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Preface

In 1891, George Bernard Shaw wrote The Quintessence of Ib-
senism, a lengthy commentary on the dramas of the great Norwe-
gian playwright, Henrik Ibsen. A second edition was published
twenty-two years later and, in his preface to that edition, Shaw
wrote:

In the pages that follow I have made no attempt to tamper with the
work of the bygone man of thirty-five who wrote them. I have never
admitted the right of an elderly author to alter the work of a younger
author, even when the younger author happens to be his former self.

As 1 look back at the thirty-five-year-old “former self” who wrote
the first edition of Television and Radio Announcing, I find myself
eager to “tamper” with what I wrote then—and in all the editions
that followed!

I'm an admirer of George Bernard Shaw, but I can’t adopt his
logic in the case of this textbook. Ibsen had written all of his major
plays when Shaw published his evaluation in 1891, so at the time of
his new edition he found it acceptable to merely add commentary
on the few plays written after that date. So, while I've long sus-
pected that Shaw’s reluctance to “tamper” with his earlier writing
was actually due to laziness, there was at least some justification
for leaving his earlier effort intact. .

Mine is a much different reality. When I wrote the first edition
of this text, television was in its infancy, and radio was the most
pervasive medium of communication in the world. One feature of
the first edition was a description of how baseball games were
“re-created” by taking the scanty information sent by Western
Union (“FOUL LINER TO LEFT FIELD, S1. FB IN NET, S2. B1
low wide”)! and turning it into a full-scale audio production, com-
plete with recorded crowd sounds, the crack of a mallet on a sus-
pended bat or catcher’s mitt, and the narration of an imaginative
sports announcer.

1Announcer: “The pitch to Kaline. He swings, (CRACK OF BAT, CROWD SOUNDS UP) he
rips it to left field . . . just a few feet foul. (NOISE OF CROWD) The pitch. (CRACK OF BAT
ON BALL) Another foul, this time into the net. It’s O and two on Kaline. Donovan into the
wind up. Ball one, outside.”

xiii
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To mention a few other outdated items, in 1959 nearly all an-
nouncers needed to earn a first-class radiotelephone operator k-
cense—a “first phone.” A public-service announcement promoted
the Ground Observer Corps, asking for volunteers to become “sky-
watchers,” to help thwart an enemy bomber attack. A section of the
chapter on interviewing gave tips on interviewing “for the women’s
audience,” and the text often used the masculine gender to
mean everyone, as in “Who is your listener? Can you visualize
him?2” A commerecial by a national advertiser presented a “humor-
ous” stereotype of an Asian infant in an insensitive manner that
wouldn’t be tolerated today.

Following the publication of each edition, I found myself eager
to begin working on the next—change had already occurred be-
tween the writing of the manuseript and its printing! The electronic
media will always be in the process of evolution, and new technol-
ogy, production methods, economics, and audience preferences will
sooner or later make any text on media performance obsolete in
many ways. The very title of this text is, in a literal sense, obsolete.
A more accurate name would be “Communicating Through the
Electronic Media,” and I'd make that change were the present title
not so firmly established.

In this edition, as in previous ones, I've attempted to satisfy
two major criteria: to provide information on the most recent de-
velopments in technology and practices in the broad field of elec-
tronic communication; and to present material that is, in a sense
that Shaw would appreciate, timeless and forever relevant.

The fourteen chapters and five appendixes of this text divide
into two categories: those that present material that’s unchanging
(or nearly so), such as voice and articulation improvement, inter-
pretation skills, interviewing techniques, American English usage,
foreign pronunciation, and phonetic transcription; and those that
address that which undergoes rapid and sometimes drastic change,
such as descriptions of equipment, production practices, distribu-
tion methods, and styles in news, narration, music, and sports per-
formance.

Some parts of this text will serve you well for many years, while
others will not. But, that’s the nature of this fascinating field we both
love—certain change but unchanging relevance. Those who use the
public airwaves are expected to entertain, challenge, and enlighten,
and this has always been so. While this text may be described accu-
rately as a guidebook for success in announcing, its real focus is on
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you—its overriding goal is to help vou become an effective and re-
sponsible communicator; that’s what this text is really all about.

New to this Edition

Changes to the eighth edition are of many kinds. Previous editions
were reviewed to verify, update, eliminate, and add information.
Most noticeable are changes in equipment, production procedures,
and rules and regulations, and these are discussed wherever appro-
priate.

New Spotlights include “Voice Lessons,” a concise article on
speech improvement by noted author Barbara Lazear Ascher. Her
focus is on unlearning bad attitudes toward oneself that prevent
the develcpment of a pleasing and expressive voice. Ascher cites a
voice coach who says, “Our voice conveys who we are. The problem
is that too often it still carries inflections of who we were.” In this
Spotlight, students are given a number of exercises to help develop
a more self-confident and authoritative delivery.

In “Learning to Sound Local,” Radio & Records writer Dan
O’Day stresses the importance of quickly learning local preferences
in usage and pronunciation when relocating to a new town. He tells
us, for example, that “in the North, ‘people go to movies.’ In the
Deep South, ‘folks go to the show’,” and he asks, “do locals pro-
nounce the word route as ‘root’ or ‘rowt’?” O’Day correctly states
that listeners will “turn off” if you mispronounce local place names,
or call such things as activities or foods by names not used by locals.

Samantha Paris, whose Spotlight “Tips from a Voice-over Pro”
was a source of valuable information in the last edition, has rewrit-
ten and updated this feature. Samantha remains at the top of her
field as a voice-over actress and coach, and her article tells readers
about the determination, hard work, and perseverance that got her
where she is today.

The Spotlight, “The Art of Interviewing,” by professqr Artl.lur
Hough focuses on specific techniques of interviewing, mclud’l’ng
how to prepare, how to listen, and how to break a guest’s “tape”—
his expression for memorized responses that many guests develop
after being interviewed a number of times: “Many .guests' are obvi-
ously well prepared on some topics; they’ve been interviewed be-
fore and have developed an inner tape that they play fc_>r you. You
must get the guest to think rather than recite; break in with the
pertinent but unexpected question. Break the tape.”




Xvi

Preface

Dave Morey, one of San Francisco’s most successful DJs, is the
subjeet of a Spotlight, “On Being a DJ.” In this piece, we follow the
roundabout path of his career, from DJ on a ten-watt high school ru-
dio station in Detroit, to his success on a top station in a major mar-
ket. The Spotlight takes us through a typical workday and gives us
several of Morey's “thoughts” about being in radio—among them
attitude, mentors, college, skills, and performance.

In “Talking Sports With the Babe,” New York Times author
Mike Wise entertains us with the fabulous success of Nanci Donn-
ellen, the “Sports Babe.” Through this spot—as well as in a brilliant
essay on sports by Joan Ryan in Appendix A—we're made aware of
the growing importance of women in sports reporting, analysis, and
commentary.

Appendix A, “Seripts to Develop Performance Skills,” includes
many new award-winning commercials and PSAs, but it also has
been expanded to include practice copy of several other kinds: es-
says, commentaries, sports analysis, and a type of essay I call an
“impression.” Most of the commercials and PSAs are new to this
edition. Suggestions are offered on using the Internet to find, se-
lect, and print fresh copy.

One of the most useful additions may be found in Appendix E,
“Suggested Resources.” Once limited to the listing of books, it now
includes information on using the Internet. Resources never before
available are accessible to anyone with a computer, a modem, and a
service provider. Available are daily news scripts, scripts of sitcoms
and comedy sketches, analyses and commentaries on sports,
movies, politics, and business, and advice from top DJs on building
audiences. Moving from printed to spoken words, voiced material,
including audition tapes made by professional voice-over announc-
ers, may be heard and recorded through a program such as Real-
Audio.?

Aside from changes in content, I've also worked to make this
edition more “readable” than ever. It’s always been my goal to
write in a straightforward, easily understood manner, and I believe
I've been successful in that. I'm excited about our field—electronic

You don't need to be a computer whiz to find valuable information on the Internet. You need
basic computer skills and a computer, a modem, and a service provider to find information on
the Internet, a world-wide network that links computers. The information is found on web
sites or web pages that collectively contain an enormous amount of information.
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human communication—and believe that words written about it
should be direct, spirited, fresh in outlook, and convey honest en-
thusiasm. I hope ['ve succeeded in achieving this goal.

So, in this eighth edition, Television and Radio Announcing
has been “tampered with” to use Shaw’s words, but altered with
justification. Shaw ended his 1913 preface with these words: “I
therefore, without further apology, launch my old torpedo with the
old charge in it.” It's my hope that the “torpedo” represented by
this text carries in it a new and more potent charge, one that you'll
find both useful and readable. I wish you a great, productive, and
constructive career as a communicator!

Instructional Features

Television and Radio Announcing combines the theory and prac-
tice of announcing to serve as a valuable tool and reference for
both new and experienced announcers. The following features help
readers connect broadcast theory with practical skills to enhance
their understanding and performance of all types of broadeast
material.

Spotlights In each chapter, Spotlights offer readers information
on current personalities and issues in the field of broadcasting,
Each reading is designed to illustrate and highlight chapter prinei-
ples at work in the field.

Assessment Throughout the text, Checklists provide readers an
at-a-glance review of the practical broadeasting skills discussed in
the chapters. Checklists can also help students evaluate their un-
derstanding of concepts or mastery of skills.

Practice Exercises Practice exercises help students improve

their broadeast performance by allowing them to apply and prac- |
tice chapter principles. Other performance exercises are provided

in the Instructor's Resource Manual.

Appendixes The most helpful reference material from the chap-
ters is organized into accessible guides and lists at the end of the
text for easy reference during and after the course, Appendixeg
also include information on phonetic transeription and foreign pro-
nunciation.
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Glossary Following the appendixes, readers will find a useful
glossary that includes key words, phrases, and technical terms -
used in the textbook.

Instructor’s Resource Manual An updated Inmstructors Re-
source Manual is available to instructors adopting the eighth edi-
tion. The manual features suggestions from the author about how
to structure an announcing course, a sample syllabus, advice for
teaching each chapter, quizzes (with answers included), and tips for
using the Internet as an instructional resource.
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Stuart Hyde
Corte Madera
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CHAPTER OUTLINE

= The Announcer for the Electronic Media
® Employment as an Announcer

s Education and Training
Coursework Considerations

s The Announcer’s Responsibility

s SPOTLIGHT: Broadcast Ethics
and the Announcer’s Responsibility

This book is about human communication, with a focus on the elec-
tronic media. Its purpose is to help you improve your communica-
tion skills, which can be of lasting benefit, whether or not you
intend to become a performer on radio or television. Confident, ef-
fective expression has always been an invaluable tool. The ever-in-
creasing significance of electronic media means that competent
communication skills may become nearly as important as literacy
was a century ago.

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
specialization within the field, provides copy for practicing perfor-
mance skills, and offers job-seeking information and suggestions.

In a broader sense this book is about communication. If you ap-
ply yourself, you can look forward to noticeable improvement in your
ability to (1) make pleasant speech sounds, (2) clearly articulate the
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Chapter 1

Figure 1.1

Afternoon drive time
news anchors Ed Bax-
ter and Rosie Allen are
a popular and exceed-
ingly compatible an-
nouncing team. They
combine straight news
delivery with human in-
terest sidelights. (Cour-
tesy of KGO NewsTalk
Radio)

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 or impromptu,
and (9) communicate ideas clearly, both orally and nonverbally.

The Announcer for the Electronic Media

Media performers, including announcers, are essentially products
of the electronic age, but several related professions preceded them
by centuries. Preliterate storytellers, troubadours, the singers of
psalms, town criers, and early newspaper journalists were all fore-
runners of modern announcers. Each provided 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 media in that they often describe
events their audiences can’t see. Television reporters and news an-
chors frequently describe events as audiences view them.
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Figure 1.2

Sports director and
reporter Hal Ramey
reviews and edits au-
diotaped interviews.
Ramey attends numer-
ous sporting events and
tapes brief interviews
with athletes, coaches,
managers, and front-
office personnel for
later inclusion as actu-
alities on his twice-
hourly sports reports.
Hal received his B.A.
degree in telecommuni-
cations from San Jose
State University.
(Courtesy of Hal
Ramey and KCBS, San
Francisco) ® Imagine some major event—a hurricane, the Superbowl, elec-

tion returns, even war—and then try to imagine coverage of these
events without the comments and explanations of on-the-scene re-
porters. In the mid-1990s, television kept millions of viewers in-
formed of events in the Balkans as civil war raged between citizens
of the former Yugoslavia. For live coverage of significant occur-
rences, earlier times offer no model to parallel the television an-
nouncer commenting on events as they happen.

Despite the similarities between announcing and earlier profes-
sions, some important differences also exist. Radio and television
instantaneously reach vast audiences scattered over thousands of
miles. Radio allowed announcers for the first time in history to de-
scribe to millions of people events as they were occurring. Because
radio presented instantaneous communication over great distances
and because radio is a “blind” medium, announcers became in-
dispensable. Radio couldn’t function without those who provided
direct oral communication by describing events, introducing enter-
tainers, and reporting the news.

The radio announcer is the clarifying link between listeners and
what would otherwise be a jumble of sound, noise, or silence. The
television announcer is the presenter, the communicator, and the in-
terpreter. Without such performers neither radio nor television as
we know them would be possible. Announcers are important to
many types of programs and through many electronic distribution
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systems. Their responsibility is substantial and, because announc-
ers usually make direct presentations to their audiences, they also
are efficient and economical. No other means of disseminating in-
formation is so direct and swift as the word spoken directly to the
listener. Small wonder, then, that radio and television announcers
must possess native talent, acquire a broad educational back-
ground, and then undergo intensive training and consistent prac-
tice as they develop professional competencies.

Some broadcast performers don’t like to be called “announc-
ers,” preferring instead to be known by their area of specialization:
anchor, talent, DJ, program host, commentator, sportscaster, voice-
over artist, or narrator.! Precise terminology is used in this text
when appropriate, but the term announcer is used for simplicity
whenever the profession is discussed in general terms.

As used in this book, an announcer is anyone who communi-
cates over the public airwaves, as on radio or television broadcasts;
through cable channels into homes, schools, offices, and such; or
over closed-circuit audio or video distribution by electronic ampli-
fication, as in an auditorium, stadium, arena, or theater. Singers,
actors, and actresses are considered announcers only when they per-
form that specific function—in commercial presentations, for exam-
ple. The field of announcing includes many areas of specialization:

Broudcast Journalism

Anchors or news readers

Field reporters—special assignment or general assignment

Feature reporters (often taking a humorous or satiric view of a
current event)

Analysts

Commentators

Weather reporters

Consumer affairs reporters

Environmental reporters

Science reporters

The term disc jockey was coined may years ago and was a slangy but useful term until re-
cent times. Popular music announcers once selected, cued, introduced on the air, and played
phonograph records, so they did “jockey” the records in the sense of manipulating them.
Now that most announcers work with music stored on hard drives, the term has lost its lit-
eral meaning. A survey of a number of successful announcers who perform this function
found that nearly all prefer the term DJ, or DeeJay because it parallels music television’s VJ.
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Entertainment reporters

Farm news reporters

Business news reporters

Medical reporters (frequently doctors)
Traffic reporters

Sports Coverage on Radio and Television

Play-by-play announcers
Play and game analysts
Sports reporters

Music

Announcers on popular music stations (variously referred to as
DJs, deejays, or “on-air talent”)

Music video jockeys (VJs or veejays)

Classical music announcers (for both live and recorded performances)

Public Affairs

Interviewers
Panel moderators

Commercials

Voice-over announcers (radio and television)

Demonstration and commercial announcers (television)

“Infomercial” announcers (television)—those who present lengthy
commerecials that involve displaying and demonstrating products

Salespersons on shopping channels such as Home Shopping Net-
work or QVC

Narration

Narrators of documentaries such as National Geographic specials,
and A&E’s Biography and Mysteries of the Bible

Readers of scripts for industrial or corporate presentations

Readers of essays, editorials, feature reports, and “impressions”
for both radio and television. Such readers almost always write
the pieces they deliver on the air.

Hosting Special Programs

Talk shows
Interview and phone-in shows (television and radio)
Remote live shows (radio)
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Figure 1.3

Like most music an-
nouncers on radio, vet-
eran jazz announcer
Bob Parlocha operates
his audio console and all
other units of broadcast
equipment. He ad-libs
comments based on al-
bum notes and his own
encyclopedic knowledge
of jazz music. (Courtesy
of Bob Parlocha)

side / .
, /” .

Magazine shows such as Entertainment Tonight, Hard Copy, and
Frontline, (television)

Food, gardening, home repair, and similar specialty shows

Dance and popular music shows (television)

Children’s programs

Game shows

Introducers of feature films on television

Single-subject specialists also appear regularly on talk shows
or newscasts on topics such as gardening, cooking, exercise, con-
sumerism, science, art, and health. These specialists sometimes
perform “solo” on brief segments of one to five minutes; others
work with station staff announcers who serve as hosts. During
televised parades (Macy’s Thanksgiving Day Parade, the Rose Pa-
rade), announcing teams identify participants, explain float con-
struction, and provide color2

2Color was coined for radio to mean the description of things of interest that couldn’t be seen
by the listeners; today, in both television and radio 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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Figure 1.4

As the media industries
expand, more jobs are
created for announcers
and narrators in cable
and industrial produc-
tion, local news pro-
grams, and specialized
formats that address
environmental, politi-
cal, and consumer is-
sues. (Ken Robert
Buck, The Picture
Cube)

Employment as an Announcer

According to the Occupational Outlook Handbook, published by
the U.S. Department of Labor, approximately fifty thousand men
and women are currently employed as announcers.? Most are full-
time employees of radio and television stations, cable operations,
and broadcast networks. Some are full- or part-time freelance an-
nouncers who perform as DJs under contract. Other freelance an-
nouncers narrate documentaries and instructional tapes or perform
both on-camera and off-camera voice-overs for commercials.

The rapid expansion of cable television services has created addi-
tional openings for announcers. In 1975, most citizens of the United
States and Canada could receive between seven and fifteen televi-
sion channels. These included network affiliates, public broadcast-
ing and other noncommerecial stations, and independent commercial
stations. As cable began its rapid growth, options for viewers mul-
tiplied. Predictions are that by the year 2000, home subscribers will
have access to hundreds of cable channels. With this dramatic expan-
sion of cable channels will come new opportunities for announcers.

30ccupational Outlook Handbook, U.S. Department of Labor, January, 1996. Fhe Encyclo-
pedia of Careers and Vocational Guidance, ninth edition, estimates the number of announc-
ers and newscasters at “about fifty-seven thousand.”
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Cable television began as community antenna services (CATV),
originally devised to collect broadcast signals and feed them by
wire to homes where television reception was poor. By the mid-
1960s, enterprising CATV operators saw opportunities beyond the
distribution of signals from existing stations. They developed and
installed equipment to receive transmissions from far-off stations
and to add those programs to local offerings. By the early 1970s ca-
ble capacity had increased to more than one hundred channels. So-
called “superstations” began sending their programming to all
_parts of the country.* Companies devoted to creating or bringing
back programs of the past soon followed. Cable television as we
now know it was born.

Today, cable companies continue to offer programming from
both local and distant on-air stations, but they also offer such non-
broadcast services as the Discovery Channel, Comedy Central.
Cable News Network (CNN), Entertainment and Sports Pro-
gramming Network (ESPN), American Movie Classics (AMC),
Lifetime, Nickelodeon, Arts and Entertainment (A&E), Black En-
tertainment Television, MTV, and “shopping channels.” So-called
premium channels—channels for which subscribers pay fees be-
yond the basic rate for cable service—include Home Box Office
(HBO), Showtime, The Movie Channel, Bravo, and the Disney
Channel, as well as regional sports channels. Most cable systems
also offer pay-per-view programming, which usually features re-
cent motion pictures and prime sports events.

With the impending availability of dozens of new channels
through “digitally compressed” cable and satellite downlinks, cable
companies are planning even more comprehensive narrowcasting
or microcasting than now exists. Under discussion (or already
available i some areas) are channels devoted to such narrowly fo-
cused interests as golf, tennis, gymnastics, health, war movies and
documentaries, western movies and television dramas, detective
dramas, cooking shows, game shows, specialized music channels,
and daytime serials. Some foresee television channels for all major
political parties, for seniors, automobile enthusiasts, small-business
owners, pet owners, and so on. And—one hopes—all this in addition

4In 1976, WTBS, the Atlanta station owned by Turner Broadcasting, was the first to go “na-
tional” by way of cable TV. ’

B
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Figure 1.5

Stan Burford reports
from a helicopter to in-
form television viewers
of traffic conditions dur-
ing morning commutes,
5:30 to 7:00 A.M. each
weekday. During after-
neon drive time, he
works in a radio news-
room with a bank of au-
dio monitors to keep
drivers informed of
traffic problems and al-
ternate routes they
may take. (Courtesy of
Stan Burford and KGO-
TV and KGO NewsTalk
Radio)

to a considerable growth in self-improvement and instructional
programs.

Although much of the programming no doubt will be recycled
movies, syndicated television packages, classic sports events, and
television miniseries, it’s safe to predict an increased demand for
on-camera and voice-over announcers who are prepared to commu-
nicate effectively.

Your best preparation for this revolution 1n television is to de-
velop the skills discussed in this text and plan an edueational pro-
gram that will help you become an expert on at least some of the
categories of programming now in use or on the horizon. Regard-
less of the number of job openings, competition for them will con-
tinue to be keen.

A growing number of men and women work, not in broadcast
stations or cable, but in industrials—also called corporate media.
Audiotapes, videocassettes, and CD-ROM presentations serve
many purposes including employee training, new-product introdue-
tions, dissemination of information to distant branches, and in-
house communication. The term industrial media is a loose one
because it applies to media operations of hospitals, government
agencies, schools, prisons, and the military, as well as businesses.
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Few training or media departments can afford the services of a full-
time announcer or narrator; if this sort of work appeals to you, you
should prepare for media writing and producing as well as an-
nouncing. One or more courses in message design and testing
would serve you well. (Chapter 14, “Starting Your Announcing Ca-
reer,” provides specific information on job seeking.)

The chapters that follow this introductory overview describe
working conditions and the kinds of abilities you’ll need to succeed
in each of the major announcing specializations. You should work on
every facet of announcing while emphasizing the area in which you
hope to specialize.

Local television stations provide multiprogram service, but
aside from daily newscasts and interview talk shows they offer rel-
atively few openings for announcers. Far more television employ-
ees work in sales, traffic, and engineering than in announcing. On
the other hand, local television stations do produce commercials,
and they also run commerecials produced by local and regional pro-
duction companies. Therefore, even the smallest community with a
commercial television station may offer some work for announcers.
If this field interests you, call a station’s sales or promotion depart-
ment production unit for specific information about how they hire
-announcers. To scout for talent agencies working with loecal produe-
tions, look under “Agencies, Theatrical” in the classified section of
telephone directories for medium to large cities in your area. A call
to a theatrical agency may provide you with information about how -
to present yourself for possible employment.

Education and Training

Radio and television stations devote their hours of operation not to
talking about radio and television, but to news, weather, music,
sports, and drama. Your studies in a broadcasting department will
teach you much about this broad field, but you must be able to offer
more to an employer and the public than knowledge about broad-
casting. Assuming that you’re majoring in “electronic communica-
tion,” or whatever term is used at your school, you also should
consider enrolling in one or more minor programs in such content
areas as history, political science, urban studies, literature, sociol-
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ogy, economics, or geography. Consider also career-oriented courses
such as journalism, sports history, and meteorology.

Informational media are reaching millions of people with more
and more messages of critical importance to their future, and they
have little room for narrowly educated announcers. For one thing,
the influence—for good or ill—of radio and television performers is
immense and mustn’t be underestimated. Announcers are address-
ing and being evaluated by increasingly sophisticated listeners.
Americans are better informed today than ever before, and they
are quick to spot shallowness or ignorance.

The dramatic explosion of knowledge in the past several years
requires announcers to grow with the times. Dictionaries are add-
ing new entries at an unprecedented pace. To an announcer each
addition represents not only a new word to pronounce but a new
concept, a new technological breakthrough, a newly perceived hu-
man condition, or a new phenomenon to understand.

Finally, both radio and television have significantly increased
the number of program hours they devote to unscripted presenta-
tions. Television program hosts, DJs, interviewers, announcers
covering sports and special events, and talk-show personalities
only occasionally use written material; most of the time they’re on
their own. Radio and television field reporters covering breaking
stories never work from scripts; they ad-lib their reports from
hastily scribbled notes that are limited to basic information. The
opportunity to frame your personal thoughts in words of your own
choosing carries with it the responsibility to have much information
at hand to share with your audience.

Coursework Considerations

Your career goals should determine your choice among courses of
study. Also, employers have their own ideas about the best prepa-
ration for the position of announcer. Above all, they look for well-
educated men and women who possess certain basic skills: good
writing ability and outstanding proficiency in spoken communica-
tion, computational skills (basic math), and critical thinking. They
also look for people who are hardworking, self-motivated, and
pleasant to be around.

In studying to be a broadcast announcer, pursue subjects that
prepare you for your first announcing job. You also should select
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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 operating broad-
cast equipment. Work
at college stations and
in local internships will
help you prepare for
success in a first job.
Here TV reporter Car-
oline Chang edits her
stories and then trans-
mits them from a bu-
reau to her station in
Wilmington, North Car-
olina. (1989 Michael
Edrington/The Image
Works)

courses that qualify you for one or more specializations beyond
straight announcing. If you're serious about an announcing career,

your education must have breadth, which is best supplied by a
broad background in the liberal arts and sciences. You probably |
will not be able to study all the areas suggested in the following
checklist, but you should at least discuss them with an adviser.

A few notes: Courses in control-room operations should include
practice in manipulating audio consoles, tape cartridge machines,
compact disc (CD) players, digital audiotape (DAT) players, reel-to-
reel tape recorders, and turntables. Because many television sta-
tions expect field reporters to tape and edit their own news stories
you'll also need courses in video production and editing. News an-
chors and reporters alike must learn to write news copy. Most sta-
tions in medium to small markets expect announcers to write
commerecial copy and station promotional pieces as well.

Expand your ability to pronounce names and words in the most
commonly used languages. Many departments of music offer a
course in lyric diction, which teaches principles of pronunciation of
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CHECKLIST
Courses to Build Your Career

Basic Preparation for Announcing
Take courses that focus on the following subjects:

= Interpretation

= Articulation

= Phonation

s Phonetic transcription

s Microphone use

= Camera presence

» Ad-libbing

® Script reading

» Adapting one’s personality to the broadcast media
» Foreign language pronunciation

= Control room operations

= Small-format video production and editing
= Writing for radio and television

Specialized Courses to Prepare You for Specific Duties

» Broadcast journalism—courses in journalism, inter-
national relations, political science, economics, history,
and geography

= Broadcast sales and advertising—courses in busi-
ness, marketing, accounting, sales techniques, sales
promotion, and audience research

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

s Weather reporting—courses in meteorology,

weather analysis, weather forecasting, and geography
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Courses to Further Your General Education

» Social, ethical, aesthetic, and historical perspectives
on electronic communication

» The arts—music, theater, literature, or the graphic
and plastic arts e

= Social and behavioral sciences—psychology, sociol-
ogy, urban studies, and ethnie studies

= Quantitative reasoning—essentially mathematics
and computational methods

» Critical thinking—the study of skills crucial to clear
and constructive thought

= Media law and regulation

= Writing, writing, writing

French, German, and Italian. Some also offer Russian or Spanish
pronunciation.

Most departments of broadcasting require a course in writing
for the electronic media; note, however, that it isn’t sufficient to
study writing within your major department. Aside from funda-
mental composition courses, departments of English offer courses
in expository writing, essay writing, creative writing, and dramatic
writing; and journalism departments offer courses in news writing.
It’s impossible to get too much writing experience!

One area of preparation is important enough to warrant sepa-
rate mention. Broadcast stations rely heavily on the use of com-
puterized information systems. Computers are central to most
video editing systems, character generators, word processors,
graphics systems, scheduling and billing systems, and data-re-
trieval systems. Newsrooms rely almost exclusively on computers
for writing and editing news copy. Familiarity with information
systems is highly desirable, and the ability to type well is manda-
tory. Courses in “information science” may or may not be appropri-

SPreparation for work at a highly sophisticated radio station is the subject of a detailed dis-
cussion in Chapter 6, Broadcast Equipment.
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Figure 1.7

Sports reporter Steve
Bitker delivers his re-
ports ad-lib, working
from notes jotted down
just prior to air time.
Steve studied journal-
ism at San Diego State
University and later re-
ceived a degree in soci-
ology at the University
of California, Berkeley.
(Courtesy of Steve
Bitker and KCBS, San
Francisco)

ate. For most students of announcing, basic courses in the use of
both Macintosh and IBM-compatible computers may be sufficient.

Evaluate these suggestions in light of your own aptitudes, in-
terests, and career plans. Any college counselor can help you deter-
mine the appropriateness of the courses available to you. The
important point is that only you can apply your growing knowledge
to your announcing practice.

Most community colleges require sixty semester-hours for an
associate in arts or associate in science degree. Four-year colleges
or universities require about 125 semester-hours for a bachelor’s
degree. Whether you're enrolled in a two- or four-year program, it’s
unlikely that you'll be offered more than six semester-hours of per-
formance courses. You should, therefore, look for performance op-
portunities wherever they present themselves—on a campus radio
station, in television directing and producing classes, or on public ac-
cess cable stations. Remember, though, that you'll spend most of your
broadcasting class hours in nonperformance courses, all of which
are important to your development as a well-rounded broadcaster.

Clearly, announcing encompasses a wide range of activities, and
no one type of course will completely educate you as an announcer.
Most modern liberal arts colleges and their broadcasting depart-
ments are well equipped to help you begin the process of becoming
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a competent and versatile communicator—which is what you must
become if you're to manage challenges such as these:

You're a staff announcer. You are to read a commercial for a local
restaurant featuring international cuisine and must pronounce
correctly vichyssoise, cog au vin, paella, saltimbocca alla Ro-
mana, and hasenpfeffer. _

You’re a staff announcer and must read news headlines that con-
tain the place names Sault Sainte Marie, Schleswig-Holstein,
Mogadishu, Bosnia-Herzegovina, Santa Rosa de Copdn, Sdo
Paulo, and Leicester.

As the announcer on a classical music program, you need to know
the meaning and correct pronunciation of scherzo, andante can-
tabile, Gotterdimmerung, and L'Aprés-midi d'un faune.

You’re a commercial announcer. The copy for a pharmaceutical
company demands that you correctly pronounce hexachloro-

-phene, prophylactics, gingivitis, fungicide, and ketoconazole.

You're a play analyst on a sports broadcast. You need to obtain
extensive historical and statistical information on football in or-
der to fill the inevitable moments of inactivity.

You're the play-by-play announcer for a semipro baseball team
and must pronounce such “American” names as Martineau,
Buchignani, Yturri, Ulloa, Sockolow, Watanabe, Engebrecht, and
MacLeod.

You’ve been assigned to interview a Nobel Prize winner in astro-
physics. You must obtain basic information about the field as well
as biographical data on the winner—and do so under extreme
time limitations.

You're narrating a documentary, which requires you to analyze
the intent and content of the program to determine the mood,
rhythm, structure, and interrelationship of sound, picture, and
seript. .

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

You're a radio DJ, and you’re on duty when word is received of
the unexpected death of a great American (a politician, an enter-
tainer, or a scientist). Until the news department can take over,
you must ad-lib appropriately.
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It’s obvious that no single course of study will adequately prepare
you for an announcing career.

.The Announcer’s Responsibility

Before committing yourself to a career as an announcer, you should
recognize that, along with the undeniable privileges and rewards
that come to people working in this field, come responsibilities.
First is the obligation all performers owe their audiences: to be in-
formative, objective, fair, accurate, and entertaining. Announcers
who are sloppy, unprepared, given to poor usage, or just plain bor-
ing may get what they deserve—two weeks’ notice.

Some announcers who work hard and possess outstanding skill
nevertheless pollute the public air, chiefly on radio and television
talk and interview shows.® They are willing to say almost anything,
however outrageous or hurtful to others, in order to attract and
hold an audience. 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 announcer. Most
college broadcasting departments offer courses in ethics and social
responsibility. A grounding in this subject, together with serious
consideration of the effects of mass communicacion, is vitally im-
portant to your development as a public communicator.

Social responsibility goes beyond the normal responsibility of
performer to audience. Nearly all announcers gain influence through
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 cir-
cular: “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, thez, is not simply an efficient conveyer of
information; as a radio or talevivion star, the newscaster is trusted

$For additional discussion of irresponsible behavior, see the opening section of Chapter 9, In-
terview and Talk Programs.
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and believed as a qualified authority. Even an entertainment
show announcer or a DJ has automatic—though sometimes unwar- ‘
ranted—authority. As an announcer for any of the electronic media,

you should be aware of your status and measure up to it.

Announcers must demonstrate a sense of social commitment.
Be aware of opportunities you may have to either enlighten or con-
fuse the public. As a nation we’ve been slow to perceive and attack
the serious problems of urban deterioration, increasing crime, envi-
ronmental pollution, racial inequities, world hunger, poverty, home-
lessness, AIDS, the rise of antidemocratic action groups, and
increased drug use. If you're committed to using the mass media to
help build a better society, you're already socially responsible and
potentially important as the kind of communicator demanded by
our times. :

Announcers also share in the responsibility of emergency noti-
fication. When floods, hurricanes, earthquakes, tornadoes, and
other disasters occur, broadcast announcers are in a position to
save lives through early warnings and' post-disaster information.
The federal government has established the Emergency Alert
System (EAS) to replace the long-established Emergency Broad-
cast System (EBS). The alert system requires broadcast licensees
to disseminate disaster information. It's imperative that all broad-
cast announcers study the disaster manual (found at all stations)
and be prepared to act swiftly and appropriately in emergencies.’

y
o

N SPOTLIGHT

Broadcast Ethics
and the Announcer’s Responsibility

Ethics comprises a broad range of decisions you’ll have to make on your job.
Here are some hypothetical situaticns in which you could find yourself as a radio
or television announcer:

TAutomated stations classified as “unattended operations” must opt out of the EAS system;
during emergencies. Their programming is terminated, and other stations take over their
emergency broadcast duties.
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® You’re a music director on a radio station where you select all songs to be
played on the air. A friend offers you one thousand dollars to play a song he’s
produced. Because you think the music is quite good, you accept the one thou-
sand dollars and schedule the record at least once during each of the daily air
shifts. You justify your action on the grounds that you would have pro-
grammed the piece even without the gift of money.

® You're a television reporter, and you’ve been told by a reliable witness that
some children at the scene of a disturbance threw rocks at a police car before
you arrived. You pay the children five dollars 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're a talk show host on an early evening radio show. Your guest is an out-
spoken advocate of free speech on radio who argues against any language re-
strictions whatever. During your interview you speak a number of words that
are generally considered indecent: You maintain that only by saying 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 audience interest, you announce that he’s been kidnapped. For most
of the two-week period, you broadeast regular “flashes” on the status of the
“event.” Audience ratings skyrocket as you report on phony ransom notes, po-
lice chases, and so on. You believe that your reputation as an on-air jokester
justifies this hoax.

® You host a television talk show, and you feel insulted and angered by the be-
havior of a hostile guest. The next day you launch an attack on that person by
questioning his integrity, honesty, and character. Viewer reactions strongly
support your attack. You decide that, having had your revenge, you can let the
matter drop.

® As the business reporter for a talk radio station, you decide to mention with
favor a company in which you own stock. The interest you generate causes lis-
teners to invest in the company, and the value of its stock rises. You feel justi-
fied in the favorable comments you made, because you didn’t receive payment
from the company in return.

= As a television reporter, you receive some highly sensitive information about
the misdeeds of an important local politician. You report the details as accu-
rately as you can, but in order to protect the person who gave you the informa-
tion, you invent a fictitious informant.

These scenarios share a common problem. each violates a law, a regulation, or a
provision of a professional code of ethics. As an announcer, your words reach
and influence vast numbers of people; because of the potential for wrongdoing,
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your freedoms to speak and act are restricted. Freedom of speech, as guaranteed
by the First Amendment to the Constitution, doesn’t always apply to those using
the public airwaves. Areas of restriction are obscenity, fraud, defamation (mak-
ing libelous statements), plagiarism, inciting insurrection, and invasion of pri-
vacy.

Generally speaking, laws regarding obscenity, indecency, and profanity are
governed by the United States Criminal Code. Obscenity may be defined as “of-
fensive to accepted standards of decency or modesty.” Indecency is defined as

hat which is “offensive to public moral values.” Profanity is defined as “abusive,
rulgar, or irreverent language.”®

Payola and drugola refer to the acceptance of money, drugs, or other induce-
ments in return for playing specific recordings on the air; plugola refers to fa-
vorable mentions of a product, company, or service in which the announcer has a
financial interest. The Federal Communications Commission (F'CC), the chief
regulatory agency for broadeasters, prohibits acceptance of any sort of bribe in
return for favors.

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

The FCC’s personal attack rule requires that persons who are attacked on
the air be furnished with a transeript 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 National Association of Broadcasters
were invalidated by a 1980s court decision, but many broadcasters continue to
use the ethics portions of those codes as models for professional and ethical be-
havior. Among the provisions still widely honored are those that prohibit broad-
cast of any matter that is deemed fraudulent and the provision that requires
clear identification of sponsored or paid-for material.

Most libelous statements are civil, not criminal, offenses. The person of-
fended can sue another person—such as an announcer—and the government acts
as arbiter. Laws regarding libel vary from state to state, but in no state is an an-
nouncer given total freedom to make accusations against others.

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

8The American Heritage Dictionary of the English Language, 3d ed., s.v. “profanity” and “indecency.”
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Talk-show host Ronn Owens possesses a master’s degree in sociology and adds to his store
of information by regularly reading newspapers, magazines, and books, and tuning to
information programs on radio and television. His wealth of knowledge enables him to
perform an important service not true of many talk-show hosts: that of correcting
misinformation from some callers and challenging unsupported accusations or assertions.
(Courtesy of Ronn Owens and KGO NewsTalk Radio)
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PRACTICE
Practicing with Equipment

Regular practice in using audio and video recorders can
be of immense help in your development as a broadcast
performer. After hearing and seeing yourself perform
over a period of several weeks, you should begin to note
and correct annoying mannerisms, faulty speech habits,
and voice deficiencies that displease you. Ask others to
comment on your performances, because you may fail to
detect some of your shortcomings. As you make adjust-
ments and improve, you'll gain confidence; this, in turn,
should guarantee further improvement.
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The price of a small video recorder is now within the
reach of many students. If you buy or rent a camera
with a built-in microphone, try to find one that will ac-
cept an external microphone; the built-in mic is ade-
quate for some uses, but it’s incapable of giving you the
voice reproduction quality you need because your voice,
when picked up by the internal mic from ten or more
feet away, will be weak and distorted.

If the cost of a camcorder is beyond your reach, you
may have to rely on a department of communication
arts, mass communication, or broadcasting for regular
practice with a video recorder; you can, however, obtain
an audio recorder of adequate quality at a reasonable
cost, and you can use it to help improve articulation,
pronunciation, and communication skills. 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 doesn’t
mislead you. A poor-quality machine can distort your
voice or exaggerate problems of sibilance and popping.
It may cause you to waste time working on nonexistent
problems, while failing to alert you to problems that do
exist. Microcassette recorders, which are useful in many
applications, lack sufficient fidelity to help you improve
your speech. :

Nearly all audio recorders have built-in micro-
phones, but you should make sure that the one you buy
has a jack to receive an external mic. Built-in mics, even
in good quality tape machines, are in most cases “after-
thoughts,” included to give salespersons one more sell-
ing point, and will produce unsatisfactory results.

You can also work on speech improvement without
equipment of any kind. You speak with others for a con-
siderable amount of time each day. Without sounding af-
fected 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 someone asks you to repeat what you've just said,
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often by uttering a monosyllabic “Huh?” Frequent re-
quests of this kind are an indication that you’re not
speaking clearly enough for broadcast work.

For improvement of nonverbal communication
skills, you can practice in front of a mirror. Note the de-
gree—too pronounced, just right, or too weak—of your
facial expressions and head movements. Watch for
physical mannerisms that may be annoying or that in-
terfere 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 train-
ing. It’s doubtful that anyone who doesn’t hear well can
speak well. Develop a critical ear as you listen to televi-
sion and radio performers. Listen for vowel variations,
mispronunciations, poor interpretation, and other quali-
ties of spoken English that may interfere with good
communication. Listen, as well, for those who articulate
clearly, who have a pleasant voice quality, and who are
effective in communicating thoughts and ideas. Decide
who impresses you as an outstanding user of spoken
language. Identify speakers who make you pay atten-
tion, 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 sug-
gestions for improvement are covered in Chapters 3 and
4, “Voice Analysis and Improvement” and “Pronuncia-
tion and Articulation.”)
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PRACTICE

Establishing Ethical
Guidelines

Find copies of various codes that pertain to announcers,
such as the Radio and Television News Directors Asso-
ciation (RTNDA) code and the ethics code of the Ameri-
can Society of Newspaper Editors (ASNE). Prepare a
list of the most important canons of professional ethics.

Backgrounds of Successful
Announcers

Using such resources as Current Biography and com-
puterized searches for articles about outstanding an-
nouncers, compile information about several announcers
whose work you admire. Where did they grow up?
Where did they attend school? What were their major
and minor subjects? Where did they begin their an-
nouncing careers? What steps did they take to reach the
heights of their profession? What advice do they offer to
those who want to succeed in the announcing profes-
sion?




The Announcer
as Communicator

CHAPTER OUTLINE

= Principles of Effective Communication

» Interpreting Copy
Identifying the General Meaning
Stating the Specific Purpose
Identifying the General Mood
Determining Changes in Mood
Determining Parts and Structure

= Analyzing Punctuation Marks Used in Seripts
= Marking Copy
= Verifying Meaning and Pronunciation

Reading Aloud
Reading Ahead

Conveying Interest in Your Material

» Talking to the Listener

= SPOTLIGHT: Learning to Sound Local

® Researching Background about Authors and Copy

* Employing Characterization
Dramatized Commercials

Radio and television announcers have one overriding purpose: to ef-
JSectively communicate ideas and feelings to others. This apparently
simple statement is the key to success in anneuncing. Some lucky
announcers have learned to be effective—and even engaging—as
they communicate with others. They readily adapt their ability to
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Figure 2.1

Cooperation is vital be-
tween on-air personnel
and production staff.
News co-anchors Don
Sanchez and Cheryl
Jennings wait for the
cue that tells them to
resume the newscast
after a commercial
break. Don graduated
from the University of
Southern California,
majoring in Telecom-
munication, Cheryl
from San Francisco
State University with a
major in Broadcast
Communication Arts.
(Courtesy of KGO-TV,
San Francisco)

communicate to radio or television performing. Others, however,
must continue to work at the difficult task of being effective, eco-
nomical, and accurate in daily conversation. This chapter discusses
the communicative process and offers specific advice on interpret-
ing copy.

Unfortunately, some students of announcing believe they’ve be-
come successful announcers when they develop the ability to
“sound like an announcer.”! They suffer from the most common
shortcoming of ineffective announcers: they’ve put aside their indi-
vidual personalities and developed the ability to act the part of an
announcer. They become only capable imitators.

Good announcing isn’t imitation—it’s communication. Top an-
nouncers retain their individuality as they concentrate on getting
their messages across. True communication as an announcer begins
when you learn who you are, reflect yourself in your delivery, and
realize that you’re speaking to individuals, not to a crowd. It’s im-
portant for you to improve your voice quality, further develop ar-
ticulation and pronunciation, and expand your vocabulary, but
these alone won't guarantee that you'll become an effective com-

1See the Spotlight “The Debate over Standard American Speech” in Chapter 4. The discus-
sion, which focuses mainly on pronunciation, includes a brief history of radio announcing
styles.
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municator. You also must constantly employ two other aspects of
successful oral communication: reflecting your personality and
sharing with your audience the ideas and feelings inherent in the
words you speak.

Announcers must be skilled in several kinds of performance:
ad-libbing, ad-libbing from notes, impromptu speaking, script read-
ing with preparation, and script reading from cold copy—material
not seen until the moment of delivery. Typical ad-lib announcers—
those who have thought through what they’re going to say but have
no seript to work from—are radio and television field reporters,
weather and traffic reporters, and popular music personalities. Im-
promptu announcers—those who have no opportunity to plan their
comments in advance—include television talk show hosts, radio
and television phone-in hosts, and sports play-by-play announcers.
News anchors often see some of their copy for the first time when it
appears on a prompter. At the other extreme are documentary nar-
rators and readers of recorded commercials; they work for hours—
and sometimes days—to deliver the performance demanded by a
producer. You should practice these modes until you're comfortable
with them all.

One of your toughest challenges as an announcer is to be effec-
tive when reading copy written by someone else. You're the middle
link in a chain that begins with a writer and ends with a listener or
viewer. It’s 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
ad agency copywriter, a newswriter, a documentary scriptwriter, a
station sales representative, or some other specialist in broadcast
writing. Having conceived the idea, the writer next casts it into
words—in words and pictures for television—that will best com-
municate 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 effectively is the art of an-
nouncing.

Radio communicates by spoken and sung language, instrumen-
tal music, and sound effects. Television has a vital visual compo-
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nent, yet the sound aspects of television are also important in
getting messages across. As a professional announcer, you can
make spoken messages more effective than they would be if com-
municated in writing. Beyond the basic level of accurate reading
and pronunciation, you can convey an emotion appropriate to your
copy—enthusiasm, seriousness, or humor—and in doing so provide
variety and meaning to your listeners. You can clarify its meaning
by communicating the relatie importance of various parts of the
message. In short, you'll present the material in its most persuasive
and readily understandable form.

Oral communication, however, loses its effect when announcers
fail to present their material clearly and with conviction. Too many
professional announcers merely read the scripts before them and
consider themselves successful if they don’t stumble over any
words. A word is a symbol of an idea; if the announcer can’t grasp
the idea or read it compellingly, the chance of transmitting the idea
to listeners is slight. Although even poorly delivered words have
some effect, this isn’t good announcing. Announcers are paid to be
effective, and to do this they must develop oral reading skills that
are far more than adequate. _

Make it a point to listen to as many music station radio person-
alities, newscasters, and documentary narrators as you can and
study their deliveries. Decide for yourself who among them are
true communicators. Few people think consciously about the com-
municative ability of announcers, but we are all certainly affected
by it. We listen more to those who are best able to help us receive
and assimilate ideas. '

Radio announcers who believe that only their voices matter
may attempt to project vitality without using body motion. Such
playacting isn’t likely to be convincing. Learn to announce-for radio
and television as though your listener were sitting nearby. Use
your face, hands, and body just as you do in ordinary conversation.
Integrating all tools of communication—verbal and nonverbal—
will help you clarify and intensify your message, despite the fact
that radio listeners can’t see you. Appropriate gesturing for both
radio and television is marked by two considerations: honest moti-
vation and harmony with the importance and the mood of the ideas
being expressed. Energy is easy to simulate, but unless a speaker
is genuinely motivated by the content and purpose of a message, it -
usually comes across as phony. Uncalled-for enthusiasm hinders
communication. Oversized grins, frowns, and grimaces and sweep-
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Figure 2.2

Classical music an-
nouncer Al Covaia uses
gestures as he ad-libs
the introduction to a fa-
vorite work. Good oral
communication requires
that announcers give
tone and interpretation
to the words they
speak. Al Covaia 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. (Courtesy
of Al Covaia, producer/
host KKHI-AM/FM,
Corte Madera, CA)

ing arm movements are seldom appropriate to these intimate
media. Good communication occurs when the listener o: viewer re-
ceives an undistorted and meaningful impression of the ideas of the
writer with appropriate emphasis given to each part of the message.

Interpreting Copy

Superior interpretation demands a thorough understanding of the
material to be presented. An announcer’s top priority is under-
standing the intention of the writer. Announcers who speak words
written by others are interpretive artists; even news anchors who
write their own material must interpret copy. However beautiful
your voice may be and however rapidly and unfalteringly you read
copy, you're not truly a good announcer until you can communicate
the ideas and values as the writer originally conceived them.
News anchors read some stories without preparation, as when
they receive new or changed stories after they’'ve gone on the air.
They can work eff;ectively with new or revised copy because at
some earlier time in their careers they engaged in copy analysis
and in deliberate and methodical practice. The best time to estab-
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Figure 2.3

No news announcer
should go on the air
without studying the
seript to establish the
pace, tone, and mood of
each item. Bessie
Moses, the radio an-
nouncer shown here,
must do more than ana-
lyze the news—she also
translates it into the In-
upiaq Eskimo language.
(Courtesy of KICY,
Nome, Alaska)
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lish a solid foundation in copy analysis is before your career de-
pends on it.

Stanley T. Donner, professor emeritus of the University of
Texas at Austin, has prepared an excellent approach te analyzing
copy. He suggests using the checklist “Analyzing Broadcast Copy”
to approach new copy. If you use this checklist for serious analysis
of many different types of copy, you should develop the ability to
size up new copy almost unconsciously.?

CHECKLIST
Analyzing Broadcast Copy

1. Read the copy as often as necessary to get the gen-
eral meaning. If the message is brief and clearly
written, perhaps one reading is enough; a longer or
more complex script may require two or more read-
ings to ferret out its meaning.

Source: handout by Stanley Donner for a course in media performance.
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Determine the objective of the message: state the
specific purpose of the copy in one brief sentence.

. Identify the general mood of the copy. Most short

messages have one overriding mood; longer scripts
often have shifts in mood.

. After determining the general mood, locate any

places where the mood changes.

Determine the copy’s structure and its parts and
mark the beginning and the end of each part.
Longer scripts are composed of several parts.

. Analyze punctuation to see what help it provides.
. Note any words you don’t fully understand or can’t

pronounce. It’s good practice to underline for later
research any words that are unclear or new to you.

. Read the copy aloud.

Think about how you can convey mterest in the
copy’s subject matter.

. Visualize your listener. Establish a mental rapport

and imagine you're actually talking to that person.

. Find out any pertinent information about the origin

and background of the copy.?

. Decide if the copy calls for “straight” delivery or is

written for a specific character type.

3As noted elsewhere, news scripts are written with little time for preparation
by news anchors, so careful analysis just isn't possible. However, the questions
in this list are important for anyone preparing for a career as a news anchor.
At alater date, when you're asked to read news stories handed to you just be-
fore air time, the hours of practice you now commit to reading and analyzing
news copy will pay off.

Let’s take a closer look at each of Donner’s points.

Identifying the General Meaning

Too much concentration on pronunciation or timing may obscure a
seript’s overall meaning and purpose. Form an impression of the
whole piece by silently reading through it at least twice—more
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times, if necessary—before undertaking any of the more detailed
work of preparation. Remember, though, that after these silent
readings to determine meaning and purpose all subsequent read-
ings should be performed aloud.

Stating the Specific Purpose

Stating the specific purpose is the most important point on Don-
ner’s checklist. Just as it’s pointless to begin a trip without deciding
where you're going, it’s foolish to begin interpreting copy without
first knowing its goal. Sentences can be read in different ways de-
pending on their context or purpose. Raising questions about the
purpose of the copy will help you determine the most appropriate
delivery.

Here’s a recent example of an announcer failing to communicate
the intent of a writer: In reading “Most of us want to succeed, not

just get by” the announcer stressed want whereas the writer.

wanted to contrast two outlooks on life—getting by and succeeding.
The sentence, as performed, was “Most of us want to succeed, not
just get by” rather than “Most of us want to succeed, not just get
by.” This may seem a small point, but announcers who earn their
living delivering messages risk their careers by such carelessness.
Read this fifteen-second commercial and decide on its specifie pur-
pose:

See the all-new Jupiter, on display at Berger’s Motor-
car Center, 16th and Grand. You'’ll love its all-leather
interior, high-tech styling, and out-of-this-world

performance. If you want luxury in an automobile, come

meet the Jupiter. America’s answer to imports!

If you decided that the purpose of this copy is to awaken curiosity
and interest in the new Jupiter, you analyzed it correctly. If you de-
cided that its purpose is to promote the name and address of the
sponsor, you were incorrect. The phrase at Berger's Motorcar Cen-
ter, 16th and Grand is subordinate to the idea of the all-new Jupiter.
Although it’s unusual to subordinate the ‘sponsor’s name and ad-
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dress, this copy clearly indicates that it should be done. Perhaps
other commercials have built up sponsor identification over time.
The moral here is that it’s unsafe to assume that the name and ad-
dress of the sponsor is to be stressed in all commercial copy. Now
read this commerecial for the same sponsor:

See the all-new Jupiter at Berger’'s Motorcar Center.
Serving you since 1933, we offer total service and
complete repair and parts departments. Credit cards
gladly accepted. No appointment necessary. That'’s

Berger’'s Motorcar Center, 16th and Grand.

This version uses phrases from the first commereial, but it’s obvi-
ous that in the second version the name of the automobile is subor-
dinate 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.

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. The num-
ber of words in the copy will somewhat limit your control of mood,
especially with commercial copy. Many commercials, particularly
those written to send a fast-paced, high-energy message, may re-
quire you to read at your top rate of speed, and this will automati-
cally lock you into the mood desired by the sponsor. In contrast, the
commercials for Berger’s Motorcar Center require you to read 44
words in about 15 seconds—or 176 words per minute—a comfort-
able rate for oral delivery that allows an opportunity to communi-
cate a mood of interest as well as enthusiasm.

The commercial for Dairyland Longhorn Cheese (see Chapter
3, page 86) uses only seventy-eight words for a thirty-second spot.
You should be able to “milk” this commercial as you gently evoke
warm feelings about the product, nostalgia for the “good old days,”
and (perhaps) hunger for Longhorn Cheese.

Excluding commercial announcements, which are written
within rigid time limits, radio and television copy may be shortened
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(CHICAGO)

(MIAMT)

(WASHINGTON)

or lengthened to match the rate of delivery to a particular mood.
For still other kinds of announcements—introductions of musi-
cal compositions, for example—mood more frequently relies on
split-second timing than on length of time taken (as pointed out in
Chapter 12, which discusses popular-music announcing). In sports-
casting, the mood is set by the ‘tion of the game.

Because the mood of a piece of copy determines your attitude,
you may find it helpful to attach an adjective to your script. Atti-
tudes are described as ironic, jocular, serious, somber, urgent, sad,
light, gloomy, and sarcastic. Read the following items aloud and
communicate the indicated attitude of each. Convey the mood of
each item, except the tornado reports, with only a hint of the sug-
gested emotion.

Urgent

THE NATIONAL WEATHER SERVICE HAS ISSUED TORNADO
WARNINGS FOR THE ENTIRE UPPER MIDWEST. SMALL-CRAFT
WARNINGS HAVE BEEN RAISED FOR LAKE MICHIGAN, AND BOAT
OWNERS ARE URGED TO SECURE THEIR CRAFT AGAINST THE

EXPECTED HEAVY WEATHER.

Somewhat Angry

A CIVILIAN PILOT HAS REPORTED SIGHTING TWO MORE OIL
SLICKS OFF THE COAST OF FLORIDA NEAR FORT LAUDERDALE
AND WEST PALM BEACH. CLEAN-UP CREWS ARE STILL AT WORK

ON A MASSIVE OIL SLICK THAT SPREAD ONE WEEK AGO.

Slight Note of Victory—Winning One for the People

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.
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(WASHINGTON)

(MONTPELIER

VERMONT)

Very Urgent

I'VE JUST BEEN GIVEN A BULLETIN THAT SAYS A TORNADO
HAS BEEN SPOTTED ABOUT TWENTY MILES FROM DULUTH. THERE
ARE NO ADDITIONAL DETAILS AT THIS TIME, BUT WE'LL GIVE

YOU MORE DETAILS AS WE RECEIVE THEM.

Straightforward

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

THE NATION'S HEALTH CARE RESOURCES.

Light, Slightly Humorous

IT TOOK EIGHTEEN DAYS, BUT SEARCHERS HAVE FINALLY
TRANQUILIZED ONE OF THE BABY ELEPHANTS LOST IN THE
WOODS THE MANAGER OF THE CARSON AND BARNES CIRCUS
SAYS THE ELEPHANT WILL BE TIED TO A TREE IN AN EFFORT

TO LURE THE OTHER OUT OF HIDING.

Determining Changes in Mood

A long piece of copy may contain several moods even if the domi-
nant mood remains constant. A familiar construction for commer-
cial copy calls for a change from concern to joy as the announcer
first describes a common problem and then tells how Product X can
solve it. Spot such changes in mood as you give your copy a prelim-
inary reading and note them on your script. Unless the seript calls
for mock-serious delivery, be careful not to exaggerate the moods.
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In a lengthy television documentary or a thirty- or sixty-minute
radio or television newscast, changes of mood come more often and
should be reflected in your delivery. When you monitor newscasts,
notice such changes and how speakers reflect the shifting moods.
Effective use of variations in mood add much to the flow, unity, and
overall meaning of a presentation. As you practice, try to find tran-
sitional words or phrases to shift mood; meanwhile, locally, in
other news, or on a lighter note are examples of this.

In newscasting, changes in mood usually take place between
the end of one story and the opening lines of the next. Many news-
casts, however, begin with brief headlines that call for abrupt
changes in mood within a short span of time. Read the following
headlines and determine the mood of each:

HERE IS THE LATEST NEWS: OVER EIGHT INCHES OF RAIN HAS
FALLEN ON EASTERN IOWA IN THE PAST TWENTY-FOUR HOURS,
AND THERE ARE REPORTS OF WIDESPREAD DAMAGE AND SOME

DEATHS.

A CHICAGO WOMAN WHO CLAIMED SHE KILLED HER HUSBAND IN
SELF-DEFENSE AFTER TEN YEARS OF BEATINGS HAS BEEN AC-

QUITTED BY AN ALL-MALE JURY.

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

SWIMMING POOL.

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 700 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.
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AGENCY:

CLIENT:

LENGTH:

I'LL HAVE DETAILS ON THESE AND OTHER STORIES AFTER

THESE MESSAGES.

The range of emotions inherent in these stories requires rapid
changes of mood—a challenge that newscasters face daily.

Determining Parts and Structure

Almost any example of well-written copy shows clearly defined
parts. On the most basic level, copy may be broken down into a
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 often
states the advantages of this product over all others. A news story
carries most of the information in the middle. The end generally
sums up the most important points. Commerecials frequently urge
action or repeat the name, address, and telephone number of the
SpONSOr.

In most copy these three parts may be further subdivided.
Commerecial copy that attempts to give rational reasons for buying
a particular product frequently follows this organization:

Capture the attention of the listener or viewer.

Give some concrete reason for further interest and attention.
Explain why this product or service is superior.

Mention or imply a price lower than the listener has been led to
expect.

Repeat some of the selling points.

Repeat the sponsor’s name and address or phone number.

Lol

SRS

Here’s an example of a commercial written according to this
formula that represents a type of commercial often heard on radio.
Look for the parts and notice how they conform to the six-part out-
line. (SFX is an abbreviation for sound effects.)

Reist Advertising, Inc.

Mertel'’'s Coffee Mills

60 seconds
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ANNCR:

SFX:

ANNCR:

SFX:

ANNCR:

Are you a coffee lover? Most Americans are. Would you
like to enter the world of gourmet coffees? Mertel’s

can help.
SOUND OF COFFEE BEING POURED INTO CUP

Gourmet coffee begins with whole beans, carefully se-

lected, 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. Andva Colombian decaf before bed.
Sound inviting? You bet. Sound expensive? Not so. Mer-
tel’s Coffee Miils feature forty types of coffee bean;
from around the world, and some afe only pennies more
per pound than canned coffees. And there'’'s always a
weekly special. This week, it’s Celebes Kalossi, at
just $6.99 a pound! Remember—if you want gourmet cof-
fee, begin with whole beans and grind them just before
brewing. So, come to Mertel’'s Coffee Mills, and move
into the world of gourmet coffee! We’'re located at the
Eastside Mall, and on Fifth Street in downtown Dickin-

son. Mertel’s Coffee Mills.

Outstanding commercials are both subtle and complex. Chapter -
8 provides analyses of superior commercials.
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Analyzing Punctuation Marks Used in Scripts

In addition to the symbols of ideas we call words, writers ase punc-
tuation marks to show their intentions regarding mood and mean-
ing. Although you should pay attention to the punctuation in your
copy, you needn’t be a slave to it. Writers punctuate copy to suit
their ideas of how it should be interpreted. When you perform it,
you need to make the copy your own—to make it true to your par-
ticular personality. Therefore, repunctuate as appropriate.

Punctuation marks such as diacritical marks that indicate pro-
nunciation are so small and differ so subtly that they may cause oc-
casional difficulties for an announcer—especially when copy must
be sight read. Announcers working with written material need
near-perfect eyesight; some wear reading glasses during their air
shifts or recording sessions even though they wear reading glasses
at no other time. Whenever possible, review your copy prior to air
time and, if you find it helpful or necessary, add to and enlarge punc-
tuation marks. (Some suggestions for adding enlarged punctuation
marks are found on pages 43-44.)

You probably already have a good grasp of punctuation, so the
review that follows discusses only a few specific punctuation marks
and comments only on their uses as they relate to writing and in-
terpreting scripts.

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, abbrevia-
tions and acronyms such as FBI, NATO, and AFL-CIO appear
without periods. Some news departments ask writers to place hy-
ptens between letters in abbreviations that are not acronyms, for
example, F-B-1. Abbreviations such as Ms. and Mr. may appear
with or without concluding periods.

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

The Comma The comma usually marks a slight pause in broad-
cast speech that also gives you an opportunity to breathe. For this
reason, good writing for oral delivery uses commas with precision
and with frequency. As a student, you may find it appropriate to use
many commas when writing copy for broadcasting classes and con-
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Figure 2.4

Sports play-by-play an-
nouncer Ted Robinson
calls nearly 200 baseball
games a season, start-
ing in spring training
and (if successful on the
field) through the post-
season. It takes a
healthy vocal mecha-
nism to sustain such a
challenge. (Courtesy of
Ted Robinson and San
Francisco Giants)

siderably fewer when writing papers and essays for, say, English
composition teachers who might favor long, complex sentences.

The Question Mark The question mark appears at the end of a
sentence that asks a question. In marking copy you may find it help-
ful to follow the Spanish practice of placing an upside-down ques-
tion mark (;) at the beginning of a question so that you'll know it’s
interrogatory as you begin to read it.

Quotation Marks Quotation marks are used in broadcast copy ior
two purposes: to indicate that 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 OFF."
In reading the next sentence you can indicate the presence or a quo-

tation by the inflection of your voice or you can add words of your
own to make clear that it’s a direct quotation:
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- . HE SAID AN ANONYMOUS MALE CALLER TOLD HIM TO, AND
THIS IS A QUOTATION (or AND I QUOTE), “GET OUT OF THE

CASE OR YOU WILL GET BUMPED OFF."

Don’t say “unquote” at the end of a quotation; you can’t cancel out a
quotation you’ve just given.

Quotation marks sometimes replace italics in news copy, al-
though this practice is disappearing as computers allow writers to
easily italicize words:

. - HIS NEW BOOK, “READING FOR FUN,” HAS BEEN ON THE

“TIMES” BESTSELLER LIST FOR THREE MONTHS.

Parentheses Although parenthetical remarks—remarks that are
important but not necessary to the remainder of the sentence and
are separated from the rest of the sentence by parentheses—ap-
pear occasionally in radio and television copy, the same result is
achieved with dashes as in this sentence. Parentheses in radio and
television copy set apart instructions to the audio operator, indicate
music cues, and contain instructions or interpretations for the an-
nouncer or the performer:

(SFX: OFFICE SOUNDS)
(MUSIC UP AND UNDER)
(SLIGHT PAUSE)

(MOVE TO SOFA)

Words and sentences within parentheses are not read aloud by an-
nouncers.

Parenthetical remarks sometimes appear in newspaper copy,
usually for purposes of clarification:

Senator Johnson said that he called the widow and demanded that she
“return my (love) letters immediately.”
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Figure 2.5

Al Hart marks copy
prior to air time. Al-
though he’s had years
of professional experi-
ence as a news anchor
and voice-over an-
nouncer, he takes noth-
ing for granted; he
continues to prepare
thoroughly for each air
shift and commercial
assignment. Figure 2.6
is a commercial marked
by Al Hart before
recording. (Courtesy of
Al Hart and KCBS, San
Francisco)

A newspaper reader can see that the word love has been added by
a reporter or editor. If this copy were used on the air, the announcer
must indicate that (love) had been added by an editor or a writer or
risk misrepresenting the senator’s statement.

Ellipses An ellipsis marks an omission of words in a sentence.
This punctuation is a sequence of three or four periods called el-
lipses. These rarely appear in broadcast copy but may appear in
newspaper copy:

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

In this example ellipses indicate that one or several words have
been omitted from the original quotation. Because there’s no way to
indicate this on the air, this and similar edited quotations should be
avoided.

Newswriters often use ellipses to mark the ends of sentences
and as a substitute for commas, dashes, semicolons, and colons:

“The mayor was late to his swearing-in ceremony today. ... He told
those who had gathered for the ceremony ... some two hundred sup-
porters . . . that he had been held up in traffic.”
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Figure 2.6

A commercial marked
by Al Hart before being
recorded.

| Dry Salame is waiting in the deli case . . . waiting patiently for

GALLO SALAME, INC. Edward J. McElroy, Inc.
60 SECONDS

In this day and age when everybody seems to be in a hurry,
maybe you’d like to hear about a food that takes its own sweet
time. That food is/Gallo Italian Dry Salame. Gallo is made the
fine old Italian way, with no spices or herbs added. It starts
with superb beef and pork (mixed together,) then slowly and
patiently aged/to develop its unique, tantalizing flavor...a
flavor you simply can’t get in a hurry. Maybe that’s why Gallo
Italian Dry Salame is the choice of people who take the time to
appreciate/the finer things in life. Maybe that's why Gallo
Italian Dry Salame adds so much pleasure to that “ quiet
hour” before dinner. Tomorrow night, serve a tray of thin
Gallo Italian Dry Salame slices with your favorite beverage.
It’s a beautiful Italian way to relax/and unwind. Gallo Italian

you... very patiently.

This practice is regrettable but so widespread that you can expect
to be asked at some time to work from copy so punctuated. Should
you become a newswriter, you may be expected to write copy in
this style. Such punctuation is workable, but ellipses flatten the
shades of meaning conveyed by more specific punctuation marks.

Marking Copy

Because punctuation marks are quite small, most announcers sub-
stitute nonstandard punctuation marks that are much larger and
easier to read:

» A slanted line called a virgule (/) is placed between words to ap-
proximate the comma.
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» 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. Of course, this practice applies only
when working with printed scripts—as when recording voice
tracks for commercials or documentaries. Copy read from a
prompter or a computer screen can’t be highlighted.

= Question marks and exclamation marks are enlarged.

= An upside-down question mark (;) is placed at the beginning of
any interrogatory sentence.

= An upside-down exclamation point (;) is placed at the beginning
of any exclamatory sentence.

s Crescendo (A) and decrescendo (V) 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 mean-
ings of the words used. Most copy makes use of familiar words, so
questions about the meaning or the pronunciation of words in your
seript are rare. However, some scripts are written for narrow tar-
get audiences, and unfamiliar words may cause you problems in in-
terpretation or pronunciation. Cultivate the habit of looking up all
unfamiliar words in an authoritative dictionary. Develop a healthy
skepticism about your own vocabulary; through years of silent
reading you’ve probably learned to settle for approximate mean-
ings of many words. As a quick test, how many of these words can
you define and use correctly?

voila (French) fulsome

impassible rhetoric
burlesque capricious
_ordnance catholic (uncapitalized)

Check your definitions against those in any standard dictionary. We
frequently see and hear some of these words; others only sound or
look familiar.

Be equally skeptical of your ability to pronounce words cor-
rectly. Correct pronunciation is as important as accurate under-
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standing. Check your pronunciation of each word in Table 2.1
against the correct pronunciation, which is shown with three differ-
ent systems of phonetic transcription.

Appendix B is a pronunciation guide for 303 often-mispronounced
words. Use it to enlarge your speaking vocabulary.

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
past or current literature. Explanations of the following phrases
appear in dictionaries, encyclopedias, and collections of well-known
myths. These allusions aren’t common but might appear in your
copy. If you don’t know their origins, search them out. (All four may
be found in the American Heritage Dictionary.)

He was considered a quisling.
She was given to malapropisms.
He added his John Hancock.

He suffered as painfully as Job.

During your career you may read copy written by hundreds of
people, each drawing on a separate fund of knowledge. You can’t
expect to recognize every allusion in every piece. You can, however,
cultivate the self-discipline to track down unfamiliar allusions and
not assume that the context will clarify an allusion for the audience
even if you don’t understand it.

TABLE 2.1 Correct Pronunciation of Some Tricky Words

Wire-Service

Word IPA Diacritics System

drought [draut] /drout/ (DROWHT)

forehead ['forid] ffor'id/ (FOR’-IHD)

toward [tord] /tord/ (TAWRD)

diphtheria [dif'O1ria) /dif-thir'-é-o/ (DIFF-THIR -EE-UH)
accessories [sek’'sesariz) /ik-sés’ar-éz/  (AK-SESS'-UH-REEZ)
quay [ki] /ké/ (KEE)

pestle ['pesl] /pés’al/ (PES’-UHL)

worsted ['wustid] Iwoos'tid/ (WUHSS'-TIHD)




Chapter 2

Reading Aloud

ANNCR:

Because you'll perform aloud, you should practice reading 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 often appear in perfectly acceptable radio and television

scripts:

Been extra tired lately? You know, sort of logy and
dull? Tired and weary-maybe a little cranky, too? Com-
mon énough, this time of year. The time of year when
colds are going around. And when we have to be espe-
cially careful of what we eat. Vitamin deficiency can
be the cause of that “down-and-out” feeling. And Su-

pertabs, the multiple vitamin, can be the answer . . .

This is quite different from copy an agency would write to adver-
tise the same product in a newspaper. Reading it effectively re-
quires skill developed most rapidly by practicing aloud.

Reading Ahead

A lengthy script requires reading for extended periods of time,
reading everything before you, reading it accurately and with ap-
propriate expression, and doing all of this with little opportunity to
rest your eyes. You can’t 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.

One way of giving your eyes the rest they need is by reading
ahead. Reading ahead means that your eyes are several words
ahead of your voice as you read the copy. When your eyes have
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reached the end of the sentence, you can glance away from your
script while you finish speaking the words. In this sertence, when
your voice is at about this point, your eyes should be about here.
Practice this technique, and you should be able to read even
lengthy scripts without excessive eyestrain. But as you practice
make certain you don’t fall into the irritating habit of reading ahead
and then developing a monotonous, decelerating speech pattern at
the end of every sentence. Guard against unconsciously relaxing
your interpretation as you rest your eyes.

Conveying Interest in Your Material

Whatever its purpose or nature, you must show interest in the copy
you read if you're to communicate it effectively. Most of the time, as
when delivering the news or narrating a documentary, you’ll have a
genuine interest in the subject. At other times, for example when
reading a commercial for a product you don’t use or perhaps even
dislike, you may have difficulty feeling genuine interest. As a pro-
fessional, you can’t afford to show disinterest in or disrespect for
the copy you're paid to read. You must put your biases aside and be-
come an intermediary between people who supply information and
people who receive it. You act as a magnifying glass: it’s your job to
enhance perceptions with the least possible distortion.

If you're asked to perform a commercial for a product you know
to be shoddy or misrepresented, then your conscience should take
over. And, if you are asked to read copy that you find offensive, find
out if it’s possible to have the copy changed.

Established professionals may occasionally decline an announc-
ing assignment to avoid being associated with a particular product.
As a beginner, though, you'll jeopardize future job opportunities if
you're seen as being too “choosy.” The problem cited here may
never arise but, if it does, your response should be based on your
personal values; long before such a predicament arises, you should
have determined the lengths to which you’ll go to advance your ca-
reer, and the point at which you’ll walk away from a job. Only you
can make such decisions.
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Even when working with good copy for reputable advertisers,
it’s impossible to develop a belief in every commercial cause. Here
are two suggestions that may help you:

1. When you must read commercials for many different products,
and you find it impossible to develop honest enthusiasm for all of
them, your best option is to read each with as much effectiveness
and interpretive skill as possible.

2. When you're in the enviable position of being the exclusive
speaker for a product or have had a long personal relationship
with a sponsor, gain firsthand knowledge of the product and
communicate your honest belief in it.

Assuming that your announcing copy deserves genuine inter-
est, how can you reflect it in your interpretation? Honest enthusi-
asm is seldom noisy or obtrusive. It manifests itself in inner vitality
and quiet conviction. As a radio or television commercial an-
nouncer, you won't be dealing with life-or-death matters, and you’ll
be speaking, in effect, to small groups of people who are only a few
feet away. In a sense you’re their guest. Your conviction is revealed |
through a steady focus on your listeners and through your earnest-
ness and your personality. These recommendations don’t rule out
the possibility of a humorous commerecial or introduction. Being sin-
cere doesn’t mean being somber!

Talking to the Listener

Most of this chapter has emphasized the challenge of reading
scripts. It might be better to consider your job 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’re not
merely reading aloud. The best way to achieve a conversational |
style is to visualize the person to whom you’re speaking and “talk”
your message to that person. Of course, some scripts lend them-
selves more readily to intimate 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 speaking?
To how many people am I speaking?
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How old is the person to whom I'm speaking?
Where am I as I speak?

See also the section “Achieving a Conversational Style in Chapter
7, “Performance.”

S POTLIGHT

Learning to Sound Local
By Dan O’'Day

As a transplanted DJ, new to an unfamiliar market, one of your most urgent re-
quirements is to learn about your new community as quickly as possible. Listen-
ers will “turn off” in short order if you mispronounce local place names or call
activities or foods by names the locals don’t use. To learn how to “sound local,”
leave the station and enlist the aid of others—friends, landlords, strangers, shop-
keepers, taxi drivers—to get answers to basic questions about your new home
town. Don'’t accept one person’s answer as correct, though; look for a consensus.
Here are some particularly important areas to research.

Lingo

In the North, people “go to movies.” In the Deep South, folks “go to the show.”
Similarly, New Englanders have a “cookout,” and Westerners have a “barbecue.”

What words will brand you as an outsider if you pronounce them the “wrong”
way? For instance, do locals pronounce route as root or rowt? Pay special atten-
tion to people or places that outsiders are known to mangle. South Florida has a
town named Riviera Beach. The first word is pronounced riv-ee-air-uh, right?
Not if you're a local. Only a tourist enunciates all four syllables. Locals say
“Rivera”—as in Geraldo.

I was raised in a big city, but my first radio job was in rural Virginia. When I
read a live spot for farm equipment, I pronounced Deere—as in John Deere—
Deerie. Local listeners knew right away I was a foreigner. Make a list of twenty
difficult-to-pronounce names of streets, parks, or prominent citizens.

*This list of questions applies to some kinds of copy, especially to commercials, documentary
narratives, essays, and public service announcements (PSAs). The questions don't apply to
reading news reports, because time limits restrict opportunities to study news copy.
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Government

Does your community have a mayor, city manager, or both? If it has a board, who
is in charge—a city council or board of supervisors? Are these officials elected in
general or district elections? How long are the terms of office?

Find out which politicians have been on the scene forever. Ask how long the
mayor has been in office. Talk to people about current political controversies.
What's the best-known political scandal of the past ten years? What about the
police department? Does the police chief get along with the mayor? What was
the last big police department controversy?

Education

Find out the hottest issue in the public school system. Learn which schools are
considered the best academically and which are the worst. How do the schools
compare to schools in other regions of the country? Which schools are the best in
sports?

Sports

Speaking of sports, what are the local high school dynasties, rivalries, and mas-
cots? Who are the leading coaches? Connecticut has duckpin bowling. Florida
has jai-alal. What sports are played in your region but unknown to many others?

Food Facts

In Philadelphia, you order a hoagie. To get the same thing in New York, you ask
for a hero. In some places it’s a submarine; in others, a grinder.

Local dishes may sound odd to out-of-towners but may be sources of pride to
the community. What are they? And what about the bread served in local restau-
rants? San Francisco’s big on sourdough; Los Angeles restaurants often serve
multigrain. These little details are important.

Are people health-conscious—or do they think a bran muffin is some sort of
Danish roll? What are the most common ethnic restaurants? What are the most
expensive, romantic, or famous restaurants? Which restaurants are famous for
their bad food?

Heroes

There are bound to be local heroes. Find out who they are and don’t make fun of
them. Who are the high school, college, and professional sports legends? Which
celebrities were born or reared in the community?
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Working World

Research the top ten industries or biggest employers. Which companies are pop-
ular or unpopular? What’s the local unemployment rate—and how does it com-
pare to the rest of the region? What is the starting salary of a policeman? Of a
teacher?

Getting Around

Some places have subways, some have buses, some have both. What’s the mass
transit system, how much does it cost, and who uses it? What is its reputation
for safety, cleanliness, comfort, reliability, and convenience?

What cars dominate the streets and highways? Toyotas and Nissans are ubig-
uitous in Southern California, but are rare—and sometimes reviled—in Michi-
gan. What models are the most popular—subcompacts, luxury sedans, station
wagons, cars with four-wheel drive? Do people have car phones or CB radios?

What are the most dangerous intersections? Where will you be stuck the
longest at a red light? Which freeways (or sections of freeway) are most con-
gested at what times?

Neighborhoods

Discover the names of various ethnic neighborhoods and where they are located.
Is there a gay section? What's the most expensive area? Which neighborhoods
are the most crime-ridden?

Lifestyles

Investigate the locals’ favorite weekend activities. Where are the hot spots for
singles? Where do teens, yuppies, seniors, and other groups hang out? Where is
the local lovers’ lane? When do people eat dinner—5:30, 9:00 p.m.?

One local newspaper is probably read more than the others. Certain movies
do better than others. And the community is bound to have particular political
and social leanings. Find out what they are. Do any seemingly mundane subjects
lead to controversy? What are the worst bugs or pests? What do the locals think
of their drinking water? Is there one tragedy in the community’s history you
should never joke about?

Finally, discover the local tourist attractions and what people think of them.

Copyright © 1996 Radio & Records, Inc. Reprinted by permission.
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Researching Background about Authors and Copy

Figure 2.7

For commercials, indus-
trial videos, or feature
productions, you may
need to employ charac-
terization to convey dif-
ferent sorts of
personalities and
voices. Here actress
Katie Leigh records a
child’s voice for a televi-
sion cartoon series.
(Courtesy of Hanna-
Barbera Productions)

Unlike reading brief commercials, which tend to be self-explanatory,
you'll be better able to interpret longer and more complex pieces of
copy if you know something about the author and the author’s in-
tentions.

What should you firid out before narrating the following pieces?

A miniseries of television packages on the problems of 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 some specialized knowledge and an un-
derstanding of the author’s intentions. Commercials are designed
to sell products or services, but what are the purposes of programs
such as those listed? One good way to find out is by talking to writ-
ers, producers, and directors. On a basic level, you'll learn whether
the program is intended to be objective and factual or a position
statement. You may also discover the mood the writer intends to
convey. You can question passages that puzzle you, as when there’s
an allusion that’s unfamiliar, and you can suggest changes when, for
example, you feel that a specific word might be misunderstood or
when a passage contains too many sibilant or plosive sounds.

You also can check on the pronunciation of names or words.
Usually you'll ask only about those that are unfamiliar to you and
where you've had no chance to check on pronunciation before ar-
riving at the studio. When narrating a travel documentary, for
example, you may ask, “What’s the correct pronunciation of Catal-
hoyiik?” or, “How do I say Trondheim?” At other times, you'll ask
about a name that’s ambiguous in our culture: “Do you want ‘Braun’
pronounced BRAWN or BROWN?” or “Is Christiansen ‘KRIS-
chun-sun’ or ‘KRIS-ten-sun’?” A mature working relationship pre-
vails when those in charge understand that any instruction that
helps you “get it right,” ensures a better production.

Employing Characterization

You may be asked at times to read copy that requires you to use a
regional or “foreign” accent, or project a specific “personality,” such
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as a bully or a wimp. Before starting to practice with such copy,
make all of your key decisions about the purpose of the copy, its
mood, the person or persons to whom you are speaking, and so on.
First get the interpretation down, and then add the character voice.
Courses in acting and participation in plays (stage and television
plays) will help you learn character development and interpretation.

Make sure that when a reading calls for a regional dialect or for-
eign accent you don’t project an offensive stereotype. Today’s
world of broadcasting has no room for messages that demean any
segment of society. Commercials that offend an ethnic group or
people living in a particular region have been taken off the air. See
Chapter 8, “Commercials and Public-Service Announcements,” for
a discussion of accents, dialects, and character voices. The Chapter
8 Spotlight, “Tips from a Voice-over Pro,” offers many suggestions
on interpreting copy.

Dramatized Commercials

Most of the commerecials used so far to illustrate principles of inter-
pretation and delivery have been straight narrative spots. But
many commercials are written as brief dramatic sketches, and
voice-over announcers must be as versatile and effective when act-
ing a part as when delivering straight commercial messages.
Dramatized spots are likely to require “characterization,”
briefly defined as the depiction of the personality, mood, and other
qualities that make one person—the person portrayed—different
from others. Good characterization in a drama (even in a thirty- or
sixty-second dramatized commercial) helps an audience quickly
identify the nature of the person speaking. Think of Dana Carvey
when he adopts the personality of Ross Perot, or of Seinfeld’s pal,
George, as he whines his way through life, and you immediately
recognize key aspects of the personalities of those being portrayed.
The following commercial for Hostess Lights features two per-
formers. Here are some suggestions for individualizing them. First,
although the script calls for two male performers, it’s equally effec-
tive with two women or one actor of each gender. If both actors are
of the same gender, it’s important that listeners be able to distin-
guish one voice from the other. This can be achieved in several
ways: one voice can be higher in pitch, one can show more energy
than the other, one can speak slowly and the other rapidly, one can
speak Standard American English and the other a regional dialect,
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AGENCY:
CLIENT:

PRODUCT:

SFX:

GUY:

GUY:

GUY:

GUY: .

GUY:

or one voice can be full and resonant and the other thin and flat.
When adopting any of these means of individualizing a character,
make sure you avoid cliché-ridden stereotypes.®

As you read the commercial, remember that the key to effective
performance is timing; be certain to pick up most cues rapidly, but
pause slightly when interpretation calls for it. '

. SPLASH RADIO

HOSTESS
HOSTESS LIGHTS

“Fat Farm” as produced

BIRDS CHIRPING

So, let me get this straight. You grow fat?

Uh-huh, I'm a fat farmer.

Where do you grow this fat?

Right here. On my fat farm.

Mm-hmm.

See, I plant the little fat globules in the furrows
and they grow into these giant, majestic stalks of
fat!

Stalks of fat . ..

Well, you‘knqw all those fatty snack foods you ate as
a kid. ..

Uh-huh . . .

Well, I grow the fat they put in ;em.

So, you'’ll be closing.down soon? . . .

" 5The commercial for Hostess Lights was created by Eric Poole, founder of Splash Radio.

Several other commercials by this award-winning writer may be found in Appendix A.
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GUY:

GUY:

GUY:

GUY:

GUY:

GUY:

GUY:

GUY:
ANNCR:

(GASP) Closing down?

Now that Hostess has introduced the world’'s first light
snack cakes . . .

Light snack cakes?

Hostess Lights. Four different mouthwatering snack
cakes, like chocolate cake with raspberry filling.

Oh, boy . ..

And they’'re light?

Yep. No cholesterol, and 97% fat free.

Fat free?

Fat free.

But this is a fat farm. I grow fat!

I know you do.

If Hostess is making fat-free snack cakes, what‘11 I
grow?

Well, they’ll still need all those delicious fillings.
Well, there you go. I’'l1 plant pudding.

New Hostess Lights snack cakes in four delicious
flavors. No cholesterol and 97% fat free. Now you can

have your cake and eat it, too.

. Two sections of Appendix A, “Commercials” and “PSAs,” in-
cludes several dramatized commerecials. Practicing with them will
improve your ability to play a role, sharpen your timing, and en-
hance your ability to work with other voice-over performers.

You can't, of course, apply every one of the points discussed in
this chapter each time you pick up a piece of copy. Use the sugges-
tions to help you spot your weaknesses and measure your progress.
In time you’ll develop a conditioned reflex that allows you to size up
a script and interpret it effectively without relying on a checklist.
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PRACTICE

Analyzing the Delivery
of Professional Announcers

Make an audio recording of a radio or television news-
cast or a talk show and listen to it as often as necessary
to analyze each of these factors: -

» Voice quality of announcers

® Quality of articulation

= Too much or too little vitality

= Avoidance or use of predictable pitch patterns
= Ability to get a point across

= Ability to hold attention

= Ability to communicate appropriate emotions

PRACTICE
Effecting Mood Changes

Make an audiotape of a news anchor delivering three
stories, each of which calls for a different mood. Deter-
‘mine the techniques used to change from one mood to
another.
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AGENCY:
CLIENT:
LENGTH:

MUSIC:

MOM:

MUSIC:

MOM:

PRACTICE
Talking & Script

‘Use the following two scripts to practice talking scripts.
The Blue Cross script should be delivered in a straight-
forward, matter-of-fact manner. The Six Flags commer-
cial is marvelous for practicing changes in rate of
delivery, pitch, and volume, as well as for practicing con-
versational style. Both commercials defy conventional
rules of structure,and both benefit from their original-
ity. Sound effects enhance both.

Allen and Dorward
Blue Cross of Northern California
60 seconds

LOUD MUSIC

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

MUSIC DOWN AND UNDER

Thank you, dear. I'm a working mother with two teenage
girls. Sometimes, it seems that they’re at that diffi-
cult 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 pro-
tection. 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!
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(START FADE)

ANNCR:

MOM:

AGENCY:
CLIENT:
CAMPAIGN:
' LENGTH:

TITLE:

ANNCR:

New Season

Last spring, Cindy was in the hospital for a few days.
Nothing serious . . . but.I know how much ip'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 Conéept One Hundred Plan offers a full range of
benefits for your growing family. See our ad in this
Sunday’s magazine éection or TV Guide or call eight
hundred . . . six, four, eight . . . forty-eight hun-

dred. Blue Cross.
As a single parent, I‘'ve made a lot of decisions. Blue

Cross was one of the best.

McDonald & Little Advertising

Six Flags

60 seconds

It Starts Off Slowly

It starts off slowly at first, climbing upward at maybe

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

down into a lake. Or that you're screaming and laugh-
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ing at the same time. 1t‘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.




Voice Analysis
and Improvement

CHAPTER OUTLINE

s The Importance of Voice Improvemént
= Speech Personality
® Analyzing Your Speech
® Voice Analysis
Pitch
Volume
Tempo
Vitality, Energy
= Voice Quality
Resonance versus Thinness
Breathing and Breathing Exercises

s SPOTLIGHT: Improving Your Voice Personality

= Common Voice Problems
Nasality and Denasality
Huskiness
Excessive Sibilance

Your voice is the most important instrument of communication you
possess. Whether or not you intend to enter the field of announcing,
you'll use your voice daily for the rest of your life. You should make
every effort to polish your speaking voice, to eliminate harsh or
shrill sounds, and to articulate words clearly—in short, to develop
the most pleasant and effective speaking voice you’re capable of
producing.
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The Importance of Voice Improvement

It’s impossible to overemphasize the importance of voice training
for those who intend to spend a career speaking to others through
the electronic media of audio and video. Announcers often are un-
seen (as in radio and in television voice-overs), but they always are
heard. Few of us reach adulthood with voices that are developed to
their full potential. The sound—the tonal quality, the resonance,
the “music”—of an announcer’s voice requires training and prac-
tice. This text offers many suggestions for analyzing voice quality
and thereby pinpointing what needs work. It also provides many
readings designed to help you improve your voice quality. No one
but you can improve your voice; teachers and voice coaches can, of
course, provide assistance and encouragement, but they have no
magic wand to wave. They can’t “confer” voice improvement on
you. Only by taking seriously the challenge of improving your voice
and by practicing regularly can you develop your vocal instrument
into one that reaches its full potential. If you want to succeed in a
career that is basically the art of talking to others through the elec-
tronic media, a serious and thorough analysis and many hours of
subsequent practice are mandatory.

This chapter will help you identify problems of voice quality,
and provide you with exercises for speech improvement. Chapter 4
is devoted to the analysis and improvement of pronunciation and
articulation. Please understand that neither chapter is a substitute
for speech therapy where significant problems exist.

In discussing speech sounds of American English, the symbols
of wire-service transcription, diacritical marks, and the Interna-
tional Phonetic Alphabet (IPA) are used. However, these chapters
(and, indeed, the entire book) can be studied without knowledge of
any system of phonetic transcription.

Even if yours is a naturally pleasant voice, you can improve its
quality. Just as some people exercise to strengthen their hiceps or
thigh muscles, you can exercise to strengthen your voice. Most au-
thorities on voice improvement suggest that students read nearly
everything—newspapers, magazines, textbooks—aloud. As you
exercise your voice in this way, you’ll find that you’re able to speak
without strain for long periods of time (some on-air shifts are four
or more hours in duration) and that your pitch range has increased
by at least half an octave.




62 _ Chapter 3

Most professional announcers have excellent voices. Both male
and female announcers tend to have moderately low, resonant
voices. They speak at an ideal rate of speed for easy comprehen-
sion, and they articulate words and phrases with clarity and pre-
cision. Some sports announcers and commercial pitch “artists”
(announcers of commercials who speak at a rate in excess of two
hundred words per minute) are exceptions. News anchors and re-
porters, documentary narrators, talk-show hosts, interviewers,
and classical and popular music announcers must have pleasant
voices and speak at a comfortable and easily understood rate of de-
livery.

As a radio announcer, you'll rely totally on your voice for the
communication of messages; on television, your voice is only
slightly less important. It’s essential that you protect this instru-
ment. Yelling until hoarse at sports events and smoking are two
ways of “losing” or seriously impairing your voice. In addition to af-
fecting voice quality, smoking cigarettes will decrease your lung ca-
pacity, and this in turn will negatively affect your breathing. At
worst, smoking can cause a permanently hoarse voice, a rasping
cough, and, eventually, emphysema or lung cancer. If you have a
smoking habit, yet want to succeed as a professional announcer, you
should seriously reassess your priorities. Quitting smoking be-
comes more and more difficult as you grow older. There’s never
been a better time to quit than now!

Speech Personality

Your speech personality is the way you sound and what makes you
instantly recognizable when you speak to a friend on the telephone.
A speech personality is made up of seven variables: (1) pitch, in-
cluding pitch range and inflection patterns; (2) volume (degree of
loudness); (3) tempo, or rate of delivery; (4) vitality, or energy; (5)
voice quality, including resonance, timbre, and tone; (6) pronunci-
ation; and (7) articulation, sometimes referred to as diction or
enunciation (the movement of speech organs to make speech
sounds). The overall sound of your voice is shaped by the first six of
these variables. In addition to vocal sounds, you have a distinctive
manner of articulation—the way in which you break up both
phonated tones (voiced consonants, diphthongs, and vowels) and
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unphonated sounds (the unvoiced consonants discussed in Chap-
ter 4, p. 114) into words and phrases. Pronunciation and articulation
are closely linked and are examined in detail in Chapter 4. Chapter
3 focuses on pitch, volume, tempo, vitality, and voice quality.

You can, to a degree, isolate each of these speech qualities and
characteristics and work on them for speech improvement. Using
appropriate exercises, you can concentrate on your pitch, for exam-
ple, without at the same time working on volume or tempo. Even-
tually, however, your efforts must come together if your speech is
to avoid affectation and to blend successfully into the aural repre-
sentation of the personality you want to project. You may not like
some aspects of your speech personality, but one of the most posi-
tive results you can expect through your study and practice of an-
nouncing is a considerable improvement in your speech.

Analyzing Your Speech

The two readings that follow are designed to help in evaluating
your speaking voice. Every speech sound of American English ap-
pears in initial, medial, and final positions in each reading if it oc-
curs in those positions. The exercises are intended to meet four
objectives: (1) to require you to manufacture all speech sounds to
help detect possible speech problems; (2) to use the more difficult
sounds several times; (3) to detect any problems of slurring over
words; and (4) to make the reading as brief as possible. The pas-
sages 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
0 can voice or articulation problems be detected. It’s highly rec-
ommended that you record your readings so that, after detecting
specific problems, you can work on them and use your original
recording to measure progress.
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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 vi-
sion of juvenile (JOOV’'-UH-NUHL) happiness. But, joy-
ous 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 drink-
ing of milk, William abhorred the déily routine. Even
Zero, his dog,‘was aghast at the daily appearance of

" the running, singing, shuffling, open-mouthed fellows
and girls. Beautiful though the sight may have been,
William felt that they used the avenue leading to his
abode as an awesome item of lush malfeasance (MAL-
FEEZ’-UNCE). Their little oily voices only added fuel
to the fire, for William hated music. “0Oooo,” he would
say, “they mew like cats, baa'like sheep, an& moo like
a cow. My nerves are raw.” Then back into.his menage
(MAY-NAZH’) the little joker (JO’'-KER) would scamper,

fast action earnestly being his desire.

Here’s an alternate diagnostic reading:
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The Battle of Atterbury

The big battle was on! Cannon thundered and machine
guns chattered. The troops, weary after months of con-
stdnt struggle, found themselves rejuvenated by a vi-
sion of triumph. Atterbury, the junction of three main
roads, was on the horizon. Using whatever annoying
tricks he could, Jacques (ZHOCK) Deatheridge, the for-
mer millionaire playboy, was much in charge as he eyed
the o0il capital of the feudal republic. Few would say
that the Beige Berets had not cashed in on Jacques’s
flash of genius. Then the rather uncommon English fel-
low, 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 gra-
cious,” he muttered. “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 vic-

tory!”

Voice Analysis

To describe the way a person speaks, we say the voice is of high or
low pitch; that the speaker’s volume is loud or soft; that the
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Figure 3.1

Vocal sounds are emit-
ted through the vocal
folds (cords), shown
open and relaxed (up-
per right) and tensed
and closed (lower
right). Vocal folds are
small bands of tissue
that stretch across the
larynx. When you begin
to speak, larynx mus-
cles pull on the vocal
folds, narrowing the
opening. Air emerging
from the lungs vibrates
against the tensed folds
and forms the sounds
you produce.

Labia (lips)

Teeth

Lingua (tongue)

Trachea {(windpipe) \

speaker’s tempo is fast or slow; that the speaker shows energy, or
vitality or the lack of it; that the speaker’s voice quality is pleas-
ing, grating, resonant, or “thin”; that words are or are not spoken
according to established pronunciation; and that the speaker
clearly enunciates or slurs words, which refers to articulation. In
the sections that follow, pitch, volume, tempo, vitality, and voice
quality are examined in some detail.

Pitch

In audio terminology, pitch is determined by the frequency of vi-
bration of sound waves. Medium- to low-pitched voices are gener-
ally more pleasant than high-pitched voices. An exception occurs
when a voice is pushed so far down the pitch scale as to sound gut-
tural, unnatural, or even grotesque. You should speak near a pitch
level that is comfortable and easy to vary for emphasis or variety
and that doesn’t strain your voice. Whatever your pitch range,
make sure you don’t consistently speak at your lowest level, be-
cause good speech demands variety. in pitch (inflection). If you al-
ways speak at your lowest level, you have no way of lowering your
pitch for selected words.

Pitch in human speech 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
woman generally vibrate about twice as fast as those of a mature
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man, so female voices are generally about an octave higher than
male voices.

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

You can determine your optimum pitch in several ways. One
effective system is based on the theory that your optimum pitch is
that level at which you produce the greatest amount of resonance.
Resonance is the amplification of vocal tones during speech as the
result of vibrations of the chief resonators: the bones of the chest
and face, the trachea (windpipe), the larynx (which connects the
trachea and the pharynx and contains the vocal folds), the pharynx
(between the mouth and the nasal passages), the mouth, the nose,
and the sinuses and cheekbones. When you resonate, you can feel
these vibrations most noticeably 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.
And, by recording and playing back the test sentences, you'll hear,
without the distraction of bone-conducted sound, what you sound
like when you’re 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 quar-
ter of the way up from your lowest pitch to your highest. Having
found the note that corresponds to your optimum pitch, start read-
ing a prose passage. When you reach a vowel sound that can be pro-
longed, hold the tone and strike the note that matches your
optimum pitch. You can easily tell if you're consistently above, on,
or below your optimum pitch level.

Because your vocal folds are actually two muscles, they’re sub-
ject to contraction. In a taut, contracted state, they vibrate at a
more rapid rate than when they’re relaxed. The faster they vibrate,
the higher the pitch. Because of this, your pitch may become more
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pleasant-sounding if you can relax your vocal folds. To relax your
throat muscles, however, you must simultaneously relax the rest of
your body. Because announcing is a performing art, and because
performing usually causes tension, it's important that you learn to
relax. Professional announcers with several years of work experi-
ence behind them usually have no problem with nervousness. But
inexperienced students of announcing who perform before an in-
structor and fellow students or audition for that coveted first job
can expect to be nervous. Some experience mic fright or a raised
pitch or stumble over words. (Chapter 7, “Performance,” discusses
causes and cures of these common problems.)

' Some radio and television announcers speak above their opti-
mum pitch level. Many sports reporters apparently believe that a
loud, frenetic, mile-a-minute delivery enhances the significance
of their reports, and both the frenzy and the volume level tend to
raise their pitch. On-the-scene reporters sending eyewitness sto-
ries to their stations amid high levels of ambient noise sometimes
must raise their volume level—and with it, their pitch—to be
heard. And some television performers unconsciously attempt to
project their voices to a camera positioned several feet distant,
rather than to the lavaliere mic that’s only ten or twelve inches
from their mouths. This habit raises both the volume level and the
pitch. Use your medium: electronic communication doesn’t usually
require high volume. Speak softly, and the pitch of your voice will
remain pleasingly low.

Inflection refers to the altering of the pitch or tone of the
voice. Repetitious inflection creates a singsong voice, and lack of in-
flection causes monotone speech. Good speech avoids the extremes
and reaches a happy medium. Untrained speakers often fail to use
variations in pitch sufficiently, and the result is a boring perfor-
mance. On the other hand, some poorly advised speakers—told,
perhaps, that they must avoid a monotone delivery—employ pitch
patterns that regularly and repetitiously go up and down without
regard to the meaning of the words spoken. When you practice to
increase pitch variety, avoid falling into predictable patterns in
which you raise and drop your pitch every so many words. Alter
your pitch to emphasize words that are important to the meaning of
your message. Always use inflection to stress words that should be
underscored, as indicated in this sentence by the use of italics.

Listen intently and critically to tape recordings of your speech.
If you believe that you need to improve the degree and style of your
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pitch variations, use the exercises at the end of this chapter. Re-
member to speak aloud and to tape, replay, and note your progress.
To practice increasing your pitch range, see the drill material in Ap-
pendix A.

Volume

Volume level is seldom a problem in broadeast speech, except for
laypersons unfamiliar with microphone use and reporters or sports-
casters who cover events that produce high levels of ambient noise.
In a studio or control room, sensitive microphones pick up and am-
plify all but the weakest of voices. An audio console, properly oper-
ated, ensures that the correct volume of speech is going through
the board and on to the transmitter. Always remember that your
listener is close to you. 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 circum-
stances you may achieve the best results by moving closer to the
mic and actually reducing your volume level. On the other hand, if
conveying the excitement of the event dictates an increased vol-
ume, 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 best when delivered at a
conversational level. Because this level remains relatively constant
for all of us, an optimum distance from mouth to mic achieves
speech that’s suited to the event. A weak voice too distant from
the microphone requires an increase in the gain (volume level) of
the console or tape recorder; this in turn increases the volume
of the ambient noise. On the other hand, a strong voice too close to
the microphone can produce popping, excessive sibilance, or an un-
pleasant aspirate quality. Sibilance is the hissing sound heard in
speaking words that include the letters s, sk, and sometimes z. Pop-
ping is the blast of air heard when speaking the plosive sounds p, b,
t,d, k, and g. To aspirate is to release a puff of breath, as when say-
ing the word unhitch. Aspirate sounds, like sibilance, are a part of
our spoken language and tend to be exaggerated by microphones.
A windscreen or pop filter, as well as an audio device called a de-
esser, will reduce popping and excessive sibilance, but any such de-
vice will also eliminate the higher frequencies.
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Figure 3.2

Based on the content of

the copy, an announcer
will adjust the tempo to
match the mood—quick
and light, slow and
grave, or punchy and
businesslike. This re-
porter in Houston
keeps his tempo mea-
sured to match the
news of the day. (Cour-
tesy of KUHF-FM,
Houston)

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

Tempo

Your tempo, or rate of delivery, is sometimes determined by the
number of words to be read in a specified time, and sometimes by
the mood or nature of the occasion. In general, newscasts and hard-
sell commercials are read quite rapidly, whereas documentary nar-
ration, classical music copy, announcements on many popular music
stations, and institutional commercials are spoken more slowly.
When ad-libbing, you must judge what speed is appropriate to the
mood of the event (whether it’s an interview, a live report from the
field, or a description of a sports event) and adjust your rate of de-
livery accordingly. , -

There’s no single correct rate at which to speak or read. When
you have no time limit, gear your speed to the mood of the occasion
or of your script. 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 “So give tuhthukallage uvyer choice.” There’s an
absolute limit to the reading speed you can achieve without sacri-
ficing good articulation. Few of us are good judges of our own
speech; this is doubly true when it comes to judging tempo. Aside
from requesting help from others, the best way to learn to achieve
your optimum speaking or reading rate is by frequent use of an au-
dio tape recorder. Isolate the one problem of tempo and work on it
until a good rate of speed becomes automatic. If you detect slurring
in your speech, the discussion and exercises in Chapter 4 should
help you improve the clarity of your speech.

Aside from a good basic fate 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.” _

The diagnostic reading called “William and His Friends” (page
64) includes two rather obvious “speed traps” that may cause you
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to trip over your tongue. Other less obvious traps in the piece may
lead you into slurring if you read it too fast. Your challenge is to
keep your reading moving while avoiding stumbles.

Vitality, Energy

Two speakers with nearly identical speech characteristics may
sound quite different if they vary greatly in vitality, or energy.!
Though a sense of vitality is easily communicated through rapid
speaking or an increase of volume, you needn’t rush your delivery
or speak loudly to convey vitality. Many speakers are sble to com-
municate feelings of energy or enthusiasm even when speaking
slowly and softly; others may speak rapidly but use little energy
and therefore come across as unenthusiastic. Many DJs and sports
announcers speak with a fairly low volume level, but attain a feel-
ing of vitality by speaking rapidly.

Working toward two objectives will help you project vitality:
first, use a degree of energy that’s appropriate to your personality,
and, second, gear the degree of vitality to the mood or significance
of the event you’re describing. Above all, don’t push yourself up to
a forced or unnatural level of vitality or one inappropriate for the
occasion. Most announcers are at their best when they’re being
themselves. You may need years of study and practice to develop
your latent speaking potential, but you shouldn’t try to hasten the
process by copying the speech personality of an announcer whose
work you admire; you'll certainly waste your time if you try to sub-
stitute someone else’s personality for your own.

Many beginning students of anneuncing are more subdued (and
therefore show less energy) in performing assignments than they
are in their normal, out-of-class speech exchanges with friends.
When performing, your objective might well be to lift yourself up to
your customary level of vitality when driving home a point in a
spirited discussion. If, however, you're a “low-key” person, you may
want to capitalize on your natural qualities as you project vitality
through restrained urgency. This is accomplished by using a rela-
tively low volume—speaking with an almost hushed voice—and a
measured delivery. In doing this, you stress key words by prolong-
ing them or by pausing slightly before and after them and by using

1The terms vitality, energy, and intensity are used interchangeably in this discussion.
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whatever other means you possess to indicate that you’re “holding
back” your emotions.

Here are two readings that ask for differing degrees of energy.
The first radio commercial demands a great deal of vitality. You
should read and record this first with subdued volume but high-
level intensity, as the author intended. You next may want to try it
with all the stops pulled out: use as much volume, enérgy, and vocal
pyrotechnics as you can muster. Try it several more times, varying
different elements of speech production with each reading: use a
faster pace, a slower pace, more inflection, and then a limited pitch
range. Try it with reduced vitality and increased volume. Listening
to and judging the results of each variation should help you gain an
understanding of the ways your interpretation changes both the
impression you convey to listeners and how you feel about your
performance.

The second reading asks for a more restrained delivery. It’s
whimsical, slow-paced, and is to be read in a tongue-in-cheek man-
ner. After recording it in the style indicated, try it in every varia-
tion of mood, rate, volume level, pitch, and degree of energy you
can conjure up.

Note that the first spot was created several years ago, before
Eastern Airlines folded. It is revived here because it’s an excellent
illustration of a hard-hitting, staccato, and brash writing style that
mirrors the brash qualities of the city it promotes.

EASTERN AIRLINES
Young and Rubicam, Inc.

60 SECONDS
MUSIC: (UP-TEMPO FULL ORCHESTRA)

ANNCR: For sheer brass, nothing can touch it. Hous-
ton. The big rich. Brash. Confident. A brawler. That
just opened the finest opera house in the Southwest.
That calls itself one of the world’s fashion cen-

ters. And is. Houston. It’s oil. Hard cash. Enchi-
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ladas in the Mexican quarter. It’'s a fast quip. A
millionaire who rode before he could walk. The NASA
space center. If ever there was a frontier, Houston
is it. If ever there was a cosmopolitan city, call

it Houston. But mostly, call it guts.

SFX: (SOUND OF JET TAKEOFF)

Houston . . . an Eastern address. Eastern Airlines
has 3 nonstop jets going there every business day-
throughout the business day. A loc of people want
to get to Houston. We’'d like to make it easier for

every one of them. We want everyone to fly.

The next commercial sets a much different mood. It, too, re-
quires energy, because without energy a reading can be boring. The
energy asked for, though, is that born of conviction; to be successful
in the performance of an announcement such as this, you need to
project restrained belief in the story you're telling and the product
you're selling.

AGENCY: Allen and Dorward
CLIENT: New Century Beverage Company

LENGTH: 60 seconds

ANNCR: Here is your one-minute gnu (NEW) training
lesson for today. Gnu is spelled G-N-U, The first
question most new trainers ask is, *“What’'s gnu?”

The gnu is part ox, part antelope, and part horse.

This gives him a slight identity complex and makes
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Figure 3.3

Michele Flannery, mu-
sic director for noncom-
mercial station KPFA,
operates her own board
and associated broad-
cast equipment.
Michele received her
B.A. degree in commu-
nications arts, with an
emphasis in radio, tele-
vision, and film, from
the University of Wis-
consin, Madison.
(Courtesy of Michele
Flannery and KPFA)

him mean. He may charge, hook you with his horns,

throw you down, and stomp on you. That’s when you 1

start the lesson. Remember, you can’t teach an old
gnu new tricks. Give the command, “Pay attention.” ‘
If he hooks you and throws you and stomps you ‘
again . . . you have his attention. So stop the

lesson and pour yourself a frosty, ice-cold Mug

01d Fashioned Root Beer. Mug Root Beer is the ideal
drink for gnu trainers and old gnu trainers. Mug

0l1d Fashioned Root Beer. Regular or Diet. You

haven’t tasted root beer like this in years.
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Voice Quality

Resonance versus Thinness

A good voice for the electronic media is one with resonance (an in-
tensification of vocal tones during articulation as a result of vibra-
tions). A sensitive, top-quality microphone such as a condenser
mic can enhance your natural resonance. But even the best equip-
ment can only work with what you give it, and a voice that’s thin or
lacking in resonance can be significantly improved only by its
owner.

The sound vibrations that originate with your vocal folds are
weak and colorless. As described in the section on pitch, sound vi-
brations need resonators to strengthen and improve the quality of
sound. The chief resonators are the bones of the chest and face,
windpipe (trachea), larynx, pharynx, mouth, nose, cheekbones,
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 resonance); and inade-
quate use of the movable resonators (the pharynx, larynx, and
tongue). .

As with any other speech problem, the first step in assessing a
voice problem is diagnosis. Do you have a thin voice? What causes
it? What do you need to do about it? Read the following passage
slowly, with your best resonant quality. Record it, using a sensitive
professional microphone and a high-quality tape recorder. If possi-
ble, ask help from a person qualified to assess both voice quality and
the apparent causes of thinness. Begin this reading approximately
five feet from the microphone, speaking at a volume level appropri-
ate to that distance. At each number, move forward about six
inches, until you're reading the final sentence about eight inches
from the mic. Lower your volume as you move in. On playback, de-
termine whether your resonance is significantly affected by dis-
tance and volume level. Unless other negative qualities interfere
(excessive sibilance, popping, nasality), this test should help you
find and use your optimum microphone position to bring out reso-
nance.
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1. Johnny has an IQ of 170, but he can’t read. The
words are jumbled, upside déwn. Mirrored.

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

3. Johnny goes to school and faces frustration, hu- ;
miliation, and ridicule. '

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

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

6. Today, more than a dozen centers in Massachusetts
can diagnose dyslexia—even among preschoolers.

7. To find out more, call 1-555-6880.
8. 1-555-6880.

10. And every one of them needs help.?

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

s Practice deep breathing. Learn to breathe from the diaphragm.
Your diaphragm is a large muscle that separates your chest from
your stomach (the bottom of the chest from the top of the ab-
domen). Shallow breathing will result in a shallow or thin voice.
While you speak or read, consciously try to increase the force of
air coming from your lungs. . |

» Make sure you're moving your articulators. Use the exercises in

l
|
9. One out of every ten kids has dyslexia.
|

Chapter 4 to work on an exaggerated use of jaw, tongue, and lips.

2Courtesy of Ingalls Associates, Boston.
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» Make sure that there’s r.o 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 purpose). Prolong those
sounds when they occur and try to keep your throat as open as
possible. Among the suggested readings for this chapter are sev-
eral standard speech-improvement books that include exercises.

» 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 will a dynamie mie.)

Breathing and Breathing Exercises

It’s all but impossible to have a strong, resonant voice if you have
poor posture and shallow breathing. 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 shoul-
ders drawn back. It’s impossible to breathe properly when you're
hunched over. Check your posture frequently throughout the day—
every day. Become aware of when you stand or sit erect instead of
slumping in your seat or slouching. When speaking or reading
aloud, first check your posture and then eliminate any tension that
may be present in your neck, shoulders, or face. In time, you should
become so conditioned that good posture will be natural.

In the glory days of radio, those who announced, acted, sang, re-
lated stories, read the news, told jokes, or did play-by-play cover-
age of sports typically stood as they performed. Sound quality was
even more vital then than now, because of the inferior fidelity of
sending and receiving equipment. To gain every possible advantage
of clear reception, announcers used every means to project strong
and easily understood speech. Standing reduces pressure on the
upper torso and the diaphragm and increases lung capacity. Even
today, voice-over specialists stand as they rehearse and record
commercials and documentary narrative. Most radio and television
reporters stand as they record introductions, tags, and other bits of
speech to be edited into “packages”—complete taped reports of a
story. Some sports announcers also stand as they describe football
and other high-intensity games. Whenever possible and appropri-
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ate, stand as you perform announcing assignments—your voice
quality and general effectiveness will be enhanced if you do so.

As described earlier, your diaphragm is a muscular membrane
that separates your stomach 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
outward movement, as air fills the lungs.

You simply can’t have a strong, resonant voice if you're manu-
facturing speech sounds mainly 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, which means that the
stream should be forced up by the diaphragm. When you speak, you
should try to “push” your voice all the way up from your di-
aphragm.

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 exercise several times each day, you should
soon find yourself able to count to thirty before beginning to run
out of breath. Along with the counting exercise, begin to read aloud
whenever you can. Work to strengthen your breathing by taking
care to always push 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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SPOTLIGHT

Improving Your Voice Personality

Your voice is the most important instrument of communication you possess.
This is a strong statement, but it’s by no means an exaggeration. Diagnostic ex-
ercises can help identify whatever problems you may have in voicing and articu-
lating the words you use, but there’s more to developing a pleasing, effective
voice than articulation. Equally important is the unlearning of bad attitudes to-
ward oneself that developed in childhood. '
Barbara Lazear Ascher has done an excellent job of identifying a variety of
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Barbara Lazear Ascher is a noted essayist, novelist,
poet, and lecturer. She’s written and read essays
for NPR’s “Morning Edition.” A lawyer-turned-
Jjournalist, she’s most at home with essays because,
she says, “I'm impatient,” and short pieces enable
you to “get to the point right away.” Her article,
“Voice Lessons,” is an example of a short piece,
loaded with useful information. (Courtesy of
Barbara Lazear Ascher)

attitudes and physical postures'that contribute to good and bad use of our vocal
mechanism. It’s reprinted here in a slightly abridged form through the generous
permission of Ms. Ascher and Self magazine.?

Voice Lessons

The right voice can persuade a desperate person not to jump. It can extract a
raise from your reluctant boss. It can calm a cranky pet. A dog trainer once told
me: “Always speak in a low, quiet voice. You can yell and scream and it’ll never
work, but the minute you speak softly, you’ve got his attention.” Could it be that
what works on pups also works on people?

The voice I'm talking about flows from gentleness—a firm, adult gentleness
not to be confused with timidity. Our voice conveys who we are, according to
New York City acting coach Elizabeth Parrish. The problem is that too often it
still carries inflections of who we were. We all know those voices that survive
childhood. The don’t-expect-too-much-of-me voice. The whiny life-is-unfair voice.
To change your tone and your future, says Parrish, “you have to break a barrier
as to who you think you are—the barrier you grew up with.”

Tune in to your tone To convey gentleness and authority in an attractive, per-
suasive tone, we first have to hear ourselves. Voice specialist Arthur Joseph sug-
gests you record and play back samples of your speech. What if you don’t like
what you hear? First, identify what you’re conveying about yourself with your
voice. Then, Joseph tells his students, “choose your vocal persona.” He has them
write down how they think they’re perceived and how they’d like to be per-
ceived. “What you write becomes a mission statement.”

3Barbara Lazear Ascher, Self, August 1995, p. 132.
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Say who you want to be You can use your voice as a tool for change, says
New York City psychotherapist David S. Wilson, Ph.D. He has discovered that if
his patients speak about themselves positively and aloud, they become what
they say. Do this positive “self-talk” as many times a day as possible, he says,
and your own voice will begin to replace the formative voices of childhood that
scolded you to “Be quiet!” or to “Speak up.”

But first, according to Dr. Wilson, you need to hear your negative “self-talk,”
those self-defeating opinions about yourself, whether it’s “I'm fat” or “I'm no
good at languages.” You must hear yourself speak the accusation aloud because
hearing it is how the thought originally got planted. Wilson points out that little
children will say, “I'm a bad girl (boy)” because they hear their parents say it.
“By the time you're in your teens their opinion has become your belief, a primal
belief, so that even if you're a winner you think you're a loser,” Wilson says.
“People start saying, ‘I'm no good at languages’ or ‘I’'m no good at numbers,’ and
it becomes self-fulfilling.”

Once you hear it, you can stop the negative self-talk and replace it with a posi-
tive statement that says what you want to be. Speak statements that contain no
negatives: “I’'m thin” rather than “I'm not fat,” for example.

Repeat your positive statement aloud every chance you get, urges Wilson,
and keep it simple. “I'm successful,” for instance, or “I'm an adult in control.” “If
people stick with this,” he says, “their self-image is changed—and the change be-
gins with the first utterance.”

Stand or sit tall Physical tension and body position affect the sound of your
voice, according to New York City veteran voice teacher Ralph Proodian. If your
lower back is tight, then your chest tightens and that tension radiates into the
larynx. Relax your shoulders and neck; when tense, they also raise the pitch.
The free flow of breath that will bring the most beautiful resonance to your voice
requires perfect posture.

Proodian recommends testing your posture by standing with your back to a
wall with your heels almost against it, your shoulders touching it. Then, with
your palm facing the wall, run your hand behind your lower back. If there is just
enough space to slide your hand in and out, then your posture is speech perfect.

Take a deep breath The vocal muscles are the only muscles that function
through air pressure, according to Arthur Joseph. The velocity of ait moving
through the vocal folds creates vibration and pitch. “Inner conflict can stifle the
airflow and prevent functioning,” he says. When we’re holding back feelings, we
don’t breathe properly and our voice is thin, unpersuasive. We need to breathe
freely in order to promote the richest cadence and melody in the sounds we make.
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To breathe properly, Joseph reminds his students that breath is both emo-
tional and physical. He instructs them to “allow a silent and loving breath” to
move through the body before speaking. Then take another deep breath and
send your voice out in an are, as though it were a ski jumper.

Explore the emotional power of sound Vocal sounds, even more than words,
have tremendous power to release emotions and bodily tension. Don Campbell,
founder and senior adviser of the Institute for Music, Health and Education in
Boulder, Colorado, recommends making long vowel sounds like aaaah, eee and
0000h to “learn the depths of your own personal voice.” To do this, sit comfort-
ably in a chair, close your eyes and begin with aaah. Make the sound as long and
at as many different pitches as you like.

Experiment—Ilet it sound like a yawn or a moan or a sigh. Go wherever your
impulse leads you. Do this for three minutes and notice how you feel. Work your
way through each vowel, noting how different sounds evoke different feelings,
pitches and rhythms. For most people, low slow sounds are soothing, while higher
pitched sounds (like eee) are energizing and lift the spirits. Like deep breathing,
vocalizing can calm you down, which is crucial to a melodic speaking voice.

Hear the music “Listen to the French and Italians,” suggests Dwight Owsley,
a cabaret singer in New York City with a voice you’d want to curl up with. “No-
tice how many different pitches their voices have. Americans tend to be very
limited in their range, so that their voices, by comparison, seem flat.”

It’s true about the French. One of the many reasons that we find French
women beautiful is the sound of their voices. Listen for a moment to the lilt, to
the upward inflection and then the dip to a deeper range. She is able to convey
tenderness and aloofness through the melody of her basic speaking voice.

The music of the voice is aesthetic, it’s character forming and, according to
Campbell, it can be good for your health. Campbell teaches that the sound of
one’s voice affects the body. Our voice, he says, is capable of harmonizing our in-
ner and outer worlds—as the shamans and the singers of Gregorian chants know.
Campbell tells the story of a French physician called in to treat a general malaise
affecting monks in a Benedictine monastery. Following the reforms of Vatican II, :
the life of the monastery had changed radically. The physician determined that E‘j
the problem was audiological—not physiological—and prescribed a return to the #5;
pre—Vatican II “diet of Gregorian chant.” The monks returned to their former ;
practice of chanting eight or nine times a day for ten to twenty-five minutes, and
appetites returned and their fatigue vanished. “Within six months the
monastery was intact,” says Campbell.

The sound of their voices healed them.
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Common Voice Problems

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, as when you have a cold. Pinch your
nostrils and speak a sentence or two; you'll find that by preventing
air from passing through your nose, you’ve produced a certain vo-
cal quality—this is denasality. Now, without holding your nose, try
to speak with a nasal tone. You'll find that the sound can be gen-
erated only by forcing air up through the nasal passage—this is
nasality.

Proper use of the nasal passage invplves seiectively closing off
sound with the lips or the front or rear of the tongue, to force sound
through the nasal cavity. If you say, in turn, sim, sin, and sing, hold-
ing on to the last sound of each word, you’ll 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 NV sound, and for
sing the rear of your tongue agamst the soft palate (or velum) pro-
duces the NG sound. These three nasal sounds are properly pro-
duced 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 deter-
mine whether it’s caused by not properly sending the M, N, and NG
sounds up through your nose, or whether it’s the result of sending
nonnasal sounds through the nasal passage. The following sentence
should help you determine this. Read it 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 reso-
nance associated with them (as a matter of fact, unless these sounds
are allowed to pass through the nose, they can barely be sustained).
All nonnasal vowels should have ne trace 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
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consonant, you should feel a distinet vibration; when prolonging a
nonnasal vowel, you should not. If you speak the word women, for
example, the first prolonged vowel sound, WIII, should not have
nasal resonance; you shouldn’t feel vibration. The WIIIII gives way
to WIMMMMM, which should produce nasal vibration. The next
vowel sound is THHHHHH, which should be free from vibration.
The final sound, NNNNNNN, should bring back the vibration. If
you find that your nose doesn’t produce vibrations on the nasal con-
sonants, your problem is typical of the most common type of nasal-
ity. If, on the other hand, you find that you're nasalizing vowels that
should not be nasalized, you have a less common and more difficult
problem to work on.

If you’re not nasalizing the nasal consonants m, n, and ng, your
problem may be a physiological blockage, or you may simply be ex-
periencing nasal congestion. In either case, there’s no point in
working on speech exercises as long as the blockage exists. Do
whatever is appropriate to end the blockage, even if it means a trip
to a speech therapist, an allergist, or a nasopharyngologist. If you
have no physiological problem or eongestion and still lack reso-
nance on the nasal consonants, the exercises on resonance at the
end of this chapter should help. If your problem is nasalization of
nonnasal vowels, those exercises should also help. Work to avoid
any nasal resonance in nonnasal words, but don’t try to eliminate it
from words that legitimately call for nasality.

Huskiness

There is such a thing as a pleasant husky voice, one that suits a par-
ticular-personality and is neither raspy nor grating, but an exces-
sively husky or hoarse voice usually indicates a medical problem.
Laryngitis, smoker’s throat, infected tonsils, or infected sinuses can
cause a husky voice. You should see an appropriate medical special-
ist for any of these conditions, which are handicaps for any type of
voice work.

To some extent, huskiness can arise as the result of excessive
nervous tension. If yours is an unpleasantly husky voice that has no
medical explanation, you might improve your performance by
drinking warm liquids such as tea or water and by using exercises
designed to relieve tension. A section of Chapter 7, under the head-
ing “Lack of Mental Preparation,” presents one such relaxation ex-
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ercise. Vocal exercises will help you overcome excessive huskiness
or hoarseness only if your problem is the result of a misuse of your
speech organs. '

Excessive Sibilance

Because the sibilant s is a common source of trouble to announcers,
a diagnostic exercise is included here. Read the following passage
into an audio 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're
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
disappearénce of the classic circus sideshow, once a
staple of civic celebrations—sik or seven acts, set
forth in circumstances that seemed awesome, or at
least m&s;erious. Certainly, sideshows were sometimes
scandalous, and sometimes in questionable taste, but
they served to keep our curiosity in a steady state of

astonishment.

Exercises to work on the excessively sibilant s may be found on
page 115.
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PRACTICE
Achieving a Low Pitch

There’s nothing intrinsically better about a low-pitched
voice than a high-pitched one; either extreme can be un-
pleasant to the ears. A high-pitched voice can remind
listeners of fingernails being scratched across a chalk
board. An excessively low-pitched, guttural voice can
sound one step removed from grunting. Many producers
of commerecials and documentaries are convinced that
low-pitched male voices carry with them a certain “au-
thority,” despite the fact that many outstanding perfor-
mances are regularly accomplished by both women and
men with mid-pitch range voices. Extremely low voices
continue to be heard on voice-over introductions to
news programs and televised feature films, on “muscle”
car commerecials, and for products of any kind that have
“macho-type” men as their target.

Although you may not be set on driving your pitch
down into the cellar, you may believe that your voice
would benefit from a slightly lowered pitch. Many of us,
male and female alike, speak at a higher than desirable
pitch. You can evaluate the appropriateness of your
pitch by recording some of the exercises found in Chap-
ter 4, “Pronunciation and Articulation.” If an analysis of
your voice makes you decide to lower your pitch level,
use the following commercial to see just how much
lower you want to (or are able to) go. You should read
and record this piece several times, listening between
takes to judge each performance. If you already have a
low voice, make sure you don’t creep along the bottom.
Remember to work for variety in pitch (inflection). In
addition to concentrating on pitch, try to read the com-
mercial in exactly thirty seconds. If you read it in less
time, you’re probably not savoring the key selling
words, and your speed may be interfering with the
achievement of optimum pitch.
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Mellow. Smooth and mellow. That’s the way to
describe Dairyland Longhorn Cheese. We use
the finest Grade A milk from happy cows. Noth-
ing but pure, natural ingredients. We take
our time, letting the cheeée age to the peak
of perfect taste. We package Dairyland Long-
horn in cheeseclqth and wax, just like in the
old days. And we sbeed it to your grocer, soO
that you get it at its flavorful best. Dairy-

land Longhorn Cheese. It’s smooth and mellow.
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PRACTICE
Varying Your Pitch

words:

When did you get here?
I hope you're right.
Which one is it?

Which one is it?

We lost the game!
Don’t say that.

She found the key.

The dog ate the steak.

What?
Certainly!
Maybe.
Awful!
Sure!
Try!

Go!

Say these sentences, inflecting on the italicized word or

When did you get here?
I hope you’re right.
Which one is it?

Which one is it?

We lost the game!
Don't say that.

She found the key.

The dog ate the steak.

Inflect these words in isolation:

Tremendous!
Ridiculous!
Surely.

Life? £
How?

Stop.

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 in-
flection without becoming a two- or three-syllable word.
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PRACTICE
Varying Your Tempo

The following commercial provides good opportunities
for employing shifts in reading speed. (SFX is the stan-
dard abbreviation for sound effects.)

SFX:

ANNCR:

SFX:

ANNCR:

SOUND OF GRIZZLY MOTORCYCLE IN

DISTANCE, GRADUALLY APPROACHING.

I can hear it in the distance.
(PAUSE) Can you? (PAUSE) Tﬁe o s o 2
ing” of the Grizzly motorbike.
(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 ére 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, fufry

sound, as befits a creature of the
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SFX:

ANNCR:

SFX:

wild. (PAUSE) Here's the Grizzly,

épeaking for itself. (PAUSE)
SOUND UP FULL, THEN BEGIN FADE.

There it goes! (PAUSE) “Grrrr-ing”
its way to where iﬁ's going. Hear the
"grrr”? You can own the “grrr*—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 womething on the wild side.

SOUND OF GRIZZLY TO CLOSE.
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PRACTICE
Working on Nasal Resonance

Speak each pair of nasal and nonnasal 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 s

aim—aid atom—attar bump—butt
beam—Dbeet balm—Dback summer—Sutter
arm—art calm—cot

farmer—{father ram—rat

N
earn—earth bend—bet
barn—bard fawn—fall
bin—bit own—oath
bane—bathe band—bat
win—will friend—Fred
NG
link—Tlick ming—mick

1 bunko—bucko wink—wick

1 . bank—back Manx—Max
tongue—tuck singer—sitter

blank—black trunk—truck
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After driving his motor home through nearly forty states of the
United States mainland, Nobel laureate John Steinbeck recorded
these impressions in Travels with Charley.*

One of my purposes [for making this trip] was co listen, to hear speech,
accent, speech rhythms, overtones and emphasis. For speech is so
much more than words and sentences. I did listen everywhere. It
seemed to me that regional speech is in the process of disappearing,
not gone but going. Forty years of radio and twenty years of televi-
sion must have this impact. Communications must destroy localness,
by a slow, inevitable process. ... It is a rare house or building that is

ISteinbeck, John. Travels with Charley. New York: Penguin Books, reprinted 1986, p. 106.
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Figure 4.1
"Television’s spirited
Bill Bellamy is a popu-
lar host on the Music
Television Channel
(MTV). Bill got his
start as a stand-up
comic in New York
comedy clubs and has
been a guest on many
television shows. He
says that “it’s possible
to make people laugh
and think at the same
time without being
heavy-handed.”
(Courtesy Bill Bel-
lamy and MTV Net-
works)

not rigged with spiky combers of the air. Radio and television speech
becomes standardized, perhaps better English than we have ever
used. Just as our bread, mixed and baked, packaged and sold without
benefit of accident or human frailty, is uniformly good and uniformly
tasteless, so will our speech become one speech.

These words, written in 1960, have not proved prophetic. Peo-
ple continue to speak with regional accents, despite the fact that, as
John Steinbeck observed, an overwhelming percentage of broad-
cast announcers at both the local and national levels speak the
“homogenized” English of broadcasting. The American Heritage
Dictionary defines accent as “a characteristic pronunciation,” so, in
truth, everyone speaks with an accent. There are many different
but acceptable ways of pronouncing American English. Think of
differences in the speech of a native-born Georgian, a Texan, a New
Englander, a New Yorker, a Hoosier (Indianan), an Oregonian, and
a person from Ontario Province. The first section of this chapter in-
vestigates pronunciation, the way words are accented and in- '
l
1
|

flected by a given speaker, and the second diseusses a closely
related topic—articulation—the breaking up of the sounds of.
speech into recognizable words. Pronunciation has to do with ac-
cent or dialect; articulation with the precision or lack of it in sound-
ing words and syllables. '
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Figure 4.2

News anchor Rosie
Allen prepares for her
afternoon drive-time
newscast. Born in
Louisiana and reared in
Denver, Rosie speaks
Standard American
English. Her career has
taken many turns, in-
cluding vocalist for a
band at age eighteen,
three years in the U.S.
Army, radio station
news director, and head
of public affairs. She’s
worked as co-anchor
with Ed Baxter since
1984. (Courtesy of
Rosie Allen and KGO-
AM, San Francisco)

Variations in United States and Canadian Speech

Despite the richness represented by regional differences in pro-
nunciation, most broadcast executives have always favored what is
called broadcast speech. More precise terms are Standard Ameri-
can Speech and Standard American Dialect. Although these
terms are roughly defined as the native speech of well-educated
Americans and Canadians of the Midwest and Far West, many ac-
ceptable variations of English are spoken in this vast geographical
area. Many successful announcers have regional or other accents—
among them Jim Lehrer (NewsHour With Jim Lehrer ) and Ray
Suarez (Talk of the Nation), both on PBS; Jeannie Moos, Myron
Kandel, and Christiane Amanpour of CNN; Howard Stern; some
sports announcers and announcers for “Grand O Opry”; Regis
Philbin; the late Bill Moyers and Jacques Cousteau; and Louis
Ruckeyser; among many, many others.

Additionally, announcers who do cartoon voices and commercial
voice-overs often employ accents or dialects. Announcers on for-
eign language stations that broadecast in many languages from Ko-
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rean to Spanish to Polish certainly do not employ Standard Ameri-
can speech! '

Local announcers in every part of the United States speak
Standard American, as do most television network announcers, and
the prevalence of this mode of speech means that many broadcast
executives still cling to belief in a “correct” way of speaking.

There are signs of change, most noticeable on cable and at the
local station level. It’s now-possible to hear on stations in nearly
every part of the United States and Canada voices that are identi-
fiably African-American, Hispanic, southern, British, “country,”
and from New York/New Jersey or New England. This trend will
undoubtedly continue. At the same time, your chances of succeed-
ing in many types of announcing work may improve if you speak
with a so-called broadcast standard accent.

As a student of announcing, if you don’t speak standard broad-
cast speech, you must decide whether or not you want to cultivate
it. Such a decision should not be made lightly—overall pronuncia-
tion is an important part of your speech personality. Keep this in
mind: if you're truly an outstanding communicator with important
words, the skill to say them clearly, and the ability to project anen-
gaging personality, your regional, international, or ethnic dialect,
whatever it may be, is of reduced importance.

Causes of Mispronunciation

Aside from regional differences from Standard American or stan-
dard broadcast speech, some deviations in pronunciation are not re-
gional and are simply unprofessional. If we accept that speech that
differs from Standard American is not substandard (except in the
eyes of many broadcast executives), what do we define as incorrect
pronunciation? One or more of the following problems can cause
mispronunciation.

Sloppy or Incorrect Articulation If you say AIR for error or
- WIH-YUM for William, you’re 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 ef-
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fort—two distinct movements of the lips and two movements of the
tongue. Other words often mispronounced because of sloppy artic-
ulation include wariable pronounced VAR'-UH BUHL instead
of VAR'-EE-UH-BUHL and government pronounced as GUV'-
MUNT instead of GUV’-ERN-MENT. Articulation, which is re-
lated to pronunciation, is discussed in detail later in this chapter. If
you're guilty of sloppy articulation, 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 clearly. If you
have a correctable physical impairment that interferes with effec-
tive speech, such as missing teeth, you should consult an appropri-
ate specialist.

Misreading Mispronunciations may result from a simple mistake,
such as reading amendable for amenable, outrage for outage, med-
itation for mediation, or through for though. If you're a consistent
misreader of words, you may have a learning impairment such as
dyslexia and related challenges or a problem with your vision; ei-
ther condition calls for consultation with a specialist.

Affectation Some Americans who employ Standard American for
nearly all their speech pick up a Briticism 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 usually
sounds out of place when used by a westerner or a midwesterner.
Affectation can be worked on and eliminated, but this task requires
a keen ear and, in many instances, calls for the help of a qualified
speech teacher.

Unfamiliarity with Correct Pronunciation Most of us have a
reading vocabulary that’s far more extensive than our speaking vo-
cabulary. From time to time, we err (correctly pronounced ER, not
AIR) when we attempt to use a word known to us only through our
eyes. The word coup (pronounced KOO), for example, might be pro-
nounced KOOP by one who knew it only from the printed page.
People who’ve grown up in homes where American English was
poorly pronounced, or who've learned English as a second lan-
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guage, sometimes must overcome a limited speaking vocabulary
and unfamiliarity with correct pronunciation by making a system-
atic effort to become somewhat of a linguist.

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

Pronunciation

Speech Sounds of American English

In this discussion of the speech sounds of American and Canadian
English, wire-service phonetics and diacritics are used to illus-
trate sounds. For the benefit of those who’ve learned—or are learn-
ing—the International Phonetic Alphabet (IPA), those symbols
are also given. Wire-service symbols are always enclosed in paren-
theses: (PUH-REN'-THUH-SEEZ). Diacritical marks appear be-
tween virgules: /vir'gydolz/. IPA symbols are enclosed in brackets:
['braekats].

Speech sounds may be classified as vowels, diphthongs, and
consonants. You may have been taught that the English language
has five vowels—a, ¢, 1, 0, u. This is true of written English, but the
statement is misleading. Our language actually requires us to man-
ufacture twelve vowel sounds. A vowel is defined as a pure
phonated (sounded) tone that doesn’t use the articulators and can
be held indefinitely without changing. If you say aloud the vowel
(AH) /a/ [a] as in father, you'll note that you can hold it as long as
your breath lasts without substantial change in its sound. If you say
the diphthong (OY) /oi/ [o1] as in toy, you'll notice that it glides from
(AW) /8/ [5] to (IH) /1/ [1] and that you can’t hold its entire sound.
You can hold the last part of this diphthong indefinitely, but only
because it’s actually the pure vowel (IH) /1/[1] as in it.

Now say aloud the consonant p. You'll notice that you can’t do so
unless you add some vowel sound, such as o. The p sound is merely
exploded air and can’t be prolonged. Other consonants, such as n,
can be prolonged; but as soon as you stop using your articulators (in
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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) /o/ [3]. Consonants, then, may or may not require
phonation but always involve use of the articulators.

In some cases it becomes impossible to say whether an un-
acceptably uttered word has been mispronounced or sloppily artic-
ulated. Saying MIRR for mirror, for example, could be the result
of either not knowing the correct pronunciation or simply not
bothering to force the articulators to do their job. Many so-called
pronunciation problems can be overcome by frequent use of the ar-
ticulation exercises in 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 ma-
terially affects their production. The front vowels are produced
through the vibration of the vocal folds and are articulated by the
tongue and teeth near the front of the mouth. The back vowels are
produced in nearly the same way but are articulated by the tongue
and the opening in the rear of the mouth.
These are the front vowels:

(EE) /é/ [i]} as in beet
(IH) /i/[1] as in bit
(AY) /a/ [e] as in bait
(EH) /é/ [e] as in bet
(AAH) /a/ [#] 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'll find your mouth open-
ing wider as you move from one sound to the next. As your
mouth opens, your tongue is lowered and becomes increasingly re-
laxed.

Here are the back vowels:

(AH) /4/ [a] as in bomb
(AW) /6/ [2] as in bought
(OH) /6/ [0] as in boat
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(OOH) /o0/ [u] as in book
(00) /60/ [u] as in boot

If you pronounce each of these vowel sounds in turn, you'll 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 aren’t classified as front
or back: the ER sound, as in her (HER), and the UH sound, as in
fun (FUHN). In the IPA, two symbols represent the ER sound: one
when the sound is stressed, as in bird [ba-d}, and the other when
the sound is unstressed, as in bitter [2-].

The IPA also has two symbols for the UH sound: one when the
sound is stressed, as in sun [A], and the other when the sound is un-
stressed, as in sofa [a].

Table 4.1 describes the twelve vowel sounds according to the
way each is manufactured.

Vowel deviations In the section that follows, standard broad-
cast, or Standard American Speech, is the reference point for pro-
nunciation. In other words, despite what was written earlier about
the growing acceptance by broadcast executives of regional and
other variations in.pronunciation, this section is written for those
who want to practlce standard broadcast speech. Pronouncing
vowel sounds in ways that “deviate” from standard broadeast
speech shouldn’t be regarded as “substandard.” :

Some people have grown up in environments where scores of
words were spoken with vowel sounds that deviate from broadcast
speech. Those who say MELK for milk or BE-KUZ' for because
are committing vowel deviations. Vowel deviations can be changed,
but first they must be identified.

It’s not uncommon for speakers of American English to distort
one or more vowel sounds. This doesn’t refer to those who speak
with regional accents other than Standard American. It’s not incor-
rect for an easterner or a southerner to say AN-SUH(R) for an-
swer, but it is substandard for speakers of American English
anywhere to say FER-GIT for forget or JIST for just. Let’s take a
closer look at this type of vowel deviation.

Five vowel deviations occur with some regularity among
Americans in any part of the United States and Canada, and sev-
eral others occur less frequently. It’s not surprising that these de-
viations take place between vowel sounds that are similar in place
of production in the mouth. .




Pronunciation and Articulation

99

TABLE 4.1 How the Twelve Vowel Sounds Are Produced

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 mo-
lars.

IH, as in bit, is formed by
placing the tip of the tongue
on the back surface of the
lower front teeth and lower-
ing 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 rela-
tive 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 re-
laxed 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 00, 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 approxi-
mately the same posi-
tion as for the EE sound
and the rear of the
tongue in a raised posi-
tion. The lips are
rounded and extended.

ER and UH

ER, as in bird and
bitter, is formed by
holding the tongue
back in the mouth,
with the tip poised
somewhere about
the midpoint be-
tween 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 re-
laxed and flat on the
bottom of the
mouth.
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Figure 4.3

CNN correspondent
Christiane Amanpour’s
pronunciation reflects
her Iranian childhood,
as well as the English
she learned from her
British mother. Aman-
pour served as a CNN
reporter during the Per-
sian Gulf war, in Soma-
lia, and in Bosnia. (Ken
Regan, CAMERA 5)

Five Major Vowel Deviations The five chief vowel deviations
discussed below are accompanied by readings to help you discover
whether you have problems and provide you with exercises to
overcome them. o

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

Those who distort the (AY) /#/ [e] sound, turning it into (EH) /&/
(€] usually do so only when it’s followed by an (UL) sound. This is
because it’s 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'll see why some speakers slip into the easier
of the two, thereby distorting the vowel sound of this and similar
words. Read, record, and play back this diagnostic exercise to see if
you're distorting the (AY) vowel sound:

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 aeliverer. I shot a quail out of sea-
son and was sent to jail,” he wailed, “but a female

friend put up bail, so they failed to nail me.” The
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pale Yale graduate did not fail to hail the mail de-

liverer’'s tale.

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

Unlike the problem just described, this deviation tends to be of
regional or ethnic origin and not the result of one manner of pro-
nunciation being easier than another. Those from cities or areas
that have a sizable German- American population are most prone to
make this vowel deviation. FANCE for fence and TALEPHONE
for telephone are examples. Here’s a diagnostic exercise for this
sound:

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 guessed 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/ [e] for [=]

Many Americans fail to distinguish between the vowel sounds
in the words Mary and merry, giving both the (EH) /&/ [¢] sound.
Whereas (AAH) /a/ [#] isn’t often a source of trouble in the sound-
ing of words such as bat, champion, and sedan, it often slips into
(EH) /&/[€) in words in which it’s more difficult to sound the (AAH),
such as shail. Here’s a diagnostic reading:

Mary left the Caribbean to visit Paris. She carried
her clothes in a caramel-colored carriage. Mary
tarried at the narrow entrance of the barracks. There
was a caricature of Mary that chilled her marrow.

Mary said, *I shall never tarry in Paris again.”
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Note the difficulty of hitting the (AAH) /a/ [z] sound Whén-many
words using this sound appear in rapid succession. Note, too, how

‘the passage begins to sound “foreign” to our ears. The (AAH)

sound will remain in American English speech, but it is gradually
disappearing from words in which its manufacture is difficult.

4. (AH) for (AW) /4/ for /O/ [a] for [5]

Some speakers fail to distinguish between these sounds, giving
the same vowel sound to the words bought and bomb. Of the follow-
ing readings the first uses words for which the (AW) sound is ap-
propriate, 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) /1/ for /&/ [1] for [i]

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

Sheila Fielding had a really strong feeling that some-

thing really bad would come of her deal to have the
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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.

Several other vowel deviations are occasionally heard. Those
whose speech includes these deviations (with some exceptions)
tend to be quite consistent. Table 4.2 lists these deviations with ex-
amples of “standard” and “non-standard” pronunciation.

TABLE 4.2 Some Vowel Deviations

Vowel Sound
(Aw) for (0OH)
18/ for /606/

[2] for [u) as in
book

(ER) for (00OH)
/ar/ for /60/

[3] for [u] as in
book

Word Standard Pronunciation Deviation
poor (POOHR) /poor/ [pur] (PAWR) /pdr/ [por]
your (YOOHR) /ydor/ [jur] (YAWHR) /y6r/ [jor]
sure (SHOOHR) /shoor/ [fur] (SHAWHR) /shér/ [for]
tourist (TOOHR’-IST) /t5or'ist/ (TAWR'-IST) /tor'ist/
[‘tur,1st] ['tor,1st]
Jury (JOOHR'-EE) /joor'e/ ['d3ur,i]  (JAWHR'-EE) /jor'é/ ,
['d3or,i]
Jury (JOOHR'-EE) /joor'é/ ['dzur,i] (JER'-EE) /jar'e/
[d3ai]
sure (SHOOHR) /shoor/ [fur] (SHER) /shfir/ [[3+]
insurance  (IN-SHOOHR’-UNS) (IN-SHER'-UNS) /in-
/in-shoor’ans/ [in’furans] shir’sns/ (in’f3-ans]
assure (UH-SHOOHR') /a-shoor’/ (UH-SHER')

[5'fur] fo-shar/ [o'f=]
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Vowel Sound Word Standard Pronunciation Deviation
(14) for (EH) tender (TEN'-DER) /tén’dor/ (TIHN'-DER) /tin’dar/
11/ for [&/ ['tenda] ['tinda]
[1] for [£] get (GEHT) /gét/ [get] (crr) /git/ (g1t]
send (SEND) /sénd/ [send] (SIHND) /sind/ [sind]
engine (EN’-JUHN) /&n’jan/ (IHN'-JUHN) /in’jon/
['end3zan] ['nd3an]
friend (FREHND) /frénd/ [frend] (FRIHND) /frind/ [frind]
(ER) for (UH), familiar ~ (FUH-MIL'-YER) /fo-mil’-yar/ (FER-MIL'-YER)
(aw), or (IH) (f2'milj=] /far-mil’-yar/ [f>'milja]
/ar/ for /a/, [0/, or (FAWR-GET") /fﬁr.gét’/ (FER-GET') /fﬁr—gét'/
/il [2] for (], (5}, forget [for'get] [f>-'get]
i congregate (KANG'-GRIH-GAYT) (KANG'-GER-GAYT)
/king'gri-gat/ ['kangriget]  /king’glr-gat/
{'kangaget]
garage (GUH-RAHZH') /ga-riizh’/ (GER-AHZH") /
[ga'ra3] gtir-azh’/ [ga-a3]
lubricate (LOO'-BRIH-KAYT) (LOO’-BER-KAYT)
/1oo'bri-kat/ ['lubriket] Nloo’bir-kat/
['lubaket]
milk (MIHLK) /mulk/ [milk] (MEHLK) /mélk/
(£H) for (1H) [melk]
/[ e]/ ior E ‘]/ " since (SINsS) /sins/ [sins] (SENSE) /séns/ [sens]
SIESN fill (FIHL) /£1V [f1]] (FELL) /feV [fel]
think (THINGK) /thingk/ [Orgk] (THENGK) /théngk/
‘ [6epk]
cent (SENT) /sént/ [sent] ‘ (SIHNT) /sint/ [sint]
(ix) for (EH) men (MEHN) /mén/ [men] (MIEN) /min/ [mm]
/i/ for le/ . / ,
(1] for [e] helicopter ~ (HEL'-IH-KAHP-TER) (HIL'-IH-KAHP-TER)
/hel'i-kop'tar/ ['helikapta] - /hili-kdp'tar
) ['hilikapta]
many (MEHN'-EE) /mén’'® ['men,i]  (MIHN'-EE) /min’e/

['min,i]
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Vowel Sound

(UH) for (1H)

lo/ for /i/
[2] for [1]

(UH) for (aw)

/a/ for 16/
[a] for [5]

Word Standard Pronunciation Deviation

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

because becomes be-kuz

Diphthongs

The diphthong or glide is a combination of two vowel sounds spo-
ken in rapid order with a glide from one to the other. The dipi-
thongs are represented as follows:

(Y) /1/ [a1] as in bite (BYTE) / bit/ [bait]

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

(0Y)/0i/ [21] as in boy (BOY) / boi/ [bai]

(YU)/yéo /[ ju] as in beauty (BYU’-TEE) /byco’te/ [bjuti]

The vowel sound (AY) /a/ [e], as you'll see by saying it aloud, is
actually a glide; it definitely goes from (AY) to (IH). Because of this
move from one sound to another, it's sometimes considered a diph-
thong and given the symbol [e1] in the IPA.

Diphthongs are a source of trouble to some speakers. Diph-
thong deviation tends to be regional and, though not necessarily
substandard, is not compatible with Standard American Speech. If
you have trouble with diphthongs, practice making each of the
vowel sounds that form them and then speak the two sounds con-
secutively with increasing rapidity. The following exercises will
help only if you’re producing the sounds of the diphthongs accord-
ing to the standards of broadcast speech.

Read these sentences to practice the diphthong (EYE) /1/ [a1].

I like my bike.

Lie in the silo on your side.

Fine nights for sighing breezes.
Why try to lie in the blinding light?
Cy tried to fly his kite.

SR ON e
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. My fine wife likes to fly in my glider.

Try my pie—I like it fine.

. Shy guys find they like to ery.
. My sly friend likes to be wined and dined.
. 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) /ow/ [au] sound.

. Flounce into my mouse’s house.

. Cows allow just about too much proudness about them.

. Round and round went the loudly shouting lout.

. A mouse is somewhat louder than a louse in a house. -

. A bounding hound went out on the bounding main.

. Grouse are lousy bets when abounding results are found.

. A cow and a mouse lived in a house.

. The louder they proudly cried, the more the crowd delighted in

seeing them trounced.

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

drown out the proud cows.

Use the following sentences to practice the diphthong (OY) /oi/

[o1].

© 00U O

. A toy needs oiling.

. The soybeans are joyously coiling.

. 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.

Read these sentences for practice with the (YU) /yoo/ [ju]

sound. _ ~

1.
2.
3.
4.

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.
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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.

10. A few beautiful girls are using perfume.

© 00 3 O

- Consonant Sounds

The English language contains twenty-five consonant sounds (pho-
nemes), which are classified in various ways, the most basic of
which is according to whether or not they are voiced. The letter b,
spoken with a vibration of the vocal folds, is called a voiced conso-
nant, 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 in this way:

Plosives begin with the air from the throat blocked off; and the
sound is formed with a release of the air. The plosive consonants
arep, 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 (as in thin), th (as in the), z, s, sh (as in shoe), zh (as in
vision), ¥ (as in yellow), and h and hw (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 pat-
terns. The consonants w, 7, 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, hw.

Labiodental consonants The lower lip is in proximity to the up-
per teeth. The labiodental consonants are fand v.
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Interdental, or linguadental, consonants The tongue (lingua)
is between the upper and lower teeth. The interdental conso-
nants are th /th/ [0] (as in thin) and th /th/ [3] (as in then).

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

Linguapalatal consonants 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), ck (as in chew), and j (as in jump).

Linguavelar consonants 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, k, is formed by the pas-
sage of air between the vocal folds without vibration of those
folds.

SPOTLIGHT

The Debate Over Standard American Speech

A regional dialect—other than “standard American speech”—may limit your
announcing opportunities. For better or worse, most broadcast executives
throughout the United States and Canada (except those who manage non-
English-speaking stations) favor announcers who speak Standard American over
those with other regional accents. A brief history of broadcast speech in America
helps explain how this attitude came about.

From the beginning of radio broadcasting in the United States, attempts
were made to require announcers to use standardized pronunciation. 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 the radio announcer who
best exemplified 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 knowl-
edge 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
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Peter Jennings was born in Toronto, Canada, and attended Trinity College School in Port
Hope, Ontario. He began his broadcasting career as a radio interviewer on CFJR. He
moved to television as a program host with the Canadian Broadcasting Corporation (CBC)
and then became a co-anchor on the CBC natienal network. In 1964 he was chosen to an-
chor the ABC nightly news. He continues to work as an on-the-scene reporter. (© 1994
Copyright Capital Cities/ABC, Inc.)

the cultivated speech of those who have had the advantage of travel and education.”?

In taking the position that one style of American English speech was superior
to others, the academy was following a European model. England and France
each had a great variety of dialects 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 Marseilles and Strasbourg in France
were looked down upon by those who spoke with “correct” pronunciation. Also,
during the eighteenth and nineteenth centuries, many small European king-
doms, duchies, provinces, church-owned lands, and independent cities were con-
solidated into the nations of Germany and Italy. The boundaries of these nations
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, “correct” or “offi-
cial” ways of pronouncing the language were established in these newly formed
nations. From this action it was but a short step to social discrimination based on
regional accent or dialect.

2“Broadcast Announcing Styles of the 1920’s,” by Michael Biel, 4 paper presented at the convention of
the Broadcast Education Association, March 16, 1974.
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Many believe that the United States, the land of equal opportunity and up-
ward mobility regardless of origins, had no reason to follow Europe’s lead. Until
the advent of radio broadcasting, there were two standards for correct American
pronunciation. The first was platform speech, an overarticulated, oratorical man-
ner of speaking, with a strong Oxford-British flavor. The second was the speech
used by “the enlightened 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, for example.

This acceptance of regional differences in pronunciation has been maintained
by linguists and those who compile dictionaries, but was abandoned by broad-
casters during the early years of radio broadcasting. Platform speech was pre-
cisely what the American Academy of Arts and Letters promoted, as spelled out
in its statement 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 cuitivated taste.”

By the mid-1930s, objections to the stilted, quasi-English manner of speaking
began to force change. However, despite the trend toward a more natural and
conversational style of speech, the objective of standardized pronunciation re-
mained. Standard American Speech became the standard for announcers all over
the United States and English-speaking Canada. Standard American is thought
to be pleasant, easily understood, and more common than any other regional ac-
cent. 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 southwestern
accents (as well as those with Asian, Latin American, or Middle Eastern accents)
have been underrepresented on announcing staffs. A few exceptions may be
noted: New England accents have long been accepted for the announcing of sym-
phonie and operatic music; southern and eastern accents have been heard on
many sportscasts; and nearly all regional accents have been accepted for news
reporters, analysts, and commentators. All regional accents have been heard on
commerecials and talk shows.

Some significant breakthroughs have occurred. Joan Rivers, George Plimp-
ton, Jim Lehrer, and Keith Jackson are examples of successful performers with
regional accents. Peter Jennings speaks Standard American in almost all in-
stances but still uses the Canadian out and about. Announcers 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 ac-
celerate. Regional pride may some day bring the full richness of our language in
all its variations to the American radio and television public.

3From Biel, “Broadcast Announcing Styles of the 1920's.”
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Phonetic Transcription

As an announcer, you face unique and challenging problems in pro-
nunciation. In reading news, commercial, and classical music copy,
you'll frequently encounter words of foreign origin, and. you'll be
expected to read them fluently and correctly. As a newscaster,
you'll be expected not only to pronounce foreign words and names
with accuracy and authority, but also to know when and how to
Americanize many of them. Although British announcers are al-
lowed to Anglicize categorically, you'd be seen as odd or incompe-
tent if you said DON KWICKS’-OAT for Don Quixote or DON
JEW'-UN for Don Juan, as they do. Appendix C is devoted to help-
ing you develop the ability to transcribe difficult words inte one or
more systems of phonetics. Wire-service phonetics, diacritics, and
the International Phonetic Alphabet are discussed.

Articulation

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

THE DIAGNOSTIC CENTER

This is undeniably the most conscientiously de-
signed diagnostic center imaginable. I recognize that,
from an architectural standpoint, the building is mag-
nificent. It also is strategically placed. At the same
time, however, is it environmentally sound? Does it
mirror our civilization’s preoccupation with transcen-

dental human competencies? Looking at the phenomenon
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Figure 4.4

Montreal Expos
French-language an-
nouncing team Denis
Casavant and Roger
Brulotte must be fluent
and articulate in two
languages and pro-
nounce words corrzctly
in both. (Courtesy of
Denis Casavant and
Roger Brulotte)

| ﬁ

from an unexpectedly malevolent point of view, we

probably should ultimately find an alternative.

Because many North American speakers suffer from poor ar-
ticulation, many of the exercises in this chapter are intended to help
improve articulation. Analysis of your performance with the diag-
nostic readings “William and His Friends,” “The Battle of Atter-
bury,” and “The Diagnostic Center” should tell you if you have
difficulty with articulation, including slurring, mumbling, or omit-
ting syllables and some speech sounds. If you find you have prob-
lems, perform the appropriate exercises daily for as long as
necessary. The exercises will do you good, however, only if you read
the material aloud and make a conscious effort to successfully form
every syllable of every sentence. It's wise to exaggerate articula-
tion at first and then gradually move toward normally articulated
speech.

Articulation Problems

Several speech sounds are frequent sources of slurred, unpleasant,
or “fuzzy” speech, and should be corrected by anyone who intends
to become a professional announcer. Of the twenty-five consonant
sounds in the English language, the nine that cause most articula-
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Figure 4.5

Sperts producer and an-
nouncer Keith Jackson

is ane of many sports
announcers with a pro-
nounced southern U.S,
accent. His Georgia
manner of pronunciation
gives his voice a mellow-
ness and softness that
have made him vocally
identifiable for many
years. (© 1994 Copyright
Capital Cities/ABC, Inc.)

tion problems are discussed here, along with exercises to help you
overcome any problems you may have with them.

t The consonant ¢ is an unvoiced lingua-alveolar plosive. The T
sound is formed by releasing unvoiced air that’s been temporarily
blocked off by the pressure of the tip of the tongue against the up-
per gum ridge. Note that ¢, like all other plosives, is best softened
when speaking into a microphone.

The medial ¢ is a problem for many American and Canadian
speakers. In the West and Midwest, it’s often turned into a 4, as in
saying BAD'-UL for battle. In some parts of the East Coast, it’s
turned into a glottal stop, as in saying BAH-UL’ for bottle ['b?3l].
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 al-
lotment of the fatter part of the kettle’s contents.

The setter left, disgusted and a little bitter over




114

-

Chapter 4

SN SR

the matter of the lost battle for a better portion of

the beetle stew.

For extra work with the medial ¢ try saying the following with in-
creasing speed: beetle, bittle, bayttle, bettle, battle, bottle, bootle,
berttle, buttle. :

Use the following sentences to practice the consonant ¢:

[u—y
.

Tiny Tim tripped toward the towering Titan.

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

3. Attractive though Patty was, the battling fighters hesitated to
attempt to please her. '

4. The bottled beetles were getting fatter.

5. The fat cat sat in the fast-moving draft.

6. Herbert hit the fat brat with his short bat.

th The consonant th /th/ [0] (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 pre-
sent. 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 following sentences can be used to practice the unvoiced

TH sound.

Think through thirty-three things.

Thoughts are thrifty when thinking through problems.

Cotton Mather lathed his bath house.

The pathway led to the wrathful heath.

The thought of the myth was cutting as a scythe.

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

s The consonant s is an unvoiced lingua-alveolar fricative. It’s one
of the more common sources of trouble for announcers. A slight
misplacement of the articulators may cause a whistle, a thick, fuzzy
sound, or a lisp. Of the two methods of producing s, neither 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
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Figure 4.6

This AKG 414 con-
denser announce micro-
phone has been fitted
with a windscreen to
reduce both sibilant and
popping sounds. An al-
ternate device, a screen
of foam, is seen to the
right of the mie. (Cour-
tesy of AKG Acoustics)

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 upper and lower front teeth, which are held
slightly apart. Because most microphones tend to exaggerate any
slight whistle or excessive sibilance, work for a softened s.

If you produce excessive sibilance, use these exercises:

1. Should Samson slink past the sly, singing Delilah?

2. Swimming seems to survive as a sport despite some strange cir-
cumstances.

. Lessons on wrestling are absurd, asserted Tessie.

Assurances concerning some practices of misguided misogynists

are 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.

]

S o

sh The consonant $h /sh/ [J] (as in skoe) is an unvoiced lingua-
palatal fricative. It’s made by allowing unvoiced air to escape with
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friction from between the tip of the tongue and the gum ridge be-
hind the upper front teeth. Although this sound isn’t a common
source of difficulty, you should guard against its becoming a thick,
unpleasing sound. To form sk, make certain that air doesn’t escape
around the sides of the tongue; keep the central portion of the
tongue fairly low in the mouth.

Exercises for sounding sh:

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.

Lt

o o

n 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 someone detects for you, a tendency to overnasalize
such sounds, spend several sessions with a tape recorder learning
how it feels to soften them. ,
You can use these sentences to practice the sounding of n:

Ned'’s nice neighbor knew nothing about Neil.

Now the new niece needed Nancy’s needle.

Indigestion invariably incapacitated Manny after dinner.

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.

>

(orl

ng The consonant ng /ng/ [p] (as in sing) is a voiced linguavelar
nasal. It’s formed much as the consonant g, 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,
saying runnin’ or losin’ for running and losing. Each announcer
must, of course, determine whether it’s appropriate to do this. A
newscaster will undoubtedly decide not to. Drive-time music and
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sports announcers, denending on their speech personality, may de-
cide that it’s permissible. A less common pronunciation problem in-
volving 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)
['singip].
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 find-

ing many fans.

S U O

I The consonant { (as in willing) is a voiced lingua-alveolar semi-
vowel, 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 causes little difficulty when in an initial or fi-
nal position in a word, but it’s frequently a source of trouble in a me-

. dial position. If you say aloud the word William, you'll 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
tam. Obviously, it’s easier to speak this name without moving the
tongue at all, but then it sounds like WIH-YUM, ["wijom], and the
! sound is completely lost. Unlike some English speech sounds that
may be softened or dropped without loss of effectiveness, the lost
medial [ is definitely undesirable.
Here’s a diagnostic reading for the medial I

Millions of Italians filled the hilly section of
Milan. The milling celebrants whirled all along

the palisades, down by the roiling river. Lilting
lullabies, trilled by Italian altos, thrilled
millions as they willingly milled along the boulevard.
"It’'s really thrilling,” said William Miller, a

celebrant from Schiller Valley. “I'm compelled to
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call this the most illustrious fellowship in all of

Italy.”

If you have difficulty with the medial [, practice with these ex-
ercises: :

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.

7. William wanted a million dollars, but he seldom was willing to’
stop his silly shilly-shallying and work. ‘

8. Philip really liked Italian children, although he seldom was will-
ing to speak Italian. '

9. Enrolling in college really was thrilling for William, even:

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

o o1 0 N

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

hw -The consonant hw (as in where) is an unvoiced labial fricative.
It’s 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 k sound is barely heard. Al-
though the hw sound in words such as when is lost by most speak-
ers, announcers should include it—at least until it drops out of our
language altogether.
These 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? '
4. “Why not whet your knife?” whispered the white-bearded Whig.
5. Whitney whittled the white-headed whistle. o
~ 6. On Whitsun, Whittier was whipping Whitman on a whim.

i
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r The consonant r (as in runner) is a voiced linguapalatal semi-
vowel. In certain areas of the United States, Canada, and in Eng-
land, 7 is frequently softened or completely dropped. In Standard
American, or broadcast speech, however, all 7’s are sounded,
though they needn’t and shouldn’t 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 speakers can successfully
change only one speech sound. The slight softening of r should be
only one part of a general softening of all harsh sounds in your
speech.
Use these sentences to practice the consonant 7:

. 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.

S o 00 po

4This observation is true for those who want to sound “conversational” and unaffected. At
the same time, one hears a great many commereial announcers—most often those for so-
called “prestige” commodities—speaking with quasi-British accents.
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To be an announcer is to be a user of words, and serious students of
announcing will undertake a careful study of their language—En-
glish for most in the United States, English and French for most
Canadians, and, for those who intend to broadcast in a non-English
language, perhaps Spanish, Chinese, German, Polish, Russian, or
Tagalog. Learning about language means engaging in several dif-
ferent but related studies. It means making a lifelong habit of using
dictionaries. It means becoming sensitized to nuances of language
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and finding the precise word, rather than the approximate one;
changing your vocabulary as changes in our language occur; culti-
vating and practicing the art of plain talk. And it means perfecting
your pronunciation.

This chapter discusses our changing language. It’s designed for
those who will speak on English-language stations, and it considers
usage from the perspective of announcers for the electronic media.

Top professional announcers use words with precision and man-
age to sound conversational while honoring the rules of grammar.
Some broadcast announcers, however, are far from perfect and
commit frequent usage errors. Here are some recent examples of
mistakes made by broadecast announeers:

“The power is out, traffic lights aren’t working, and traffic is
snarling.” Although the drivers may have been snarling, con-
gested traffic is said to be snarled.

“That’s like shooting ducks in a barrel.” The announcer mixed to-
gether two clichés—“shooting fish in a barrel,” and “shooting
sitting ducks.”

“... and this poor old guy was trodding along the street, looking
for aluminum cans.” The word is trudging, the present partici-
ple of trudge. The announcer may have meant plodding.

“And, while Debbie’s marriage was floundering on the rocks, . .."
To flounder is to stumble or lurch. The correct word is Sfounder, a
term used for a ship in danger of sinking.

“And ____is the latest state to reintroduce corpulent punish-
ment.” Corpulent means “excessively fat.” The announcer
meant corporal punishment, a euphemism for the death penalty.
Even a skinny person might receive corporal punishment.

“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 announcer meant, “It is reported that the secretary of
state...”

“Coach Washington has done a great job of gerrymandering his
team in light of its injuries.” The sports reporter meant Jury-
Tigging, a term for coping with problems by improvising tempo-
rary solutions. To gerrymander is to draw voting district
boundaries in such a way as to give an advantage to the political
party that drew them.
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“The jury’s verdict culminated a case that had draggéd along for
seven months.” The verdict may have concluded the case, but
the case culminated in a verdict.

“And the Oakland A’s are on a pace to set a new, all-time record!”
By definition, when a record is set it is both new and “all-time”;
this is a rare case of double 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 doesn’t stand up to lin-
guistic logic or rules of grammar. -

American English is a dynamic, ever-changing language. Al-
though change is slow during periods of relative stability, it never
ceases. During times of upheaval, whether political, economic, or so-

- cial, changes in our language take place rapidly. World War II, for ex-
ample, created many new words, among them blitz, fellow traveler,
fifth column, radar, and quisling. Operation Desert Storm brought
us SCUDs, stealth bombers, and smart bombs. Many computer-
related terms have been added to our language, including byte, mo-
dem, RAM, ROM, and hacker. Professional announcers must be
alert when reading and listening if they want to keep up with our
changing language.

News reporters, interviewers, commentators, DJs, talk-show
hosts, sportscasters, and weather, environmental, and consumer
reporters—in short, announcers who speak ad-lib—frame their
own thoughts into words. They must choose those words well and
pronounce them correctly. To do an outstanding job, announcers
must be experts with their language.

Our Changing Language

From the -1960s and well into the 1990s, separate movements
brought about many changes in both spoken and written American
English. First was the rise of African-American consciousness, fol-
lowed by similar movements among other ethnic groups. Among
many other changes, ethnic consciousness demanded that new terms
replace Negro, American Indian, and other labels of ethnicity.
Second, the women’s movement that began in the 1970s pointed
up the many inappropriate contexts for words such as mankind,
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manpower, and chairman. Announcers, writers, and politicians
were amazed to discover how gender-biased our language was. You
may be surprised to learn that, before this concern about gender
bias in language caught on, terms commonly used in broadecasting
included anchorman, cameraman, make-up man, and floorman!

An important part of this movement was the decision made by
the U.S. Department of Labor to change government-approved job
titles to remove both age and gender bias. The terms junior execu-
tive and salesman were replaced by executive trainee and sales as-
sociate. Later changes included flight attendant for stewardess, and
host to mean both males and females who fulfilled that role.

An extension of the movement to change offensive or ex-
clusionary language addressed both ethnic and gender concerns.
Unfortunately, this development soon was named “political cor-
rectness”—usually abbreviated to PC—by those who resisted
change in American English usage.! Although the term is inaccu-
rate—the matter seldom has anything to do with polities, and
the term correctness would be better changed to consideration
or awareness—we’re stuck with the term, and so it will be used
here.

The concept of political correctness has been used to justify
many excesses. Some people who are upset over changes in our so-
ciety have used the PC label to attack almost any position they op-
pose. A six-year-old boy has been suspended from school for kissing
a girl classmate on the cheek; extremists opposing the eating of an-
imals have thrown imitation blood on steak-house customers,
claiming that eating meat is “politically incorrect.” The first is an
example of foolish overreaction; the second is an inappropriate, vi-
olent assault. There’s nothing political or correct about either inci-
dent. PC, in its most significant and useful applications, asks us to
reconsider our use of language that may be offensive or hurtful to
others. As an announcer, you should be alert to the sensitivities of
your listeners. Comments that exclude or hurt others are made in
broadcasting chiefly by those who are unaware of the offense and
by talk-show demagogues who intentionally insult and offend oth-
ers. The Spotlight for this chapter discusses this issue at greater
length.

"Political correctness is the subject of an article by John Leo in the January 31, 1994, issue of
U.S. News & World Report. pp. 19 and 20. The author highlights examples of PC overlkll.
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SPOTLIGHT

Politically Correct Language

This is a personal note from me, Stuart Hyde, to you.

A friend of mine once told me that, when his mother was in her eighties and
living in a retirement home, she always introduced him to her friends as her
“baby.” Despite the fact that he was anything but a “baby,” he was her youngest
child. He was embarrassed by this introduction until he realized that this usage
was common in that setting and was acceptable and amusing to his mother’s
friends. They understood the intent and the context of the words she used. It
was acceptable to use this expression in this environment, and within this group
of people.

At the same time, it’s important to understand that usage appropriate to one
setting may be out of place and resented in other contexts. That difference is the
subject of this Spotlight.

Members of “closed” groups sometimes use words and names that would be
unacceptable if used outside the group. Perhaps you belong to a closed group
where good-natured banter, including insults, is common. Some such groups are
ethnically related; others are ethnically diverse, as in social groups called
“cliques” (pronounced “kleeks” by my generation and most likely “klicks” by
yours. “Locker room” banter often is paralleled by that of professors at a univer-
sity luncheon table—but only if those present have formed a distinct “closed”
group. Within such groupings, blunt statements are made and nasty names used,
all directed toward joviality; such behavior is most likely natural and will never
change. It has to do with bonding, testing, and camaraderie. Insults in such a
context seldom hurt because they come from friends. But it’s quite a different
matter to be called an offensive name by an outsider, or to use derogatory terms
when speaking to an outsider, or, even more to the point, when speaking in pub-
lic, as on the public airwaves.

Political correctness (PC), is a term coined in the 1990s to describe a move-
ment that actually began as far back as the 1970s. The move was motivated by
the recognition that some names and words are offensive or exclusionary and
should be used with caution or dropped altogether. Despite some excesses com-
mitted in the name of political correctness, the movement is long overdue in sen-
sitizing us to language that is noninclusive and inconsiderate of the feelings of
others.

The term “political correctness” is poorly chosen because the movement has
little to do with politics; at the same time, the term does have the virtue of being
widely used and, therefore, widely understood. What this term really means is
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that we should be ever sensitive to the feelings of others and we should incorpo-
rate this sensitivity into our speech and our actions. As talk-show host Michael

Krasny states:

Political correctness is less the appropriate phrase than civility and kind-
ness, expressions that should be an integral part of rational—or even irra-
tional—discourse. Whatever the nature of the discussion, or whatever is
being broadcast, we all need to be mindful and sensitive (without getting
carried away) to that which can hurt or wound or undermine.?
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Michael Krasny (Courtesy of Michael Krasny and KQED-FM)
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2Radio talk-show host Michael Krasny is professor of English at San Francisco State Uni-
versity. He earned his Ph.D. at the University of Wisconsin. His weekday shows are long
on information, intellectual stimulation, and significant controversy and devoid of the
opinionated and sensationalized utterances of a few popular talk-show hosts who claim M
that they are “merely entertainers.”
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As already mentioned, the impetus to avoid hurtful terminology and demean-
ing statements predates the “politically correct” movement by several decades.
One example from the past is the change made several years ago by Stanford
University in renaming its mascot “Cardinal,” dropping the term “Indians.” The
Atlanta Braves, the Cleveland Indians, and the Washington Redskins, among
many others, have been criticized for using Native American designations for
their mascots. Other mascot names have been criticized, including “Minutemen”
(excludes women) and “Norsemen” (too Aryan and too masculine). A great many
hymns, carols, creeds, and prayers of the Christian church have been undergoing
review and revision to eliminate a long-standing male orientation—“God Rest Ye
Merry, Gentlemen,” is one example.

In addition to terms of ethnicity and gender, political correctness asks us to
consider our use of language in other contexts that might be offensive or hurtful.
PC suggests we use the term “international students” instead of “foreign stu-
dents,” because the word foreign, is, in some constructions, negative. (“She had a
foreign object in her eye.” One definition of foreign is “not natural; alien.”)

PC also asks us to be careful in choosing words to describe those with physical
or mental deviations from the norm. Norm is a relative term, not a standard by
which those who differ from it should be negatively judged. In times past, jokes
were told (and laughed at) that ridiculed alcoholics as well as people who were
obese, stuttered, had regional or national accents, or differed in some other way
from the majority of the citizens in a community or a nation. The concept of the
“superiority” of the majority and the “inferiority” of the minority goes back to
ancient times when people born with red hair (in some societies) were consid-
ered evil and where mothers of twins were harassed as adulterers because twins
were thought to require two different fathers. Left-handedness was considered
a defect by many societies. The French word for “left-handed” is gauche, mean-
ing “clumsy,” but the Italian version is even harsher—sinistra, from the same
Latin root as the English word sinister. (By contrast, the French term for
“right,” a droit, became the English word, adroit.)

This chapter’s sections on age referents, slang, ethnicity, and gender are de-
signed to help sensitize people to the fact that words, carelessly or insensitively
used, can hurt others. Perhaps you were referred to as a child for some time af-
ter you felt grown up; people in their sixties—or even in their seventies—can
also feel demeaned if they’re described as old or elderly. Perhaps you suffered
from schoolyard taunts about your appearance or your behavior when you were
younger. If so, you know how much such actions can hurt. The old expression
“Sticks and stones may break my bones, but names will never hurt me” is totally
false. Derogatory names can be devastating! Additionally, slang terms for men-
tal or physical conditions can be extremely hurtful, as in calling someone a retard
or a blimp.




American English Usage 127

Finally, to call a woman a girl or a gal may be resented by many who see it as
demeaning—much as adult African-American men and women resent being
called “boys” and “girls.” Many women do call one another “girl” or “gal,” how-
ever, and there’s nothing wrong with this practice when there’s agreement
within the group that the words are acceptable and even slightly humorous.

As an announcer, you should always consider the feelings of your listeners.
Comments that exclude or hurt others in our society are used in broadcasting
only by those who are unaware of the offense and by a number of talk-show dem-
agogues who intentionally insult and offend others. If you truiy care about peo-
ple, your feelings will be reflected in the words you choose. Using in-group
language outside the group is always dangerous, and the likelihood that your re-
marks will cause some people to feel degraded is great. When in doubt, play it
safe by following the rules of sensitive and considerate usage! In the context of
this Spotlight, make sure that the language you use outside a group or on the air
is “politically correct.”

The decline of colonialism, from which emerged new nations
such as Tanzania, Namibia, and Sri Lanka—and the nouns and ad-
jectives used to identify them and their citizens—brought impor-
tant changes to our language. The breakup of the Soviet Union also
created several new nations, among them Moldova, Ukraine, Geor-
gia, Turkmenistan, Latvia, and Lithuania. Czechoslovakia split into
two nations, the Czech Republic and Slovakia. The former Yu-
goslavia broke up into warring factions involving Serbia, Bosnia-
Herzegovina, and Croatia. Turmoil continues in the Balkans, and
further divisions and alignments may change both boundaries and
the official names of its nations.

American English and Ethnicity

During the past two or three decades, several ethnic groups have
asked for changes in the terms used to identify them. Some of these
changes—from Negro to black to African American, for example—
occurred easily and in a relatively brief period. In other cases,
change has been hindered because of a lack of consensus on pre-
ferred usage. For example, some Americans of Filipino ancestry
want to be called Pilipinos, but it’s not yet clear whether this term
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will gain general acceptance.? People whose ancestors lived in Mex-
ico and Central America aren’t in agreement on the appropriate-
ness of such terms as Latin American, Hispanic. or Chicano. As a
broadcast announcer, you must carefully watch developments in
our evolving language, so that your speech will reflect up-to-date
usage. The discussion that follows gives general principles of usage.

Some members of non-European ethnic groups in the United
States resent being given a hyphenated status, such as Chinese-
American. 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. government does not apply ethnic terms to such
people, lumping them together for most purposes as “whites.”
There’s no consensus on this point among any major ethnic
group, however, and any metropolitan telephone directory may list
organizations under such headings as “Japanese-American...,”
“Mexican-American . ..,” and “African-American. . . .”

In broadecasting, the racial or national background of Americans
is irrelevant in most, but not all, circumstances. For instance, if a
person of Mexican heritage is interviewed on the subject of soccer
or rapid transit, that person’s heritage is not an essential or even
appropriate matter of comment. On the other hand, if the same per-
son were being interviewed on the subject of bilingual education or
the working conditions of Mexican-American farm workers, men-
tioning the person’s heritage could be a legitimate means of estab-
lishing his or her interest in, and special knowledge of, those topics.
There are times, then, when an announcer may legitimately refer to
the ethnic background 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. It is impera-
tive that you check on sensitivities in your area and follow the es-

tablished practice of those who are most respectful of others when -

using ethnic designations. It could be embarrassing to you and
painful to some members of your audience if you used a term con-
sidered in poor taste.

Nowhere is the task of correct identification more difficult than

3There is no fin Tagalog, the official language of the Philippines.
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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 heritage, which may be Spanish,
Filipino, Cuban, Mexican, Puerto Rican, Central American, or South
American. “Spanish surnamed” embraces all these different cul-
tures and races, but it’s both 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 des-
ignate female and male, respectively. Mexican-American is accept-
able to all or nearly all members of that ethnic group. Some use
Chicano and Chicana, La Raza, or Mexican to describe them-
selves, but not all members of Mexican-American communities find
these terms acceptable. Hispanic is widely used by the U.S. gov-
ernment for census purposes, but it’s generally considered a mis-
nomer by those whose forebears lived in a former Spanish colony,
rather than in Spain.

Puerto Ricans, because they are U.S. citizens, should not have
“American” tacked onto their designation. A person from Cuba
may be referred to as either a Cuban or a Cuban-American, de-
pending on whether that person is a resident alien or a naturalized
citizen. Spanish-American and Filipino-American are acceptable
designations for people originally from Spain or the Philippines.

When referring to Americans whose names are of Spanish ori-
gin, don’t 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. Though you may be right, where
ethnic or national background isn’t known, it’s better to avoid using
a specific term than to guess.

The original inhabitants of the United States were called Indi-
ans by early European explorers. Five hundred years later, debate
continues on the designation of this group of citizens. The federal
government uses the classification “Native Americans” in many
demographic and statistical reports, yet it continues to operate the
Bureau of Indian Affairs. Some members of this group don’t like
the term Indian, yet refer to themselves as members of the Amer-
ican Indian Movement. American Indian is acceptable in some
parts of the United States but considered derogatory in others. It’s
generally acceptable to use Anglicized tribal designations—Sioux,
Navajo, Nez Perce, Apache, and Zuiii, for example.
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Black Americans prefer the term black, African American, or
Afro-American. At present, Negro and colored person are offen-
sive to most African Americans, but note that many of them, as
well as many Asian Americans and Native Americans, refer to
themselves as “people of color.” Also, the organization called
the National Association for the Advancement of Colored People
(NAACP) has found no reason to change its name.

The term Chinaman is fortunately seldom heard today. It’s
extremely insulting and must be avoided. Americans of Chinese
heritage may be referred to as Chinese, Chinese Americans, Sino-
Americans, Asians, or Asian-Americans. Many people use the
term Asian when referring to people who came from Asia or whose
ancestors came from there, but, because “Asia” includes India, In-
donesia, the Philippines, Korea, China, and Japan, it is considered
an imprecise and rather misleading term. When appropriate, sub-
stitute a more specific term than Asian. Oriental is no longer ac-
ceptable when referring to a person; you may speak of an Oriental
rug but not of an Oriental person.

Not only Americans of color are concerned about their designa-
tions. Others are offended from time to time by insensitive an-
nouncers. Scots bridle when they are referred to as “Scotch.”
People from Scotland are Scots, Scottish, or Scotsmen and Scots-
women. Scotch is an alcoholic beverage manufactured by the Scots.
Scots may sometimes drink Scotch. Scotch should not, of course, be
used as a synonym for stingy because, like most stereotypes, it is
both offensive and false.

People from Canada are Canadians and shouldn’t be referred
to as Canucks. Those living near the border between Canada and
the United States know about this prohibition, 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 Canucks, but it’s 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 Arab neighbors, but
Iranians are not Arabs.

Don’t use Welsh to mean a failure to pay a debt. Don’t say Irish
or Dutch to mean hot-tempered. Don'’t use the word Turk in any
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Figure 5.1

Bryant Gumbel ma-
jored in Russian history
at Bates College in
Maine. An avid athlete,
he played baseball and
football at Bates. After
graduating, he became
the weekend sports-
caster on KNBC-TV,
Los Angeles. In 1982 he
became the first
African-American co-
host on the Today show.
(Courtesy of NBC)
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construction mdlcatlng that a person so labeled is krutal ¢ tyran-
nical, such as “young Turk.” Avoid the term Dutch in any of several
derogatory connotations, such as Dutch treat, where each person
pays for his or her share. Another offensive term is Indian giving,
meaning to give something and then take or demand it back. No list
of dos and don’ts can substitute for sensitivity and consideration. If
you use phrases such as Mexican standoff, French leave, or Chi-
nese fire drill, you could find yourself in serious trouble as an an-
nouncer.

Gender in American English

The women’s movement brought about significant changes in the
terminology 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 ke and his when both genders are
meant, as in “Everyone must pay his taxes.”

Over the centuries the male orientation of our language has
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gradually increased. Originally, man referred 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 language changed, man came to
be used for both males and the human race.

Because words help determine and define reality, terminology
had to change to eliminate the male bias in our everyday language.
Such changes were reflected in the U.S. Department of Labor’s
Dictionary of Occupational Titles, 4th edition (2 vols., revised
1991), in which the official terminology for nearly 3,500 occupations
was changed to eliminate discriminatory referents. Publishing
houses prepared guidelines for authors with instructions and sug-
gestions for removing gender 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.

Words that some people consider sexist actually are not. The
Latin word manus means “hand,” and it formed the basis of a great
many English words, including manacle, manrage, manager, man-
ner, manual, manicure, manifest, manipulate, manufacture, and
manuscript. '

Most likely, you’ve grown up with inclusive language, because
changes in usage to avoid male bias in language have been rapid
and widespread. Few announcers need to be told that flight atten-
dant has replaced both airline steward and stewardess, that fire-
men and policemen are now firefighters and police officers, and that
the mailman has become the mail or letter carrier. If, however, you
find yourself using obsolete terms for workers in any field, make a
conscious effort to change this practice.

One way of avoiding male-oriented terminology when including
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.” Because television and radio are intimate media, the

4In 1997, the U.S. Department of Labor replaced the “outmoded” Dictionary of Occupational
Titles with O'NET, the Occupational Information Network, “a comprehensive database sys-
tem for collecting, organizing, describing, and disseminating data on job characteristics . ..”
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use of the second person helps establish a direct link between an-
nouncer and listener.

Nations and Citizens of the World

Broadcast announcers, especially news anchors and reporters, can
expect to refer at one time or another to nearly every nation in the
world. If you were to read a news story from Grenada, Tajikistan,
or Kenya, where would you turn to find the correct pronuneiation of
these nations? Nearly any comprehensive dictionary will tell you to
pronounce the first nation as (gruh-NAY-duh), the second as (tah-
JEEK-iss-tahn), and the last as (KEN-yuh).?

It’s equally important to use the correct noun and adjective
when referring to citizens of a nation. A citizen of Tajikistan is a
(TAH-jeek), a citizen of Grenada is a (gruh-NAY-dee-un), and
(KEN-yun) is both noun and adjective for the people of Kenya.
Whenever you're unsure of the correct noun or adjective, use the
Internet to access the U.S. State Department or the Central Intel-
ligence Agency, where you'll find reliable and up-to-date informa-
tion.S If you're in or near a large city, such information may be
obtained by phoning the appropriate consulate or embassy. An-
nouncers aren’t expected to know pronunciation and terminology
for all the nations of the world, but they’re expected to know where
to find the information.

Note that we Americanize the names of many nations. The
country we call Ivory Coast is actually République de Cote d’Ivoire
(RAY-POO-BLEEK' DIH COAT DEE-VWAR'). Because we've
Americanized the names of nearly all nations, you sheuld try
for correct American pronunciation rather than attempting to
pronounce the name as a native of the country would pronounce it.
This general rule is true even for countries for which we haven't
changed the spelling, such as Mexico. Remember, though, that pro-
nunciation changes over the years. There’s a continuing trend to-
ward giving correct or nearly correct Spanish pronunciation to the
names of nations such as Uruguay, Colombia, and Costa Rica. If
you're a Spanish-speaking American announcer, correct pronuncia-

5The British pronvunce Kenya as (KEEN-yuh), but citizens of that nation prefer (KEN-yuh).
%To make this easier and faster, you may want to “bookmark” the government agencies that
you find most useful and accurate as sources of international information.
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tion of such names is acceptable and may even be preferred by your
audience and supervisors.

Usage Guidelines

Age Referents
Many young adults find it offensive to be called a boy or a girl, just

. as middle-aged persons resent being called elderly. Be sensitive to

the feelings of those described by age classifications, and of listen-
ers and viewers who may object to your classifications. Age is, of
course, not always an appropriate referent. In a report that a musi-
cian triumphed at a concert, you needn’t give the musician’s age—
unless he or she is extremely young or 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 of some sig-

nificance—as with athletes, prodigies, or people who have reached
an unusual age, such as one hundred—give the correct age and
avoid using an age category.

At times it’s appropriate to state that a person is within a reec-
ognized age group. Use the criteria in Table 5.1 as a guide.

Elderly people are often referred to as senior citizens, but
many dislike the term. Senior is somewhat more acceptable, though
there always will be some individuals who resent being classified by
an age category.

The word kid, meaning a young person, is sometimes accept-
able and at other times in poor taste. You're 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
twelve or thirteen probably will dccept the label kid; adolescents
gradually begin to object as they approach the age of fourteen or
fifteen. The term is never appropriate when describing a tragedy.
In general, slang words or words that seem flippant don’t. belong in
a story that involves suffering or death.
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TABLE 5.1 Guidelines for Using Age Referents

Label Appropriate Age Range

child Between birth and puberty (approxi-
mately 12 or 13)

boy or girl Before puberty

youth Between puberty and legal age (ap-
proximately 13 to 18)*

Juvenile Between 13 and 18

adolescent Approximately 13 to 19

teenager 13 through 19, inclusive

young adult Between 18 and 21
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)

* “Legal age” is an imprecise term. Sixteen is the legal age in most states for
obtaining a driver’s license; eighteen is the legal age for voting; twenty-one is
the legal age in most states for purchasing alcoholic beverages. Many people
under the age of 18 are tried as adults for crimes they are accused of commit-
ting.

Jargon and Vogue Words

Every profession and social group has a private or semiprivate vo-
cabulary, and some of their words and phrases enter the main-
stream of public communication. It’s useful and enriching when
expressions such as gridlock, agribusiness, software, or hostile
takeover (a business term) are added to our vocabulary. But as an
announcer, you should guard against picking up and overusing ex-
pressions that are trite, precious, deliberately distorting, or pre-
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tentious. Here are a few recent vogue words and phrases with

translations into plain English (slightly facetious in some cases). |

From the Military
de-escalate

balance of power
nuclear deterrent

debrief
collateral damage

Jfriendly fire

From Government

To give up on a lost war
A dangerous standoff

The means by which war can be de-
terred when antagonistic nations pos-
sess enough nuclear weapons to
destroy the world

To ask questions of someone

Dead civilians or destroyed buildings
that were not the intended targets

The accidental killing of soldiers by
their comrades

at home and abroad Everywhere

nonproliferation Monopolization of nuclear
weapons

disadvantaged Poor people

Department of Human

Resources Development The unemployment office

decriminalize To make legal

dehire To fire an employee

From Academe
quantum leap
de-aestheticize
dishabituate
microencapsulate
SJound art
megastructure

A breakthrough

To take the beauty out of art
To break a bad habit

To put into a small capsule
Someone else’s junk

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),
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viable, and meaningful. Avoid vogue phrases that have already be-
come clichés, such as a can of worms, head honcho, pushing the en-
velope, the bottom line, and more bang for the buck.

One of the most offensive speech habits that announcers can
adopt is tacking the suffix -wise onto nouns to create awkward
words:

Culturewise, the people are ...
Foodwise, your best buy is . ...
National-securitywise, we should . ..

Such clumsy errors are made by those who don’t know any better
and by others who've found such usage an easy way to avoid cor-
rect sentence construction. The suffix -wise does, of course, have a
legitimate use in words such as lengthwise and counterclockwise.

Redundancies

To be redundant is to be repetitive. Redundancy can be a useful
tool for reinforcing or driving home a point in a commercial or an
editorial. But there’s an important difference between intentional
redundancy—as in a great speech, where a phrase is repeated sev-
eral times to reach an emotional climax—and the pairing of two
words that mean the same thing. Close proximity is redundant be-
cause close and proximity (or proximate) mean the same thing. A
necessary requisite is redundant because requisite contains the
meaning of necessary. Careless speech is plagued with redundancy,
so be on guard and use repetition only when it serves a purpose.

The chart on pages 138-139 shows some redundancies some-
times heard on radio and television. Develop a keen ear for redun-
dancies. Recognizing errors in usage is the first step toward
avoiding them.

A cliché is an overused expression or idea. Many clichés are simi-
les, a figure of speech in which two essentially unlike things are
compared—“Frank was strong as a bull.” Other clichés are merely
overused expressions: “without further ado,” “to make a long story
short,” “at any rate,” or “none the worse for wear.” It’s important to
detect trite catch phrases or overused similes that may have in-

o emmem

Clichés ‘
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PHRASE

an old antique

both alike, both at once, both equal

completely surround, completely
abandon, completely eliminate

cooperate together
divide up, end up, finish up, rest up,

pay up, settle up
equally as expensive

excess verbiage
exchanged with each other
gemeral consensus
Hallowe’en evening

I thought to myself

knots per hour

more preferable

most-outstanding, most perfect,
most unique

WHY IT'S REDUNDANT

There can be no such thing as a new
antique.

Both refers to two people or things,
and alike, at once, and equal all im-
ply some kind of duality.

To surround, to abandon, and to
eliminate are done completely if
they’re done at all.

To cooperate means that two or
more work together.

All of these are burdened by unnec-
essary “ups.”

If something costs what another
thing does, then inevitably their
costs are equal. (Say instead, “equally
expensive” or “as expensive as.”)
Because verbiage means wordiness,
it contains the concept of excess.

An exchange is necessarily between
one and another.

Consensus means general agree-
ment.

Hallowe’en includes evening in an
abbreviated form.

Barring telepathy, there is no one
else one can think to.

A knot is a nautical mile per hour, so
per hour is redundant

Use this phrase only if you’re com-
paring two preferences.
A thing is outstanding, perfect, or

unique, or it isn’t. There are no de-
grees of any of these qualities.
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novel innovation

Sahara desert
’ serious crisis
set a new record

Sierra Nevada mountains
still remains

true facts

\ totally annihilated
visible to the eye

[ abundant wealth

To be innovative is to be novel; this
phrase essentially says a “new new
thing.”

Sahara means “desert.”

It’s not a crisis unless it’s already be-
come serious.

All records are new when they’re
set.

Sierra means “rugged mountains.”

If something remains, it must be
there still.

Annihilate means to destroy totally.
There can be no untrue facts.
There’s no other way a thing can be
visible.

Wealth means having a great

amount.

vaded your vocabulary and then to eliminate them. Memorable
speakers and writers are noted for their avoidance of commonplace
expressions, as well as for their language skills in evoking the
mood, character, or the ambiance of a particular place.

Most popular clichés were once innovative and effective. They
became clichés by being overused and, in many instances, misap-
plied by people who weren’t aware of their original meanings. In a
recent postgame interview, a sports reporter made this comment:
“With Pete having a sprained ankle, and you playing with a broken
toe, it seems that you guys played the game with your hearts on
your sleeves.” The term, hearts on your sleeves is a cliché, but
that’s not the only problem. The phrase is from the days of chivalry
(knighthood) and means “openly showing your love” for a lady. The
reporter apparently intended to say something like this, “You guys
are all heart.” (Another cliché, by the way...!)

Many who use the cliché as rich as Croesus have no idea who
Croesus was or the degree of his wealth. Similarly, the expression




140

Chapter 5

Figure 5.2

Just as important as us-
ing respectful terms to
describe U.S. citizens’
age, ethnicity, and
gender is the ability to
apply those same con-
siderations to covering
international stories.
‘When announcing such
stories from the studio
or on location—as
CNN'’s Bernard Shaw
is doing here as he re-
ports for The Interna-
tional Hour from
Moscow—one must re-
search unfamiliar pro-
nunciations for names
of people and places
and correct terms for
citizens of various na-
tions. (Courtesy of
Turner Broadcasting)

slow as molasses in January may be used by some who aren’t fa-
miliar with the viscous properties of molasses.

Many clichés reflect our rural past. We say he was “mad as a
wet hen,” “fat as a pig,” “stubborn as a mule,” “silly as.a goose,”
“strong as an ox,” “busy as a bird dog,” and similar expressions.
Though not all clichés are similes, most similes in common use are
clichés. Most of these animal similes are learned and used by people
who’ve never associated with creatures of the barnyard or field.
Most of us should replace these expressions with similes that re-
flect our own experiences.

Good use of language demands that we think before we use the
first cliché that comes to mind. Commonly used clichés include these:

hustle and bustle

Jirst and foremost

at this point in time

stoponadime -

by and large

the phone was ringing off the hook (few of today’s telephones have
hooks)
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hurly-burly

quick as a flash or quick as a wink
quiet as a grave or quiet as a tomb
dead as a doornail

dry as a bone

as cool as a cucumber

as hungry as a bear

Sfresh as a daisy

The effectiveness of these clichés and dozens more like them has
simply been eroded by endless repetition. Good broadcast speech
isn’t measured by the ability to produce new and more effective im-
ages, but often creative expression can make for memorable com-
munication. See what a little thought and time can do to help you
use language creatively. How would you complete the following
similes to create novel and effective images?

as awkward as
as barren as
as deceptive as
as friendly as
as quiet as
as strange as

In addition to overworked similes, 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 re-
porter or newscaster, make a careful and constant study of words
that have become meaningless and replace them with meaningful
synonyms.

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.” There’s a great story,
perhaps apocryphal, that an underprepared radio announcer, work-
ing a night shift, tore an “urgent” bulletin off a teletype machine,
rushed to the microphone, and began reading the bulletin: “And
there’s a report just in that the prime minister of South Africa has
died.” Then, not knowing how to pronounce the minister’s name,
quickly ad-libbed, “His identity was not released, pending notifica-
tion of next of kin.”

Many speakers and writers use clichés without knowing their
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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 aides
White House :

earmarked several million * set aside several million

dollars dollars :
stated in no uncertain was definite about =
a flurry of activity sudden activity

precise meaning—an easy way to fall into error. For example, the
adjectives jerrybuilt 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’s also important to avoid incorrect quotations from or allu-
sions 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,” from Thomas Gray’s
“Elegy Written in a Country Churchyard.”

The phrase “suffer, little children” or “suffer the little children”
has recently been used to mean “let the little children suffer.”
The original expression, in the King James Bible version of
Mark 10:14, is “Suffer the little children to come unto me.” In
this context, suffer means “allow” or “permit”: “Allow the little
children to come to me.”

“Alas, poor Yorick, I knew him well.” This is both corrupt and
incomplete. The line from Hamlet, Act V, scene i, reads:
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“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. The correct 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.” It means “why.” The question asks “Why are you
Romeo?” not “Where are you, Romeo?”

“Pride goeth before a fall” is actually, in the King James Bible ver-
sion 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 learn-
ing is a dangerous thing.”

These are but a few of many common misquotations. As a broadcast
announcer, you should routinely check original sources. Excellent
sources for checking the accuracy of quoted phrases are Bartlett’s
Familiar Quotations, and the Merriam-Webster Book of Quota-
tions, available in print editions as well as on compact disks. Use a
quotation only if it truly belongs in your work. When in doubt, skip
the cliché—even correctly cited clichés are still clichés.

Latin and Greek Plurals

When you discuss broadcast media, 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
don’t practice 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’s 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 sim-
ilar 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

Words that refer to graduates of schools are a more complicated
matter, for both geader 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/
['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) /o-lum'ni/
[2'1amnai] “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

The very definition of slang is determined more by how one feels
about its use than by .any objective criterion. To some, “slang”
means corrupted speech; to others it means a creative and effective
use of language. Slang is condemned by language purists, but most
of us use it without apology in some'settings and contexts. Ain't is
a slang word generally avoided by speakers, but sometimes we use
it for effect, as in “if it ain’t broke, don’t fix it.” Another nonstan-
dard term, humongous is used to advantage in all but the most for-
mal speech. Perhaps the best and most neutral definition of slang
comes from the American Heritage Dictionary:
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slang (slang) 7. A kind of language occurring chiefly in casual and
playful speech, made up typically of short-lived coinages and figures of
speech that are deliberately used in place of standard terms for added
raciness, humor, irreverence, or other effect.

Slang is an important means of changing and infusing language
with vitality. Some slang expressions arise from a need to name a
new object or phenomenon. Lemon and gas guzzler are two effec-
tive ways of describing a fauity automobile; tailgating is a creative
term for that risky practice. Other slang terms originate as eu-
phemisms—a word substituted for another that’s considered indel-
icate or too blunt—as in calling a toilet a can or a head.

Slang, the nonstandard vocabulary of a given culture or subcul-
ture, is often brilliantly effective. Some of its effectiveness is due to
its originality. Slang terms often are coined to fill a perceived need
for a new term or to create a word that has more “punch” than stan-
dard equivalents. Because, as the dictionary notes, slang is short-
lived, several of the examples used here will probably be “history”
by the time you read them. But examples are necessary, and al-
though slang travels speedily, it seldom ages well!

Expressions such as crash pad for a place where a person could
sleep without fee or invitation, and head shop, a store specializing
in apparatus to use with illegal drugs, came from the so-called hip-
pie culture (another slang expression) of the 1960s. As evidence of
rapid change in slang word usage, you may not be familiar with
these once popular terms.

The space program brought us glitch, meaning a minor mishap,
as well as names for many objects or processes that weren’t in ex-
istence when the program began. Sweeping changes in health care
in the mid-nineties gave us wellness and managed care. Other
slang expressions have entered our language by way of ethnic
groups: Mafia from the Italian; kosher from Yiddish by way of He-
brew; African languages have given us voodoo, banana, and cola;
macho was contributed by Latinos but derived from Spanish; and
smorgasbord is from the Swedish language.

Many slang expressions are created by members of specialized
groups, including those involved in sports. These terms are some-
times called jargon, the specialized language of a trade, profession,
or similar group. Front-runner and by a nose are from horse racing;
hat trick from hockey; off-base from baseball, and blitz from football
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Figure 5.3

Music announcers on,
stations with an all-jazz
format often use slang
to great effect. The
very term, jazz, is of
slang origin, and the
free and improvised
nature of jazz rebels
against restraints in
word choice. Creative
music seems to benefit
from creative use of
language when intro-
ducing and commenting
on it. (Courtesy of Bob
Parlocha)

(although it originated in wartime Europe, as an abbreviation of

blitzkrieg, “lightning war”).?

Although slang may be used in many creative ways to enrich
our speech, it’s important to remember that one person’s slang may
not fit another’s speech personality. Many expressions used by
African Americans, such as The Man, or bro, may sound preten-
tious or condescending when spoken by whites. Similarly, words of
foreign origin, such as mensch or schlepping, may sound out of
place when used by someone who has only a vague notion of their
meaning and uses them in inappropriate contexts. Some users of in-
group expressions resent outsiders who take over their language.

Words derived from the worlds of crime and drugs are avoided
by announcers in most instances. Terms such as ripped off, to mean
stole, or busted, to mean arrested, are devised to lessen the seri-
ousness of the activity being described. “He was busted for crack”
sounds far more innocent and trivial than the straightforward
translation, “He was arrested for possession of cocaine.” To “rip
someone off” is to steal from a person, and theft shouldn’t be trivi-

alized; slang makes some illegal actions seem less serious than they

"See an expanded discussion of jargon earlier in this chapter. .
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Figure 5.4

Many schools maintain
on-air or “carrier cur-
rent” radio stations
offering students op-
portunities to practice
on-air announcing
skills. Use such a chal-
lenge to polish your use
of American English,
and develop a life-long
practice of modifying
your vocabulary to
conform to ongoing
changes in our lan-
guage. (Courtesy of
Robert Dozoka and
KALX, Berkeley.)

are and, perhaps, even a little humorous. Though you should, in
general, avoid using street expressions, be aware that a few stations
encourage—or even require—announcers to use such language.
As an announcer, you should become sensitive to when and how
nonstandard—or not yet standard—language adds or detracts
from your message. Slang that might be appropriate in a commer-
cial may be out of place in a newscast. Although sports announcers,
talk-show hosts, and popular music announcers often use slang to
good effect, it’s usually avoided by news commentators and analysts.

Solecisms

A solecism is a nonstandard or ungrammatical usage. It’s related
to a barbarism (a word or phrase not in accepted use), and both
should be avoided by broadcast announcers. You don’t need to be
told that ain’t is unacceptable or that educated speakers don’t use
anywheres. We all in early childhood pick up substandard words
and phrases, but they survive to plague us if we don’t 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 feet: “She was five feet tall.” (No one
would say that a person is “five foot, six inch tall.”)
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. Was enthused over for was enthusiastic about.

Guess as a substitute for think or suppose, as in “I guess I'd better
read a commercial.” -

Ea:pect for suppose or assume, as in “I expect he’s on the scene by
now.”

Try and for try to, as in “She’s going to try and break the record ”

Hunyg 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, I enjoyed the

“movie.”

Real for really, as in “I 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) mean-
ing “to recline.” It’s used correctly in the following examples:
Present tense: “I lie down.”

Past tense: “I lay down.”
Past participle: “I had lain down.”

Lay is a transitive verb (requiring a direct object) that means “to
place.”

Present tense: “I lay it down.”
Past tense: “I laid it down.”
Past participle: “I had laid it down.”

Henhs lay eggs, but they also lie down from time to time. A parent
can lay a baby on a blanket and then lie next to her.

| Words Often Misused

Hopefully, reportedly, and allegedly are three adverbs misused so
consistently that some modern dictionaries now accept their mis-
use. Adverbs modify verbs, adjectives, and other adverbs; in other
words, adverbs tell us how something happened. 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’ll win,” is not the same as saying, “We hope we'll
win.” The first implies that hope is the means by which we’ll win.
Hopefully is used properly in these sentences: “She entered college
hopefully”; “He approached the customer hopefully.” -
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Figure 5.5

One of the most over-
used and misused
words in broadcast
journalism is allegedly.
A news reporter was
recently heard saying,
“The alleged gunman
then killed himself with
a shot to the head,”
which makes no sense
at all! Whenever possi-
ble, say the name or
position of the alleger,
as in “Police Sergeant
Rivoli alleged that the
same man held up both
banks.” And, remem-
ber—people don’t com-
mit crimes in an alleged
manner. (Spencer
Grant, The Picture
Cube)

There’s no praper use of reportedly. This quasi-adverb is of re-
cent origin and doesn’t stand up to linguistic logic because there’s
no way to do something in a reported manner. To say “He was re-
portedly killed at the scene” isn’t the same thing as saying “It’s re-
ported that he was killed at the scene.” “He was reportedly killed”
means that he was killed in a reported manner. Additionally, using
the word “reportedly” tells attentive listeners that the reporter
really isn’t sure of the information.

The adverb allegedly is widely misused. It’s 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 gram-
matical sense. Allegedly and alleged (the adjective) are perhaps the
most overworked and misused words in broadeast journalism. To
be generous, we can assume that the consistent use of allegedly in-
dicates that reporters are making an effort to be fair. To say on a
newscast that “Jones allegedly stole eighty typewriters” may make
you guilty of poor grammar, but it shows that you don’t want lis-
teners to assume that Jones has been found guilty of grand theft.

Many reporters, newswriters, news directors, and station man-
agers believe that the use of allegedly protects the station from
charges of libel, but that’s not always true. You aren’t protected
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when using the term unless the story includes the name or title of
the person doing the “alleging.” It’s safe to say “Police Captain
Mundt alleged that the man threatened to kill his hostage.” And,

when you state the name or title of the alleger, you can omit the
qualifying term alleged altogether. The only sound reason for using
any of the derivatives of allege is to help preserve the notion that
all people are innocent until proven guilty. Here are a few recently
noticed misuses of forms of allege:

“The bullet, allegedly fired at the president . ..” This is ludi-
crous—the reporter can hardly question the fact that a gun was
fired and that a bullet whizzed past the president when viewers
are shown the incident on videotape. ‘

“Jones will stand trial for alleged auto theft.” Alleged is unneces-
sary in this sentence. The notion of a trial contains the allega-
tion, by a district attorney, of guilt.

“The experts have examined the alleged bullets used in the assas-
sination.” The idea of an “alleged” bullet raises the possibility
that it was not a bullet at all.

When considering the usé 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 un-
necessary in the three examples given. Is it possible or useful to say
who is doing the alleging? “Meyer is alleged by his estranged wife
to have set fire to the store” is longer and more cumbersome than
“Meyer, the alleged arsonist,” but it contains more useful informa-
tion and is fairer to Meyer than the shorter version; the indication
that Meyer’s wife did the alleging also removes the possibility of
your bemg sued for libel! One mlght question whether the term “is
alleged” is the best way of saying this. Why not, “Meyer’s wife
claims that . .. ? Here are some correct and incorrect uses of these
terms:

3

Incorrect Correct #

“The striking teachers al-  “The principal alleged that ~
legedly destroyed their at- the striking teachers de—
tendance records.” _ stroyed their attendance ~

A records.”
Tt e Gt
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Incorrect Correct
“Benson is allegedly an un- “Benson is alleged by the
dercover agent.” State Department to be an

“Chang allegedly is set to
buy the hockey team at
the end of the season.” -

undercover agent for a for-
eign power.”

“Chang is reported to be
set to buy the hockey team
at the end of the season.”

(Note that this is wrong in
two ways: it isn’t possible
to buy anything in an al-
leged manner and terms of
allegation should be re-
served for instances in
which there’s possible
wrongdoing.)

Allegedly, like hopefully and reportedly, is a poor reporter’s
copout. 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 nego-
tiators are reported to be near an agreement.” The second state-
ment is proper grammar, but it would be far better as a news item
if it said who made the statement. As a reporter, you may not know
who’s doing the alleging, the hoping, or the reporting, but it’s part
of your job as a field reporter to find out and to include that infor-
mation in your report.

Adverbs such as these three (hopefully, reportedly, and al-
legedly) represent a special problem to announcers: should you go
along with conventional misuse? One argument in favor of doing so
is that everyone understands what’s meant. An argument against it
is that widespread misuse of adverbs undermines the entire struc-
ture of grammar, which makes it increasingly difficult for us to
think through grammatical problems. Because any sentence can be
spoken conversationally without misusing adverbs, it is to be hoped
that professional announcers will use adverbs correctly.

Other often misused words can trip up unwary speakers and
writers:
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Don’t 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
connive is to cooperate secretly in an illegal or wrongful action. To
comspire is to plan together secretly; one person can’t conspire, be-
cause a conspiracy is an agreement between two or more persons.

- To contrive is to scheme or plot with evil intent; one person is capa-

ble 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 aren’t the same. Contin-
ual means “repeated regularly and frequently”; continuous means
“prolonged without interruption or cessation.” A foghorn may sound
continually; it doesn’t sound continuously unless it’s broken. A siren
may sound continuously, but it doesn’t sound continually unless it’s
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 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 per-
suade. Convince is to be followed by of or a clause beginning with
that, as in “I couldn’t convince him of my sincerity” or “I couldn’t
convince him that I was honest.” The sentence “I couldn’t 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 aren’t interchangeable. Distinct means
“not identical” or “different”; distinctive means “distinguishing” or
“characteristic.” A distinct odor is one that can’t 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 em-
anate. Objects such as rivers, automobiles, or peaches can’t em-
anate from mountains, a factory, or an orchard.
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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:
possible, 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's 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’s a practical person.”

Practicable means “capable of being done”: “The plan is hardly
practicable 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. Avoid using this overworked word. If you re-
member that it’s derived from the Old French vie and the Latin
vita, both of which mean “life,” it’s unlikely that you will speak
of “viable plans.”

Flaunt and flout are often used interchangeably and therefore
incorrectly. 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 prom-
ise” means that the promise was understood but wasn’t actually
stated. “His promise was explicit” means that the promise was
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




154

Chapter 5

grades, I infer that she has a fine mind.” Avoid the common practice
of using one of these words to mean the other.

Libel originally meant any written, printed, or pictorial state-
ment that damages by defaming character or by exposing a person

 to ridicule, but libel also includes words spoken over the air, espe-

cially when read from a script. Slander means “the utterance of
defamatory statements injurious to the reputation of a person.”
Defamation is a more general term meaning both libel and slander.

"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 “Don’t lend money to friends.” Avoid using loan as a verb,
as in “Don’t loan money to friends.”

The suffix -ology means “theory of.” Methodology is not the

-same as method, it’s the theory of methods. Technology isn’t the

same as the manufacturing of produects; it’s the theory of technical
applications of scientific knowledge. You can avoid compounding
confusion by obtaining precise definitions of all the words ending in
-ology that you 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 spo-
ken or written; for this reason, the phrase “oral agreement” rather
than “verbal agreement” should be used if the meaning is that
the agreement wasn’t written. Although oral and aural are pro-
nounced the same, they’re used in different senses: “She taught
ordl interpretation” 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 per-

sonage is an important or noteworthy person. A personality is a
pattern of behavior. It’s technically incorrect to call a DJ a person-
ality, even though the term has wide acceptance.

Most dictionaries indicate that prison and jail can be used in-
terchangeably, but strictly speaking a jail is maintained by a town,
city, or county, whereas prisons are maintained by states and the
federal government. Jails generally confine prisoners for periods of
less than a year; prisons or penitentiaries are for people with longer
sentences. ‘

Repulsion is the act of driving back or repelling; revulsion is a
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feeling of disgust or loathing. Don’t say, “His breath repelled me,
unless you mean that his breath physically forced you backward.

Reticent means “silent”; reluctant means “unwilling.” Don’t 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 ele-
ments used in literature and public speaking. Rhetoric isn’t a syn-
onym for bombast, cant, or harangue. Rhetoric is a neutral term
and shouldn’t be used in a negative sense to mean empty and
threatening speech.

A robber unlawfully takes by violence or intimidation some-
thing that belongs to another; a burglar breaks into a house or store
to steal valuable goods. Although both actions are felonies, they’re
different crimes, so robber and burglar shouldn’t be used inter-
changeably.

Xerox is the trademark of a corporation that makes copying
machines. The company specifies that Xerozx is the name of the com-
pany or, if followed by a model number, a specific machine. A photo-
copy 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 issue of correct usage. If you
habitually make errors such as those described here, consider tak-
ing composition courses beyond those required and making English
usage a lifelong study.

Deliberate Misuse of Language

As an announcer, you'll at times have to read copy that’s ungram-
matical, is marked by poor usage, or requires deliberate mis-
pronunciation. Here are a few examples: “So, buy !
There’s no toothpaste like it!” If there’s no toothpaste like it, the ad-
vertised product itself doesn’t 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, is used ungrammati-
cally as a transitive verb. You can give her flowers on Mother’s Day,
but unless all standards of grammar are abandoned, you can't gift
her. You may be asked to pronounce the Italian island Capri, KUH-
PREE'’ instead of the correct KAP'-REE. When you're 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.
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Although some errors in usage are made by copywriters through
ignorance, don’t 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. Mispronunci-
ations are often used because the American public, for whatever
reasons, has adopted them.

The problem with being obliged to make deliberate mistakes is
that knowledgeable members of your audience will assume that the
mistake is yours and other listeners may believe that the poor us-
age or mispronunciation actually is correct! Use language properly
in all broadcast circumstances you control; when you’re asked to
read ungrammatical copy exactly as it’s written, you should, when
possible, ask the writer or the agency if it can be changed.

This chapter ends much as it began, with a brief compilation of
some usage errors heard on radio and television. The sentences
that follow have one thing in common—all are incorrect:

“The owner of the destroyed house was nonplused about it.” This
would seem okay, except that in the accompanying sound bite,
the owner said, “Well, it could’ve been worse.” The owner, then,
actually was nonchalant, rather than nonplussed.

“So much for the wisdom of political pundents.” This blunder was
heard several times during a recent political campaign. The cor-
rect word is pundit, derived from the Hindi “pandit,” meaning a
learned person.

“The Bears were hoping to cash in on their field position, but that
point is now mute.” The word is moot, which in this usage would
mean “irrelevant.”

.. . and, for music lovers, this Saturday night at 8:00 the Opera
Guild stages the Mozart opera, The Marriage of Figuroa.” “Fig-

‘uroa” is a major thoroughfare in Los Angeles, named after an
early Californian. The announcer meant Figaro.

... and, when the storm came in, it rained unrelentlessly for the
next eight hours.” The unnecessary un canceled out relent-
lessly, so, according to the reporter, it didn’t rain much at all!
(Beware of unnecessary uns that mean the opposite of what was
intended, as in “unloosen the knot.”)

[
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“ ..so0,it’s important for the inspectors to sift through the chafe.”
The announcer meant chaff, a word referring to the outer coat-
ing of grains removed during threshing. To chafe is to “irritate
by rubbing.”

“A barge with a large wench is on its way to the scene of the acci-
dent.” It’s unlikely that even a huge wench could lift a truck
from the bay.

“They [the 49ers] have been top heavy, passwise to runwise.” This
statement, made during a football broadcast, combined jargon
(tacking -wise onto nouns) with an expression (“top heavy”) that
isn’t a good substitute for “lopsided,” “unbalanced,” or “dispro-
portionate.”

This list of errors in usage is brief, to be sure, but it illustrates the
kinds of mistakes made by professional speakers who should be
providing models of correct speech. If you make mistakes such as
these or if you confuse who and whom, shall and will, like and as,
and which and that, this chapter should serve as notice that you
should undertake a serious study of American English. The sug-
gested readings in Appendix E include several works on American
English usage that should be a part of every announcer’s library.
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PRACTICE

Improving Vocabulary and
Pronunciation

Turn to Appendix B. Choose fifty words whose mean-
ings or pronunciations are unfamiliar. Using a cassette
recorder and the pronunciation guides provided, record
each word. Repeat it until you're comfortable with the
sound of its correct pronunciation. Then, consulting a
dictionary, read and record the word’s most common '
definition(s).

PRACTICE
Analyzing Regional Accents

Watch several local, PBS, and network newscasts and
determine the percentages of news reporters and an-
chors and weather, sports, or environmental reporters
who employ Standard American and of those who speak
with regional accents. Jot down at least ten regional dif-
ferences in speech patterns—and guess the origin of the
accents,
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Broadcast
Equipment

CHAPTER OUTLINE

s Digital Workstations
Preparing to Work at a Tapeless Radio Station
But Don’t Ignore the Old!
s SPOTLIGHT: Equipping Broadcast Studios for the
Twenty-first Century
= Microphones
Internal Structure
Pickup Patterns
Intended Use

= Audio Consoles

s Audio Storage Systems
Tape Carts, CD and DAT Players, and Digital Cartridge
Machines
Turntables

= Automated Radio Stations

Digital Workstations

You're reporting for another day’s work at your Adult Contempo-
rary radio station. You receive scripts for the commercials you're to
produce prior to your on-air shift and move to a small production
studio, with a digital workstation, complete with audio console
and computer system. You use a track ball (which functions as a
mouse) to select a music bed. You activate the recorder, which

159
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mixes your voice and the music background onto a hard disk, and
begin to record a commercial.! As you speak, a “picture” of your
reading appears on the video display monitor. It progresses across
the screen from start to finish of your reading.2

With the aid of the track ball, you later edit any portion of the
recording to eliminate or replace unwanted sounds, such as a
sneeze or the wheeze of overaspirated intake breaths. Most audio
workstation equipment is set for automatic gain control (AGC),
so when a reduced or barely audible sound is detected, the sounds
of your intake breaths gain in volume as the AGC “searches” for
sound. To eliminate unwanted sounds, you locate on the computer
screen the point at which the sound begins, press a key to mark it,
then find the ending point and make a second mark. These marks
“surround” the segment you're editing. A keystroke deletes the
sound between the two marks.

An exchange option allows you, not to delete, but to re-record
one or more sentences, to place marks at the start and end of the
unwanted section, and to simultaneously erase it while inserting
the preferred version. Other options permit you to change the vol-
ume or .he equalization of any portion of your recording, or to
remix the volume balance between voice and music bed. When
you're satisfied with your edited commercial, you give it an identi-
fication name and number, and store it on a mass storage hard disk.
You may produce two to a dozen commerecials before you're through
with this day’s commercial production. On days with few commer-
cials to produce, you may, instead, record promos for your station.

You later enter the on-air studio, ready to start your four-hour
shift as a DJ. Before you take over from the DJ whose shift pre-
cedes yours, you begin your preparations. Working from a log pre-
pared by the music director, you access the hard disk that stores
the music library, and select and stack in order the music cuts you'll
play during your time on the air. You then turn to a computer ter-
minal, complete with keyboard, a track ball, and a video data moni-
tor. A log, prepared by the traffic department, lists the commercials

"Throughout this text, both “disk” and “disc” are used. The word disk is used when referring
to computers; disc is used when referring to vinyl phonograph records as it has been for
many years.

28hingo Kamada, technical supervisor at KCBS and KLLC, San Francisco, gave generously
of his time and knowledge to make the information in this chapter current with radio station
practices.
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Figure 6.1

DJ Tom Plant works
with a keyboard, a
track ball, and a video
data monitor to select
and “stack” commer-
cials stored on a hard
disk. He follows a log,
prepared by the traffic
department, which lists
in erder the commer-
cials to be played dur-
ing his four-hour shift.
(Courtesy of Tom Plant
and KZST, Santa Rosa)

to be played during your shift, as well as the order and the precise
times at which they’ll be broadcast. Many of the commercials were
sent from advertising agencies to your station over high-quality
telephone lines and digitally reconstructed on a hard disk. Some
commercials and nearly all of your public-service announcements
(PSAs), jingles, and station promos were created in your produc-
tion studio by you and co-workers, and transferred from an audio
console/video terminal system to the same mass storage disk that
holds the agency-produced commercials. With the aid of the track
ball, you select all stored commercials to be played, and assemble
them in the order in which they’ll be broadcast. Recorded station
IDs, jingles, promos, and PSAs also are ¢iored on a hard disk, and
these have been stacked by traffic.

None of the recorded material is in your announce booth—it ex-
ists only on the computer hard disk in an adjacent room. As the
time comes to play each program element—music, commercial, jin-
gle—you use the track ball to find, the video screen to see, and the
computer keyboard to select each; when the time comes to play
each of them, you press the “play” command, and the cut you've
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previously selected is sent to the audio console and then out over
the air. .

While music is played, you receive telephone calls from listen-
ers. As you answer the phone, you inform callers that they will be
recorded; if there’s no objection, you then activate a recorder to
make an audio record of the conversation. There are two reasons
for recording these calls: the first is to preserve actual conversa-
tions to avoid later problems about prizes, prize winners, or other
issues that could arise from misunderstandings; the second is to col-
lect comments that may later be edited into sound bites to be used
in station promotions.

Preparing to Work at a Tapeless
Radio Station?

Today’s radio announcers are required to perform well with the
electronic marvels described in this opening scenario. If you remain
in radio for even a few years, you'll definitely need to operate simi-
lar hi-tech equipment, and eventually to operate equipment that
hasn’t yet been invented! Even if you begin your career at a small-
market station, you may be asked to work with highly sophisticated
computerized operations. Although in years past equipment at
smaller stations lagged decades behind that found at large and
prosperous stations, today such apparatus may be found at stations
of every size. The twin factors of reduced equipment costs and the
ability to operate stations with fewer employees combine to make
technological upgrading economically attractive to station owners.

You're unlikely to currently have access to all the equipment
described at the start of this chapter. How can you learn? How can
you prepare? Read what Tom Skinner, owner and general manager
of KZST-FM has to say about preparation for work at a tapeless
operation:

Knowledge of specific equipment isn’t the key to employment with
us. First comes talent. Then, we look for dependability, attitude, open-

3This chapter briefly discusses automated radio. Syndicated radio programming is rapidly
growing in importance and has replaced some automated radio systems, but, because it’s es-
sentially a distribution system, it isn’t discussed here. Both syndicated programs and satel-
lite delivery are briefly mentioned in Chapter 9, “Interview and Talk Programs.” See
Chapters 7, 9, and 11 for tips relating to television equipment.
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mindedness, enthusiasm—such qualities as these. We’re not afraid of
the new technology. We can teach new employees how to use it as long
as they’re computer literate. We send employees to schools run by
equipment manufacturers when we get new equipment or have other
reasons for them to get concentrated training. Talent is basic.

Julie Stoeckel of KLLC agrees but adds that in a highly competi-
tive market, if there’s a choice between two talented people, the job
will likely go to the one who'’s best prepared to operate equipment.

Taking both comments into account, your educational goals are
twofold: first, develop your performance abilities; second, learn op-
erational skills, including audio engineering and computer op-
erations. Most of the chapters of this text are devoted to assisting
you in achieving the first goal; here are suggestions for achieving
the second:

» First, and most basic, is to take at least one and preferably two or
more courses in audio engineering. To be of practical use,
courses should include in-studio recording on multichannel
recording consoles, mixing of multiple inputs, editing, use of
board equalization, reverberation systems, graphic equalizers,
limiters, overdubbing, and sound reinforcement.

s Second, enroll in one or more courses in hands-on use of both
Macintosh and PC computers, to include experience with the ma-
jor computing programs: Microsoft Word, MacWrite II, Claris
Works, WriteNow, Microsoft Excel, and so forth.

You must realize, however, that taking a few courses in com-
puting will not adequately prepare you to work in a tapeless, com-
puterized station. During your first semester in college, you should
start using computers to generate term papers and all other out-of-
class writing assignments. Most colleges have easily accessible
computer labs on campus. Owning your own computer costs more
but is more time and work efficient; low-cost used and refurbished
PCs and Macs are widely available.

As you choose your courses, keep these words in mind: educa-
tion for any sort of technical operation isn’t limited by the sophisti-
cation of the tools you use for practice. You don’t become an
efficient operator of audio consoles by training on models of every
board found at stations across the country, including the most ad-
vanced; rather, you learn what a board does and how it does if. Al-
though you practice with a specific console, your understanding of
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audio recording, collecting, mixing, equalizing, and editing can
quickly be transferred to a board you’ve never used.

The same applies to learning about and using advanced com-
munication systems. The major differences between learning
basic computer operations on a more primitive pre-Power Mac or
286 PC as opposed to a state-of-the-art computer are such inciden-
tals as speed, memory, storage capacity, and similar variables. The
principles are the same. To summarize, your highest priority
should be developing your talent to make yourself an effective and
compelling communicator; your second goal should be a sound
working knowledge of audio engineering and computer appli-
cations.

But Don’t Ignore the Old!

As you prepare to work with state-of-the-art equipment, you also
must learn the old ways of doing your job. This means learning to
operate tape cartridge machines, DAT and CD recorders and play-
ers, and turntables. You also must develop both electronic and man-
ual tape editing skills. Although, as already noted, audio technology
is rapidly moving away from the use of tape in any form, radio sta-
tion program and music directors agree that you should prepare for
your career by learning to operate equipment that was for years
standard in one application or another. The reasons for this are as
follows:

= Even the most expensive and sophisticated hard disk systems oc-
casionally “go down.” Music on compact discs, as well as commer-
_ cials, jingles, promos, and PSAs on tape carts or DAT, must be
available to carry on the broadcast operation.
= You can’t be sure that every station you'll apply to will be an en-
tirely tapeless operation. Many AM stations, as well as a smaller
number of FM stations, continue to use equipment from earlier
times.
= Some stations have huge inventories of music on vinyl dises that
they’re gradually cleaning up and dubbing to recordable CDs or
mass-storage hard disks. A classical, country, or jazz music sta-
tion, for example, may have irreplaceable versions of unique per-
formances that can be electronically cleaned to remove scratches,
popping, or other unwanted “noises” before being transferred to
storage disks. When cleaning noisy discs, it’s also possible to alter
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the equalization to, for example, make the intro “hotter.” The
starting point for such a cleanup operation is cuing and playing
vinyl dises on a turntable. ‘

= Many stations continue to use DAT (digital audio tape) for ar-
chival material. DATS take up little space, store much informa-
tion, are easily cued to access specific information, are easy to dub
and send by overnight delivery, and are of good sound quality.

» Recordable CDs continue to be used in several ways: to record
and send specific music cuts to chosen destinations, to store’
cleaned up music where a mass-storage disk is not available, and
to record telephone conversations.

» Finally, many people currently in management positions learned
and performed all of these tasks earlier in their careers, and they
retain respect for others with a broad-based knowledge of their
field.

When working as a news anchor, talk-show host, or DJ, you’ll be
surrounded by costly and delicate equipment,; if you abuse or im-
properly operate it, you can defeat your best announcing efforts.
Working an air shift while doing your own engineering is called
working combo.* Improper use of a microphone can result in ex-
cessive sibilance, popping, or voice distortion. Improper use of an
audio console can result in poor broadcast sound quality and even
damage to the equipment. Radio announcers of every specialization
must be aware of the proper and safe use of broadecast equipment.

Most television announcers seldom touch broadcast equipment
other than microphones, but they must know how to relate to all
standard items of equipment, including cameras, floor monitors,
and props.? They also are likely to spend part of their working day
with equipment such as word processors and computerized editing
stations.

Radio announcers usually operate equipment in a station’s
production and on-air studios. At small- and medium-market radio
stations, announcers spend some of their working time producing

“To work “combo” is to announce while doing your own engineering. Few DJs, news, sports,
weather, traffic, or feature reporters enjoy the luxury of working with an engineer.
%Television reporters at local stations must be skilled in video editing and, at many stations,
camera operations. Television program hosts, performers for commercials, actors on dra-
matic shows, and sports play-by-play announcers generally do not operate equipment, but
must learn to relate to it. Chapters 7, 9, and 12 give extensive coverage to this topic.
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commercials, PSAs, and station promotional features and so must
operate several types of broadcast equipment.

This chapter provides an elementary introduction to radio
equipment. Be sure to supplement your reading with practice, for
no book can develop your manipulative skills or train your ears to
make audio judgments.

PR
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SPOTLIGHT

Equipping Broadcast Studios
for the Twenty-first Century

Imagine sitting in the news anchor’s chair and gazing out on a studio filled with
cameras but containing no human operators. Picture yourself setting up (and
storing for later network playback) thousands of cable features and commercial
spots on a computerized machine or programming a twenty-four-hour radio for-
mat that may or may not use a live announcer and for which the songs are trans-
mitted from on-line rather than from CDs.

From the phonograph that was used in the first radio broadeast (in 1906 from
Brant Rock, Massachusetts, by Reginald Fessenden) to the sound boards, multi-
CD players, and lighting systems of today, broadcast equipment continues to
evolve. And though many television and radio stations operate on a shoestring
budget and get by with outdated equipment, those that can afford to are already
testing the electronic devices of the twenty-first century. NBC News anchor
Tom Brokaw, for example, makes eye contact with unassisted ecameras. Three
freewheeling robotic cameras, supplemented by two wall-mounted cameras,
have replaced a camera crew of six people who earned a combined $600,000 per
year. The first generation of camera robots was a bit constrained by rail tracks,
which allowed them to move only back and forth along a fixed path. Later robots,
such as those used also by the NBC studios in Burbank, California, and the Ca-
ble News Network of Turner Broadcasting System in Atlanta, are mounted on
wheeled pedestals. They roam freely about the studio, using laser scanning with
a system of reflectors to stay on course. They can be set for either prepro-
grammed camera angles or remote-controlled maneuverability.

Radio long depended on open-reel tape and later on tape carts to store pro-
grams and commercial segments. Today, radio stations are rapidly moving to all-
digital, tapeless operations. Compact discs, digital audiotape (DAT), and digital
cartridge machines (DCMs, which use standard or enhanced 3%-inch floppy
disks), together with mass-storage hard disks that stockpile commercials, jin-
gles, station promos, and other program elements, are replacing equipment that
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has been in use for thirty or more years. Many medium- and large-market radio
stations in the United States have already changed the way they program. New
equipment allows a station to categorize all of its recordings on storage disks (by
theme, composer/group, or length of piece), to assemble a day’s program and
compare it with programming of the recent past, and sometimes play directly
from computer to airwaves. One broadcasting system offers a computer system
with a researched library of adult contemporary and easy listening songs,

which can be combined in any order and played directly from on-line, with or
without a DJ.

Other companies have developed software systems such as Selector and Mu-
sicScan, which offer increased precision and flexibility in hourly and daily music
programming. Stations can schedule jingles to “match? corresponding music
selections and index and cross-index music for any programming challenge that
may arise.

Cable television is profiting from advances in audio/video electronic cart ma-
chines, called multievent recorder/player systems (MERPS). A MERPS’ mem-
ory and storage capacity allows for network playback at various times,
back-to-back programming of even the shortest promotional segments, and
transmission from the computerized machine itself rather than an old-fashioned
master reel.

As we enter the twenty-first century, computerized broadeast equipment is
becoming more sophisticated and more widely available to smaller radio and
television stations. Presumably,
though, humans will always be be-
hind the designing and the program-
ming of these devices—and in front
of the microphones and cameras.

Robopod camera robot. (Courtesy of
A.F. Associates)
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Microphones

RCA 77-DX ribbon mi-
crophone. (Courtesy of
RCA)

When sound waves enter a microphone, they set in motion a chain
of events that culminates in the apparent re-creation of the sound
by the radio or television speakers. As the beginning pathway for
the process, the microphone is of primary importance. If a micro-
phone is improperly selected, improperly used, or damaged, the
sound quality will be distorted throughout the remainder of its trip
to the listener.

Sound waves are generated when we speak, and they also are
generated by speakers in radio and television sets. All broadcast
sounds begin and end as longitudinal pressure waves, but they
can’t be sent from studio to receiver in that state. For sounds to be
broadcast, they must be converted from physical waves to electric
energy. That process of transforming energy is called transduction,
and the first step in that conversion is a microphone.

Microphones are classified according to internal structure,
pickup pattern, and intended use. As an announcer, you most likely
will not have a say in the microphones you use, but you should be
able to recognize the types given to you so that you can use each to
its best advantage.

Internal Structure

Ribbon or Velocity Microphones The ribbon or velocity mi-
crophone contains a metallic ribbon that is supported at the ends
and passes between the poles of a permanent magnet. The ribbon
moves when sound waves strike it, generating voltage that is im-
mediately relayed to the audio console. This type of microphone is
extremely sensitive to all sounds within a great frequency range, is
flattering to the human voice, and is unaffected by changes in air
pressure, humidity, and temperature. In addition, it resists picking
up reflected sound.

A ribbon mic works best if the speaker stands or sits eight
inches to one foot away and speaks directly into it. This range usu-
ally provides deeper voice quality. If you find you have voice repro-
duction problems at close range, speak at an oblique anrle across
the mic’s front screen.
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Sennheiser MD 421-U
dynamic microphone.
(Courtesy of Senn-
heiser Electronic Cor-
poration)

Sennheiser MKE 4032

condenser microphone.

(Courtesy of Senn-
heiser Electronic Cor-
poration)

Dynamic or Pressure Microphones In the dynamic or pres-
sure microphone, a lightweight molded diaphragm attached to a
small wire coil is suspended in a magnetic field. Sound waves strike
the diaphragm and are relayed to the coil, and the movement of the
coil within the magnetic field transforms physical energy into elec-
trical impulses. The dynamic microphone has a number of advan-
tages. It’s more rugged than other types, can be used outdoors with
less wind blast, can be as small as a person’s fingertip, and can per-
form better in a wider range of applications than any other type of
mic. Only a well-trained audio operator is likely to be bothered by
the fact that it doesn’t reproduce the subtle colorations achieved by
a high-quality ribbon or condenser mic.

When you use a dynamic mic, stand or sit six to ten inches away
from and to one side of the front screen of the instrument. By talk-
ing slightly across the screened surface, you should project your
voice quality at its best, especially if you speak at high volume or
are given to excessive sibilanee or popping.

Condenser or Electrostatic Microphones Often found in profes-
sional recording studios and FM stations, the condenser or
electrostatic microphone is similar to the pressure mic in that it
has a diaphragm, but instead of a coiled wire it has a fixed plate op-
posite the diaphragm. As sound waves strike and move the di-
aphragm, the voltage between the moving diaphragm and the fixed
plate changes, thereby varying the sound signal.

If you're asked to work with a high-quality condenser mic, you
should treat it as you would a dynamic mic. If the extreme sensitiv-
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Electro-Voice RE20, a
cardioid dynamic micro-
phone. (Courtesy of
Electro-Voice)

Shure Beta 58 super-
cardioid dynamic micro-
phone. (Courtesy of
Shure Brothers, Inc.)

ity of the condenser mic is creating sibilance or popping problems,
try working farther away from it or speaking into it at an angle.
One or both of these adjustments should correct the problem. Con-
denser mics require power for their operation. When used away
from a station, they’re powered by batteries. If you experience
problems with a condenser mie, first check to make sure that the
battery is there, is inserted in the proper-position, and is not dead.

The pressure zone microphone (PZM) is a condenser mic de-
signed to allow direct and reflected sound waves to enter the mi-
crophone at the same time.® Other mics pick up both direct and
reflected sound but with a slight lag between the two, the result of
varying distances from sound source to mic. The PZM eliminates
this lag and has very little sound distortion. One definite advantage
of a PZM microphone is that it doesn’t look like a mie, which can re-
duce nervousness on the part of inexperienced guests.

Pickup Patterns

A microphone’s pickup or polar pattern is the shape of the area
around it from which it can accept sounds for transmission with
maximum fidelity and optimal volume. Fidelity refers to the de-
gree to which the electronically produced sound resembles the
original sound—in other words, its faithfulness to the original
sound. Nearly all microphones can pick up sounds from areas out-
side their ideal pattern, but with reduced quality. For best results,
speak from within the pickup pattern and generate enough volume
so that the volume control knob can be kept at a minimal level. If
you’re off mic (out of the pattern) or if you speak too softly, the vol-
ume control will have to be turned up, and the microphone will dis-
tort your voice as it also transmits unwanted sounds from outside
the pattern. When you use a stand, hand-held, or control-room mic,
you need to know the pickup pattern of the instrument, must posi-
tion yourself properly, and must adjust your voice level to optimize
the sound.

Manufacturers classify microphones according to four pickup
patterns:

SPZM is a copyrighted trademark of Crown International, Inc.
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Neuman U 87 and U 89
multidirectional con-
denser microphones.
(Courtesy of Gotham
Audio Corporation)

Electro-Voice 635A/B, a
dynamic omnidirec-
tional microphone.
(Courtesy of Electro
Voice)

. Unidirectional—only one side of the microphone is live.

Bidirectional (or figure eight)—two sides of the mic are live.

. Omnidirectional (also called nondirectional or spherical}—the
mic is live in all directions.

4. Multidirectional (polydirectional or switchable)—two or more

patterns can be achieved by adjusting a control.

O =

Nearly all unidirectional microphones have cardioid (heart-
shaped) pickup patterns Cardioid patterns range from wide to nar-
row (or tight) to hypercardioid (or supercardioid) patterns, which
have a narrow front angle of sound acceptance and pick up very lit-
tle sound from the sides. Hypercardioid mics are used chiefly as
shotgun mics in television studios.

The PZM has a hemispheric pickup pattern, which means that,
when the mic is placed on a flat surface such as a table, the area of
sound acceptance is one-half of a sphere, like the northern hemi-
sphere of the globe.

Descriptions and engineering diagrams or microphone pickup
patterns such as those in Figure 6.2 are inadvertently misleading
because they can’t show the three-dimensionality of the pattern,
nor can they indicate that the pattern changes when the relation-
ship between instrument and sound source changes. Because car-
dioid mics can be placed in every conceivable position with respect
to the sound source, their pickup patterns vary in design and are
especially difficult to understand from engineering diagrams. The
cardioid pattern shown in two dimensions on engineering data
sheets will differ significantly depending on whether the mic is
hand held or stand mounted at a 30-degree angle. The data sheet
shows whether a particular cardioid microphone has a narrow or
wide angle of front sound acceptance, and designates the areas of
rear acceptance and rejection, but only actual practice with car-
dioid mics will teach you how to position them.

As you study the pickup patterns of cardioid mics shown in Fig-
ure 6.2, assume that the microphone is exactly iri the center of the
circle in each instance. Also remember that the actual pattern is
three-dimensional.
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Figure 6.2

Microphone polar pat-
terns show how sounds
are absorbed in differ-
ent shapes, depending
on what type of mic you

" use. Note that these

pickup patterns are ac-
tually three-dimen-
sional and that the
shapes alter with the
changing relationship
between the instru-
ment and voice.

AKG C 414 B-ULS mi-
crophone. This con-
denser mic features
multiple polar patterns,
from hypercardioid to
figure-eight. (Courtesy
" of AKG Acoustics, Inc.)
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Intended Use

Because recording studios and radio stations employ distinctive
production methods, microphones have become increasingly spe-
cialized. They can therefore be classified according to intended or
best use.” A microphone of one design may be ideal for one kind of
work but inappropriate for another. For example, one dynamic om-
nidirectional mic may have been designed to be hand held and an-
other to be permanently mounted above an audio console.

Announce Microphones Announce microphones are found in ra-
dio station on-air and production studios and in audio recording stu-
dio announce booths, and they are also used for off-camera film and
television narration. Typical announce mics are the AKG 414, the
Sennheiser MD 421-U, the Electro-Voice RE15 and RE20, the
Shure SM7 and Beta 58, and the RCA 77-DX (an older mic that is
still in use at some stations).

"Some of the popular microphones described here are no longer manufactured, but they will
remain in use—especially at smatler-market radio stations—for years to come.
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Beyer Dynamic MCE-5
Electret condenser mi-
crophone. (Courtesy of
Beyer Dynamic, Inc.)

Stand Microphones Stand microphones are used chiefly in the
production of radio commercials and voice-over narration for tele-
vision commercials. The RCA 77-DX, AKG 414, Electro-Voice
REZ20, and Shure SM33 are examples.

Hand-held Microphones Hand-held microphones are versatile:
they can be used indoors or out and ean be fitted into a desk mount.
The Electro-Voice 635A and RE55 are widely used models.

Lapel or Lavaliere Microphones® Lavaliere mics (lavs) are
miniaturized microphones that can be clipped to a lapel, blouse,
necktie or other item of clothing. They’re extremely small, are of
excellent sound quality, and their use frees both hands to perform
whatever functions may require manipulation. Examples of widely
used lavs are the Sony ECM-77 and the Beyer MCE-5.

Headset Microphones Miniaturized microphones connected to
headsets are standard for play-by-play sports announcers. Both dy-
namic and condenser mics are used with headsets, but they must be
designed to include a honeycomb pop filter in front of the di-
aphragm. The Shure SM2 is a popular headset microphone.

Wireless Microphones Wireless microphones are practical for
work at remote locations and for studio work when performers
need to move without the restraints of a mic cable. This type of mic
is widely used in television production, as in talk shows where pro-
gram hosts move among audience members to receive their com-
ments.

Advances in microphone technology make it likely that instru-
ments not even mentioned here will be in use by the time you en-
ter the field of media performance. Regardless of progress in
miniaturization, sensitivity, and fidelity, however, the principles of
microphone use will remain the same for many years.

8Lavaliere is spelled “lavalier” in some texts and manufacturer catalogs.

o e



174

Chapter 6

Audio Consoles

Most radio announcers will, at one time or another, operate an au-
dio console or board. DJs almost always work their own boards.
Announcers at all-news radio stations usually work their own
boards. Hosts of radio talk shows seldom work the board, but they
almost certainly were required to do so at some earlier point in
their career.

You can’t learn to operate audio consoles merely by reading
about them. Enroll in a course in control room operations to acquire
the hands-on skill you need to. function as a combo operator. Read-
ing can, however, help you gain an understanding of what an audio

console does and how the parts of a console work together to con-

trol sound. Whether you are working with an older, “conventional”

analog console or a state-of-the-art digital board, the operational

aspects are quite similar.

The audio console picks up the electrical impulses from micro-
phones, cart machines, CD players, DAT cassette players, digital
storage systems, and other sound sources. It mixes the sounds in
proper proportions when more than one signal comes in, controls
the amplitude (strength) of the electrical impulses, and sends
them, by means of another amplifier, to a recording medium, such
as a DAT, cart, mass-storage disk, or to a transmitter. In most on-
air and production studios a microphone is suspended from an
adjustable arm positioned in front of the console. Equipment for
playing various program elements—music, IDs, commercials—is
nearby. In some radio operations, several cart machines and CD or
DAT players are placed within reach of the console operator; others
have no more than a single computer terminal, complete with key-
board, a track ball, and a video data monitor—all program elements
(other than your voice) are on hard disks outside the on-air studio.
The physical arrangement of studios varies to suit the needs of a
particular station.

Audio consoles may seem a bit intimidating at first glance,
but they're actually simple to operate. On-air boards (those used
by DJs) require the operation of only a few controls. Produc-
tion boards are more complex, and those who operate them must

‘have special training. Production consoles are equipped with

controls for equalization, compression, and noise reduction and
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Figure 6.3

Auditronics 700 Series
audio mixing console—
otherwise known as a
production board.
(Courtesy of Audiotron-
ics, Inc.)

assorted features for “sweetening” that make possible the pro-
duction of high-quality commercials, station promos, musieal IDs

. or logos, and other program material. Sweetening is the process

of using equalization, reverberation, and other electronie effects
to improve the quality of recorded sound. Figure 6.3 shows a
production console. As an announcer at a station of any size, you'll
almost certainly work both an on-air board and a production
console.

Most boards, however different they may seem at first glance,
have essentially the same features. On-air boards are either
monaural or stereo. These two general types are further distin-
guished according to whether their volume controls (potentiome-
ters or pots) are rotating knobs or vertical faders. Most boards
with rotating pots are constructed as a single unit; most boards
with vertical faders are made up of several plug-in modules, and el-
ements can be shifted as desired. A pot is also known as a fader,
volume control, attenuator, or gain control.

Each station uses the input potential of its board in a unique
way, so you shouldn’t merely learn to operate one board by rote. If
you understand the reasons for doing what you do, you’ll be able to
transfer your skills to other consoles with little additional instruc-
tion. The components of a basic, simple audio console are described
in this section.

The sounds of radio begin with the electrical impulses from




176

Chapter 6

microphones, hard disks, CD or DAT players, cart machines, and
other sound sources. Many radio stations broadcast five-minute
feeds from an affiliated news network at the top (beginning) of each
hour and originate local three-minute newscasts at thirty minutes
past the hour. Stations also periodically send signals from the
Emergency Alert System (EAS). Some music stations regularly
put telephone callers on the air with special music requests. Provi-

- sion, therefore, must be made for a number of signals to be selected,

pass through, and be regulated by the board.

To accommodate as many as twenty sound sources, there would
seem to be a need for that number of inputs with associated volume
controls. But, it’s possible to economize by installing input selec-
tor switches, which allow feeding more than one signal through
each input channel.? Only one input can be activated at any given
time.

Mics generate weak signals, so their output must be boosted,
or amplified, before being fed into the board. The amplifiers that re-
ceive and boost signals from mics are called preamplifiers (pre-
amps); the one that collects, boosts, and sends the sounds to the
transmitter or tape recorder is the program amplifier.

Controls are needed to vary the volume of sound and open and
close microphones. The volume is regulated by a pot for each input

channel. For microphoné inputs the board has three-position selec-

tor switches with the positions designated as on, off, and spare (for
future use). Each of the other input channels has a four-position se-
lector switch with one off position and three channels for sending
signals. Each of the three channels has its own program amplifier,
so there are five amplifiers for the board: two preamps for the mi-
crophones and three program amplifiers. This board is therefore a
two-channel stereo audio console.

The board has a volume level indicator. This indicator may be a
light-emitting diode (LED) array—a series of dots, each of which
is an LED, arranged either vertically or horizontally, that are illu-
minated according to the strength of the signal. Many portable

- AM/FM cassette players use LED indicators.

Another type of level indicator is a meter with a swinging nee-

®Another way of reducing the number of pots needed is to use a patch panel and a board that
allows the routing of signals to be varied.
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Figure 6.4

The reading ona VU or
VI meter should be nei-
ther too low nor too
high.

dle, called a volume unit (VU) meter or volume indicator (VI)
meter. The needle registers the volume level on a calibrated scale
marked off in units from 1 to 100 along the black part of a semicir-
cular line; above 100 the line becomes red. Readings that are too
low on the scale are said to be in the mud, and those that are too
high are bending the ne ‘dle, in the red, or spilling over. If the
volume peaks too high on the scale, the signal may be distorted (an
effect called overmodulation), which can damage the equipment.
Most broadcast stations have compressors and limiters in their
transmission chain to reduce the problems of over- and under-
modulation. A compressor decreases the volume of sound as the
strength of the sound signal increases. A limiter, which often is
combined with a compressor, maintains a steady volume output, re-
gardless of the loudness or softness of the input. Some compressors
are equipped with a filter that cuts out some of the highest fre-
quencies, such as those of sibilant sounds, including s, sh, and z.
This process is aptly named de-essing.

Stations that simulcast in stereo on FM and monaural on AM
use boards that have three VU meters, one each for the left and
right channels of a stereo signal, and another to show the level of
the monaural signal that’s being sent to AM station listeners.

A muting relay cuts the sound of the monitor speakers in the
booth whenever a mic in the booth is open. This device prevents
feedback, the loud squeal produced when the transmitted sound of
a speaker reenters an open mic.

The controls described so far will enable you to pick up sounds
from the mics and other sound sources and send them through the
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board to the transmitter or a recorder. You can open and close the
mics, mix signals from various sources, boost the signal strength of
the mics, and monitor and adjust the volume level.

Difficulties that arise in manually balancing the input of more
than one sound source are eliminated by the master pot, which can
simultaneously raise or lower the volume of all sounds being mixed.
This pot is generally left in a fixed position, but it can be used when
necessary.

Stereo boards also have a panoramic potentiometer (pan
pot). This control allows you to shift a sound source from the left
channel to the right (or vice versa), in order to place it in proper po-
sition on the “stereo stage.” Stereo recordings are already bal-
anced, but if you find that the balance doesn’t suit you, the pan pot
allows you to make adjustments for better balance.

Monitor speakers are hooked up, one to each of the two chan-
nels of a stereo board, to allow you to hear material being broad-
cast. If the program channels are patched to the transmitter, you
can listen to the programming on the program monitor speakers.
The audition monitor speakers can be used to audition material
for possible future use or to listen to material being recorded
for later broadcast. The amplifiers for the monitor speakers must
be of higher power than the program amplifiers to boost the sig-
nal to the level needed to drive the loudspeakers. Each set of speak-
ers has its own monitor pot, which raises and lowers the volume
of sound in the control room. A monitor select or delegation
switch allows you to selectively monitor program and audition
outputs. .

Cue speakers allow you to cue or audition recorded material.
These speakers are mounted a distance away from the monitor
speakers to prevent possible confusion.

Finally, a headphone jack allows you to listen to either pro-
gram or audition without having sound emanate from the moni
tor or cue speakers; both speakers automatically cut off when any
mic in the room is opened. This feature allows you to talk over mu-
sic on the air or to listen to the balance betweer voice and music
without using the monitor speaker, which, of course, would create
feedback. You also use headphones to cue records when working
combo.
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Audio Storage Systems

Tape Carts, CD and DAT Players, and Digital
Cartridge Machines

Unless working at a tapeless station, DJs must cue up and play mu-
sic recorded on carts, DAT cassettes, and CDs, and play commer-
cials and station promotions recorded on carts.

Cuing and Playing Carts Cuing and playing audiotape car-
tridges, known as carts or tape carts, can be learned in a few min-
utes. A cart contains a looped audiotape that automatically rewinds
as it plays. Each tape contains only one audio item—one song, one
commercial, or one station ID, for example. To play a cart, you in-
sert it into the slot in the cart machine (or playback machine), and a
red light comes on highlighting the word stop. But don’t be fooled!
The light tells you only that the cart is inside the machine; if it
wasn’t properly cued before being inserted, it won’t perform as ex-
pected! When you're ready to play it, you press a button, usually
square, to start the tape. This button may be on the cart player it-
self, or it may have been remoted to the board. In the latter case,
the button will be adjacent to the pot used to control the cart
player’s volume. After the tape has played, allow it to run until it
stops automatically; it will then be recued and ready for the next
playing. If you stop the tape before it recues, you'll get dead air (a
noticeable period of silence) at the start of the next playing.

Many campus radio stations lack sufficient cart machines for
you to play a number of carts in succession while allowing each to
play through and recue. You'll have to remove carts before they've
recued, stack them, and recue them at a later time.

Cuing and Playing CDs Some df the music at your radio station
may be on compact discs. CDs are small, and are encoded with
digitally recorded music on one side only. In digital recording,
sound is translated by a computer into on/off pulses. When a CD is
played, a laser beam “reads” the pulses and converts the digital sig-
nal to an analog signal. The absence of contact with the disc’s sur-
face eliminates surface noise. The disc spins at speeds ranging from
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200 to 500 revolutions per minute (rpm) and gets up to speed almost
instantly.

If you're familiar with personal CD players, learning to operate
a professional model requires understanding only a few additional
features. Although professional CD players vary somewhat in fea-
tures offered and in the layout of controls, they all include controls
that allow you to open the disc compartment, load the disc, close the
compartment, select the cut you want to play, and, when ready,
start the disc. Some CD players have a “spin wheel” that you turn
clockwise to get to a higher-numbered cut and counterclockwise for
a lower-numbered cut. Buttons that enable you to do the same
thing are usually labeled “scan up” and “scan down.” Labeled dis-

. plays show the cut being played, the elapsed and remaining time for -

the track, and the elapsed and remaining time for the disc. So far,
this deseription of a CD player sounds much like the one you may
have at home, but professional CD players have added features,
such as one that allows you to cue music, not just to the beginning
of a cut, but to milliseconds, to the very frame you're looking for.
This allows you to easily preview and review any portion of a song
you want to listen to.

Digital Audiotape Cassette Players DAT player operations,
like those of CDs, can be learned in a few minutes. As with CDs,
digital audiotape (DAT) cassettes are quite simple to cue and
play. The cassette is about two-thirds the size of a standard cas-
sette and holds up to two hours of music. Included on the tape are
codes for the beginning and end of each cut, as well as codes to
make it easy to find the cut you want to play. A series of buttons,
numbered 0 to 9, allow you to select the cut you want by simply
pressing numbers—for example, press 2 and 3, and cut number 23
will be cued up in about thirty seconds. Other controls are push but-
tons that dub the cut to a hard dlsk or put the chosen selection on
the air.

Digital Cartridge Machines Digital cartridge machines

(DCM) feature simple cartlike operation and require little or no

training. One of the most popular of these machines is the DigiCart,
made by 360 Systems. The DigiCart/II can store up to sixteen
hours of full bandwidth stereo audio material. It also accepts re-
movable Bernoulli digital audio disks housed in rugged heavy-duty
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Figure 6.5

The DigiCart/II Digital
Audio Hard Disk
Recorder. (Courtesy of
Steve Cunningham and
360 Systems)

plastic. To operate the DigiCart, you simply enter an index number
on a remote control keyboard, and hit the green start button.

An earlier type of digital cartridge machine, such as that made
by Dynamax, uses 3%-inch floppy disks. A two-megabyte (MB) disk
will hold from one minute, fourteen seconds (1:14) to 2:28 in mono,
and from thirty seconds to 1:14 in stereo. The amount of storage
varies according to the quality of the frequency response selected
by the operator. Two-megabyte disks most often are used for com-
mercials, jingles, station IDs, and short promotional pieces. Music
is stored on 13-MB floppies, which can hold stereo selections rang-
ing from 3:45 to 7:30. Mono material can range from 7:30 to 15:00 in
length. Compact discs are transferred to floppies by the recorder
unit, and are put on the air by the player unit. This unit has only
three front-panel buttons: cue, start, and stop. To put a musical se-
lection on the air, you insert the floppy disk, press cue, then press
start to play the music.
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Figure 6.6

The player and
recorder of a Dynamax
DCR1000 dlg'ltal car- DYMAMAX DCR1000
tridge machine (DCM).
(Courtesy of Fidelipac PR
Corporation) ; 29

Turntables

As an announcer for a small-market music station, you may spend
part of your time cuing and playing records. Even if a station plays
only CDs or music stored on disk drives, a part of your workday
may be spent dubbing selections from the station’s vinyl library to
disk. You may also be assigned the job of first “cleaning up” the
vinyl versions by putting them through an audio processor to re-
move scratches or hisses. Therefore, you must know how to cue up
and play both 45- and 33%-rpm records.!°

Components Most broadcast turntables have six components: a
rotating table connected to the motor, a pickup arm (or tone arm), a
pickup cartridge with stylus, an off-on switch, a speed-selector
switch, and an attachment for playing large-holed 45-rpm dises.
The rotating table (turntable) is usually made of metal and
may be covered by a felt or rubber pad. The pad is not attached to
the metal, and some announcers cue the record, hold the pad, turn
on the power, and release the pad (with the record on it) when it’s
time to play the music. This technique is called slip starting. If you

107 recent poll found that music station executives were unanimous in agreeing that stu-
dents of announcing should continue to learn turntable operations, even though turntables
are rapidly disappearing from radio stations.
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feel friction of the pad against the turntable, you shouldn’t slip-
start records on that particular turntable at all.

A direct-drive turntable is, in effect, an electric motor. Motors
are composed of a stationary part, called the stator, and a rotating
part, called the rotor. The rotating table is the rotor on direct-drive
turntables.

The pickup arms, or tone arms, used for broadcasting are
counterbalanced and damped to prevent damage to records. The
tone arm usually is adjusted to put from 1 to 3 grams of pressure on
the grooves of the record; and viscous damping, which uses fluid sil-
icone in a hydraulic mechanism, prevents the arm from making
sharp or sudden movements. The pickup cartridges for turntables
are of a plug-in style. Styluses are elliptical in shape.

All turntables are equipped with an off-on switch for controlling
power to the turntable. Records can be played by pressing this
switch to on instead of slip-starting them. Turntables have a speed-
selector switch, offering a choice of 33% or 45 rpm. Many turntables
have a recessed metal hub in the center. By turning this hub, you
can raise it to accommodate large-holed 45-rpm discs. Some turnta-
bles require an adapter that fits over the center spindle.

Cuing Records have dead grooves before the sound begins, so
they must be cued—in radio jargon, the term for this is “cuing up.”
This procedure involves the following steps:

1. Place the disc on a turntable.

2. Use a control on the audio console to activate the cue box or cue
speaker.

3. Place the stylus on the record’s surface in the groove just before

the desired cut.

. Disengage the drive mechanism so that the table spins freely.

. Spin the table clockwise until you hear the start of the sound on

the cue speaker.

Stop the table and turn the record counterclockwise.

When you hear the music that is being played backward stop,

continue spinning the record a short distance into the dead air

grooves. Turntables are not standardized, but on most you will

go back one-quarter of a turn before the music begins.

8. Engage the drive mechanism at the proper operating speed.

9. To play the cut, open the volume control and turn on the power
switch.

[SARE S
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-The purpose of turning the record back to a point in the dead
grooves is to allow the turntable to reach its operating speed before
the sound begins. All turntables need a little time to reach operat-
ing speed; before then, sound is distorted. This “wowing” is as un-
welcome as several seconds of dead air. A little practice with a
particular turntable should enable you to cue records flawlessly.

Automated Radio Stations

Automated stations are exactly what you’d expect them to be:
stations that operate with few employees (in some cases, with
none), and use. computers and other high-tech equipment to get
their program services on the air.

Automated stations are of two types—the first is an actual sta-
tion, in that it houses the equipment that collects or generates pro-
gram elements, stores them, and is overseen by station employees
who program a computer to intersperse program elements. The
second is linked to a programming service and receives its entire
broadcast material from a satellite or over ISDN lines. Such a sta-
tion functions only as a relay between the service and its listen-
ers—in other words, it isn’t a station at all as we commonly define a
radio station. Many satellite stations have no operator in atten-
dance. The FCC in 1995 permitted some automated stations to
function as “unattended operations,” freeing them to broadcast
without station personnel on the premises. FCC regulations re-
quire stations to monitor and log transmitter operations and to
switch transmitter power for evening operations, but some auto-
mated stations contract specialized companies to perform these
services. Most automated stations are AM stations, because they
usually have smaller audiences than FM stations, and therefore
have less income from advertising to spend on personnel and pro-
duction.

Automation prov1des several advantages for station owners:

- = Stations can be operated with fewer employees.

» Owners of both AM and FM statlons can use one staff to program
both stations.
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= A small station can have a “big city” sound.
s DJs can do their day’s announcing work in less than an hour,
which allows them to more easily sustain energetic delivery.

Opponents of automated radio are offended by the sacrifice of
immediacy, long thought to be radio’s most valuable characteristic.
Opponents also claim that automated radio sounds “canned,” and
that even the most sophisticated equipment and the most skilled
operators can’t make an automated station sound live. Overweigh-
ing these aesthetic considerations for many opponents of auto-
mated radio is one based on economics: automated radio means
fewer station employees.

Although some stations that became automated many years
ago have returned to live programming or signed up with a syndi-
cated satellite service, automated radio will be with us for some
time, so you should become familiar with its essentials. Because
several automated systems are in use today, you'll have to learn the
details of a particular system on the job. This brief overview is de-
signed simply to provide you with an idea of how a typical auto-
mated station works and to expose you to some of the terms used in
automated radio.

Most automated systems rely on two components: a controller
(a computer, sometimes called the brain) programmed by an oper-
ator; and mass-storage hard disks that store musie, voiced DJ com-
ments on the music either before or after each “set,” commercials,
public-service announcements, voice-track program openers, sta-
tion jingles, time announcements, news headlines, weather reports,
and network access announcements.!! Such systems also include an
automatic logging device and an internal clock programmed to give
accurate time signals that can be used to join and leave a parent
network’s hourly newscasts.

The controller’s chief function is to intersperse music with other
program elements. An adult contemporary station might program
its computer to select from any number of music styles: one con-
taining music from the current charts, a second playing golden hits
from the past, a third containing up-tempo music to be played at the

1Qlder automated stations may function with three elements: the controller, a bank of tape
carts with commercials and other brief messages, and either CDs or large reel-to-reel tapes
that store and play the music.
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start of each hour after station identification, and a fourth made up
of the music director’s favorites. Nearly all automated stations
have a rigid format that repeats hourly.

As an announcer for an automated station, you'll be expected to
spend part of your workday programming the controller and per-
forming a variety of tasks at other times. These tasks include
recording music introductions, weather reports, commerecials, and
newscasts, and providing preventive maintenance for the equip-
ment. However, unless you have a background in electronics, this
maintenance may be limited to nontechnical chores. If your auto-
mated station operates older equipment, you may find yourself
cleaning tape heads, loading cart machines, replacing outdated
carted commercials with new ones, and dubbing music from vinyl
discs to carts, DAT cassettes, or CDs.

To conclude this discussion of technological developments that
are rapidly transforming radio stations into tapeless operations,
two points should be made: First, as indicated earlier, no amount of
reading about equipment and procedures can teach you to be com-
petent—you need hands-on courses in radio production to help you
develop the requisite skills. Second, because radio technology con-
tinues to develop at a rapid pace, you should make an effort to keep
up with its constantly evolving world.

PRACTICE

Comparing the Audio Quality
of Microphones

If appropriate equipment is available, make an audio
recording of your voice reading copy into a dynamic, a
condenser, and a ribbon mic. Compare the results and
determine which type of instrument gives your voice its
most pleasing sound.




Broadcast Equipment 187

PRACTICE
Surveying Field Equipment

Arrange to interview someone who operates technical
equipment: television cameras, video recorders, audio
consoles, television switchers, character generators, or
videotape editing consoles. Ask questions such as:
Where did you learn to do what you do? What should a
person study to prepare for this work? What special
challenges does your job present? Also, ask intervie-
wees to describe some of the newer equipment they
work with. How have advances in broadcast technology
altered everyday work? Share your findings with your
class.
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CHAPTER OUTLINE

® Audience Rapport

® Overcoming Microphone and Camera Fright
Lack of Experience
Lack of Preparation
Fear of Failure
Lack of Self-esteem
Lack of Mental Preparation
Dislike of One’s Voice or Appearance

= Microphone Consciousness

= Camera Consciousness
"Hitting Marks

On-Camera Movement
Holding Props
Holding Seripts
Using Peripheral Vision
Clothing and Makeup
Working with Cue Cards
Working with Prompters

® Instructions and Cues
Achieving Good Working Relationships
Taking a Level
Hand Signals

= SPOTLIGHT: Breaking into the Announcing Field

® Performance Skills
Preparing for a Performance
Achieving a Conversational Style
Reading Telephone Numbers
Developing a Sense of Time
Other Tips for Improving Your Performance
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= Ad-lib Announcing
Know What You're Talking About
Be Interested in What You're Saying
Be Eager to Communicate with Your Listener
Develop an Attractive Personality

s Evaluating Performances

All your preparation for announcing will culminate in performance,
and it’s on the basis of your performing ability that you’ll be judged
by your audience and your employer. Of course, you must develop
other abilities and qualities, such as competence as a journalist,
drawing power as a music announcer, and dexterity in the opera-
tion of basic items of broadcast equipment. All the same, your
before-camera or on-air work will ultimately determine your suc-
cess.

This chapter concentrates on several performance skills that
you must develop. It addresses the topics of microphone and cam-
era fright, microphone and camera consciousness, clothing and
makeup for television, the use of prompters, and miscellaneous tips
for performers.!

Audience Rapport

Before turning to a discussion of performance skills, another factor
must be considered: audience rapport. Rick Houlberg, professor of
broadcasting arts at San Francisco State University, made this per-
tinent comment after concluding a study of viewer preferences con-
cerning newscasters:

After all the preparation, clothing, hard work, and luck, something
_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 de-
scribe or study it. This something made us believe Walter Cronkite
and send birthday presents to soap opera characters; this something

1Additional information on performance may be found in Chapter 1, “Announcing for the
Electronic Media”; Chapter 2, “The Announcer as Communicator”; Chapter 3, “Voice Analy-
sis and Improvement”; Chapter 4, “Pronunciation and Articulation”; Chapter 8, “Commer-
cials and Public-Service Announcements”; Chapter 9, “Interview and Talk Programs”;
Chapter 12, “Music Announcing”; and Chapter 13, “Sports Announcing.”
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makes us choose one television newscaster over another; this some-
thing keeps us listening to one rock radio DJ despite a play list which
is almost exactly the same as the four 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 for these reasons: “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
reporters must also qualify as journalists and be objective, reliable,
honest, and have knowledge of the local market.

The messages here are clear: after achieving professional com-
petency and while maintaining the integrity expected of news per-
sonnel, broadcast performers must project an attractive and
friendly personality to the audience. Attractive in this sense doesn’t
refer to physical appearance, for Houlberg found that neither phys-
ical appearance nor gender was significantly important to his re-
spondents. Synonyms for attractive are appealing, engaging, and
charming. A sensitive performer can use these qualities to build
audience rapport—a relationship of mutual trust or emotional affin-
ity. It’s 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, con-
cern for people, and dedication to your profession into more effec-
tive communication. Audience rapport is a state of mind. It relies
heavily on your integrity. It's a reflection of who you are and what
you care about.

Overcoming Microphone and Camera Fright

Many inexperienced announcers have an almost uncontrollable fear
of performing before a microphone or camera. A few students will

2These comments were made by Professor Houlberg after he had conducted a study of 258
respondents in Ohio. The complete report is in Journal of Broadcasting, Fall 1984. Houlberg
cites other studies supporting his conclusions.
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Figure 7.1

Frank Somerville and
Tori Campbell, co-
anchors of the News
at Noon, make last-
minute preparations
while waiting for a cue
to open the show.
(Courtesy of Frank
Somerville and Tori
Campbell and KTVU,
Oakland, California)

relish every performance opportunity and will delight in perfor- ‘
" mance playbacks. For most of us, though, it’s normal to have but-

terflies before and during a performance and to feel disappointment

on seeing and hearing the results during taped playbacks.

The good news is that some tension not only is to be expected ‘
but can actually help your performance. Mic fright, as this phe-
nomenon 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’s keyed up generates more positive energy than one
who is routinely working through a piece of copy in an unfeeling
manner.

The bad news is that excessive nervousness can seriously im-
pair a performance. Extreme mic fright can lead to any combina-
tion of these symptoms: physical tension, shallow breathing,
constricted throat, dry mouth, and (at an extreme) upset stomach
and shaking knees and hands. During performance, these condi-
tions can cause the speaker’s voice to go up in pitch or to break, or
can make the speaker 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. Mic fright can also result in a completely
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dry mouth. At its greatest extreme, mic fright leaves some speak-
ers entirely unable to communicate.

The vocal folds (often called 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, which re-
sults in a lowered 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
advice remains true even when nervousness is not a problem.) Make

certain that the beverage of your choice is not too hot, however, and

avoid carbonated beverages and any beverage containing milk.
Generally speaking, mic or camera fright is caused by the con-
ditions described in the following subsections.

Lack of Experience

Nothing but time and regular performances will overcome inexpe-
rience. Performances need not occur on the air or in a class session.
Perform a variety of written and ad-libbed or impromptu assign-
ments and record them on an audio or video recorder. To speak “ad
lib” is to perform without a seript but with some preparation; “im-
promptu” means to speak without preparation or rehearsal. A talk-
show host may start an on-air session with unscripted comments
about a new book or an important news development, having first
thought through the general concepts to be mentioned; these com-
ments are ad-lib speech. An an on-the-scene television reporter
may, after having delivered a repoit, speak in answer to questions
from an anchor; this is impromptu speaking. Both modes of un-
scripted performance should be practiced.

Lack of Preparation

It’s impossible to prepare for impromptu announcing such as a
news report live from the field or the badinage that’s expected of
you as a talk-show host, but it is possible to practice impromptu
performance. To gain confidence and to develop a smooth delivery,
practice by talking aloud to yourself. Walk through your living
quarters and describe what you see; when driving, talk about what

- you see along the way. Sharpen your ability to hold your friends’ at-

tention as you relate anecdotes or discuss matters of mutual in-
terest.
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You can, of course, practice reading scripts. Though time pres-
sures may at times prevent professional announcers from rehears-
ing, 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. You must conquer this fear and
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're enrolled in a
broadcast announcing class, keep in mind that you and your class-
mates are all in the pressure cooker together. Mature students will
applaud and encourage one another’s efforts to improve.

You can improve almost any performance by speaking with con-
viction. That is, if you believe in your message and if you sincerely
want to communicate it to others, your conviction may push aside
your fear of failure. Professional announcers don’t always have the
luxury of believing in what they’re paid to say, but as a student
you'll usually be free to choose messages that are of interest or im-
portance to you. Take advantage of this opportunity and choose
your topics wisely.

As you perform, try to concentrate on your message. Forget
about self and forget about audience. Assume that you’re speaking
to one or two people whom you respect and with whom you want to
communicate. If you truly wish to get your message across, you can
overcome your concern about failure.

Lack of Self-esteem

Some of us simply believe that we’re not important enough to take
up the time and attention of others. This is an incredjbly debilitat-
ing attitude that has 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're unique, you have something
special to offer. If you respect yourself, you'll perform at an accept-
able level; if you respect your listeners, you'll find something
worthwhile to say to them; if you respect your subject matter, you'll
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find ways to get it across. Self, listeners, and topic are interrelated

- variables that must mesh if you're to communicate successfully.

Successful communication will inevitably increase your self-
confidence and boost your self-esteem. Enhanced self-esteem will
bring about further improvement in performances. Better perfor-
mances 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're presenting dull material in a spiritless

‘manner, you have no right to expect the rapt attention of your lis-

teners. If you conduct a boring interview with a boring guest, you
can hardly believe that what you're doing is important. This brings
us back to conviction—the belief that what you have to offer is im-
portant 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, remove yourself (phys-
ically 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 you're to say or read. Think about mood, about appropriate
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
relax physically—starting with your head, then your neck, your
shoulders, and hands. After you've 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 tensijon

leaving your body. At this point, think again about your assign-
ment, and keep your message and your objectives clearly in mind as
you prepare to perform.

Dislike of One’s Voice or Appearance

Students of announcing often dislike the way they sound and look
on tape. This response isn’t surprising, because we neither see nor
hear ourselves as others do. Most people don’t believe that their
voice sounds like what comes back to them from an audio recorder.
The reason is simple: we hear ourselves speak through both air and



Performance 195

bone conduction. The sound waves that emanate from our mouths
are what others hear; the speaker alone hears the physical vibra-
tions that go through the bones of the head to the tympanic appa-
ratus of the ear. 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're used to seeing ourselves head on, as
in a mirror. Even when posing for photographs, we typically look
straight into the camera lens. We're 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’re not accustomed to these views, we
usually 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
surprises only to yourself, and that others accept your sound and
appearance on tape just as they accept you in person, you’re 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’re saying

= Concentrate on your message

= Stop analyzing your feelings and emotions

s Think of your listener

= Perform relaxation exercises

= Accept yourself as you are

= Believe that you can and will succeed

= Understand that many of your colleagues are fighting the same
battle

Microphone Consciousness

Microbhones are marvelous instruments, but they can do their
job only when they’re properly used. Improper use sometimes is
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Figure 7.2

Sports reporter Fred
Inglis addresses the
camera as he ad-libs a
report on a breaking
story from the news-
room. Fred received his
master’s degree in
broadcast communica-
tions arts from San
Francisco State Uni-
versity. (Courtesy of
Fred Inglis and KTVU,
Oakland, California)

caused by 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 performance. Typical examples of faulty microphone con-
sciousness include these:

= Failing to clip on a lavaliere mic before beginning a performance

s Attaching a lavaliere mic improperly—too far away from the
mouth or under clothing that muffies the sound

= 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

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

» Positioning yourself and a guest improperly in relation to a desk
naie

s Making sudden and extreme changes in your voice volume

= Mocving in and out in relation to a mounted mic

= Failing to understand and properly relate to the pickup patterns
of microphones
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= Wearing jewelry that clanks 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 rat-
tling paper. Never work from a script that’s stapled or held to-
gether with a paper clip. Never turn script pages over as you move
from one page to another; always slide the pages to one side as you
finish with them. All seripts should be typed on only one side of the
paper. When working with practice material from this or other
texts, type copies on 8%-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 that is thumbed or rattled three inches away from the lava-
liere will sound at least as loud as a voice coming from a foot or
more away. Clothing that brushes against the surface of the mic
will sound like a forest fire. Nervous toying with the cable will
transmit scratching and rumbling sounds directly into the micro-
phone. If you tend to produce a popping sound as you pronounce p,
t, or k or excessive sibilance with s or sk, you may benefit from plac-
ing a windscreen over the face of the microphone.? Several manu-
facturers supply open-cell polyurethane foam windscreens that
only slightly affect the frequency response by eliminating some of
the highs. Figure 4.5 (p. 115) shows an AKG microphone with a
windscreen.

During rehearsals and on the air, always assume that your mi-
crophone is open (and when performing for television, that the cam-
era 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!

33ee the discussions of popping and excessive sibilance in Chapter 3, “Voice Analysisand Im-
provement,” and Chapter 4, “Pronunciation and Articulation.” And note the comment in
Chapter 6 on the use of “de-essers” to cut high frequencies, such as those made by the sibi-
lant sounds.
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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 under-
standing the needs and limitations of cameras and recognizing the
problems faced by camera operators and those controlling robot
cameras. The discussion that follows covers only those technical as-
pects 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. In a
camera a photosensitive surface in the pickup tube performs like
the retina in the eye. 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 has a zoom feature
that allows it to handle anything from a wide shot to an extreme
close-up. To the human eye, a person standing ten feet away will al-
ways be on a medium shot, so to speak. Humans have the advan-
tage of being able to rapidly move their heads approximately 180
degrees horizontally and focus on one object at the start and on an-
other at the end of the head movement without any sensation of
blurring. A television camera can’t do the same.

Keep these elementary facts about cameras in mind as you con-
sider the aspects of television performance discussed under the fol-
lowing headings.

Camera Consciousness
|
|
\

Hitting Marks

Hitting marks means moving to an exact spot in a studio or in the
field marked by a piece of tape or chalk. During preparation for all
but the most routine television productions, the director will
“block” the movements of performers. Blocking is the term used in
theater, film, and television for planning the movements to be exe-
cuted during the show by performers. When a specific movement is
called for, it’s important to move exactly as required and to stop in
the predetermined position. Precision in hitting marks is critical for
at least three reasons:
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1. The amount of light entering a camera 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 system, and because studio lighting is
kept to the lowest possible level for the comfort of performers,
the iris is generally quite open, and this setting 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
operator is responsible for the composition of the picture. Where
you should stand for the best composition will have been deter-
mined 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 pre-
sentation.

Robotic cameras—cameras that move to predetermined positions
and are not moved physically by individual human operators—re-
quire announcers to be even more eareful in hitting marks. Robot
cameras move to preprogrammed positions, and their lenses are
prefocused. Although an operator sitting in a control booth can
change the position and focus of each robot camera, that operator
controls three or more cameras, and the complexities of this task
make precision in hitting marks extremely important to the techni-
cal quality of the show.

On-Camera Movement

Standing 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 a television studio a monitor is placed where you can see it so
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Figure 7.3

Reporter/anchor Diane Dwyer demonstrates how rocking from side to side on camera appears on a medum
shot, where it is not bothersome, and how it looks on a close-up, where the shot is badly framed. (Courtesy of
Diane Dwyer and KTVU, Oakland. California)

that you'll know whether the camera has you on a wide, medium, or
close-up shot and you'll know if you're moving out of the picture. In
the field you most likely won’t have a monitor or any way of know-
ing whether you're moving out of the frame.

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 four or five inches in front of the
other. Standing in this manner should make it all but impossible to
rock.

Sitting You'll find it easier to avoid excessive random movement
when seated, but remember that most movements appear exagger-
ated on television. If you find that you habitually move your upper
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torso and head in rapid or wide-ranging motions, work to reduce
such movement—without at the same time seriously lowering your
natural energy level. Sideways movement can be particularly
annoying, especially 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 move-
ment is to begin it with a slow and slight motion followed by a
pause before following through with the intended movement. Cam-
era operators are trained to follow even fast-moving athletes, but
you shouldn’t test their skill unnecessarily. A little thoughtfulness
on your part can guarantee that you'll not cross them up.

Don'’t sit down or stand up on camera unless the movement was
planned in advance or is 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
stands, the result is even worse; the viewer is treated to the infa-
mous crotch shot. In Figure 7.4, Frank Somerville shows how this
movement looks on television. If 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 sustain the impression that you're talking to an-
other person (as in an interview) while still presenting a favorable
appearance on screen. When a performer is speaking to a guest or
a cohost, viewers want to see the faces of both persons and to be-
lieve that the two are speaking to one another rather than to the
audience. So, to avoid presenting only their profiles as they speak,
interviewer and guest position themselves at about a 25-degree an-
gle from one another—thereby opening up to the camera--while
continuing to speak as though they were facing one another di-
rectly. ,

When standing or sitting with another person—as when con-
ducting an interview—position yourself nearer the other person
than you ordinarily would. We are all surrounded by an invisible
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Figure 7.4

News anchor Frank Somerville shows what happens when he suddenly stands on
camera without being cued to do so and without telegraphing his movement.
(Courtesy of Frank Somerville and KTVU, Oakland, California)

area we consider our own personal space. When talking with oth-
ers, we usually sit or stand at a comfortable distance from them.
Television, 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 of indi-
viduals, or wide-angle “two-shots” (two people in the picture). In
uniehearsed programs, the director wants to have an acceptable
cover shot, a shot that can be used regardless of which person is
speaking. The farther apart the performers, the smaller they’ll
appear on the television screen. So, if the only two-shot available is
a long shot, the director is forced to settle for a view that makes
viewers feel they’re watching from a distance, and intimacy is lost.

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’s 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 ten-
dency is distracting and unflattering; if you have such a habit, work
to overcome it.

Make certain you don’t try to hold a smile on your face while
waiting for the director to go to black, to another camera, to a taped
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segment, or to a commercial. Try to make small and natural move-
ments while you wait. Don’t continue to stare at the camera unless
you’ve been told to do so. If appropriate to the type of performance
being given, look down at your script, pick up a pencil and make
marks on your script, or, when sitting beside another person—
interviewee or co-anchor—start a conversation. Just remember
that the mic may still be on. In Figure 7.5, Nerissa Azurin demon-
strates the look that results when a director stays on a shot too long
and the performer attempts to hold a smile. Television performers
jokingly refer to this as the egg-on-face look.

In a studio production, you can expect to work with from two to
four cameras; three are standard. From time to time you'll have to
change your attention from one camera to another on cue. The cu-
ing sequence begins when the floor director points both hands to
the taking camera (the camera that<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>