even today there are rock
radio stations across the country at which phrases and words that are unique to a cer-
tain age group or geographic area are tossed about between songs. Right: In contrast,
the precise, correct language of announcers such as PBS’s Alistair Cooke remains time-
less and universally understood. (Left: Jack Spratt, Picture Group; right: courtesy of
WGBH, Boston)
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more preferable Use this only if you are comparing two preferences.

most outstanding, most perfect, most unique A thing is outstanding,
perfect, or unique, or it is not. There are no degrees of any of these
qualities.

novel innovation To be innovative is to be novel; this essentially says
a “‘new new thing.”

Sahara Desert Sahara means *‘desert.”

serious crisis It is not a crisis unless it has already become serious.
set a new record All records are new when they are set.

Sierra Nevada Mountains Sierra means “‘rugged mountains.”

still remains 1f something remains, it must be there still.

totally annihilated Annihilate means ‘“‘to destroy totally.”

true facts There can be no untrue facts.

visible to the eye There is no other way a thing can be visible.

Develop a keen ear for redundancies. Recognizing errors in usage
is the first step toward avoiding them in your own speech.

Clichés

A cliché is an overused expression or idea. Most popular clichés were
once innovative and effective. They became clichés by being overused
and, in most instances, misapplied by people who were not aware of
their original meanings. Many who use the cliché as rich as Croesus
have no idea who Croesus was or the degree of his wealth. Similarly,
the expression as slow as molasses in January may be used by some
who are not familiar with the properties of molasses.

Many clichés reflect our rural past. We say **mad as a wet hen,”
“fat as a pig,” “‘stubborn as a mule,” “silly as a goose,” ‘“‘strong as
an ox,” and other similar expressions. Most of these similes have been
learned by rote and are used by people who have never associated
with creatures of the barnyard. For most of us these expressions should
be replaced by similes that reflect our own experiences.

Good use of language demands that we think before we fall back
on the first cliché that comes to mind. Commonly used clichés include
these:

LAY LA
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as sharp as a tack bright as a button
quick as a flash or quiet as a grave or
quick as a wink quiet as a tomb
dead as a doornail as common as dirt
dry as a bone as cool as a cucumber
mad as a hatter or as hungry as a bear
mad as a March hare as new as tomorrow

fresh as a daisy

The effectiveness of the similes listed here and dozens more like
them has simply been worn out by endless repetition. Good broadcast
speech is by no means measured by the ability to produce new and
more effective images, but from time to time creative metaphorical
expression can make for memorable communication. See what a little
thought and time can do to help you use language creatively. How
would you complete the followimg similes to make novel and effective
images?

as awkward as

as barren as

as deceptive as

as friendly as

as quietas v o
as strange as

In addition to overworked similes and metaphors, many other
words and phrases have become hackneyed through overuse. Many
clichés can be heard on daily newscasts. If you intend to become a
news reporter or newscaster, you should make a careful and constant
study of words that have become meaningless and replace them with
meaningful synonyms. Here are a few examples:

Overworked phrase Suggested alternative
has branded as ridiculous has called ridiculous

a shroud of secrecy kept secret

deem it advisable consider it advisable
was held in abeyance was suspended

informed sources at the White House White House aides
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Overworked phrase Suggested alternative

has earmarked several million dollars has set aside several million
stated in no uncertain terms was definite about
tantamount to election ensured election

a flurry of activity sudden activity

One cliché of the newsroom that deserves special attention is
pending notification of next of kin. This is a stilted and clumsy way of
saying “‘until relatives have been notified.”

Many speakers and writers use clichés without knowing their pre-
cise meaning. In doing so, it is easy to fall into error. For example,
the adjectives jerry-built and jury-rigged sometimes become “jerry-
rigged”” and “jury-built”” when used by people unaware that the first
adjective means ‘‘shoddily built”” and the second is a nautical term
meaning “‘rigged for emergency use.”

It is also important to avoid incorrect quotations from or allusions
to works of literature. The following are some examples of this type
of mistake.

“Far from the maddening crowd” is the incorrect version of ‘‘far from
the madding crowd’s ignoble strife,”” which is from Thomas Gray’s
“Elegy Written in a Country Churchyard.”

The phrase “‘suffer, little children” or “suffer the little children” has
been used recently to mean “let the little children suffer.”” The original
expression, in the King James version of Mark 10:14, is “Suffer the
little children to come unto me.” In this context suffer means “allow”’:
“Allow the little children to come unto me.”

“Alas, poor Yorick, I knew him well.” This is both corrupt and in-
complete. The line from Hamlet, Act V, scene i, reads: ““‘Alas, poor
Yorick! I knew him, Horatio: a fellow of infinite jest.”

The misquotation *“Music hath charms to soothe the savage beast” is
an inelegant version of a line from the play The Mourning Bride by
William Congreve, and the original version is “Music hath charms to
soothe the savage breast.”

The all-too-familiar question “Wherefore art thou Romeo?” is con-
sistently misused by people who think that wherefore means “where.”
The question asks “Why are you Romeo?” not “Where are you,
Romeo?”
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“Pride goeth before a fall” is actually, in the King James version of
Proverbs (16:18), “Pride goeth before destruction, and an haughty
spirit before a fall.”
“A little knowledge is a dangerous thing” is close, but not close
enough, to what Alexander Pope actually wrote: ““A little learning is
a dangerous thing.”

“It takes a heap o’ livin t’ make a house a home.” Edgar Guest’s
poem opens with “It takes a heap o’ livin in a house t’ make it a
home.” The corrupt version is probably an attempt to improve the
original.

-“I'have nothing to offer but blood, sweat, and tears.” Winston Church-
ill really said, “I have nothing to offer but blood, toil, tears, and
sweat.”

These are but a few of many common misquotations. As a broad-
cast announcer, you should routinely check original sources. A handy
source for checking the accuracy of quoted phrases is Bartlett’s Fa-
miliar Quotations. But only use a quotation if it truly belongs in your
work. When in doubt, skip the cliché—even correctly cited clichés
are still clichés.

Latin and Greek Plurals

People who care about broadcast media should be meticulous in using
medium for the singular and media for the plural. Radio is a medium.
Radio and television are media. We can speak of the news media but
not of television news media. If people who work in broadcast media
do not reinstate correct usage, no one else will, and the incorrectly
used plural media will take over for the singular form.

Data is another Latin plural that is commonly misused as the
singular, as in “What is your data?’’ This sentence should be ‘“What
are your data?”” The sentence “What is your datum?”’ is correct if the
singular is intended.

Many other words of Latin and Greek origin are subject to similar
misuse. Here are some of the more important of these (note that the
Greek words end in -on and the Latin words end in -um):
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Singular Plural
addendum addenda
criterion criteria
memorandum memoranda
phenomenon phenomena
stratum strata
syllabus syllabi

The words referring to graduates of schools are a more compli-
cated matter, for both gender and number must be considered:

Female singular: alumna, “She is an alumna of State College.”

Female plural: alumnae, pronounced (UH-LUM'-NEE) /a-lim'né&/
[3'lamni], “These women are alumnae of State College.”

Male singular: alumnus, “He is an alumnus of State College.”
Male plural: alumni, pronounced (UH-LUM'-NY) /a-lim'ni/
[¢'lamnai], “These men are alumni of State College.”

Male and female plural: alumni, pronounced as the male plural,
“These men and women are alumni of State College.”

Nonstandard Expressions and Usage

Slang

Slang, the nonstandard vocabulary of a given culture or subculture,
is often brilliantly effective. Expressions such as crash pad for a place
where a person could sleep without fee or invitation and glitch for a
mishap or, in television, a type of visual interference on the screen
are descriptive and, in the proper context, useful additions to our
language. Other recent additions include humongous, gridlock, rad
(derived from “radical” and meaning ‘“far out,” but definitely in a
positive sense), good or bad vibes, and high fives.

The word attitude is presently widely used in the construction ‘“he
really gave me attitude.” Its meaning in this usage is imprecise but
negative. On the other hand, “lots of attitude” can mean cocky self-
confidence. As an announcer, you must develop sensitivity to when
and how language that is nonstandard—or not yet standard—adds to
or detracts from your message. What might be appropriate in a com-
mercial may be out of place in a newscast.
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It is important to remember that one person’s slang may not fit
another’s speech personality. Many expressions used by African-
Americans may sound pretentious or condescending when spoken by
whites. Similarly, words of foreign origin, such as mensch or schlep-
ping, may sound out of place when spoken by someone who has only
a vague notion of their meaning and uses them in inappropriate con-
texts. Some users of in-group expressions resent outsiders who take
over their language.

Especially to be avoided are words from the world of crime and
drugs. Terms such as ripped off to mean stole or busted to mean
arrested are devised to remove the onus from the object or activity
being described. ‘“He was busted for smack” sounds far more innocent
and trivial than the straightforward translation, ‘““He was arrested for
possession of heroin.” To rip someone off is to steal from a person,
and theft is not an activity to be condoned by removing from the
language the words that connote its illegality; the slang only attempts
to make the action seem less serious than it is and, perhaps, even a
little humorous. Though you should in general avoid using street
expressions, you should be aware that a few stations encourage—or
even require—announcers to use such language. At such a station an
announcer might be directed to use terms appropriate to a certain
type of tabloid journalism, such as saying that someone was butchered
rather than killed or murdered.

Solecisms

A solecism is a nonstandard or ungrammatical usage. It is related to
a barbarism (a word or phrase not in accepted use), and both should
be avoided by broadcast announcers. Surely you do not need to be
told that ain’t is unacceptable or that anywheres is not used by educated
speakers. A number of words and phrases that we pick up in early
childhood are substandard, but survive to plague us if we do not
become aware of them. These include the following.

Foot for feet, as in “‘She was five foot tall.” Five is more than one,
and it demands the plural feer: “‘She was five feet tall.”

Enthused over for was enthusiastic about
Guess as a substitute for think or suppose, as in I guess I'd better
read a commercial.”

Expect for suppose or suspect, as in ‘'l expect he’s on the scene by
now.”
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Try and for try to, as in “*She’s going to try and break the record.”
Unloosen for loosen, as in ‘*‘He unloosened the knot.”

Hung for hanged, as in **The lynch mob hung the cattle rustler.” Hung
is the past tense of hang in every meaning other than as applied to a
human being. Correct usages are *‘I hung my coat on the hook” and
““He was hanged in 1884.”

Outside of for aside from, as in **Outside of that, [ enjoyed the movie.”
Real for really, as in *‘1 was real pleased.”

Lay and lie are problem words for some speakers of English. Lie
is an intransitive verb (does not require a direct object) meaning *‘to
recline.”” It is used correctly in the following examples.

Present tense: I will lie down.
Past tense: | lay down.
Past participle: “‘I had lain down.”

Lay is a transitive verb (requiring a direct object) that means *‘to
place.”

Present tense: I will lay it down.”
Past tense: “'I laid it down.”
Past participle: I had laid it down.”

Hens lay eggs, but they also lie down from time to time. A parent
can lay a baby on a blanket and then /ie next to her.

Hopefully, reportedly, and allegedly are among several adverbs
misused so pervasively and for so long that some modern dictionaries
now sanction their misuse. Adverbs modify verbs, adjectives, and
other adverbs; in other words, adverbs tell us how something hap-
pened. In the sentence *‘He runs rapidly,” rapidly is the adverb, and
it modifies the verb runs. The adverb tells how he ran. Hopefully
means “‘with hope” or “in a hopeful manner.” To say ‘*Hopefully, we
will win™ is not the samie as saying **“We hope we will win.”” The former
implies that hope is the means by which we will win. Hopefully is used
properly in these sentences: *‘She entered college hopefully,” ““He
approached the customer hopefully.”

There is no proper use of reportedly. This quasi-adverb is of recent
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origin and does not stand up to linguistic logic because there is no
way to do something in a reported manner. To say ‘“He was reportedly
killed at the scene” is not to say “It is reported that he was killed at
the scene.” “He was reportedly killed”” means that he was killed in a
reported manner.

The adverb allegedly is widely misused. It is impossible for a person
to steal, kill, or lie in an alleged way. “Twenty people were allegedly
killed or injured by the crazed gunman” makes no grammatical sense.
Allegedly and alleged (the adjective) are perhaps the most overworked
and misused words in modern broadcast journalism. One may assume
that their proliferation stems from announcers’ prudence and sense
of fairness. To state on a newscast that “‘Jones allegedly stole eighty
typewriters’” may make you guilty of poor grammar, but it shows your
virtue in having indicated that Jones may be innocent of grand theft.
Many newswriters, news directors and station managers believe that
the use of alleged protects the station from legal charges of defamation,
but such is not always the case. The only sound reason for using any
of the derivatives of allegation is that to do so helps preserve the
notion that all people are innocent until proven guilty. There are,
however, correct and incorrect ways of using these words. Here are
a few misuses recently noticed:

“The bullet, allegedly fired at the president . . .”

“Jones also will stand trial for alleged auto theft.” The notion of a
trial carries with it the allegation, by a district attorney, of guilt.
Alleged is unnecessary in this sentence.

“The experts have examined the alleged bullets used in the assassi-
nation.” There are many kinds of bullets, but no one has ever ex-
amined an alleged one.

When considering the use of any term of allegation, ask yourself
these questions: (1) Is the word necessary to qualify the statement?
(2) Am I using it correctly? Clearly, allegedly and alleged are super-
fluous in the three examples above. Is it possible or useful to say who
is doing the alleging? “‘Jones is alleged by his estranged wife to have
set fire to the store” is longer and more cumbersome than *‘Jones,
the alleged arsonist,” but it contains more useful information and is
fairer to Jones than the shorter version. Here are some correct and
incorrect uses of these terms:
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Figure 5.3

One of the most often
misused words in broad-
cast journalism, allegedly
is mistakenly used to de-
scribe a crime that seems
to have been committed
or a person who appears
to be guilty. In a live news
broadcast such as this,
the temptation is great for
an announcer to seek an
easy way to cover herself
legally for whatever the
outcome of the story may
later be. But people do not
commit crimes in an al-
leged manner; rather, they
allege that someone else
did. (Spencer Grant, Stock
Boston)

Chapter 5

Correct

The principal alleged that the
striking teachers destroyed their
attendance records.

Benson is alleged to be an un-
dercover agent for a foreign
power.

Lindsay is reported to be set to
buy the hockey team at the end
of the season.

Incorrect

The striking teachers allegedly
destroyed their attendance rec-
ords.

Benson is allegedly an under-
cover agent.

Lindsay allegedly is set to buy
the hockey team at the end of
the season. (Note that this is
wrong in two ways: it is not
possible to buy anything in an
alleged manner, and terms of
allegation should be reserved
for instances in which there is
possible wrongdoing.)
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Allegedly, like hopefully and reportedly, is a poor reporter’s cop-
out. These words fail to tell us who is doing the alleging, the hoping,
or the reporting. To say ‘“The negotiators are reportedly near an
agreement” is only slightly worse than saying “The negotiators are
reported to be near an agreement.” The second statement is proper
grammar, but it would be far better as a news item if it included the
source of the information. As a newswriter, you may not know who
is doing the alleging, the hoping, or the reporting, but it is part of
your job as a field reporter to gather such information and include it
in your report.

Adverbs such as these three represent a special problem to an-
nouncers: should you go along with conventional misuse? One ar-
gument in favor of this says that everyone understands what is meant.
An argument against it says that widespread misuse of adverbs un-
dermines the entire structure of grammar, making it increasingly dif-
ficult for us to think through grammatical problems. Because any
sentence can be spoken conversationally without misusing adverbs, it
is to be hoped that you will use adverbs correctly.

Other words often misused are discussed in the following para-
graphs.

Do not say anxious when you mean eager or desirous. Anxious
means “‘worried” or “strained” and is associated with anxiety.

Connive, conspire, and contrive are sometimes confused. To con-
nive is to “feign ignorance of a wrong,” literally to close one’s eyes
to something. To conspire is to “‘plan together secretly’”’; one person
cannot conspire, because a conspiracy is an agreement between two
or more persons. To contrive is to “scheme or plot with evil intent”;
one person is capable of contriving.

Contemptible is sometimes confused with contemptuous. Con-
temptible is an adjective meaning ‘“‘despicable.” Contemptuous is an
adjective meaning ‘‘scornful’’ or ““disdainful.”” You may say *“The killer
is contemptible” or “He is contemptuous of the rights of others.”

Continual and continuous are used by many speakers as inter-
changeable synonyms, but their meanings are not the same. Continual
means ‘‘repeated regularly and frequently”; continuous means *‘pro-
longed without interruption or cessation.” A foghorn may sound con-
tinually; it does not sound continuously unless it is broken. A siren
may sound continuously, but it does not sound continually unless it
is going off every five minutes (or every half-hour or every hour).

Convince and persuade are used interchangeably by many an-
nouncers. In some constructions either word will do. A problem arises
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when convince is linked with to, as in this incorrect sentence: “He
believes that he can convince the Smithsonian directors to give him
the collection.”” The correct word to use in this sentence is persuade.
Convince is to be followed by of or a clause beginning with that, as
in ““I could not convince him of my sincerity” or I could not convince
him that I was honest.”” The sentence ““I could not convince him to
trust me” is incorrect. In the following sentence, recently heard on a
network newscast, persuade should have been used: ‘‘He did not know
whether or not the president could convince them to change their
minds.”

Distinct and distinctive are not interchangeable. Distinct means
“not identical” or “different”; distinctive means “distinguishing” or
““characteristic.” A distinct odor is one that cannot be overlooked; a
distinctive odor is one that can be identified.

Emanate means to “‘come forth,” “proceed,” or ““issue.” You may
say “The light emanated from a hole in the drape.” Note that only
light, air, aromas, ideas, and other such phenomena can emanate.
Objects such as rivers, automobiles, or peaches cannot emanate from
mountains, a factory, or an orchard.

Farther and farthest are used for literal distance, as in “The tree
is farther away than the mailbox.” But further and furthest are used
for figurative distance, as in “further in debt.”

Feasible is often used interchangeably with five other words: pos-
sible, practical, practicable, workable, and viable. These words should
be differentiated by people who want to be precise in their use of
American English.

Feasible means ‘‘clearly possible or applicable”: “The plan was fea-
sible” or “Her excuse was feasible.”

Possible means “‘capable of happening’: It is possible that the plan
will work.”

Practical refers to the prudence, efficiency, or economy of an act or
thing: “This is a practical plan” or “He is a practical person.”

Practicable means *‘capable of being done”: “The plan is hardly prac-
tricable at this time.”” Note that practicable never refers to persons.

Workable means “‘capable of being worked or dealt with”: “The plan
is workable.” Note that workable implies a future act.

Viable means ‘“‘capable of living, growing, or developing”: “That is a
viable tomato plant.” Recently viable has replaced feasible in many
applications. You should avoid using this overworked word. If you
remember that it is derived from the Old French vie and the Latin
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vita, both of which mean “life,” it is unlikely that you will speak of
“viable plans.”

Flaunt and flour are often used interchangeably and thus incor-
rectly. To flaunt is to “‘exhibit ostentatiously” or to “‘show off.” To
flout is to “‘show contempt for” or to *‘scorn.” You may say ‘““‘He
flaunted his coat of arms’ or ‘“He flouted the officials.”

Fulsome originally meant “abundant,” but over the years it has
come to mean “‘offensively excessive” or “insincere.” The American
Heritage Dictionary advises against using this word in a positive sense,
as in “fulsome praise,” stating that this usage is obsolete.

Implicit means “implied” or “‘understood”; explicit means “‘ex-
pressed with precision” or “specific.” *‘He made an implicit promise”
means that the promise was understood but was not actually stated.
“His promise was explicit” means that the promise was very clearly
stated.

To imply is to “‘suggest by logical necessity” or to “intimate’’; to
infer is to “draw a conclusion based on facts or indications.”” You may
say ‘““Her grades imply a fine mind” or “‘From examining her grades,
I infer that she has a fine mind.”” Avoid the common practice of using
one of these words to mean the other.

Libel means ‘“‘any written, printed, or pictorial statement that
damages by defaming character or by exposing a person to ridicule.”
Slander means “‘the utterance of defamatory statements injurious to
the reputation of a person.”” Defamation is a more general term mean-
ing both libel and slander. Libel is associated with defamation by
means of a permanent medium; slander is associated with transient
spoken statements.

A loan is “‘anything lent for temporary use”; to lend is to “give
out or allow the temporary use of something.”” Loan is a noun, and
lend is a verb. You may say ““She applied for a loan” or ““He lent me
his rake” or “Do not lend money to friends.”” Avoid using loan as a
verb, as in “Do not loan money to friends.”

The suffix -ology means “‘theory of.” Methodology is not the same
as method; it is the theory of methods. Technology is not the same
as the manufacturing of products; it is the theory of technical appli-
cations of scientific knowledge. Broadcast announcers can avoid com-
pounding confusion by obtaining precise definitions of all the words
ending in -ology they habitually use.

Oral means ‘“‘spoken.” Verbal means “‘of, pertaining to, or asso-
ciated with words.” Aural means ‘‘of, pertaining to, or perceived by
the ear.”” Verbal is less precise than oral, because it can mean spoken
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or written; for this reason, the phrase ‘‘oral agreement” rather than
“verbal agreement” should be used if the meaning is that the agree-
ment was not written. Although oral and aural are pronounced the
same, they are used in different senses: *‘She taught oral interpreta-
tion” but ““He had diminished aural perception.”

People (not persons) should be used in referring to a large group:
“People should vote in every election.” Persons and person should
be used for small groups and for individuals: “‘Five persons were
involved” and ‘““The person spoke on the telephone.” A personage is
an important or noteworthy person. A personality is a pattern of
behavior. It is technically incorrect to call a disc jockey a “‘person-
ality,” even though the term has wide acceptance.

Most dictionaries indicate that prison and jail can be used inter-
changeably, but strictly speaking a jail is maintained by a town, city,
or county, whereas prisons are maintained by states and the federal
government. Jails are usually used to confine prisoners for periods of
less than a year; prisons or penitentiaries are for confinement of people
with longer sentences.

Repulsion is the act of driving back or repelling; revulsion is a
feeling of disgust or loathing. Do not say, ‘‘His breath repelled me,”
unless you mean that his breath physically forced you backward.

Reticent means “‘silent’’; reluctant means ‘‘unwilling.”” Do not say
“She was reticent to leave” when you mean “‘She was reluctant to
leave.”

Rhetoric is the art of oratory or the study of the language elements
used in literature and public speaking. Rhetoric is not a synonym for
bombast, cant, or harangue. Rhetoric is a neutral term and should not
be used in a negative sense to mean empty and threatening speech.

A robber unlawfully takes something belonging to another by
violence or intimidation; a burglar breaks into a house or store to
steal valuable goods. Although both actions are felonies, they are
different crimes, so robber and burglar should not be used inter-
changeably.

Xerox is the trademark of a corporation that makes copying ma-
chines. The company specifies that Xerox is the name of the company
or, if followed by a model number, a specific machine. A photocopy
made by that or any other machine is not “*a Xerox.”

This review of common usage errors is necessarily limited, but it
may be adequate to alert you to the problem. If you habitually make
errors such as those described here, you should undertake a study of
English usage.
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Deliberate Misuse of Language

As an announcer, you will at times have to read copy that is ungram-
matical, includes poor usage, or requires deliberate mispronunciation.
Here are a few examples: ““So, buy . There’s no toothpaste
like it!” If there is no toothpaste like it, the advertised product itself
does not exist; the correct expression is “There’s no other toothpaste
like it.”” In “So, gift her with flowers on Mother’s Day!” the word
gift, which is a noun, has been used ungrammatically as a transitive
verb. You can give her flowers on Mother’s Day, but unless all stan-
dards of grammar are abandoned, you cannot gift her. You may be
asked to pronounce the Italian island KUH-PREE' instead of the
correct KAP'-REE. When you are asked to commit these and other
errors as an announcer, what should you do?

You may resent the advertising agency that asks you to foist poor
examples of American speech or pronunciation on the public. Al-
though some errors in usage are made by copywriters through igno-
rance, do not assume that all copywriters are unaware of correct
standards of grammar or pronunciation; many of the mistakes in their
copy are deliberate. Poor grammar, advertising copywriters believe,
is more colloquial and less stilted than correct grammar. Poor usage
causes controversy, and to attract attention is to succeed in the primary
objective of any commercial message. Mispronunciations are often
asked for because the American public, for any of several reasons,
has adopted them.

You may be obliged to make deliberate mistakes when they are
requested of you, and this is a problem because your audience will
assume either that the mistake is yours or that the poor usage or
mispronunciation actually is correct! You should use language prop-
erly in all broadcast circumstances you control; when you are asked
to read ungrammatical copy exactly as it is written, you should, if
possible, ask the writer or the agency if it can be changed.

Our Changing Language

American English is a dynamic, ever-changing language. Although
change is slow during periods of relative stability, it is more or less
constant. During times of upheaval, whether political, economic, or
social, rapid changes in our language take place. World War 11, for
example, created many new words, among them blitz, fellow traveler,
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fifth column, radar, and quisling. More recently, cryogenics, dashiki,
and apartheid, and many terms from the world of computers have
been added to our language.

During the 1960s and 1970s three separate movements brought
about many changes in both spoken and written American English.
First, there was the rise of African-American awareness, followed by
similar movements among other ethnic groups. Among many other
changes, ethnic consciousness demanded that new terms replace Ne-
gro, American Indian, and other labels.

Second, the decline of colonialism saw the emergence of new
nations—Tanzania, Namibia, and Sri Lanka, to name just three—and
the nouns and adjectives used to identify them and their citizens
brought about important changes in our language.

Finally, the women’s movement of the 1970s and later made ob-
solete—or at least inappropriate—words such as mankind, manpower,
and chairman. Broadcast announcers must be in the forefront as far
as knowledge of our ever developing language is concerned; profes-
sional communicators are expected to reflect the best contemporary
usage and to set an example.

American English and Ethnicity

Changes in designation have been sought by several ethnic groups
during the past twenty or thirty years. Some of these changes—from
Negro to black, for example—occurred easily and in a relatively brief
period of time. In other cases, change has been hindered because of
a lack of consensus on preferred usage. For example, some Americans
of Filipino ancestry want to be called Pilipinos, but it is not yet clear
whether this term will gain general acceptance.! As a broadcast an-
nouncer, you must carefully watch this and similar movements in our
evolving language, so that your speech reflects contemporary usage.
The discussion that follows gives general principles of usage. You
should always check to see if they apply in your geographic area. You
also should be alert for further changes as time goes by.

Some members of non-European ethnic groups in the United
States resent being given a hyphenated status, such as Chinese-Amer-
ican. Preferring to be regarded simply as Americans, they point out
that Americans of European descent are not identified in news stories
as “German-Americans” or “Italian-Americans” and that the U.S.

'"There is no fin Tagalog, the official language of the Philippines.
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Spotlight: The Debate Over General
American Speech

If you have a regional dialect, you should be
aware of the fact that your announcing oppor-
tunities may be limited. For better or worse,
broadcasters all over the United States favor an-
nouncers who speak General American over
those with regional accents. The following brief
history of broadcast speech in America gives the
background to this situation.

From the very beginning of radio broad-
casting in the United States, attempts were made
to force standardized pronunciation on announ-
cers. In 1929, less than a decade after the first
radio broadcast, the American Academy of Arts
and Letters began the yearly award of a gold
medal to that radio announcer who best exem-
plified the kind of speech of which the Academy
approved. In awarding the 1930 medal to Alwyn
Bach of NBC, the Academy commented, “We
believe the radio announcer can not only aid the
European immigrant to acquire a knowledge of
good English, but he can influence the speech of
isolated communities whose young people have
no other means of comparing their own accent
with the cultivated speech of those who have had
the advantage of travel and education.™ (“Broad-
cast Announcing Styles of the 1920's,”” Michael
Biel. a paper presented at the convention of the
Broadcast Education Association, March 16,
1974.)

In taking the position that one style of Amer-
ican English speech was superior to others, the
Academy was following a European model. Eng-
land and France each had a great variety of di-
alects within their borders. But not all those ways
of speaking were considered “‘proper.’” Cockney,
Midlands, and Cornish dialects in England and
the speech of the people of Marseille and Stras-
bourg in France were looked down upon by those
who spoke with ‘‘correct™ pronunciation. Also,
during the eighteenth and nineteenth centuries,
many small European kingdoms, duchies, prov-

inces, church-owned lands, and independent
cities were consolidated into the nations of
Germany and Italy. The boundaries of these na-
tions coincided roughly with language groupings.
But the German that was spoken in Berlin was
quite different from that spoken in Bavaria. and
the Italian spoken in Genoa was not the same as
that spoken in Sicily. Before long. there were
established “‘correct” or "official”” ways of pro-
nouncing the language in these newly formed na-
tions. From this action it was but a short step to
social discrimination based on regional accent or
dialect.

Many feel that the United States, the land
of equal opportunity and upward mobility re-

Joan Rivers is one successful performer who has a
regional accent. (Harry Langdon, courtesy of Joan

Rivers )
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gardless of origins, had no reason to follow
Europe’s lead. Until the advent of radio broad-
casting, there were two standards for correct
American pronunciation. The first was platform
speech, an overarticulated, oratorical manner of
speaking, with a strong Oxford-British flavor.
The second was the speech used by *“‘the enlight-
ened members of the community.” This phrase
is significant, for it sanctions regional differences
in pronunciation. Correct American speech could
therefore vary—being that spoken by educated
persons in New England, the South, the Midwest,
or the West Coast.

This acceptance of regional differences in
pronunciation has been maintained by linguists
and those who compile dictionaries, but was
abandoned by broadcasters during the early years
of radio broadcasting. Platform speech was pre-
cisely what the American Academy of Arts and
Letters was promoting, as spelled out in its state-
ment of criteria for good radio speech: “first,
clear articulation; second, correct pronunciation;
third, freedom from disagreeable local accent,
fourth, pleasing tone color; fifth, evidence of
cultivated taste™ (from Biel. *Broadcast Announ-
cing Styles of the 1920’s,” italics added for
emphasis).

By the mid-1930s, objections to the stilted,
quasi-English manner of speaking began to force
change. However, despite the change to a more
natural and conversational style of speech, the
objective of standardized pronunciation re-

mained. General American speech became the
standard for announcers all over the United
States and Canada. General American is thought
to be pleasant, easily understood, and more com-
mon than any other regional accent. Even though
it is not the only style of American speech that
is pleasant and effective, for years those with
Southern, New England, Eastern, or Southwest-
ern accents (as well as those with Asian, Latin
American, or Middle Eastern accents) have been
under-represented on announcing staffs. A few
exceptions may be noted: New England accents
have long been accepted for the announcing of
symphonic and operatic music; Southern and
Eastern accents have been heard on many sports-
casts; and nearly all regional accents have been
accepted for news reporters, analysts, and com-
mentators. All regional accents have been heard
on commercials and talk shows.

Some significant breakthroughs have oc-
curred. Joan Rivers, George Plimpton, and Di-
nah Shore are but three examples of successful
performers with regional accents. Peter Jennings
speaks General American in almost all instances
but still uses the Canadian our and about. An-
nouncers who speak with identifiable Southern,
Eastern, and New England accents may be heard
on many stations and some networks. It may be
that this trend will continue, and even accelerate.
Regional pride may some day bring to the Amer-
ican radio and television public that full richness
of our language in all its variations.

government does not apply ethnic terms to such people, lumping them
together for most purposes as “*whites.”” There is no consensus on this
among any major ethnic group, however, and any metropolitan
telephone directory may list organizations under such headings as
‘“Japanese-American . . . ,”’ “Mexican-American . . . ,”” and ‘‘Afro-
American . . . .”

In broadcasting the racial or national background of Americans
is irrelevant in most circumstances, though not all. For instance, if a
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person of Mexican heritage is interviewed on the subject of soccer or
rapid transit, that person’s heritage is not an essential or even appro-
priate item of comment. On the other hand, if the same person were
being interviewed on the subject of bilingual education or the working
conditions of Mexican-American farmworkers, mentioning the per-
son’s heritage would be a legitimate means of establishing his or her
interest in, and special knowledge of, those topics. There are times,
then, when an announcer may legitimately refer to the ethnic back-
ground of a person or group. The general rule is to ignore ethnicity
when it has nothing to do with the subject at hand. There is a corollary:
do refer to ethnic background when it helps promote understanding.

You must also be accurate in using ethnic terms. Nowhere is the
task of correct identification more difficult than in designating the large
group of people often referred to in U.S. government documents as
“Spanish surnamed.” The difficulty arises from the diversity of their
ancestry, which may be Spanish, Filipino, Cuban, Mexican, Puerto
Rican, Central American, or South American. ““Spanish surnamed”
embraces all these different cultures and races, but it is both too
cumbersome and too general for broadcast use. More specific terms
must be applied. For Americans who come from or owe their ancestry
to Mexico, the Caribbean, or Central or South America, the term
Latin, or Latin American, is appropriate; the derivatives Latina and
Latino may be used to designate female and male, respectively. Mex-
ican-American is acceptable to all or nearly all members of that ethnic
group. Some use Chicano and Chicana, La Raza, or Mexican to de-
scribe themselves, but not all members of Mexican-American com-
munities find these terms acceptable.

A person from Cuba may be referred to as either a Cuban or a
Cuban-American, depending on whether that person is a resident alien
or a naturalized citizen. Puerto Ricans, because they are citizens of
the United States, should not have American tacked onto their des-
ignation. Spanish-American and Filipino-American are correct des-
ignations for people originally from Spain or the Philippines.

In referring to Americans whose names are of Spanish origin, do
not assume that a person from the Southwest is of Mexican ancestry,
that a person from Florida is Cuban, or that a person who lives in
New York is Puerto Rican. Where ethnic or national background
cannot be ascertained, it is better to avoid using a specific term than
to guess.

The original inhabitants of the United States were named Indians
by early European explorers. Five hundred years later, we still have
not agreed on the designation of this group of citizens. The federal
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government classifies them as ‘““Native-Americans” in many demo-
graphic and statistical reports, yet it continues to operate the Bureau
of Indian Affairs. Some resent the term Indian, yet refer to themselves
as members of the American Indian Movement. American Indian is
acceptable in some parts of the United States but considered derog-
atory in others. You would be wise to check on sensitivities in your
area. It is generally acceptable to use Anglicized tribal designations—
Sioux, Navajo, Nez Perce, Apache, and Zuni, for example.

Black Americans prefer the term black, African-American, or
Afro-American. Negro and colored person are presently offensive to
most African-Americans, but note that many of them, as well as many
Asian-Americans and Native Americans, refer to themselves as ‘‘peo-
ple of color.”

The term Chinaman is seldom heard today. It is extremely in-
sulting and must be avoided. Americans of Chinese heritage may be
referred to as Chinese, Chinese-Americans, Sino-Americans, Asians,
or Asian-Americans. Use Asian when referring to people who came
from Asia or whose ancestors came from Asia. Oriental is no longer
acceptable when referring to a person; you may speak of an Oriental
rug but not of an Oriental man.

It is not only Americans of color who are concerned about their
designations. Others are offended from time to time by insensitive
announcers. Scots bridle when they are referred to as “Scotch.” People
from Scotland are Scots, Scottish, or Scotsmen and Scotswomen.
Scotch is an alcoholic beverage manufactured by the Scots. Scots may
sometimes drink Scotch. Scorch should not, of course, be used as a
synonym for stingy because it is both as offensive and as false as most
stereotypes.

People from Canada are Canadians and should never be referred
to as “Canucks.” Those living near the border between Canada and
the United States know this, but others living far from Canada may
not realize that Canuck is considered derogatory by French Canadians.
A professional Canadian hockey team is named the Vancouver Can-
ucks, but it is one thing to call oneself a Canuck and another to be
called that by a stranger.

People of Polish ancestry are never ‘“‘Polacks”; a person of Polish
ancestry is a Pole or a Polish-American. Announcers should never say
“Polack,” even in jest.

You should refer to citizens of Iran as Iranians, but never as Arabs.
Iranians share Islamic faith with their Arabian neighbors, but Iranians
are not Arabs.
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Do not use Welsh to mean a failure to pay a debt. Do not say
Irish or Dutch to mean hot-tempered. Do not use the word Turk in
any construction indicating that a person so labeled is brutal or ty-
rannical, such as “‘young Turk.” Avoid the term Dutch in any of several
derogatory connotations: Dutch bargain, to mean a transaction settled
when both parties were drinking; Dutch courage, meaning courage
from drinking liquor; Dutch treat, where each person pays for his or
her share; and Dutchman, a term used to describe something that
conceals faulty construction.

Other offensive terms are [ndian giving, meaning to give some-
thing and then take or demand it back, and Scotch verdict, meaning
an inconclusive judgment. No list of dos and don’ts can substitute for
sensitivity and consideration. If you use phrases such as Mexican
standoff, French leave, or Chinese fire drill, you could find yourself in
serious trouble as an announcer.

Gender in American English

The women’s movement brought about significant changes in the ter-
minology we use for a great many acts, objects, and occupations. The
historic male orientation of our language was the source of three
general areas of discontent. The first was the use of man and mankind
to refer to the entire human race. The second was the group of nouns
and verbs that have ““maleness” built into them; chairman, spokesman,
and manning the picket lines are examples. The third was the generic
use of he and his when both sexes are meant, as in “‘Everyone must
pay his taxes.”

Over the centuries the male orientation of our language gradually
increased. Originally, man was used to refer to the entire human race.
In the proto-Indo-European language, the prehistoric base for many
modern languages, including English, the word for man was wiros and
the word for woman was gwena. Manu meant human being. As the
centuries passed and as language changed, man came to be used for
both males and the human race. Many of us speak of the man in the
street, the working man, and manpower. Many of us are accustomed
to saying that all men are created equal and that we believe in the
common man.

Because words help determine and define reality, terminology had
to be changed to eliminate the male bias in our everyday language.
One tangible sign of this was reflected in the U.S. Department of
Labor’s Dictionary of Occupational Titles, 4th edition (1977), in which
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the official terminology for nearly 3,500 occupations was changed to
eliminate discriminatory referents. Publishing houses prepared guide-
lines for authors with instructions and suggestions for removing male
bias from their writings. Linguists seriously proposed that the rules
of grammar be changed, so that “‘Everyone must pay their taxes”
would become correct usage.

A number of words that are thought by some to be sexist actually
are not. The Latin word manus means “hand,” and it formed the
basis of a great many English words, including manacle, manage,
manager, manner, manual, manicure, manifest, manipulate, manufac-
ture, and manuscript.

Faced with the need to eliminate male bias, announcers have a
challenging responsibility. Colloquial speech, which is standard for
most announcers, does not lend itself to some of the changes that
have been proposed. To substitute humankind for mankind or human
being for man is necessary until something less affected comes along,
but it is awkward.

It is necessary to phase out nouns such as chairman and spokes-
man, even though the proposed substitutes, chairperson and spokes-
person, are longer and somewhat awkward. Chair is heard increasingly
to mean the moderator of a group, as in *‘the chair of the PTA,” and
speaker might be an acceptable substitute for spokesman or spokes-
person, but these and other changes must become generally accepted
before this linguistic problem can be considered solved. Broadcast
announcers must work with accepted usage, try to coin better expres-
sions to replace those they do not like, and be alert for the many
changes yet to come.

One way of avoiding the use of male-oriented terminology when
the intent is to include people of both sexes is to use the plural. An
awkward statement such as “Everyone should send in his or her entry
so that he or she will be eligible for a prize” can easily be turned into
“All listeners must send in their entries to be eligible for prizes.”
Another way is to use the second person: “Send in your entry so you’ll
be eligible for a prize.” Also, because television and radio are intimate
media, the use of the second person helps establish a direct link be-
tween announcer and listener.

Changes in usage to avoid male bias in language have been rapid
and widespread. Few announcers need to be told that flight attendant
has replaced both airline steward and stewardess, that firemen and
policemen are now fire fighters and police officers, that camera operator
has replaced cameraman, and that the mailman has become the mail
carrier. If, however, you find that you are using obsolete terms for
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workers in any field, you should make a conscious effort to change
this practice. Using terms that indicate a male bias is, for a broadcast
announcer, a definite handicap.

Nations and Citizens of the World

Broadcast announcers, and especially news anchors and reporters, can
expect to refer at one time or another to nearly every nation in the
world. If you were asked to read a news story from Belau or some
other new nation, where would you turn to learn the correct pronun-
ciation of the name? And, although you undoubtedly know that a
citizen of Turkey is a Turk, how would you refer to a citizen of San
Marino? [Belau is pronounced BAY-LAU'’, and a citizen of San Mar-
ino is a San Marinese (SAHN MAHR-EE-NAY'-SAY).] Announcers
cannot be expected to know pronunciation and terminology for all
the nations of the world, but they are expected to know where to find
the information.

Appendix D provides the name and its correct pronunciation for
every nation of the world.? It also gives the correct noun and adjective
to be used when referring to citizens of these nations, for example,
“He is a Lao” (noun) and “‘She is Laotian” (adjective). If both noun
and adjective are the same, as for Omani, only one term is given.
Refer to Appendix D whenever you are unsure of the pronunciation
of a nation’s name or of the correct noun or adjective for its citizens.
If Appendix D is not available to you, you can obtain correct pro-
nunciations of foreign names and place names by phoning the appro-
priate consulate or embassy.

Note that we Americanize the names of many nations. The country
we call Albania is properly Republika Popullore e Shqiperise
(SCHK'YEE-PUH-REE'-ZUH). The Ivory Coast is actually Repub-
lique de Cote d’Ivoire (RAY-POO-BLEEK' DIH COAT DEE-
VWAR'). Because we have Americanized the names of nearly all
nations, you should try for correct American pronunciation rather
than attempting to pronounce the name as a native of the country
would pronounce it. This is true even for countries for which we have
not changed the spelling. Remember, though, that pronunciation
changes over the years. Moreover, there is a growing trend toward
giving correct or nearly correct Spanish pronunciation to the names
of nations such as Uruguay, Colombia, and Costa Rica. If you are a

*Names of nations change from time to time, so it should be noted that the names
of nations and their citizens listed in Appendix D are correct as of 1990.
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Figure 5.4

Just as important as using
respectful terms to de-
scribe U.S. citizens’ age,
ethnicity, and gender is
the ability to cover interna-
tional stories with the
same consideration. When
announcing such stories
from the studio or on loca-
tion, as CNN's Bernard
Shaw is doing here as he
reports for The Interna-
tional Hour from Moscow,
one must research unfa-
miliar pronunciations for
names of people and
places and correct terms
for citizens of various na-
tions. (Courtesy of Turner
Broadcasting)

Spanish-speaking American announcer, correct pronunciation of such
names is acceptable and may even be preferred by your audience and
Supervisors.

This chapter ends much as it began, with a brief compilation of
some usage errors recently heard on radio and television. The sen-
tences that follow have one thing in common—all are incorrect.

“The odds against them overtaking the Democrats are astronomical.”
“But what really sold my wife and I was the guarantee.”

“And they’ll put on a new muffler within thirty minutes or less.”
“The —____ remain clustered in their suburban mansion.” The re-
porter meant cloistered.

“The Cuban refugees claim that an invasion of Cuba is eminent.” The
correct word is imminent.

“He said he does not believe that such riots are in the offering.”” He
should have said “in the offing.”
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“They amuse themselves by hurtling insults at each other.”” We hurtl
through the field, but Aurl insults.

*“A barge with a large wench is on its way to the scene of the accident.’
(It is unlikely that even a huge wench could lift a truck from the bay.

“He ran it in a ship-shod manner.” The word is slipshod.

This list of errors in usage is brief, to be sure, but it exemplifie:
the kinds of mistakes made by professional speakers who should b
providing models of correct speech. If you make mistakes such a
these or if you confuse who and whom, shall and will, like and as
and which and that, this chapter should serve as notice to you tha
you should undertake a serious study of American English. The sug
gested readings in Appendix E include several works on Americar
English usage that should be a part of every announcer’s library.

Practice: Improving e I
Vocabulary and

Pronunciation

Turn to Appendix B. Choose 50 words that have unfamiliar meaning;
or pronunciations. Using a cassette recorder and the pronunciatior
guides provided, record each word. Repeat it until you are comfortable
with the sound of its correct pronunciation. Then, consulting :
dictionary, read and record the word’s most common definition(s).

Practice: Analyzing . I

Regional Accents

Watch several local, PBS, and network newscasts, and determine the
percentage of news reporters, anchors, and weather, sports, or en
vironmental reporters who employ General American, compared tc
those who speak with regional accents. Jot down at least ten regiona
differences in speech patterns, and guess as to the origin of the accents
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Broadcast
Equipment

This chapter provides basic information about broadcast equipment
generally regarded as standard by most radio stations in the early
1990s. Many items long considered indispensable in on-air announce
booths are rapidly being replaced. These include turntables for playing
vinyl discs (records) and reel-to-reel audiotape recorders and players.
Other types of equipment recently developed and put into service by
radio stations, such as compact disc (CD) players, may eventually be
replaced by new products. In years to come, CDs, tape cartridges
(carts), and vinyl records may be replaced by digitally recorded music
stored on tape or computer chips. Audio consoles may be replaced
by computerized workstations resembling present-day word proces-
sors. Broadcast technology constantly evolves; and as it does, equip-
ment tends to become more compact, easier to operate, and of higher
fidelity.

At present, however, radio station managers agree that you should
prepare for your career by learning how to utilize and operate the
equipment that is now or has been standard in one application or
another in radio broadcasting: microphones, audio consoles, CD play-
ers, audiotape cartridge recorders and players (cart machines), turn-
tables for 45-rpm and 33j-rpm records, audiocassette players, and
open-reel tape players for i-inch audiotapes.

The text briefly discusses automated radio. Satellite radio pro-
gramming, a phenomenon that is rapidly gaining acceptance and is
increasingly replacing automated radio systems, is essentially a dis-
tribution system, and therefore it is not discussed. (Tips about tele-
vision equipment are found in Chapters 3, 8, and 10.)

As a radio announcer, and especially as a beginner, you must
master many aspects of broadcasting in addition to good delivery.
Some of these skills are identifying and properly using microphones,
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From the old indispensa-
bles (record turntables) to
the new conveniences
(computerized program-
ming systems), a radio
announcer will work with a
variety of broadcast equip-
ment.
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cuing and playing CDs, records, and carts, operating audio consoles,
and performing the special functions required at automated radio
stations.

As a radio announcer, you will be surrounded by costly and del-
icate equipment; if you abuse or improperly operate it, you can defeat
your best announcing efforts. Improper use of a microphone can result
in excessive sibilance, popping, or voice distortion. Improper use of
an audio console can result in poor broadcast sound quality and even
damage to the equipment.

Television announcers seldom touch broadcast equipment, but
they must know how to conduct themselves in the presence of cameras
and microphones. Radio announcers, on the other hand, are normally
expected to operate the equipment in a station’s on-air studio. Al-
though turntables and open-reel, rack-mounted }-inch tape recorders
are disappearing from most on-air studios, they remain in use at many
smaller-market stations, as well as in nearly every station’s production
studio. At small- and medium-market radio stations, announcers are
expected to spend some of their working time in the production of
commercials. public service announcements (PSAs), and station pro<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>