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Forewornd

"This book was written to help you understand the problems
of writing the spoken word, for in radio that is the only way
your words are used: They must be spoken to get on the air.

"The book is not a collection of prize scripts, not an anthology,
although many scripts, in whole or as excerpts, are a part of its
contents. Some of the examples are defective; some are worthy;
some may even be called excellent. There is a reason for the
inclusion of each and that reason is: To illustrate for practical
work-a-day use specific technical radio writing problems and
the varying success achieved in their solution.

It 1s not always easy to be constructive. It is much easier
to use a belaying pin and knock something to pieces than it is
to attempt to point out a tvay in which it may be done better.

But the job of getting inside the problem of radio writing
and making an effort to find out what is better for the air lanes
needed doing, or at least an attempt at doing. Ten years of
experience in University of Minnesota classrooms and twice
that number of years spent in the operation of an advertising
agency taught me that. Whether this attempt is successtul is
another thing; at least the beast has ceased gnawing at my soul.

Radio script is not merely words, however grammatical they
may be, written on paper and tossed about at a conference for
the casual reader’s easy appraisal. You must get inside it; well-
wishers and reformers and salesmen sometimes stumble on this
threshold.



vi FOREWORD

So this book was written from the inside, in the hot, sweaty
cubicle of practical experience, for those who sincerely want to
write for radio—particularly for those who want to begin now,
and are open-minded in their questing. It is for use in the writ-
ing sanctuary at home, in the advertising, public relations, or
publicity office, at the radio station, and in the classroom.

Script, the output of the radio writer, is the heart of any
program; only in a small percentage of radio presentations 1is
script eschewed. If that script sparkles, the program likewise
will. So, no matter how glamorous the front office and its at-
tendants may be, what radio puts on the air will spell its con-
tinuing * success, or bring about its decay. And the creator of
that script may be in a back room overlooking an alley in
Gopher Prairie, or aloft on the Manhattan skyline, or within
range of the scent of an orange juice extractor at Hollywood and
Vine. What counts is not where the typewriter is, but what
comes out of it. The output may be clitter-clatter, or it may
be worthy, or it may show, of all things! genius. The need for
well-trained writers is obvious; the recompense, therefore,
should be increasingly rewarding.

The approach to radio writing herein, I am told, is new, in
that you start with the shortest radio forms, the tiny word-
clusters or short paragraphs, and develop a subject, preferably
of your own selection, through all the announcement forms into
programs of varying lengths and different kinds.

The various steps in sequence are: ten-word, thirty-word (fif-
teen-second), fifty-word, and 100 to 125-word (one-minute) an-
nouncements, all in one voice; then you progress to 100 to
125-word (one-minute) dialogue announcements; then into five-
minute programs and thence to fifteen-minute, thirty-minute,
and longer programs.

As you work, practical information derived by experience
from work-a-day radio, both commercial and, for want of a bet-
ter term, in the public service, is constantly being added to your
equipment.

1 Continuing is the present participle of the verb continue, long hidden in our
dictionarics, and unveiled, whether we care to applaud or not, by the Lucky
Strike commercial in which it unfailingly appears.
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By the time you reach fifteen-minute programs, you are likely
to have some tools to work with: importantly, awareness of the
limitations as well as the opportunities of the medium: sound,
and sound alone. Illustrative material, examples of every
form, are a part of each chapter.

This approach is different from plunging, say. into filteen-
minute dramatic programs, with little or no experience or quick-
ening of appreciation of how the words that you write sound.

Every effort has been made to maintain the listener’s view-
point. It is from that viewpoint that good radio script today
and tomorrow must be written; commercially, that is the best
way to serve the advertiser. Aifter all, the listener has rights,
and, in recognition of those rights, radio should meet ever more
convincingly its manifold opportunities by good programming,
both in its sponsored and unsponsored brackets.

We have learned, too, that the local station, mdependent of
or affiliated with a network, can be its community’s source not
only of entertainment but of enlightenment and culture, con-
tributing thereby to a richer citizenship among the listeners
whose air lanes it is permitted to use.

No other medium has in such potential measure the oppor-
tunities for service that are radio’s own. Good programs come
out of good script. Good script is the work of writers equipped
to do that kind of a job.

This book was written, not in retirement, but under the daily
grind of advertising agency operation and University class
schedules. Just how, I am uncertain, but here it is; and a
statistical angel, hovering near, chants with professiona! ardor
that it contains one hundred and thirty-one separate scripts,
short and long and as excerpts, sufficient to provide you with
worriment, and exasperation, and—who knows?—perhaps, de-
light.

LuTtHER WEAVER
White Bear Lake






One incurs a mountain of debts in putting together a book
like this. I believe I am under obligation to almost every per-
son I know. And to all I express my gratitude.

First to the University, where I hope I may always be a
student, this grateful recognition of its influence and of the
largesse of opportunity for the pursuit of knowledge that it
provides.

Next, to radio listeners, who gave me their frank reactions
to programs and strengthened me in a conviction that any book
on radio writing should be written from the listeners’ view-
point.

Likewise in sincere good measure, to the men and women,
fellow workers in radio on stations throughout the country, who
frequently turned offices upside down to find answers to one or
another of my questions. Likewise to the networks and their
spokesmen, for CBS, NBC, ABC, and MBS never failed to come
back with helpful information.

And to colleagues in advertising agencies' how could I have
assembled the sequence of scripts without your help! Whether
you always agree with my handling of your stuff is beside the
point. What is important is that we have been able to get some
of these problems out from under the pressure of the studios,
turn them over on their backs, and examine them for possible
betterment.

And likewise to sponsors using radio nationally, sectionally,
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“You don’t know what il means to hear language that
clinks sweetly in our ears . . . .. to hear commeicials on
thie Tadios. 5. it means America.” *

~—GENERAL DwiIGHT D. EISENHOWER

There was writing for the ear long before there was radio.
Long before printing hardened limpid folk speech into formali-
ties, into words you and I do not use in normal free-flowing
conversation, there was the spoken word. Through the cen-
turles, the storytellers, going up and down the byways of the
world, have known the art of the spoken word, even though,
in an earlier day, they could not write. In our own time,
Alexander Woollcott, great among raconteurs, used that ancient
art, the art of the spoken word, on the radio.

Yes, writing for the ear prevailed long before there was such
a contraption as the radio, but, strangely, new writers have
frequently failed to understand the need of conversational
English, the familiar style, while old and established writers—
many of them, at least—have declined to change their style to
adapt it to the newer medium of radio.

* Time (July 2, 1915, Page 41) bhad the following prefatory statement,
headed Cultural Pursuits: “General Dwight Eisenhower, who had hardly a
moment to himsell last week, took time to bless a typical U. S. product which
many a citizen 1cgards as a very mixed blessing.” (Then followed the above
quotation.)

1
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Writers who have written for the ear

Great poets always have written for the ear. Their poetry
could not have been great had it been otherwise. Walt Whit-
man in the first edition of Leaves of Grass, which came out be-
fore the Civil War, speaks of

“When the psalm sings instead of the singer,
When the script preaches instead of the preacher.”

In our own time, Logan Pearsall Smith wrote books of para-
graphs, individual pieces, page after page of them, having no
relation one to the other, except a common and polished au-
thorship. He entitled them Trivia, More Trivia, and All
Trivia. And in 1939, in what amounts to an autobiography,
Unforgotten Years, he analyzed his own progress in writing for
the ear.

However far it may fall short of Pearsall Smith’s glorification
of the paragraph, the radio announcement that comes hurtling
at you out of your loud-speaker in your living room is poten-
tially an opportunity for good writing, for it is an opportunity
to write for the ear. And what is written for the ear must be
good or people will not listen.

.

No second chance in radio

In radio, your word, your clause, your sentence, your para-
graph must be clear at once, or it is lost. There is no second
time: no opportunity, as in the printed word, to read it over
again. Ways to achieve this clarity and thus hold listener in-
terest are among the objectives of this book.

It is obvious that radio has developed rapidly in the twenty-
five years of its life; in that comparatively short span 1t has
become an increasingly potent influence in our lives, but de-
velopment in writing for it, that is, in writing the spoken word
for the listening ear, continues to be slow. In the judgment
of this writer, there still is far too much material on the air,

1 From “A Song for Occupations,” first published in the first edition of Leaves
of Grass (1855) under the title, “Pocm of the Daily Work of the Workmen and
Workwomen of These States.”
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both programs and announcements, that has not been written
for radio.

The spoken word is long remembered in the mind; pre-
paring those words, and the programs of which they are a part,
can be a great art. There is no need to let mediocrity usurp
time on the air and in our lives. Let’s see if we cannot do
something about it.

Let’s see if we, as radio writers, cannot get away from this
tension of remote formality in writing for radio. ILet’s con-
sider first where this loud-speaker is that we're going to use,
for it will be relaying our words with exasperating exactitude.
Isn’t the radio in the home? Well, how do you speak in a
home? Do you orate? Do you preach? Do you exhart?
Not ordinarily. You speak familiarly, ofttimes colloquially.
You use words easy to say, easy to listen to, easy to understand,
for you are talking with people, not at them. That with and
that at are worlds apart. But did you ever try writing the way
you speak? That is what we are going to do.

Anglo-Saxon monosyllables

And what are the familiar words? Chaucer’s bright mind
and the stories he retold are filled with them. We go back to
him because with him began this English you and I now speak
with its preponderance of Anglo-Saxon monosyllables, easy to
say, easy to listen to, easy to understand. Think of his pil-
grims in the long ago, talking with one another as together
they journeyed toward Canterbury. Here is an echo of their
conversation on that pilgrimage as Chaucer passed it along to
us: it gives us an image we, in our turn, may carry through
the years, for this brook and bridge and mill are all very old
and ever new:

At Trumpington, nat fer fro Cantebrigge,
Ther goth a brook and over that a brigge,
Up-on the whiche brook ther stant a melle; 2

In the Nicolson translation, the lines become:

2 Skeat, Walter W, first 3 lines of “The Reves Vale” in The Student’s Chaucer,
Clarendon Press, Oxford, 1891.
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At Trumpington not far from Cambridge town
There is a bridge wherethrough a brook runs down,
Upon the side of which brook stands a mill.®

Simple, isn’t it? Simple because of the white clarity that
plays over it, the depth of wisdom that shines through it and
that brought it into being. No mill by a brookside could stand
forth more clearly, and there have been mills and bridges and
brooks in the lives of all peoples since man took up community
living. Note the monosyllables. There are 17 monosyllabic
words in the 23 words making up the three lines of Chaucerian
English. (This, of course, does not include those words with
final e.) In the Nicolson translation there are 21 monosyllables
in the 25 words. You properly may ask: Must I write in mono-
syllables to write radio script? No, but if you do in so far as
your creative instinct dictates, you will do a better job, for you
will be using a finer, a more delicate chisel in molding the Eng-
lish language to your thought.

And what, in addition, do you get out of those three lines?
A rememberable image, of course. And images are an ob-
jective and a part of the art of radio, whether you are speaking
of a blue-fox coat for milady, or a wood road running west for
vagabonds.

So we are going to write paragraphs or announcements that
may, under masterful handling, turn into images, if not com-
plete, then completed in the mind of the listener. He will be
in his home, more than likely in his living room; he will be
listening to the radio; into that radio at the studio end a hu-
man voice will transmit your written words, your script, into
the microphone. Your script in its mechanical form will be
merely 10 words, or 25 words, or 50 or 100. There are longer
forms as well, that require 15 or 30 minutes or even an hour
before the microphone on one side, and before the radio in
the living room on the other. It all seems so very simple, just
to write something and have the radio relay that writing, but
there are hazards, hidden as well as known, so let us work with
the shorter forms first.

3 Nicolson, J. U., first 3 lines of “The Rceve's Tale” in Geoffrey Chaucer,
Canterbury Tales. Garden City Publishing Co., New York, 1931
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While this text was getting itself together, 10-word announce-
ments (called shorties in the studios), relatively infrequent in
earlier radio, began to appear on the air in greater numbers.
Particularly was this true on those stations that held station-
break or chain-break announcements down to 25 or 30 words.
They found, in crowded announcement schedules, that there
was time to put in a public service announcement after the reg-
ular commercial announcement. The exact sequence is this:
(1) the network sign-off: “This is NBC, the National Broad-
casting Co.;” (2) by local announcer: “This is WWWW, your
Golden Bell station;” * (3) commercial announcement, 25 to
30 words; (1) temperature or short weather forecast; (5) the
shorty or 10-word announcement.

Examples of poor script

Common errors the beginning writer commits may be found
in the following paragraphs. The list is by no means complete,
but the errors shown occur frequently. They include: view-
point as in (A); slang (B and D); irony (B); wrong impression
or image (C); naiveté, innocence, or ignorance (E); sibilants

4 Identification of station by call letters: A radio station is required by
Federal Communications Commission regulations to identify itself on the air
so that the listener may know the source of what he is hearing. It does this
by giving its call letters; for example, “This is Station WWWW, Utopia.” These
call letters are given on the hour, and either on the half-hour or at the quarter-
hour following the hour and the quarter-hour preceding the next hour. These
are the over-all regulations.

This identification must be given within 2 minutes of the hour. In actual
practice, it is given within the 30 seconds that customarily intervene between the
ending of one program and the beginning of another. Also, it is usually given
at the end of any program, and that program may be 5, 10, or 15 minutes or
more in length; therefore the phrase “station brcak” or “chain (meaning
network) break” takes on easily understood meaning. It is the end of a
given period of station time. It is quite like shutting the door of the theater
after the last of the audience has filed out.

A leeway of 5 minutes is permitted on sports broadcasts to prevent the call
letters intruding on a halfback’s dash to a touchdown, or a home run smash
that cleared the bases.

There are spccial provisions allowing speeches, plays, religious services,
symphony concerts, and operas to proceed without interruption. This prevents
a station'’s call letters from coming in the middle of a prayer or a symphony
movement, or other mood-destroving intrusion.
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(F); writer’s knowledge neither communicated nor mutually
shared (G); absence of originality (H and J); overcondensation
(1); cliché (J). The figures in parentheses indicate the number
of words each paragraph contains.

A. (10) Comc over soon. Go over big. Bring me Bunny
Candies.

Comment: Viewpoint gets jostled around here because of use
of slang phrase “Go over big.” Sfay put In writing an an-
nouncement. If you are here and your boy friend is there,
stay here so he can find you.

B. (12) His mind was quick and alert like a plate of wet spa-
ghetti.
Comment: To commit irony, some preparation of the listener
is necessary. This use of it is too sudden. The paragraph
first arouses wonderment, then disagreement. By the time the
Jistener has caught up with the author’s intention, he (the
listener) may have forgotten the paragaph. So, make your
meaning clear immediately to the listener.
C. (12) The professor was like a dill pickle ... .. good-looking
but sour.
Comment: The listener is likely to start building an image of
a professor who looked like a dill pickle only to have the image
wrecked by the adjective “good-looking.” And dill pickles are
dill pickles, not sour pickles.

D. (12) She had an OPA figure, not much meat but still some
chicken.

Comment: Only with care, which means in its proper setting,
should slang be used. THere the phrase “some chicken” ad-
mittedly gives the paragraph a lively turn, but it would also
bring adverse comment from some listeners. Radio, of ne-
cessity, must be purer than perhaps any other medium because
it goes into the homes of all the people.

E. (11) What would the hunter do if the birds could shoot
back!

Comment: 1f by any chance his paragraph got on the air, the
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writer, apparently unmindful of the natural functioning of
birds, would learn that his radio audience guffawed over his
naiveté.
F. (I1) Hemmed in, the tree’s branches stretched upwards,
struggling for the sun.

Comment: There is no mistaking the leanness of this tree, pro-
vided the sequence of sibilants does not make the image unin-
telligible. There are six s’s in this presentation. Avoid them
whenever possible; it is even advisable to change a plural word
ending in s to the singular form, if you can maintain the mean-
ing. Further, use of the form upward would have eliminated
one sibilant.

G. (14) The moon stood out as a symbol of the best advertis-
ing irr the world.

Comment: Here, it is a question what the author means.
There may be a legend about the moon that would clarify the
paragraph, but do not expect the listener to know everything
you do.

H. (14) She awoke with her head fecling as if an explosion was
taking place inside.

Comment: The subjunctive were is preferable. But ‘“bust-
heads” are not infrequent: this one should have had a particu-
lar fiendish quirk to make it worth writing about.

L. (15) Dependable (Name of Product) Delivers Double!
Raises fine calves and boosts your milk checks. Buy it
NOW! >
Comment: Too much is attempted in too little. The strained
alliteration results in a confused picture. The word raises is
incorrectly used. Rewritten, the paragraph might be:
Dependable (Name of Product) promotes the growth of
Callees, o )0 o It boosts your milk checks too . < . . . Try
it in your dairy.

J- (10) She looked as though she could stop an eight-day clock.

Comment: Homely souls have been so characterized by thought-
less people until the timeworn expression has become stereo-
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typed: a cliché. The good writer, knowing all the clichés,
avoids them.

Examples of better script

Here are examples of image paragraphs, or image-provoking
paragraphs, and straight, action-impelling paragraph-announce-
ments, showing better preparation than the preceding ex-
amples.

The figures indicate the number of words each paragraph
contains. In commercial announcements, these figures always
should be shown, preferably at the beginning of each announce-
ment. You thereby advise the announcer reading your script
of the exact number of words he must handle in the given time
period for which the announcement was written. To put the
word count at the end of the announcement does not so effi-
ciently serve the man reading it.

By the same token you advise the station whether you have
exceeded the word limit of that time period. If you have ex-
ceeded that limit, and do not care to admit it by indicating the
word count, it is nonetheless the station’s privilege to cut down
or ask revision of the copy.

Occasional hyphenated words may be counted as one word,
but do not manufacture them to reduce the word count.

A. (3) Better buy Buick. (Buick Division, General Motors,
through Kudner Agency, Inc.)

Comment: When a better announcement is written, the author
hopes he may be the first to commend it. This is not a case
of holding the prospect’s head under the exhaust pipe until
he goes limp in your hands; instead, it is an example of advising
a prospect what to do by effective use of the word ‘“‘better.”
This word has taken to itself all the meaning of the original and
more labored written form:

“You will do better if you buy Buick.”

B. (13) United States Savings Bonds, the best buy in Amer-
TCalle Pte Get another bond today!

Comment: The government learned the effectiveness of public
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service announcements such as this in World War II. They
called them War Bonds then. The meaning of the phrase “‘the
best buy in America” is subject to at least two interpretations;
in this case, fortunately, cither is acceptable. One obvious
meaning is: “the best thing to buy for anyone in America.”
The second meaning is: “the best buy in behalf of America.”
The use of such double-meaning phrases is generally dangerous,
however.

C. (I1) Register by Saturday for University Extension classes.
Avoid late registration fee.

Comment: A reason is given for “registration.” The eternal
question “Why should I buy?” is here answered without knock-
ing the prospect down and pummeling him. Use of the word
avoid enabled the writer to meet word-count limitations but
verbs with a weak prefix such as a, give the announcer or char-
acter no opportunity for emphasis. Try it out yourself.

D. (10) What's that? Jaywalking is the shortest cut to the
coroner? (ASTP, February 17, 1946)

Comment: A compact provocative little piece in the interest of
public safety. Also it is an excellent example of the inter rog-
ative exclamation for which we have no accurate punctuation
mark. The interrogation mark is used, but the announcer’s
voice does a better job of reflecting the meaning.

E. (13) Let that pool of golden sunlight reveal the beauty of a
new rug. (Lillian E. Benson)

Comment: If you display your merchandise in use, you will sell
more of it. Here the writer is spreading her rug in all its
beauty on the sunlit floor, where rugs should be, and where,
obviously, the housewife longs to have them, especially new
ones.

F. (8) His prosperity glistencd, knuckle-deep, on his wife’s
fingers. (Viena P. Johnson)

Comment: An image successfully created by indirection, for the
key word rings is not used. Rich, too, in connotation: in ad-
dition to the wife’s bejeweled hands, you get a pretty good idea
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of the man. Another hazard successfully overcome was over-
condensation; it frequently will give you trouble. A satisfying
totality of effect.

G. (8) What if little kangaroos atc crackers in bed!

Comment: Too compact, yet on this conciseness depends its
hummor. The humor, of course, is lost if the listener is not
familiar with the kind of bed that little kangaroos enjoy.

H. (12) Helen was a vanilla pudding o swect and
harmless ... .. and completely unexciting. (James O.
Hanley)

Comment: Metaphorical statements can be pointedly effective
if the listener knows your references. Here, nearly any listener
knows how bland and unconvincing vanilla pudding is; there-
fore, the figure of speech is likely to come off successfully.

I. (12) Lora is standing by the desk arranging a bowl of flowers
when—(CHARACTER ENTERS AND DIALOGUE
BEGINS). This image was used to open a scene in
Lora Lawton, NBC, 9 am. Thursday, October 12, 1944.

Comment: Here the stage is set in 12 words. Note its simplic-
ity, its clarity: both objectives to be striven for in radio writing.

J. (18) A little teal paddling straight into the sunrise, followed
by an cver-widening “V.”

Comment: Here is progression but of a different kind (this
is actual motion) than in example G. In a “V”-conscious na-
tion, the symbolism of the “V,” here a wake created by the little
teal, would be quickly understood, providing the listener knows
that a teal is a duck (sportsmen do not hold it in such high
estcem as a mallard).

K. (18) It was a mournful trumpet..... screaming out its
troubles, in shrill ascending sobs. (James O. Hanley)

Comment: Here is action in the present, the now, through good
use of the present participial ending “ing” in “screaming”’ and
in “ascending.” You will find such endings give your line
movement and life.




RADIO: THE SPOKEN WORD 11

‘L. (12) October winds .. ... gaily lifting fallen leaves .....
slyly tugging at too short skirts. (James O. Hanley)

Comment: Again effective because of the participial “ing,” but
with an error it is well to become aware of at the beginning of
our writing. “Too” on the air is no different from *‘two,” or,
for that matter, “to.” Rigorous condensation led to that error.
Though a trifle labored, the better way to write the final phrase
is: “slyly tugging at skirts much too short.”

The first example, A, obviously is pure commercial. The
second, B, is a public-service announcement. The thurd. C, is
likewise in the interest of the general public or that part of it
interested in learning. The fourth, D, is public service. Be-
ginning with K, all the paragraphs are images that are complete
as far as they go. They may be turned by additions into com-
mercial announcements or into literature. This entire exer-
cise, remember, is to get the door open on the creation of
1mages.

Working with words

Now, go ahead. Try to write, say, ten 10-word paragraphs.
Hereafter they will usually be called announcements, their
proper radio name, but they actually are paragraphs. They
may be on different subjects. Try to say something in 10
words—something complete in itself that will stand alone.
The Buick copywriter did it in three words, as you undoubtedly
noted in the examples.

Radio writing is working with words, not with clauses or
sentences or paragraphs, but individual words, each one selected
with infinite care and keen regard for its value.

Words, loosely sloshed around in the mind and just as loosely
strung together on the typewriter, do not constitute radio script,
even though dumped into the unprotesting microphone and
thence into the listener’s ears. Advertising copy is not the only
so-called radio script that reveals either unfamiliarity with the
medium of radio or indifference to its requirements. Most
dramatic writing could show more skillful craftsmanship. As
for politicians and preachers, both (with certain notable ex-
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ceptions) defeat their own purposes very frequently when they
express themselves before the microphone.

You must know a great deal about a subject to write even 10
convincing words about it, and, in radio, those 10 words must
be image-building and thought-provoking in themselves, for you
cannot supplement those words with gestures, grimaces, or other
visual aids. Meager knowledge of your subject will cause you
to write thinly, and the radio will make that ignorance pain-
fully evident.

Read your script out loud

So, chatter like an ape over your typewriter.® Read your
image, your paragraph out loud always. Learn /ow it sounds.
Do this until it becomes automatic, until you can determine the
suitability of a word or phrase or sentence with little trouble
by hearing it in your mind. In case of doubt, however, go
back to this first test: say it out loud. Be careful you haven’t

" perpetrated a double entendre. They always are eager to leap
into the microphone, leaving distress and laughter, and even
shock, in their wake.

It is a fact, though frequently overlooked, that none of the
mechanical devices of the written or printed word goes on the
air. This means that capital letters, commas, colons, semi-
colons, all the punctuation marks are filtered out by the micro-
phone. So also are all paragraphs, indentations, variations in
type size, all writing or printing aids. What you do have,
however, are voice variations and pauses, including respiratory
pauses. Therefore, in writing your script, preserve the custom-
ary punctuation marks, but indicate by five dots . . . . . (use
the period key) the respiratory pauses in which the announcer
(or the character, if you are writing drama) can get his breath.
Where do those pauses go?> The best way to determine this is

5 “Eight hours a day, five days a week, Elaine Carrington, author of three
radio serials, sprawls or sits on a seven-foot square bed and addresses a dicta-
phone. ‘It seems as though I must love the sound of my own voice,” she says.
‘I pour myself into it. I give cverything. I change voices. [ laugh. T cry. I
can’t stop writing. You know, T think I'm a frustrated actress.”” Radio com-
ment, Time, August 26, 1916, Vol. 48, No. 9, page 56.
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to read your script out Loup. Put them in where they will
give the person who is bringing your words to life on the
air a chance to breathe. A respiratory pause approaching on
a page is a welcome sight to announcer or character. He sees
when next he can take a good breath. The mechanical styls
of radio script will be discussed in detail in Chapter 4.

Now, may genius be yours in creating your first script for
radio use.

Assignment

. Ten 10-word paragraphs. Do not exceed 12 words in each.
They may be on different subjects. If you really want to work, try
holding all ten paragraphs to one subject.
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“Brass ash trays:” say it out loud.

In radio, there is a great deal of room for writers like you and
me, despite television, facsimile, and whatever else man by
infinite grace and finite persistence may develop. For, let me
say here, that if anything is left of radio, as we have learned to
know it in its first twenty-five years, if anything is to survive
through the development of visual appeal in electronics, it will
be the refinement that you and I add to radio in the art of using
words. Being aware of radio’s possibilities, in great measure
unused to date, we can make the use of sound so important that
it will survive. d

Now, what is writing for radio? Primarily it is writing the
spoken word. That is what radio script is: the spoken word.
Admittedly, it pauses on a page, but that is merely a temporary
landing before it takes off again on electrically transmitted
waves of sound to reappear invitingly lovely or hideously ob-
jectionable in thousands or millions of living rooms.

Radio is more than words

Radio is more than words. It can use anything that makes
an auditory impression. This means music, and it means door
slams, by doors of varying temperaments. Actually it means

much more than these, for a few bars from a familiar tune can
14
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set 2 mood, just as the clack-clack of a teletype machine can
establish the atmosphere of a necwspaper office. But every
ingredient is sound, sound alone. This sound should not be
dumped into the microphone in layers, for good radio is more
than a layer of music, followed by a layer of sound effects, and
that followed by a layer of words. Blending is required; care-
ful, skillful blending that delights or thrills or lulls the listening
ear. But strange or sharp juxtapositions of these ingredients
may produce intentional horror, or unintentional shock, so
think in terms of sound. Hear the voice giving your words
utterance. Hear the music and the sound eflects that can ac-
company your words, your dialogue, your descriptions; feel the
mood, sense the atmosphere as you punch out the stufi on
your typewriter.’ You are using sound creatively and all these
ingredients may heighten its beauty, or intensify its horror, or,
if used improperly, make your piece fall on its face.

Writing radio script is putting down one word after another
to say something clearly, to paint a clear image, to leave a re-
memberable impression in the listener’s mind. Masters of the
spoken word, the familiar style—poets like Whitman, prose
writers such as Logan Pearsall Smith—write for the ear, but
they give their audiences the printed page to fall back on and
confirm what they say.

Then, in case the reader muffs a word, a phrase, or a line, he
has the book to refer to. But in radio there is no opportunity
for repetition. Your script fed into the microphone by the
human voice must register with positive clarity. Any possi-
bility of misunderstanding, any double entendre, any fogginess
whatever must be eliminated, whether your piece is a 10-word
commercial announcement or a 15-minute educational drama.
If you as the author do not do it, then the program producer, or
some other ear-minded vigilante of the studios must do it, and
your ignorance or carelessness or negligence makes you an
amateur or worse.

Hazardous word combinations
L.earn to avoid certain word combinations that even in face-

to-face conversations are hazardous. If you chatter like an ape
over your typewriter as you begin to write for radio, you will
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discover them easily; but, if you merely write them, you will
continue to think they are trim, or pretty, or harmless. The
list is endless, but here are some examples:

It’s not. The “s” has a way of annexing itself to the “not.”
The objectionable result is obvious.

Are our. Say it out loud yourself. Extreme care in enun-
ciation is needed to say it clearly. Don’t ask an announcer
or character to use it.

It is generally comes off much better if you contract it to
it’s, except in such instances as the first example. How-
ever, do not make the mistake of arbitrarily doing so for
there often are perfect opportunities to emphasize the “is”;
in such cases, to contract it would be poor radio.

Glass crash may shatter the listener’s equanimity, and
brass ash tray is certain to do so.

Chic is a French word, very neat and trim to look at. In
fact, so greatly is it admired that it gets into radio script
now and then. What happens? Unless mispronounced,
it is sheek. How does “‘sheek” sound to you?

So, in taking up the next set of announcements and images,
let’'s keep word selection uppermost. Let us use the right
word, that and no other. Try the word, the phrase, the line, the
entire announcement out on your tongue as you're writing it.
That will reveal what you are asking your announcer or your
characters to say. They speak the same language you do. Can
you speak it well?

The cure for typewriter clitter-clatter

Practical radio writing is a good cure for typewriter clitter-
clatter. For want of a better explanation, typewriter clitter-
clatter is the work of a gremlin who takes over and fills a line
or a space with the required number of words, no matter what,
just so they fit. The result may make you very happy, but no
one else can understand the reason for your ecstasy.
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Fifteen-second (station-break) announcements

Fifteen-second announcements require 25 to 30 words: the
exact number permitted varies according to arbitrary limits
fixed by the station or the network. These 15-second an-
nouncements are sfation breaks, or chain breaks; that is, they
can be given in the fleeting seconds between the ending of one
program and the beginning of another, a period in network
operation totaling 30 seconds or less. That period, as every
listener knows, is used for station identification, too, with the
announcer saying, “This is station WURP,” and following it
with the time or the temperature or other bit of information in
the public service.

In writing any announcement, either an out-and-out com-
mercial such as one for Spivvins Red Cherry Preserves, or in
the public service, say, in behalf of Boy Scout Week, the tend-
ency will be to make it too long, and this surplusage, even if
the station accepts it, means hurried handling, no matter how
well written is the copy. You cannot stretch a second in radic,
any more than you can stretch a newspaper column’s width
to make the headline fit. If you make your word total fit the
25- or 30-word limit set by the station, you will contribute to
eflicient handling. Further, if you are able to say what you
wish in less than 25 or 30 words, do not use more words than
are necessary.

Examples

A. (17) Home is a precious thing..... What il yours were
destroyed? . .. .. Give to the War Relief Fund now.

Comment: Reference to home, your home, makes it personal
and, therefore, more effective.

B. (19) The new 1939 Jalopy is here..... Values are up,
prices are down ..... Sec the new 1939 Jalopy this
week.

Comment: Rhythmic rise and fall of the phrases, both in word
meaning and in inflection, give this announcement the desii-
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.
able quality of lingering in the mind. Do not let the prosaic

copy chief blue-pencil rhythmic phrases on the argument that
they are “poetic.” Conversation is rhythmical until we be-
come conscious of it, then we are likely to make it stilted.

C. (25) She hated the piercing insistence of an unanswered
phone, demanding in the name of the telephone com-
pany that it be allowed to perform its duty. (James O.
Hanley)

Comment: An image—not a commercial or public-service an-
nouncement—one you can see clearly because of the action in
its verbal forms. Can you hear that piercing insistence? I

do.

D. (32) If you can’t go over, come across ..... Give to the

War Chest of Minneapolis and Hennepin County . . . ..
One gilt to the Chest helps support sixty-three agencies
vital in peace and war.

Comment: Two words over 30. Where would you cut it?

You might make the final sentence read: “One gift to the Chest

helps support sixty-three vital welfare agencies.” The phrase

“—go over, come across’ was easily understandable in the fall

of 1943 when this announcement was written. It is not so

readily understandable now.

E. (35) The time is 20 seconds before 9 p.nm., B-U-L-O-V-A
Bulova Watch Time . .. .. On your wrist as on the air,
faithful forever ... .. Courtesy, Bulova Watch Com-
pany, Fifth Avenue, New York.

Comment: The above requires skillful handling by the an-
nouncer for he must kit the phrase “20 seconds before 9 p.n.”
as the studio second hand is making its fleeting pause over the
8:59:40 mark on the clock. The phrase “on your wrist etc.”
has a rhythm that does not require bedlam to remember it by.
Some stations might require reduction in number of words.
When you spell out a word, each letter becomes a word—as in
B-U-L.-O-V-A.

F. (30) Herc's a wartime request from the telephone company
..... Long-distance lines to many distant points are
overloaded ... .. Except to near-by communiiies, avoid
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calling by long-distance telephone unless urgent .. ...
Thank you. (Northwestern Bell Telephone Co.)

Comment: Courtesy and graciousness are essential clements in
any public-utility announcement. This has those qualitie;'
the use of the words “Thank you” is uncommonly good in the
above context. Verbs with the prefix a—as av01d’ —suffer
when used on the air. See comment on use of words with
prefix a in Example C, Page 9.

G. (30) Can you wait on tables? ..... Full time or short
hours, in Dayton’s Tea Room, for waitresses or bus
boys .. ... Apply at the employment office on the
eighth floor, The Dayton Company. (7:15 A.m., Sep-
tember 10, 1943)

Comment: Here is a help-wanted advertisement phrased for
and used on the air . . . . . Note that it was so written that the
word ‘“The,” required in the firm name, was included in the
30-word limit.

In these exercises in the shorter forms of radio script, always
write a number of paragraphs (or announcements) as purely
creative images. They may not appear on the air in that brief
form, but such experience in radio script problems will help
you in writing an introduction for a program, and its closing, or
to set the stage for a drama, or change the scene in that drama,
for in radio all of these things must be done, and done with the
right words, and not too many of them.

Further, any commercial or pul)]ic service announcement

may be a complete and inviting image, creating desire, an urge
to buy or to participate, or it may be a lump of words with no
appeal. If your script is an inspiration to the announcer or
your character, it is very likely to communicate that inspiration
to the listener.

Are these doors opening?

Appreciation of words for themselves alone. They
may contribute beauty as well as vigor.

Time element. A second is a long time in radio.
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Clarity. You must say it clearly the first time. There
is no opportunity for repetition.

Assignment

Write ten 25- to 30-word announcements. Keep them on ONE
subject. (You must know a great deal about the subject.) Write
five creative images of similar length. They may be on different
subjects. Put number of words at beginning of each announce-
ment or paragraph. Double-space all script.



CHAPTER

S

Your rudience: UWho, Wheze.
When 7

The people yes—

* * #* * * * * * * * * * * * * *

Mixed from a bowl of sky blue dreams and sea slime
facts—

A seething of saints and sinners, toilers, loafers, oxen,
apes

In a womb of superstition, faith, genius, crime, sacri-
fice—

The one and only source of armies, navies, work-gangs,

The living flowing breath of the history of nations,

Of the little Family of Man hugging the little ball of
Earth

And a long hall of mirrors, straight, convex, and con-
cave,

Moving and endless with scrolls of the living,

Shimmering with phantoms flung from the past,

Shot over with lights of babies to come, not yet here.

—CARL SANDBURG !

If we keep Carl Sandburg’s definition of “‘the people” in mind
in writing for the ear—for the ears of the people—we shall
write better radio script. Have the quotation that opens the
chapter read out loud to you. Analyze it. Who is your audi-
ence? It’'s the people, yes, the people. Where are they?

1 From The People, Yes by Carl Sandburg. Copyright, 1936, by Harconrt,
Brace and Company, Inc.
21
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They're everywhere and anywhere; in fact, there are more radios
than there are bathtubs or telephohes in American homes.
When are these people listening? They're listening, some of
them at least, any time of the day or night.

Yes, nowadays the radio rcaches the people, all the people;
it is in every home except those of the very poor and the
eccentric. Take this fact to heart in trying to understand it.

Growth of radio listening

To illustrate the growth of the radio audience, let us examine
the figures on the number of listeners on successive election
nights. The first prescheduled broadcast on any station in
America was the broadcasting of the Harding-Cox election re-
turns by Station KDKA, Pittsburgh, the night of November 2,
1920. A “‘select group,” an estimated 500 listeners, were “enter-
tained by this new marvel of science, the radio.” The figure
of 500 listeners is reasonably accurate, for a Pittsburgh store sold
them the “hand-made radio sets.” *  But two years after that, in
1922, America had 400,000 radio sets. And at the time of the
Roosevelt-Willkie election contest in 1940, there were 44,000,-
000 sets in use, or, to put it another way, 85 per cent of the
homes in the United States had radio sets. On election night
four years later, the Roosevelt-Dewey balloting on November
7. 1941, the Hooper survey * shows that 50. 3 per cent of Amer-
ican radio sets were in use. This is for the period from 7 to
10:30 p.nm., a “higher average sustaining listening” than had
ever before been recorded by the Hooper office in the ten years
of its coincidental measurements. The Atlantic Monthly esti-
mated there were 65,000,000 American men and women of
voting age at the receiving end of radio during that period.
The 50.3 per cent reported by Hooper is greater than the 48.9

2 Hettinger, Herman S., A Decade of Radio Advertising. University of Chi-
cago Press, Chicago, 1933. Also NBC-KDKA records.

3 Among surveys to determine listener-interest in given radio programs is one
conducted in many markets by C. E. Hooper and Company; it is known as the
Hooper Survey. The Hooperatings are computed from total station mentions
secured from the coincidental questions “To what program are you listening,
please?” and “Over what station is that program coming?” asked of persons found
to be listening to the radio.
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per cent for a similar period following the attack on Pecasl
Harbor, and greater than the 37.5-per cent average for the
period 8 to 10 p.ai. on D-Day, June 6, 1944.

Your audience is in the living room

Your audience, your listeners, are in every room that has- a
radio—actually not only the living room, as such, but living
quarters including, son’s or daughter’s study or bedroom, ard
mother’s kitchen—in the American home in little town and big
town; on the Pacific seaboard and on the Atlantic, and every-
where in between, in farmhouse on the prairie, ranch in the
foothills, and adobe dwelling in the Southwest; yes, and south
and north of the border, for both Mexico and Canada lisien o
American stations.

And the listeners include the dowager, Mrs. Throckmorton,
troubled with the lack of servants and the idiosyncrasies of
chauffeurs; Mrs. Housewife, striving to get along, raise a family,
and find some peace amid the hurly-burly; Farmer Brown, who
continues to till the soil, despite the efforts of pressure groups
and politicians to tug him this way and that; Alice, the career
girl; John, the businessman who has his pet chair near his pet
radio and fends off interference with his pet programs; Henry
Aldrich’s prototype; and the bobby-sox swooner who pursues
the reigning crooner across the dials daily; all these persons, at
one time or another are listening to the radio.

When do listeners listen?

When do they listen? Regularly or irregularly, radio listen-
ers, of course, sleep. However, the diversity of their slumber
hours is surprising. Let an announcer or character commit
some blunder on the air on one of those all-night programs,
and see how quickly “word comes back.” Someone is certain
to be listening. No, the 6 a.n. to midnight section of the 24-
hour day does not embrace the entire audience. Habits vary,
work hours, too, and time itself is different in different parts of
the country, so we have what amounts to a 24-hour radie audi-
ence.
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The individual before the radio is your objective. Keep
him or her—it may be man or woman, boy or girl—constantly
in mind. It is true that the individual may be a member of a
family circle, but it is unlikely that all the members of that
circle will be interested in the same program.

Certain programs, for example, those bearing on a pro-
nouncement in a national emergency, attract a universal audi-
ence, anyone who can get to a radio.

Others attract a special audience only, a relatively small per-
centage of listeners; Invitation to Learning (CBS) is an example.

Talk with one person

Your words will be more potent if you address one particular
person in the living room, after selecting a time when he or
she is likely to be home. To get the attention of that person,
you establish immediate contact if you say something he knows,
or something about something he knows. Let’s repeat here
the three lines of Chaucer given in the first chapter:

At Trumpington not far from Cambridge town
There is a bridge wherethrough a brook runs down,
Upon the side of which brook stands a mill.

A great many listeners may never have heard of Dan Chaucer,
but almost everyone knows what a brook is, and what a mill is.
When you mention brook, they recall a creek they knew; and,
when you mention mill, they recall a mill or its ruins that they
knew in some city, town, or countryside. From this clear,
direct monosyllabic setting they cannot fail to understand that
you are talking about a stream that has a mill on its bank.
The job is to keep that stream and that mill clearly before them
as you speak with them, and, if you are engaged in advertising,
then the products of that mill.

In the tradition of the Gettysburg Address
Short, concise Anglo-Saxon monosyllables will help you.

The direct and common and beautiful English that Lincoln
used in the Gettysburg Address will help you. Read it over,
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and note the words, how each one must have been selected with
infinite care.

Likewise helpful, and in the same “Honest Abe” tradition, is
the address of Judge Learned Hand before 150,000 newly
naturalized citizens in New York City's Central Park on
“I Am an American Day” (May 21, 1944). From that talk w:th
those 150,000 people, here is an excerpt to remember. The
printed word reveals very clearly that it was written for the
listening ear. Note the repetitive device which will help you
make a phrase or thought stick in your listener’s mind as you
write for radio. Read this out loud:

We have gathered here to affirm a faith, a faith in a commor
purpose, a common conviction, a common devotion....
What was the object that nerved us ...? We sought liberty
freedom from oppression, frecdom from want, [reedom to be
outselves . . ..

What then is the spirit of liberty? . . . I cannot define it: I can
only tell you my own faith. The spirit of liberty is the spirit
which is not too sure that it is right; . .. the spirit of liberty re-
members that not even a sparrow falls to earth unheeded; the
spirit of liberty is the spirit of Him who ... taught . . tha:
there may be a kingdom where the lcast shall be heard and con-
sidered side by side with the greatest.

And now in that spirit, that spirit of an America which has
never been, and which may never be; nay, which never will be,
except as the conscience and the courage of Americans create
it; yet in the spirit of that America which lies hidden in some
form in the aspiraticens of all of us; in the spirit of that America
for which our young men are at this moment fighting and dy-
ing; in that spirit of liberty and of America I ask you to rise and
with me to pledge our faith to the glorious destiny of our be-
loved country—with liberty and justice for all.

Note how that word “common’ recurs in successive phrases.
Note how “liberty” 1ecurs, and builds to a climax, by the help
of one monosyllable after another, the whole thing casy to listen
to, casy to understand. Mind you, so far as the writer knows,
this talk was not written for radio; it was written for the listen-
ing ear, for the ears of a group of new Americans in Central
Park, New York; and for that very reason, would make good
radio script.
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Common interests promote common understanding

Now in common interests there is common understanding, for
there is communion of interests and an association of ideas in
activities which all of us have shared. What makes Fibber
McGee and Molly popular in both city and country living
rooms? For one thing, they evoke a comparison with a closet
filled to overflowing that all of us are familiar with, for stufled
closets are as common in city apartments as in the farmhouse on
the lower “eighty,” and they contain strikingly similar quanti-
ties of junk that falls out when the door is opened.

That association of ideas, that warmth of common interest
showing in and through your lines, heightens the listener’s un-
derstanding and appreciation. Simple clarity in radio script
will bring it about. The need to write simply and clearly does
not mean that the average radio listener is a nitwit. The
author never has agreed with those who hold that radio writing
must be to the nitwit level, but one-dimensional radio (sound)
does require greater clarity than any other form of writing, and
that requires good writing and that is exactly where some of us
falter. You cannot obfuscate and write for radio.

How Edith Wharton happened to write Ethan Frome is a
case in point. Mrs. Wharton was learning French. To build
up her very limited I'rench vocabulary, she wrote the story first
in French, with all of the supposed limitations of the French
vocabulary she was just acquiring. Then she translated it into
English. The result: an American classic, another great tale
simply told. Is everyone who reads it a nitwit? Are the mil-
lions who have read the Gettysburg Address and the millions
who will read it and thrill to it, are they nitwits? The 150,000
new Americans who heard Judge Hand in Central Park, were
they nitwits?

So by writing about the old swimming hole, or the scissors
grinder, or the collegian in his current edition of the jalopy, or
a child waiting for a school bus, and, thus establishing that tie
that binds, we get in communion with our audience. Our
radio commercials can make the bathing suits we are advertis-
ing more attractive il we refer to that swimming hole, and our
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Hosanna spring water more sparkling and delightful if we refer
to the old pump at home. Similarly we can pick up a lesson
in thrift by pointing out the wastrel on a park bench, and we
can use the cry of a heat-tortured child to sell talcum powder.

Point of view

Radio’s point of view, i.e., the relative position from which
a subject is considered, is different from the point of view of
printed matter. In printed matter, the Community Chest or
similar social welfare agency may understandably say “we” in
appealing for funds, or, commercially, Smith & Jones may
just as understandably say “we” in urging the reader to buy
their catsup. In either case, the printed advertisement carries
the name of the firm, organization, or person who authorized
it; this identifies the “we” in it.

But in a radio announcement, you do not have that name
or signature constantly before your eyes to refer to. To ask an
announcer to use “we” is requesting too much of this ever-
willing spokesman despite his versatility with “shoes and ships
and sealing wax, and cabbages and kings” during the course of
aday. He cannot be all things to all men and carry conviction.

Many radio appeals become absurd because of this error.
The script reads “We have nice fresh peanuts today,” and the
announcer blithely follows the script. While he is saying “We
have . . . . . etc.,” the listener recalls that a few moments aco
he was selling prunes and within the next quarter-hour may be
extolling Hephzibah’s spaghetti.

Therefore, never ask regular station announcers to use the
first person “we” or “I,” either in public service or commercial
announcements. Use either the proper name, for example,
Smith & Jones, or, on occasion, the third person Smith & Jones
may be referred to as “they.” However, be sure the listener
knows the identity of “they”; in case of doubt, repeat the firm
name.

For the same reason, your announcement should say, “Take
this coupon to Smith & Jones”; it should not say, “Bring this
coupon to Smith & Jones,” unless, of course, the broadcast is
originating at the store or other sponsoring location. Likewise,
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you do not say, “Come to Smith & Jones”; instead, you say, “Go
to Smith & Jones.”

There is one possible exception to the preceding rule. If
you are writing for a special announcer who has become so
closely identified with a particular product in the listener’s
mind that that product and that announcer, as its spokesman,
are inseparable, the use of “we” is not only acceptable, but
advantageous.

Perhaps the height of absurdity is reached when the point
of view is juggled between two station announcers, the first
speaking properly in the third person and, a few minutes later,
the second improperly using the first person on the same pro-
gram. One wonders if the second one hastened to “buy into”
the firm after hearing the first announcer’s sales talk.

Do’s and don’ts for radio writers

At this point, a summary of suggestions of what to do and
what not to do in writing radio script can properly fit in. Some
of these you already have encountered; others you will be cer-
tain to meet. They include:

Don’t use “which” if you can avoid it. Say it aloud.
What does it mean? Furthermore, if possible avoid the
use of relative clauses beginning with “who,” and “which.”
“That” is more cuphonious.

Don’t use the passive tense, if you can avoid it. It slows
up your sentence. Note the difference in:

(Passive) The house was blown down by the blast.
(Active) The wind blew the house down.

(Passive) He was slowed down by heavy trafhc.
(Active) Heavy traffic slowed him down.

Avoid “s” endings when possible. They sizz. This means
elimination of unnecessary plurals.

For action “in the now,” or going on in the past, the parti-
cipial “‘ing” endings are especially helpful. Example:
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VOICE OF THE ANNOUNCER:

They are milling around us like cattle that smell death.

The whole square is whirling and turning and shouting.

One of the ministers raises his arms on the platform.

No one is listening: now they are sounding drums:

Trying to quiet them likely: No! No!

Something is happening: There in the far corner:

A runner: a messenger: staggering: People are helping him:

People are calling: he comes through the crowd: they are

quicter.

Only those on the far edge are still shouting:

Listen! He’s here by the ministers now! He is speaking .. ...
—ARCHIBALD MAcCLEIsH 4

The adverbial endings in “ly” have a tendency to be lost.
Avoid them when you can and in so doing remember that
not all adverbs need to end in “ly”; for example, “quick”
is both an adjective and an adverb. ‘“Slow,” likewise.
The signs reading “drive slow” are correct. Eliminating
the “ly’s” makes your sentence sturdier.

Don’t use big words merely because they are uncommon
when simple, unaffected speech will say it much better.

Give pronunciation of all uncommon or difficult words,
mcluding proper names and surnames, and firm names.
Especially show where the accent goes.

Use of long complex sentences immediately reveals that
you are not writing for radio. Announcer or talent will
bog down in the mire of words; the listener will cease to
listen.

In preparation of script:
Do not start a sentence at bottom of one page and run it
over to the next page. Finish it on the page on which it

begins.

4From The Fall of the City, copyright 1937 by Archibald MacLeish, and re-
printed by permission of Rinehart & Company, Incorporated, publishers. First
verse play especially written for radio. First presented by Columbia Broaecast-
ing System on April 11, 1937. The italics are not in the original, but are used
to point out the cffectiveness of “ing” endings.
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Do not permit a word to repeat itself immediately below
a similar word in the preceding typewritten line. It may
mean dropping an entire line in hurried handling.

Commercial script do’s and don’ts:

Avoid superlatives. The listener learned to discount
them long since.

Don’t qualify prices with “just” and “only.” They were
overworked long before you and I began using them.

Spell out tricky names of merchandise and, if necessary,
give the pronunciation.

Ask the advertiser how he wants the name of his firm pre-
sented: should it be “Sutcliffe’s” or “The Sutcliffe Com-
pany”? Then keep the name always the same throughout
the script.

Do not use the negative approach: “why not thus and
so?” Use the positive imperative: “see this” or “take
TSRS A8 §

If you use the phrase “see it oday,” be sure the announce-
ment is made early enough in that particular day for the
prospect to do so.

Until you can devise a better pattern for a commercial an-
nouncement, use this one: attention, interest, desire, ac-
tion.

Do not talk about more than one item in one commercial
announcement. If the advertiser wishes to do so, dis-
courage him for it means confusion in the listener’s mind.

In an announcement requesting replies by mail, it is
common practice to put the address into the script at least
three times; one of these should close the announcement.

See Chapter 4 for “legal don’ts.”
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Fifty-word announcements

Our next job is to write 50-word announcements (paragraphs)
on public service or commercial subjects, and 50-word 1mages.
About those images: remember it is unlikely that they will Le
used in this form, but you will have occasion time after time to
build such an image into the fabric of a longer script, an image
that can be conveyed well in 50 words, more or less. So keep
on building them for facility in creating good programs later.

A station break does not contain a universally established
number of words. On some stations it is 25 words, on others
30, 40, 50, or even 60. - Sixty words are just about all that can
be crowded into those fleeting 30 seconds in addition to the sta-
tion identification, or between the ending of one network pro-
gram and the beginning of another. The Columbia Broadcast-
ing System, for example, permits 50 words in its daytime station
breaks on its company-owned stations, but requires that night-
time station breaks be held to 25 words to avoid any possibility
of bumping the network show immediately following.

Between 6:Q0 (or 7:00) and 10:00 p.n1. is usually Class A
time, or the most expensive commercial time, and also the time
when shows using the most expensive talent are on the air.

Examples of 50-word paragraphs

(18) The world was slipping away ... .. sounds came to him
faintly, muted by great distance . . . . . The lights softened . . . ..
glowed benevolently ... .. Faces vaguely familiar, names re-
membered from another life, stirred his consciousness gently,
then faded away ... .. Tolerant amusement lighted his glazed
cyes as he slid slowly, limply under the table. (James O. Han-
ley)

Comment: A “drunk” described entertainingly.

(50) You might call her Chaos personified: a trim little hat
fitted demurely to a well-turned head belics the confusion that
walks always beside her ... .. When she comes into a room,
papers on the table, books in their cases, pictures on the wall,
everything goes askew . .. .. That is Mary Lou.
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Comment: Fortunately Mary Lou’s disturbing traits did not
ruin the author’s portrayal.

(45) Our government asks cvery person in America to search
his home, indoors and out, immediately, for scrap rubber ... ..
anything and everything you can possibly spare..... no
amount is too small, every ounce is precious ..... Turn in
scrap rubber at once to your nearest filling station. (From
Office of Facts and Figures for use June 15 through June 30,
1942)

Comment: Surely this urgent plea moved people to turn in their
rubber.

(56) It's more than a local need this year .. ... It’s a need from
the four corners of the earth ... .. The Community Chest has
a tremendous job todo ..... Give it every possible help, every
possible penny you can spare..... Give now to your local
branch of the Community Chest . . ... It’s a vital part of the
war effort. (Shirley Pitts)

Comment: The need of the Community Chest is well empha-
sized. The need “from the four corners of the earth” is not
clear. Commendable for the overtone of urgency that domi-
nates the announcement. :

(56) Brighten your living room with small changes .. ... Maybe
the cigarette boxes would cheer up the table if they were Duco
Red Flame ..... or maybe just your initials in Duco silver
would do the trick ..... Paint stripes or waves of curlicues
on your lamp shades ... .. Find out what you can do with a
paint brush and Duco! (M. C. Fossum)

Comment: “Small changes” is not good. “Inexpensively”
could be substituted advantageously for the three words “with
small changes.” “Duco” is mentioned three different times, yet
it does not seem overdone. Skillful handling is the reason.
In the first tivo instances, use of the word as an adjective gets
away from blatancy. Someone may ask, “Where can you get
Duco?”’ It is not always necessary to put the retail outlet in.
In this case, the listener would think of her favorite paint or
department store for a well-known product.

(47) Your House of Dreams is worth your most careful plan-
NINEESIE Every room should reflect contented living and
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pride in your home . .. .. The Home Decorating Shop can help
you secure the right results . .. .. If you are planning a Housc
of Dreams, drop in and let us help you. (Lillian E. Benson)

Comment: The right approach to making a house a home, but
marred by absence of concrete detail. How does the Home
Decorating Shop help you? The name of the advertiser should
appear at least twice in a 50-word announcement.

(50) Herc is the scason’s outstanding travel bargain, the North-
ern Pacific’s coast-to-coast tour of America ... .. Sce two
world’s fairs, San Francisco and New York; visit Los Angeles,
Washington, D. C,, and Niagara Falls; all in two weeks . ....
Round-trip rail fare only ninety dollars . .. .. Call your near-
est Northern Pacific office today . . . .. Go Northern Pacific . . . ..

Comment: The low cost here supplants alluring description;
description, however, could be used in a longer announcement
along with low-cost appeal.

(50) Here’s grape jam that's really swelll ... .. Fairway Con-
cord Grape Jam ..... Made from mellow, sun-ripened Con-
cord grapes, 1t’s delicious on hotbreads, waffles, and toast, and
for lunch-box sandwiches, too ... .. Fairway Concord Grape
Jam, one of the many top quality, more-for-vour-money fine
foods obtainable at Fairway Stores everywhere.

Comment: Any advertisement of food should make that fooc
delicious. This is the first objective in the above. How to
use that food is a close second.

(10) Tonight, sports authorities Larry MacPhail, Ted Husing,
and John R. Tunis clash over the question: “Should Organized
Sports Be Abolished for the Duration?” . .. .. Get both sides on
America’s Town Meeting, sponsored by The Reader’s Digest
..... 7:30 tonight on this station. (BBD&O, Radio Station
WINN, March 22, 1945)

Comment: Here is a radio commercial announcement in behal?
of a radio program to be presented later on the same station.
The name of the program is mentioned only once. For em-
phasis and clarity the name, along with time of program and
station, well could be brought in twice in an announcement o’
50 words.
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Assignment

Write two 50-word images. Maximum 50 words.

Write two 50-word public service announcements. Maximum
50 words.

Write two 50-word commercial announcements. Maximum 50
words.

Remember to think of each of above as paragraphs. Each must
be self-contained: it must stand alone.




CHAPTER

&

Radio Sercpt: Tto Mlechancco-
Wore About the Familiar Style

A phrase can only live when it corresponds to the ne-
cessities of respiration .. .. I know it to be good when
it can be read aloud.

—GUsTAVE FLAUBERT, 1821-1880

There is no established style for writing radio script.  Each
writer may have his own, each station its own, and each net-
work. However, you may have noted that in examples in this
book a definite style is followed, the distinguishing mark of
which is the respiratory pause. It is based upon the remark of
Flaubert to his disciple, de Maupassant, noted above. Gocad
radio script is the spoken word, gliding easily, comfortably aff
the tongue. If mechanical means will help convey the mean-
ing of your script to the person handling it before the micro-
phone, and through that voice to the listener, it is well to use
them.

Five-dot indication for respiratory pauses

‘The author prefers the dot-dot method, using at least five
dots to indicate a pause (on the typewriter, they are periods in
thlisNwise . o Lo ), for a pause is actually all that goes on the
air, no matter what the punctuation mark may be. These five
dots best fit the typewritten line of elite, or smaller, standard

» 35
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typewriter type. If you are using a typewriter that has pica or
larger (modern roman is the type size insisted upon by many
script department heads and used by many agencies), then you
may like the appearance of only three dots, set off at either end
by a space: for example “The man! ... Look at his face!”

Keep script as free from mechanical debris and as easy to
read as possible. Script sometimes is so filled with underscor-
ings, capitalizations, and other claptrap that the announcer or
character justifiably gives up trying to determine what the
writer meant. Think for yourself what would happen if the
accent marks were put over all the words, and, for good meas-
ure, the shadings added over the vowels in a script!

A practical mechanical style

In some detail, here is a style found practical in writing
radio script. Follow it unless and until you have something
better:

Use capital letters where you ordinarily would use them.
Use punctuation marks, except as noted below.

Use commas, perhaps more liberally than you would in
the written word, especially to clarify clauses that might be
confusing unless clearly set apart.

Use hyphens, especially in border-line cases of debatable
compound words, more liberally than in the written word.

But, for periods, and ofttimes for semicolons and colons,
use the respiratory pause, that is, at least five dots . . . . .

Eschew religiously the use of dashes in radio script. They
are easy to make, either by pen or typewriter; in fact, care-
less writers turn them into a protean hieroglyphic, largely
supplanting other punctuation marks; and, in the hands of
a writer whose knowledge of accurate punctuation is weak,
they can result in endless confusion, particularly if what
is intended are respiratory pauses.
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Sound effect lines and music lines within the body of the
script should be capitalized throughout and preferably also
underscored throughout. The underscoring may be done
after the script is completed and additional working copies
are needed.

Double space all script.

Some directors will insist that you triple-space between
speeches in dialogue, that is, between the lines of different
characters. For example, all of Character A’s lines would
be double-spaced, but when Character B comes into the
conversation, then you would triple-space between the last
line of A’s speech and the first line of B's double-spaced
speech.

Sound effects and music always should be indicated by the
words sounp and music in the character column, the mar-
gin at the left of your script page. This is explained in
detail in Chapter 9 on sound effects.

Whatever you set up as your style in writing radio script, stick.
to it unvaryingly. Then the person to whom you submit scrip-
or your announcer or character will know what you mean and
do a better job of interpreting your lines.

Radio script paper

Radio script paper is the customary letter-size sheet, 814 x 11
inches, but it usually has a longitudinal rule down the left-hand
side, 2 inches from the left-hand edge; in other words, there’s
a 2-inch margin at the left. In this margin go the names of the
voices (characters) handling your script, including the an-
nouncer. Fach line of the script may be numbered. These
numbers are imprinted on the script page, Just to the left of the
marginal rule. They make reference, correction, or revision
easier.



created and prepared by
LUTHER WEAVER and ASSOCIATES

program_Radio: How %0 Abuse It mo._orca is
encugh
station___Anywhare time_Anytirs . day
clienthen’n to Prevert Farly Deaths among Padic Diractcra
THEKE (e mmecmee ¢ THESE FCOLISH THINGS REMIND ME OF YOU, 20 SECCKDS UP, THEM
I'FMJ]-: UNDER A¥D OUT
2
ANNOUNCER twceme e (SETS THE STAGE)
3
SOUND i =mmwemm -—-- (ON CUE FROY ANNOUNCER) DOCR OPENING, HUB-BUE OF PUFFY WCMAN

4 ENTERING AN OFFICE
DIRECTOR:--ccaae 9’: How-do-ycu-de, Mrs. Throokzortom.....
TEROCKMORTON:-—-(,“(ALMYS DIFFICULT TO INTERRUPT--SEE JUST KEEPS RIGHT ON TALKING
7‘(‘How-do—you-do, Mr......Mr. Director. I'm Mre. Wionicara
BT Throokworten, the president of the Perennial Plamt Club.....
9 |It'a for the mairntenaroe of garders, outdoors and indoors,
10 | the year round.....You see, we want a radlo progrem.....¥e
11 | thirk we have a osuse worthy to be on the air.....
DIRECTOR:==wew- v;' (EE HAS BEEN TRYING TO GET A WORD IN ALL THRCUGK TEIS) Won't
13 “you 8it dowr, Mre. Throckmorton?
'TliRO(‘.‘K!lOR'!'ON:---”-‘I Ch, yes.....now the red geranium 18 the exblem ¢f cur olub.....
15 & lovely plart, dor't you think?.....Ycu see, we want 1o let
16 people know what our emblem is, 8o I thought we could do

; somethirg 1ike that Forward March progrem does, you kzoW.....

17
18 The Red Ceranium Livee On!.....

DIRECTOR:""»W (SLORLY a*D COMMISERATINALY) Mre. Throckiorton, I wender if
2 you mean the March of Time?

THROCK\!ORTON:--EI_ Ch, yee, how atupid of Ee.....

51 Yes, of oourse.....row you'll wart to identify your progrec
2 !‘-with theme nueio, ¢r badn't you thought.....
TER.CCKMORTON:---Z;Hch what?

DIRECTOR ==emm- w5 \Thewe nueic.....a ecrg, perhape.....it is played or sung

zﬁ]at the teginning and the end of a progrer.....(NORE)
¢

NOTE—This script. all rights to which are reserved, i for broadcasting by station designated
27 I in accordance with our mstructions and order. Any other use is prohibited.

Luther Weaver and Associates, 200 Globe Bldg., Saint Paul. Minn.
| fabepiens U S A N
v

Figure 1. This first or top page of script of a radio program carries identifica-
tion and information lines at top. The succeeding pages of the program are
given over entirely, except for identification lines in small type, to the script.

Note the character column at the left, a two-inch margin in which are written
the names of the characters, and the words Theme and Sound, as properly pre-
pared script requires. The title of the music and the kind of sound are set
forth in capital letters in the body of the script.

Also note the numbered lines, which make reference casicr to a specific line for
correction before, during, or after rehearsal.

The page is standard copy paper size, 815 by 11 inches. (For discussion of
mechanics of script preparation, see pages 35 ¢t seq.)
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More about the familiar style

If your sentences are difficult to read, they are not good radio
script. Compare, for example, Lincoln’s Gettysburg Address
with a paragraph or page from Thorstein Veblen’s The Theory
of the Leisure Class. 1f you read them out loud, the difference
will be even more pronounced. If the thought is not clearly
expressed, if the understandable English idiom is not used.
if there is no chance to breathe properly because of sentence
structure and word toughness, there is no comfort in the utter-
ance, and no ease for the listener. Therefore, write sentences
that are easy to say and easy to listen to. You can make then
easier to say and easier to listen to by putting in those respira-
tory intervals or pauses. And you yourself, as you read your
script out loud, are the sole arbiter of where those pauses
should go.

You will write better and better script if you realize more and
more that there is a way of speaking for the listening ear that
may be sharply different from writing for the reading eye.
Generally, in writing for the radio, use the familiar style, tha
phrases of informal speech. You are not remote from your
audience; you are not shouting at them across a valley, or from
a pulpit or rostrum; you are in the living room talking with
them, not at them. And your sentences need not always be
complete. You do not complete each one in actual conversa-
tion; therefore, you will not in a radio script for it, too, is the
spoken word.

Anglo-Saxon words: short, crisp, direct

Again let’s remember the value of Anglo-Saxon words,
staunch and sturdy: they can be depended upon to make your
meaning clear in the way a Grant Wood painting makes a corn
shock stand out on a rolling Towa farm. Words of Anglo-Saxon
origin are usually short, crisp, direct, easy to say, easy ta listen
to, easy to understand. You'll find them valuable in your work.
Of course, you should not confine yourself wholly to mono-
syllables or pore over the dictionary seeking out words marked
“AS,” but the dictionary makes very good reading, and the
short words in it have been a help to many successful writers.
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Legal don’ts

Trying to make one’s way through the maze of laws and reg-
ulations, both federal and state, affecting advertising copy and
therefore commercial radio script, is bewildering, particularly
to the beginner in radio writing.

There is the Federal Communications Act under which the
broadcasting industry operates; and Federal food, drug, and
cosmetics laws upon which the Federal Trade Commission bases
its rulings; and postal laws. Further, there are the varying laws
of the several states affecting advertising itself and the mer-
chandise you advertise.

Get the help of radio station commercial managers. They
can tell you the major things to avoid, for they frequently meet
up with the very problems confronting the beginner.

You should at the outset, however, familiarize yourself with
the code of the National Association of Broadcasters (NAB),
and the code of the American Association of Advertising
Agencies, and also because of their application to your 1m-
mediate territory, the code of the Better Business Bureau,
and the statutes affecting financial advertising, e.g., sales of
securities and money-lending agencies.

Then, in writing a given series of announcements or pro-
grams, constantly ask yourself these questions: Does it mis-
represent? Is it fair practice? Is it good taste? Then re-
member these broad general prohibitions:

You cannot advertise ‘‘cures.” Nothing cures, but per-
haps your product can “relieve.”

You cannot advertise “‘games of chance,” no matter how
worthy the sponsor.

Avoid broad sweeping claims. To say Blank and Com-
pany’s auto is “‘the best” is most difficult to prove to com-
bative disputants lined up outside your office door. But
you can say Blank and Company’s auto is “the best auto-
mobile Blank and Company ever made.”
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If you say something is ““free,” be very sure it is free, abso-
lutely free. If you are offering a can opener with the
purchase of a can of salmon, you cannot say the can opener
is free. But, if you haven’t boosted the price on the
salmon, you can say the can opener is included at no extra
charge.

One-minute announcements

Our next series of paragraphs or announcements embraces
four 100- to 125-word paragraphs. Make one of them an
tmage. Make the remaining three public-service or commer-
cial announcements. These 100- to 125-word announcements
are known as l-minute announcements in radio parlance.
Some stations permit only 100 words to the minute, others 125
words. Actually, 125 words fit easily into 60 seconds. An
announcement or paragraph of that length will not require
hurried handling. Keep in mind that the average number of
words the average ear can hear in a minute is 160, and that 140
words a minute is a reasonable pace for the speech of your
characters in a dramatic program. The number the average
eye can read is 100. Keep the three publicservice or com-
mercial announcements all on one subject, preferably a subject
that can be carried forward with each assignment as we progress.

‘Three announcements on one subject should be compara-
tively ecasy. What if you had to write ten, or twenty, or more,
for distribution among many stations over a wide area and a
prolonged period of time? You would have to know all about
the service, the product, the cause, or the activity, and you
would have to add imagination to the facts, and pray for more.
If your knowledge is thoroughgoing, then richness will show
through the lines, and even may play above and below them
like lightning along a pasture fence. That kind of writing
never will be called “thin.” Tf knowledge of your subject
flows exuberantly from your finger tips into your typewriter
keys, it will add meaning to even the simplest sentences. Now.
go ahead, and as you create your paragraphs, read each sentence
and each paragraph out loud. This will help you avoid words
that blur, and the resultant blurred meanings.
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Examples

(76) A chunk of a kid in blue pajamas, uttering an infant’s
philippic from his crib. It seemed to make sense; he seemed
satisfied with it for he clutched the crib bars in intense ap-
proval. Would that we who persistently think we are wise,
could fathom the range of his unimpeded thought, or catch
a wisp ol his wisdom. ~As always, this new bearer of learning
from the Center of all learning, finds his hearers unbelicvably
ignorant.

Comment: If the author had been Logan Pearsall Smith, he un-
doubtedly could have created a better image. But it is an
attempt to draw a bit of pertinent philosophy from a concrete
incident. The piece loses clarity as it becomes abstract. In
radio the abstract discussion is usually deadly.

ANNOUNCER: (103) Let me tell you an incident in the life of Farmer
Brown ... .. Farmer Brown decided that there wasn’t
enough money in milk and eggs, so..... he began sitting
up nights to figure out something clse for his hens and cows
todo..... He didn’t have much luck but he did have a
friend . .. .. The friend told him about Cargill Feeds. .. ..
Now, Farmer Brown is again sitting up nights, figuring out
the best way to use the extra money his hens and cows are
making for him ..... You, too, will be money ahead if you
follow Farmer Brown’s example . .. .. Switch to Cargill Feeds
today. (Cargill, Inc.)

Comment: An announcement in a lighter vein. Radio needs

more of them. Advertisers generally do not take kindly to

them. They (the advertisers) need to peel off a little of their
conservatism and permit some of the pioneering that radio gives
them so good an opportunity to do. Think of the Johnson

Wax commercials on Fibber McGee’s show. A product, any

product, may be sacred to the advertiser; it never is to the

listener. The listener will applaud your having constructive
goodwill-building fun with it.

ANNoUNcER: (112) Look ahead! Get warm, all-wool snow suits for
your family NOW during the big lay-away snow-suit sale at
Monigomery Ward in Midway . ... Snow suits for women
and children in a big selection of all-wool fabrics ... .. sale-
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priced just fourteen dollars and ninety-eight cents.....
Every one has a zip-out sheepskin lining . .. .. zipper front
closing ... .. some have matched hoods . . ... Only because
Wards purchased these suits months ago is it possible to offer
them at this amazing low sale-price ... .. And as little as a
dollar down with small monthly payments will hold the snow
suit you select until November 15th . . . .. Montgomery Ward
in Midway closes at two today. (This ran at 8:00 A.M.)

Comment: Emphasis on the above is on the sale of snow suits,
not so much on the garments themselves. Naming of colors
would have helped build the image in the listener’s mind.
Color always does that. Note that especial advantages of these
garments are described in inviting detail.

ANNOUNCER: (107) You can hire a hall if you like, but your own
living room will do just as well for a rollicking Hallowe’en
party for servicemen. The National Hallowe’en Committee
composed of a group of patriotic citizens urges you to bring
good cheer to the servicemen and women in your community
by holding a gala Hallowe’en party. A simple, informal, old-
fashioned party is the kind the soldiers and sailors like best.
Bobbing for apples, reaching for doughnuts, drinking cider
and grinning back at toothless jack o’lanterns will remind
your uniformed guests of home and childhood. Help make
this Hallowe’en a happy one for millions of our galiant
fighters. (Supplied by National Hallowe’en Committee,
Newsweek Building, 152 West 42nd Street, New York City,
for use in 1944 observance.)

Comment: Even Hallowe'en frequently comes in for propa-
ganda. The above is an example of material supplied by na-
tional agencies to any organization or to any individual who
can make use of it in radio programs. Your local Hallowe’en
committee would turn this announcement to their own use,
and probably substitute their committee or organization name
for that of the national group. The announcement contains
suggestions for entertainment that might stir a local booster
group or particular families into action.

SOUND: RECORD #11833, GROOVE 3: (TRAIN WHISTLES AND PASSES):
ANNOUNCER IS TO CUT IN WHEN SOUND MODULATES AFTER ABOUT
15 sEconps:
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ANNouNCER: (125) War traffic ... .. moving troops, munitions and
supplies .. ... must necessarily come first with The Mil-
waukee Road ..... We arc confident that you are in sym-
pathy with our desire to serve the nation first, and that you
will cooperate with us in handling civilian travel with the
utmost efficiency . .. .. You can help in several ways.....
First, by making reservations early, and by cancelling them
promptly if your trip must be postponed ... .. Second, by
traveling in mid-week when possible ... .. Third, by ac-
cepting such accommodations as are available il we are un-
able to provide your usual space . .... For travel informa-
tion, call your Milwaukee Road ticket agent..... Mil-
waukee Road employees are buying War Savings Bonds and
Stamps ... .. They urge you to make the same investment
in the American way of life..... (Summer, 1943—Courtesy
of The Milwaukee Road, through agency Roche, Williams
& Cleary, Inc.)

Comment: Here is an announcement that opens with a sound
effect and carries instructions for tie-in of that sound effect into
the spoken word by the local announcer. It is long, for the
sound effect takes 15 seconds in itself, and is followed
by 125 words as written. Some stations would suggest it be
cut, or would arbitrarily cut it to fit their I-minute require-
ments. The war bond message at the close contains 24 words;
this might have to be sacrificed in this particular announce-
ment. Mention of the Milwaukee Road only twice in the text,
exclusive of the war message, could be strengthened by tuck-
ing the name into the phrase: “First, by making Milwaukee
reservations early.” However, the over-all effect of this an-
nouncement is one of commendable sincerity with the three
suggestions for civilian cooperation set well apart and under-
standable. Note how the railroad talks with the listener.

ANNOUNCER: (181) Are you worried about how you're going to
pay big Federal Income Taxes? Then listen. To make it
easy for you to meet this big bill—our government urges you
to buy TAX SAVINGS NOTES. These notes are for sale
in denominations of $25.00 to $5,000.00—AND THEY PAY
A GOOD RATE OF INTEREST. If you begin now, buy-
ing TAX SAVINGS NOTES regularly, you'll have money on
hand, beforehand—and the interest these notes earn helps
considerably to reduce your tax bill. Get TAX SAVINGS
NOTES NOW—so they'll begin to earn interest for you
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RIGHT AWAY! The sooner you buy—the MORE YOU
CUT YOUR FEDERAL TAX! TODAY—see your bank

—or see any member of your local Victory Fund committce
—and arrange for regular purchases of TAX SAVINGS
NOTES! (Official publicity material used in closing months
of 1943)
Comment: Above shows confusing use of dashes for respiratory
pauses, and indiscriminate use of capitalized words and under-
scoring to indicate emphasis. Don’t clutter your script with
directional devices. The more you use in a given paragraph,
the less impressive they are to the announcer and, consequently,
to the listener. In the above, the first use of “‘tax savings notes”
might have been underscored instead of capitalized. The
word “‘good” might have been underscored in addition. Near
the close, the script could read: “See your bank today.” Ex-

cessive use of imperatives should be avoided. There are five
in the above, too many to inspire the listener to do anything
but turn off the radio, or throw a mental blackout on the ap-
peal. Always put yourself in the home, where the listener,
particularly the housewife, is urged endlessly during the course
of the day and evening to “‘buy, buy, buy,” or “get, get, get,”
or “‘do, do, do” this or that.

If you urge the listener to buy tonight, when there is no
special reason except your desire to sell, then you add further
aggravation to the situation. Of course, if you have a sale, or
your item of merchandise or of service is offered tonight and
not tomorrow night, then you have good reason for emphasizing
the time element with an imperative or two.

Assignment

One 100- to 125-word image.
Three 100- to 125-word public-service or commercial announce-
ments. Keep on one subject.



CHAPTER

)

- Radio: of the Many Veices

One voice (talk): apt to be boring. Least listener ap-
peal.

Two or more voices: interview or dialogue belween
two persons, or conversation (round table) among
several persons. More listener appeal.

Drama: with several voices in character or imperson-
ated. Best.

Talk on the air is usually boring. Not only 1-minute com-
mercials, those 100- to 125-word paragraphs that we have been
attempting to write, but talks that fill longer periods: 15 min-
utes, for example, and sometimes half an hour or more.

There are exceptions, notable ones—first to use the radio
in statecraft, Franklin D. Roosevelt comes first to mind—voices
that stop us and cause us to stay tuned in: the plain fact, how-
ever, is that one voice working before the microphone and per-
force in the living room is under a handicap that can be re-
lieved only by bringing in additional voices.

Analyze your own reaction to a radio talk. Do you listen?
The event or the subject must be momentous, or the speaker
one of unusual ability to hold attention.

Talk with people, not at them

Oratory was called the lowest of the sublime arts even before

radio came into our lives. Now, the radio listener does not
46
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have the speaker’s presence to attract or hypnotize him; in-
sincerities are more quickly caught; platitudes pile up, topple
over, and bury the orator in aversion or even ridicule.

There is only one Winston Churchill, a master of the en-
nobling phrase; there are thousands of politicians. Slowly,
perhaps too slowly, the average politician is learning to cut out
his harangues and talk with people, not at them. Preachers,
I think, could convince us their kind of heaven was a better
one if they used less time and said their say better. Protago-
nists for this and that, including clubwomen, may be sincere at
heart but repellent on the air. Well-prepared material, that
is, good script, will help; in fact, any speaker who is permitted-
to go before the microphone should have his or her material
prepared by a competent radio writer. A maximum limit for
a talk on the air has never been fixed; however, if you took a
secret ballot among station and network managers, you might
find that 5 minutes was considered too long. The average
listener would undoubtedly agree.

To improve this situation and to quicken listener interest
by bringing in at least two voices, interviews were intro-
duced.

If more than two voices are used, then you have the makings
of a round table or forum in which three or more voices may
participate in discussion and express varying or sharply oppos-
ing views on a given subject. The University of Chicago
Round Table is an example of this type of program; The
People’s Platform is another; likewise, The American Forum of
the Air and America’s Town Meeting of the Air.

The next step in getting a thought or idea over to the listener
is to act it out; in other words, dramatize it. Now, let us con-
sider in more detail the use of voices. Two voices playing
back and forth break the monotony of a single speaker’s voice
which radio, true to 'itself, is always certain to amplify. A
well-built interview, using the question and answer technique,
will sharpen points of interest that one voice, left to itself, might
make most unappealing. Further, and important, an inter-
view is not difficult to present, from the standpoint either of
time required or necessary talent; it requires only an announcer
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or program conductor, who is the interviewer, and the man
or woman with the message, the interviewee.

Use of script in interviews

With all the ingredients at hand, the question to be decided
is the method of handling. Radio men and women are not in
agreement over use or non-use of script in interviews. If you
pin an interviewee down to exact words, he may handle it as
a reading exercise, and he may prove to be a very poor reader,
let alone conversationalist. In such case, there will be no
spontaneity. But that spontaneity which not only radio work-
ers but the listener constantly is looking for in talk programs
is elusive.

Participants in interviews (and round-table discussions) usu-
ally are not regular performers before the microphone. The
ready wit that makes for enlivening repartee is not a universal
endowment. At rehearsal before the program—and there al-
ways should be a rehearsal—the interviewee may be in fine
fettle, with well-phrased answers ready for the right questions;
but station interviewers know how many apparently good
“visiting celebrities” turn dumb before the mike, and lose all
sparkle because they cannot think of what to say. The listener
rightly wonders how such a dumb person gets on the air.

Interviews, therefore, should be well planned beforehand,
and well rehearsed. To eliminate the vocal garbage, use script;
if not a complete script, then at least a well-built outline. This
will hold the conversation on the beam.

Putting an interview on the air

Three principal methods are used in pulling an interview to-
gether for air presentation: the one selected is largely dependent
on the conditions governing the particular case.

1. Write the questions only. Leave the answers to be
ad libbed by the interviewee. (Example: Interview with

Dupont 1epresentative on Lady Lookout program, Chapter

7.)
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2. Write the questions, and briefly, in parentheses, out-
line the answers for the interviewee to follow. (Example:
Interview in the program Calling All WWomen, Chapter 16.)

8. Write the complete script, questions and answers in
their entirety. (Example: Interview with Bernard H.
Ridder, on For the Ladies program Chapter .11). (Also
note the drama, in pattern of an interview: Radio: How to
Abuse It, Chapter 7.)

Method 1 is frequently used when time presses or you have
an unusually gifted interviewee; Method 2 when you feel the
interviewee needs brain ticklers to keep him talking; Method
3, when you want to do an informatively authentic job. In
controversial issues, the latter is the preferred form. Then
both the interviewer (the station) and the interviewee have an
accurate record of what was said and all misstatements are
avoided. But this form requires the most time and woik to
prepare.

Careful preparation likewise calls for rehearsals of the round-
table type of discussion, and the setting up of an outline of the
different phases of the question so that orderly sequence may be
followed in the discussion. The alert chairman or master of
ceremonies, keeping his objective clearly in mind, may have
verbally to yank his participants back on the beam for the
benefit of listeners.

When such discussions are published from verbatim reports
taken during the progress of the broadcast, unintentional errors
or misstatements are, of course, corrected before printing.

So, step by step, from one voice, to the interview (two voices),
to the round-table discussion (three or more voices), we finally
reach drama, the best medium, either for pure entertainment
or for the informative but entertaining presentation of ideas.
Drama will be discussed in Chapter 6.

Dialogue announcements: four major types

Now, carrying forward our work in radio’s shorter forms, we
next meet dialogue announcements. Dialogue means conver-
sation between two or more persons. Not all dialogue is
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drama, but a dialogue may be dramatic as examples that follow
will show. Dialogue announcements may be divided into four
different major types:

1. Descriptive or narrative.

2. Question and answer.

3. Presentation in layers (potentially a montage or bridge).

4. Dramatic dialogue.

Each of the different types can be used in effective presenta-
tion occupying the proverbial 1 minute of radio time. But
note that each type may be used in longer periods: 5 minutes,
or 10, or 15 minutes. In each of the I-minute types you usually
employ an announcer and one or more voices.

To save talent cost and to obtain uniform standard of presenta-
tion, no matter what the facilities of the respective stations may
be, such dialogues can be “transcribed,” i.e., recorded much as
music is recorded. Putting it on a platier is the way the studios
express it. Duplicate copies from the master record are or-
dered in any number desired. They are called “pressings” and
those discs are sent to any required number of stations. For-
merly, they were identified on the air as transcriptions, the in-
troductory phrase being “Next, a transcription,” or similar
phraseology. But by FCC regulations effective December 6,
1916, it is no longer necessary to identify transcriptions of I
minute or less. Therefore, the above introductory plyrase has
been eliminated; the listener no longer is informed that he is
hearing sound from a disc. (See Chapter 13 for transcription
identification in detail.)

Do not, however, let these mechanical operations cloud the
fact that script must be written for a transcription in the identi-
cal way you would write it for a live talent announcement, for
a transcription is the record of an announcement enacted before
the mike by live talent.

Similarly, an interview, a narration, a drama, or other type
of program in which speaking voices are used, is script first,
those spoken words being transcribed, that is, put on a platter,
and called a transcription to be used according to instructions
on one or more stations. (Also see Co-op programs, page 76,
Chapter 5 and Live commercials for disc shows, page 77, Chap-
ter 5.)
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1. Descriptive or narrative dialogue

Description or narration may take, for example, the form of
a letter, a letter that educators, parents, and youth itself are
likely to applaud.

ANNOUNCER: (135) Young man, you're going back to school this
fall, aren’t your Here’s a letter a teacher, Miss Bryan, re-
ceived from one of her boys.

Voice: Dear Miss Bryan ..... For you a new school year has
started: for me, a soldier’s life . .. and is it rugged? Classes
ten hours a day..... If I'd worked harder in schoal, I

wouldn’t be having such a tough time now. Here we cov-
ered geometry in four wecks and are now passing through
calculus. By leaving history class for a drink of water, I

missed the Civil War! .... Tell my brother to forget his
duck hunting and his dates and study hard. I wish 1 had!
..... Best wishes . .... Joe Reilly.

ANNOUNCER:  You've just heard a good reason for continuing
school . . ... good advice these days when a new school year
is about to open. (Leith Shackel)

Comment: In writing descriptive or narrative announcements
or paragraphs, guard carefully against weak aimlessness.
Though they are of slower pace than any other type, they also
have an objective and must get to it. In the example, the ob-
jective—go back to school—is clear.

Travel tours are among the appeals that lend themselves
admirably to descriptive or narrative pieces.

Next, a commercial form of the descriptive type.
ANNOUNCER: (130) Does this sound like a scene in your familv?
SOUND: DOOR BANGS:

Boy: Say, Mom, what’ve you got to eat?

MotHER: How many times do I have to tell you, young man, that
I don’t like to have you eat between meals?

Boy: But, Mom, I'm hungry and the gang’s going to play football
before dinner. Gee whiz, I couldn’t run five yards feeling
the way I do!

P.E. O. Memorial Library |
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Mortner: Tell you what, son. There’s a box of Wheaties in the
cupboard and bananas and milk in the icebox. Help your-
self. Wheaties are diffcrent! I'm going to expect at least
two touchdowns after all that.

Boy: You bet, Mom. Thanks.

ANNOUNCER: Yes, Wheaties are different. They provide not only
energy but important vitamins and minerals, as well. Give
that young champion at your house all the Wheaties he can
cat. (Margaret Kemp)

Comment: The kid talks like a kid; that’s important. This
kid is hungry, which makes him typical of his years. The set-
ting, with the boy plunging into the house heralded by an ap-
propriate door slam, is natural. So is the conversation. All
these factors lessen the resistance to the commercial message
about the cereal. The action here relieves the comparatively
slow pace of any descriptive piece.

2. Question and answer
Next, a question-and-answer type of dialogue. As the ex-
ample shows, this becomes an interview.

Anxouncrr: (145) Before you leave, Miss Smith [she may have ap-
peared on the program as a guest star], may we have a word
with you .....

Sauth: Certainly, Mr. Jones.

ANNOUNCER: Suppose you answer a question or two for your radio

- audience. Tirst, what’s your favorite color?
SmitH: Green . . ... it looks so cool and refreshing .. ... It flatters
me, too.

ANNoUNCER: And what’s your favorite sport?

SayurH: Tennis ... .. I play tennis every chance T get, Mr. Jones.
Axnouncrr: And have you a favorite poem?

SmitH: Indeed, yes! It's Browning’s . .. .. “Oh, to be in England,
now that April’s there . .. .. i

Announcer: What's vour idea of a perfect vacation?
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Smith: Traveling by water. That'’s one of the reasons I shall be
glad to visit England again . ....

ANNOUNCER: One more question, Miss Smith ... .. What's your
favorite toilet water?

SmitH: Chumley’s Toilet Water . . ... I never tire of its clean, re-
freshing fragrance.

ANNOUNCER: Chumley’s Toilet Water . .. .. Thank you, Miss Smith.
You gave us a grand performance and a most enjoyable in-
terview.

SmitH: And my thanks, too, Mr. Jones. Good night! (Fiola
Hawlish) :

Commenté: This shows how easily a question-and-answer dia-
logue may be transformed into an interview; in thjs case, it be-
comes a testimonial in behalf of a toilet water. The sequence
of questions is worth noting for its appreciation of artistic
values. The form here was one in which the guest star, after
appearing in a dramatic offering, came back to endorse the
product that the program advertised.

Next, a get-out-the-vote appeal. Note, too, that this has
dramatic value.

ANNOUNCER: (138) Remember your duty as a citizen . .. . . vote in
the elections tomorrow.

Music: “AMERICA THE BEAUTIFUL': TEN SECONDS: FADE TO BACK-
GROUND (BG):

Boy: Say, Dad, are you going to vote?
Fatner: Oh-h-h ... .. maybe.

Boy: Well, Dad, can I go with you when you do vote?
FATHER: M-m-m-m-m . .... maybe.

Boy: Say, Dad, when am I old enough to vote?
FatHER: Not for some time, Sonny.
Boy: Gee, Dad, what if they aren’t voting then?

Faruer: Huh!  What makes you think they won’t be voting when
you're a man?

Boy: Well, if nobody wants to vote any more, maybe they'll stop
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doing it .. ... maybe they’ll think up some other way to run
the government.

FaTHER: (skriousLy) Son, I beg your pardon. Listen! You're
going with me when I vote tomorrow . .... you're going to
see how it’s done and you're going to keep it up in your
time as I've tried to do in mine . .... WIS, BlhAs 5o o

MusiC: “AMERICA THE BEAUTIFUL': FIVE SECONDS: FADE TO BG:

ANNOUNCER: Vote in the elections tomorrow . . . .. Your vote counts!
(Mary Katherine Lynch)

Comment: Note the social impact of the above example and
how, because of its universal appeal, it can be used in any elec-
tion year. It contains a definite climax showing appreciation
of dramatic values.

3. Presentation in layers

This is a basic term: presentation, or argument, in layers.
In it, one fact is piled on another, one argument on another in
behalf of your subject, whether that subject is tomato juice, or
the Community Chest, or Save-a-Life Safety Campaign, or the
greater use of the library in your community.

This fact on fact easily may become the relating of step after
step in a developing tragedy, such as “Hitler invaded Austria,
Poland was next, then France fell,” etc. Then it becomes a
montage, a fading out of one picture and a fading in and up to
full focus of another. A not-too-exact parallel may be found in
photographic murals, a series of pictures, say, on transportation,
in which the covered wagon gives way to the stagecoach, the
stagecoach to the train, the train to the airplane, each picture
fading into its successor as the sequence progresses. Such a
montage can be a bridge connecting scenes and—this is im-
portant—frequently thrusting the action forward in time-
saving, condensed form.

MusiC: “FOR HE'S A JOLLY GOOD FELLOW'': TEN SECONDS:

FirsT voice: (83) How many times have you sung “For He’s a Jolly
Good Fellow?”
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Stcoxp voice: Did you know that it was sung in the twellth century
by the crusaders?
THirp voice: It was the lullaby of an heir to the throne of France.
FirstT vorce: It was sung by Marie Antoinette . .. ..
Seconp voice: Beethoven used it in part of an opera . .. ..
Tuirp: But that’s only part of the story.

First: Wouldn’t you like to hear it all? Then listen Tuesday, at
8:00 p.M., this station . .. ..

Seconp: To “Adventures in Music” ... ..

THirD: Brought to you by (SPONsOR).

Music: “FOR HE'S A JOLLY GOOD FELLOW"': FORTE TO FINIsH: (Mildred
Bruning Loeffler)

Comment: You will note, of course, that this method permits
the massing of facts, one after another, with the three voices
contributing to easier listening.

Another example of presentation in layers:

GEerMAN: (135) By der order of der Fuchrer der reading of foreign
books ist verboten . .. .. Heil Hitler ..... Heil Hitler (Fap-
ING) . ....

Jar: (rabiNG IN) Most supleme Highness, Hirohito, say no child
shall waste plecious time in play ..... . All sons of Nippon
shall work in factlies . . ... All sons of Nippon (FADING) . .. ..

AMERICAN: (FADING IN) Tomorrow young America goes back to
school. Give more thought to his physical, mental, and
moral development . . ... Educate him for tomorrow’s re-
sponsibilities in this freedom-loving nation (FADING) .....

GERMAN: (FADING IN) All Nazi children must be taught dat der
state ist supreme ..... Heil Hitler! ... .. Heil Hitler (Fap-
ING)

Jar: (rabing 1N) All sons of Nippon must be taught that the
Emperor is supleme . . . .. To die for Japan is most honorable
death (rADING)

AMERICAN: (FADING IN) That's what tyrants used to say, so edu-
cate your child for democracy that this government of the
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people, by the people, and for the people shall not perish
from the earth. (Leith Shackel)

Comment: Never expect a montage to impart much informa-
tion; its changes may be too rapid to leave any impression other
than change. An overextended use of it in longer programs
leads to confusion. The above example needs a line or two
of introduction to prepare the listener for what is to come.
It might be: “By transcription, this message from the Council
on Education.”

Another example of presentation in layers:

ANNoUNCER: (117) When you're buying dishes ... ..

First: If it’s economy you want . .. ..

Seconp: Buy moderately priced ——— pottery .....

THirp: It comes by the piece, so it will be easy to make replace-
ments or additions to your set.

First: If it's quality you want . .. ..

Seconp: Buy durable ———— pottery .....

THirp: Close-textured and hard, with a smooth, dense glaze that
will not nick or crack.

FirsT: If it’s color you want . .. ..
Seconp: Buy bright ——— pottery ... ..

THirp: In five harmonious colors, so you can work out your own
color schemes.

FirsT: Cool green .....

Seconp: Gay Apache red ... ..
THirp: The sunny gleam of yellow .....

FirsT: Deep Pacific blue ... ..

Seconp: The warmth of old ivory .....
THIrD: A carnival of color!

FirsT: Thoroughly modern, thoroughly smart!

Seconp: And gaily informal!



RADIO: OF THE MANY VOICES 57

ANNOUNCER: —— pottery . . . .. for sale at all leading gift
and china shops. (Estate of Esther Hoyer)

Comment: Here is a wealth of information with three voices
piling it into your ears. Carelessly produced, the resulting
staccato might blur much of the impression of beauty arising
from the description of this pottery. There is, however, ad-
mirable use of color in the final half of the script with appro-
priate adjectives to heighten each color mentioned. Ask three
friends to take the respective voices and listen to it yourself;
in that way you will discover how much care was taken to select
the right words, and to make each of these words contribute to
the over-all value of the script.

4. Dramatic dialogue

This is the point, dramatic dialogue, where so many amateur
script writers start.  You who have come thus far perhaps have
profited by learning the fundamentals of radio writing that
will assist materially in building good drama. Word selection,
words easy to say, easy to understand, easy to listen to are im-
portant in any kind of drama, stage or radio, but particularly sc
in radio where you are working in only one medium: sound.
Though drama will be more fully discussed in Chapter 6, let us
consider in this chapter some examples of I-minute dramatic
action for you to keep in mind as you begin study of the sub-
ject.

THEME: MELODY: “COMING IN ON A WING AND A PRAYIR”: FIVE SECONDS
FULL: THEN FADE UNDER AND OUT:
MR. »morn: (141) Come, my dear, through this open closet door.

Mprs. MoTH: Gracious, what wonderful woolens!

MR. moTH: Here is a fine tweed overcoat! You can lay your eggs
right at the bottom of this nice dark pocket.

Mgs. MmOTH: I do love the smell of good tweeds.

MR. moTH: And this is fine prewar stuff.

Mgs. MoTH: It's a long time since we’ve had a chance at woolens like
this. Do you want the first bite?
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Mgr. motH: That’s very thoughtful. Where shall I begin?

MRgs. motH: Here’s a small spot, chocolate, I think .. ... They forgot
to send it to the clecaners. It smells good. Hurry, I can
hardly wait.

SOUND: EATING AND SMACKING: FIVE SECONDS:
MRr. moTH: M-m-m-m, smells good, but tastes q-u-e-e-r!

Mgs. aotn: Heavens, what's wrong? You're pale! You're trem-
bling! Speak to me, husband, why are you so still? (HOR-
ROR IN VOICE) You're cead!

AnNouncer: Don’t be silly!  'Why should you be surprised, Mrs.
Moth? That overcoat was sprayed with (NAME YOUR MOTH
DESTROYER), the perfect moth-killer. (Ruth D. Capps)

Comment: It is comparatively easy in radio to impersonate in-
sects that cannot talk, or stones that cannot preach, or animals
that ordinarily merely bark. In this case, voice distortion (but
not to excess) by means of experiments with a filter mike or
other device would produce the required effect. The example
is commendable for its ingenuity and especially because its
high humor does not strain one’s credulity. The sponsor
might want the name of his product mentioned more than the
one time.

Another dramatic dialogue:
SOUND: YOUNG BOY TRYING TO BE AN AIRPLANE MOTOR:

Birry: (141) B-rrr, watch out, Mom! ..... B-r-rr-r, I'm a dive
bomber. Watch out, I'm a big B-29 like Jim has over
Tokyo!

MOTHER: (CALM, RESTRAINING voICE) Come on, now, Billy. It’s time
to go to bed ..... Thanksgiving is over, and you must say
your prayers and jump in.

BiLLY: (QUITE CONFIDENTIALLY) You know, Mom, I've been thinking
all day ... .. kids here in the United States sure have a lot to
be thankful for, haven’t we?

MotHEeR: Why, yes, Billy, you do ... .. come now and kneel down
here beside me, and say your pravers .....

Briry: All right ... .. and I'm gonna leave out “Now I lay me,” too
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..... Dear God . .... Today I want to thank you for the |
swell pumpkin pie and my new stamp book but most of

) s e &

Music: (FADE IN SOFTLY) “ONWARD, CHRISTIAN SOLDIERS’: HOLD IN
BG UNTIL CUED TO FORTE!:

BiLry: Thanks for Jim and his B-29 over Tokyo, and the Matrines.
Navy and Army, too..... and say, God, just keep ’em
hghun’, will ya?

Music: vr YORTE To riNisn: (Mary Katherine Lynch)

Comment: It is hardly necessary to say anything about this
forceful little scene. There have been longer resumds of
Thanksgiving Day but they did not have the power and the re-
curring implications that are packed into this 1-minute diama.
Perhaps that is its weakness: the listener is unlikely to catch u»s
with its full meaning until it’s all over. Note effective use cf
appropriate music faded in under the closing lines.

A commercial form of dramatic dialogue:
SOUND: SNORING: SUFFICIENT TO ESTABLISH:
Wontan: (127) Jim ... .. wake up!

Man: Whassa matter?
Woman: Will ... .. YOUFEeRs Pleascrbits get up?
Man: Holy cats! What now?

WomaN: There’s somcone prowling around downstairs. My best
silver is right on top of the table. Hurry!

MaN: Aw, I'm tired. TI've gotta go to work in the morning. I
chased a burglar last night for you and it was only the storm
window rattling.

Wonman: I'm not going to lose my good silver just because you don’t
feel like getting up.

SOUND: MAN BUMPING INTO CHAIR:

MaN: Ow! Doggonit, anyhow. I'm going to get some burglar in-
surance so I can get some sleep.

ANNouNcer: Jim's right.  Don’t worry about your valuables. The
State Fire Insurance Company can give you
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just the coverage you want on your choicest possessions.
Write them for information. The address is ———M——
(Helen B. Connelly)

Comment: Men, or so they affirm, have been chasing the bur-
glars of their wives’ imaginations since Noah landed on Ararat.
Therefore, the action is one in which listeners, both men and
women, will find a common interest. Fortunately, the writer
saw the humor of the scene and put it into the dialogue. The
service offered, set forth in the commercial paragraph at the end,
is a kind that contributes to the unity of the piece. If one
could always have such harmony in his commercials, he would
be fortunate indeed.

Assignment

Write at least two dialogue announcements of each of the four
types, holding each to a 140-word maximum (1 minute). Allow
5 seconds for music and 5 seconds for sound effects, wherever called
for, but remember that in actual practice there can be no arbitrary
limitation established on music or sound. It must be in sufficient
amount to get the effect you desire even in a l-minute script.

Singing commercials

Singing commercials! How did they come to be? A com-
mon question. The answer is simple: a singing commercial is
an effort to make more acceptable the 1-minute, one-voice an-
nouncement we have been discussing and attempting to write.
They got a start before World War II, continued through the
war, and remain sources of dissension among listeners, as well
as among radio executives. Some stations ban them; many
more put up with them; additional thoroughgoing surveys of
listener preferences will help sponsors evaluate this form of
radio advertising.

Singing commercials are designed to carry phrases and slogans
set patly to music, thus making them easy to remember, easy to
say; this effect is achieved in the best creations, and the phrases
bob up in conversation with one’s friends and even on the
tongues of critics. Little children enjoy them. This indicates
impressions are made, and impressions of the right sort are good
for continuing sales.
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The formula is simple: if possible, get a hummable tune, no
matter how old, that packs a wealth of associations appealing
to the memory; fit the name or action of a commercial
product or service into the tune in place of the original words;
crowd the rebuilt tune plus selling talk into 1 minute or a frac-
tion thereof; have the piece transcribed, and send the platters
to as many stations as the sponsor can pay for. Embitterec
critics contend that sponsors never hear the announcements
themselves for fear of madness.

Light verse an art

The hard fact is that the writing of ditties and jingles is more
difficult than you think—try it if you wish to encounter troubl=
—for good light verse is an art and our singing commercials too
frequently creak from strained rhyming that is neither appea'-
ing nor clever. The fetching turn of phrase is lacking. It is
an opportunity for genius, genius of the kind that went into the
Virginia Dare commercial reproduced in this chapter; of the
kind that also went into the calypso-like tune that Chiquiia
Banana began singing throughout the country in 1944. The
song that tells you how to select bananas at the fruit stand and
how to keep them properly after you get them is the work of two
New York advertising agency men, Garth Montgomery and Len
MacKenzie (Batten, Barton, Durstine & Osborn) and William
Wirges. All but 29 words of this 1-minute announcement ave
sung; the 29-word admonition to “buy bananas when they are
yellow or tinged with green, etc.” is spoken.?

Examples of “Singing Commercials”

Several examples of ‘‘singing commercials” follow. How-
ever, without the music that accompanies them, the high level
of showmanship suffers:

1 The following year (1945) it had been turned into a popular song and re-
corded for general sale. The announcement was awarded a certificate of merit
by the College of The City of New York “for the most effective sponsored radio
announcements developed by an advertising agency.”
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The song, Chiquita Banana,?* discussed previously, has the
following lyrics:

CuiQuITA: (SINGING) I'm Chiquita Banana and I've come to say,
“Bananas have to ripen in a certain way,
When they're flecked with brown and have a golden hue,
Bananas taste the best and are the best for you.
You can put them in the salad,
You can put them in a pie;
Anyway you want to eat them,
It’s impossible to beat them.
Bananas like the climate of the very, very tropical equator
So you should never put bananas in the refrigerator.”

ANNoOUNCER: Buy bananas when they are yellow or even tinged with
green. Let them ripen at home at room temperature.
You'll find they taste best when the peel is flecked with brown
and, remember .. ...

CHIQUITA: (SINGING) Bananas like the climate of the very, very tropi-
cal equator
So you should never, never put bananas in the refrigerator.
No, no, no, no!

Virginia Dare:* In 1942 listeners began hearing about Vir-
ginia Dare Wine; they still hear about it from their radios
through the same smooth-flowing presentations that are pleas-
antly remembered wherever “singing commercials” come in
for discussion. Here are the words for both the I-minute and
the 20-second patterns:

Wonman: Virginia Dare

ManN: Say it again

Woman: Virginia Dare

VocaL: Say it again, Virginia Dare, it’s a delicious wine.

MaN: Smooth, delicious Virginia Dare Wine, for over 107 years a
wine of choice among thosc who know. You'll enjoy Vir-
ginia Dare Wine.

2 By Len Mackenzie, Garth Montgomery and William Wirges. Copyright
1915 by Maxwell-Wirges Publications, Inc., 1650 Broadway, New York 19, N. Y.
Radio Production for United Fruit Co., by Batten, Barton, Durstine & Osbhorn,
Inc. Transcribed by Muzak.

38 Copyright 1912 by Garrett & Co., 882 Third Ave., Brooklyn, N. Y. Author
of lyrics and music, Andy Love. Produced by Ruthrauff & Ryan, Inc. Re-
corded and pressed by Columbia Recording Corp.
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2ND MALE VOICE: So the next time you order wine, say:

Man: I want ... ..

Woman: Virginia Dare .....

Man: Say it again ... ..

Woman: Virginia Dare.

VocAL cHorus: Say it again, Virginia Dare .. ... It’'s a delicious
wine. Say it again, Virginia Dare ... .. That tempting bou-
quet is fine ... .. Such mellow perfection makes every glass

aNtrcaAtR R Make it your selection 'cause the taste just can’t
be beat .. ... So, say it again, Virginia Dare, Virginia Dare.

CHorus: Virginia Dare.

MAN: Would you repeat that, please ..... |
(The 20-second announcement:) |

Woman: Virginia Dare

Man: Say it again

Woman: Virginia Dare

VocaL: Say it again, Virginia Dare, it’s a delicious wine.

ANNOUNCER: Produced by Garrett & Co., Brooklyn, N. Y., Virginia
Dare Wine is smooth, delicious, so the next time you order
wine, say: I want

WonmaN: Virginia Dare.

Lipton Tea,* through its agency, Young & Rubicam, set new
yet fitting words to the nursery rhyme, Sing a Song of Six-
pence, in bringing the tea’s good qualities to the attention of
radio listeners. It is another ‘“‘singing commercial” that wcre
well; the listener may recall it with gratification because of the
satisfaction derived in recognizing the ancient and happy lit:le
tune. DMoreover, the student of semantics may be interested in
the definition of the word “brisk” that is woven into the lyrics.
The lyrics follow:

4 Lyrics by William C. Whitman. Produced by Young & Rubicam for Thomas
J. Lipton, Inc. Transcribed by WOR.
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VocaL pueT: Sing a song of Lipton,
Lipton T—E—A,
Lipton Tea is always,
B—R—I—S—K,
Brisk means richer flavor,
Lively as can be,
Blended to perfection,
Brisk Lipton Tea.

Cook Paint Polka.® Paint, the protective coating for houses,
barns, and other buildings, also comes in for singing showman-
ship; an example in four effective and widely broadcast lines
is the Cook Paint Polka. The words follow:

MALE QUARTET: (SINGING) It’s best for wear and weather;
With Cook’s there’s no complaint.
It makes good sensc to buy with confidence,
So always buy Cook’s Paint!

Marlin Shaving Song.® In this commercial, good use is made
of the presentation in layers technique explained earlier in this
chapter. A man’s singing voice and a woman’s singing voice
alternate in the lines, with a chorus effect coming in twice, the
second time being to finish the l-minute presentation. The
announcer also has a “piece to speak” in this announcement.

ANNOUNCER: The Marlin Shaving Song:
MAaN: Many brave hearts are aflop at romance,
GirL: Unsightly beards don’t give them a chance.

Man: A hairdo is fine, but not on the face,
Marlins remove it and don’t leave a trace.

GirL: Men who use Marlins I think are quite keen,
Man: They give you the edge if you know what I mean.
Chorus: Keep up appcarance but keep down the price,
MaN: Buy Marlin Razor Blades,

5 Copyright 1944 by Jack Wilcher, author, commercial lyrics. Produced by
Badger and Browning & Hersey, Inc, for the Cook Paint & Varnish Co.

6 Copyright 1940 by Orange Music Publishers. ' Sung by Lanny and Ginger
Grey, authors of lyrics and music. Produced by Craven & Hedrick, Inc., World
Broadcasting Co. transcription.
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GirL: That's good advice.

ANNOUNCER: Men, here’s smooth shaving guaranteed. The Marlin
Firearms Company asks you to try Marlin Blades. Ii you
don’t agree they're equal to the best you've ever used re-
gardless of price, Marlin will cheerfully refund your nioney.
Single or double-edge, 12 wecks smooth shaving for 25¢.
Shave and Save with Marlin Blades.

Cuorus: They're keen and they’re sharp, and there’s none finer
made.
M—A—R—L—I—N, Marlin’s the Blade!

Assignment (Optional)

If you are a song writer, here is opportunity to write lyrics and
music. Or perhaps you would like to write the jingle only. Take
any product or service you wish and work out your idea, using a
tune of your selection.  (Authority for its use on the air would have
to be obtained from the publishers unless it is in the field of public
domain.) You will come out of this experience with quickenec
appreciation of the work and the talent required to produce a sing-
ing commercial; also you will hear them with greater understanding
as they come into your living room.

Network commercials?

Into the living room, yours and mine, in the course of a day,
come all manner of appeals, commercial and public service,

7 For reference purposes, a brief summation of the four major networks ‘s
given here. Data as of August 1, 1946 (circa):

National Broadcasting Co. (NBC): Organized November 16, 1926. Totzl
number of stations, affiliated or company-owned, 157, including one in Manila,
one in Honolulu, and three in Canada.

Columbia Broadcasting System (CBS): Went on the air as a network Septem-
ber 18, 1927. Total number of stations, including company-owned, 158.

Mutual Broadcasting System (MBS): Incorporated October 1, 1931, but was
operating as network for some months preceding that date. Total number of
stations, 323.

American Broadcasting Company (ABC): Developed out of the NBC Blue
Network in 1927: NBC's other nctwork was known as the Red Network. The
Blue Network was transferred to the Blue Network Company, and thus became
independent on January 1, 1912, The corporate title of American Broadcasting
Company was adopted in October, 1941. However, the ABC identification was
not used in broadcasting until June 15, 1945. Total number of stations, zf-
filiated and company-owned, 209.
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whatever your ears are minded to hear. These appeals ask us
to do this or that, try this or that, buy this or that; some are
carried in locally produced programs, presented on one station
only; others in network programs that may have been created in
advertising agency offices far, far away from where they are
heard, and that are aimed at homes across the continent.

The point to keep in mind is that the listener is not con-
cerned with the source. If the network program’s commercial
or other appeal is more convincing, then the listener may do,
or try, or buy what it suggests. Or the local program’s ad-
juration may be more appealing to the listener’s ears and he or
she may do or try or buy what it suggests.

The commercial writer, wherever he or she is, must /icar his
script through the ears of the listener in the living room, ONE
living room, not a million. That living room may be in Walla
Walla, or El Paso, or Hoffman’s Corners; or it may be in a farm-
house that is a long way from any store. The commercial
writer of radio advertising copy to be used nationally knows
only one thing for sure: it is in the U.S.A. (unless it also is to
be used on Canadian stations). There is your point of contact!
To write and make a sale to that composite American in that
composite American living room is one of the toughest and at
the same time one of the most inviting problems you ever wor-
ried over.

The writer of a one-station program is likely to know much
about the listeners in that particular station’s area; if he does
not, he can, with comparative ease, make a first-hand investiga-
tion before he begins turning out his stuff. But how well can
anyone, no matter how versatile, size up the listeners of a net-
work broadcast that he must write the commercials for?

The author of a radio script may live half a continent away
from the spot where his show actually goes on the air. The
advertising agency office where the commercial copy is created
likewise may not be in the city where the show is broadcast.
But of necessity constant close contact is maintained to keep
all factors working in harmony toward smooth production and
maximum listener interest.

For a study in the ways of America, its language, its customs,
its intelligence or lack of it, sit down, dear critic, wherever you
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may be, and try to write a network commercial for an audience
of Kids across the nation, or a similar commercial for an audi-
ence of housewives listening to a radio serial. Examples of
each follow.

For younger children

The commercial content in one program of the Let’s Pretend
series, the high-ranking CBS show for children that comes out
of New York each Saturday morning is given below. Note how
the audience participates; also how the descriptive dialogue
sets the stage for the play “The Castle of Hatred,” cven as ic
leads into the first commercial, the 50-word piece embracing the
Cream of Wheat chel's comment on the cereal. After the play
is finished, in comes the final commercial of 80 words, making .
the tasty suggestion of sprinkling brown sugar on the cereal:

THEME sonG: Cream of Wheat
Is so good to eat.
Yes, we have it every day,
And sing this song .. ...
“It will make us strong,
And it makes us shout HURRAY!”
It’s good for growing babies
And grownups, too, to eat.
For all the family’s break[ast
You can’t beat Cream of Wheat!

ApaMs (ANNOUNCER): Cream of Wheat ... .. the Great American
Family Cereal . .. .. presents “Let’s Pretend.”

SOUND: APPLAUSL:

Apams: Thanks a lot for that welcome, audience.
Aupience: Okay, Uncle Bill.

Abans: Ready for a story?

AupieNce: Let’s go!

Apbams: Let’s go is right.  Well, Gwen, what’s before the meeting
today?

GweN: You mean business or pleasure?
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Apams: What's the difference?

GweN: Why, the name of the story is business.
Apams: What's the pleasure?

Gwen: Cream of Wheat, of course!

Apays: (Laven) And, of course, you're right. Suppose we tend to
the business first.

SyaiL: The story for today is an original one written just forus.....
“The Castle of Hatred.”

Apams: Always springing new ones on me!
GweN: And John here says how we travel.
Voice: Let’s hit the target with a Mitchell bomber.

GweN: We can’t miss! All set, everybody? One ... .. two .....
(EREE L, gt 4

SOUND: WHIZ BANG: MOTORS IDLING:

Gwen: All right, gang. Straight over “Let’s Pretend” ... .. first
point of attack, “The Castle of Hatred.” Let’s go.

SOUND: MOTORS ROAR UP: FADE SOUND UNDER GRADUALLY DURING FIRST
TWO LINES:

GweN: Whe-c-e-ce!  Look at us skim the treetops, Uncle Bill!
Doesn’t take long to get places when you start off like this!

Apawms: All of which reminds me, Gwen . . . . .
GWwWEN: (arcHLY) Yes, Uncle Bill ... .. said she, encouragingly.

Apams: (1avchs) Well, Gwen, this Mitchell bomber reminds me
how you can get off to a fast start every single morning!
As our famous Cream of Wheat chef says, (SOUTHERN ACCENT)
“Mistah Adams, if it’s food energy yo' want .. ... an’ that
get-up-and-go feelin’ ... .. jes’ dig into a big, stcamin’ bowl
of Cream of Wheat every mornin’!” (NORMAL ACCENT)
Yessir, “Eat a better breakfast ... .. feel better all day.”
Start your breakfast the Cream of Wheat way! After the
first act of today’s story, we've got a special game for you to
play, so be sure to get in on the fun. Now for the first act
of “The Castle of Hatred.” The first scene begins in the un-
tidy home of a father and his three motherless children.

Music: ve
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THEN INTO FIRST ACT, “CASTLE OF HA-
TRED:” AT CLOSE OF FIRST ACT, THE FOL-
LOWING COMMERCIAL:

SOUND: APPLAUSE: MUSICAL TAG:

MusIiC: FLOURISH:

Apams: Say, out there ..... how many of you like football?
Aubience: I do!

Apawms: Then we've got just the game for you today. Here’s how
it goes. I have the makings of a swell Cream of Wheat poem
here, but I need some help from our audience in finishing it
All I need are some football terms. So when I pause anc
give the signal, audience, give me a word you use in football
..... like “down” or *“goal” or “tackle” or “time out.” Go:
that, audience?

AUDIENCE: You bet!
Apams: Okay. Here's the kick off.

SOUND: REFEREE’S WHISTLE: GOOD LONG BLAST LIKE THAT SIGNALING
KICK OFF:

Apams: For a cereal all the family loves
And a tasty breakfast trick
With Enriched Five-Minute Cream of Wheat
You’ll never geta .....

AupiEnce: Kick!

Apams: With vitamins, food energy,
And minerals by the bowl ... ..
You ought to have some every day
If good health is your .. ...

AubIiENCE: Goal!

Apams: There’s iron that helps make rich red blood
And phosphorus, what’s more,
And calcium for strong bones and teeth .....
That’s where you always .. ...

AUDIENCE: Score!

Apawms: It cooks in just five minutes, too . . ...
A lot in its behalf . .. ..
Because when Mother’s time is short
It cuts her job in ... ..
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Aubplence: Half!

Apams: And Cream of Wheat's food energy
Helps keep you fecling fine.
Each bowlful costs less than a cent
So hold that budget ... ..

Aupience: Line!

Abpanms: Yes, now that football weather’s here,
Make breakfast quite complete,
Eat steaming bowls of satin smo-o-o-th,
Nutritious . . . ..

Avpience: Cream of Wheat!

Apams: Thank you, audience. And now back to our story “iFhe
Castle of Hatred.”

MusIiC: SNEAK IN:

Apans: Margaret, who hates the thought of a stepmother, has just
learned of the giant Prejudice from her friend, Celia. And
despite Celia’s warning, Margaret, weeping and terrified,
finds herself a prisoner in the rat-ridden dungeon ruled over
by the wicked giant ... ..

Music: up:

THEN INTO SECOND ACT. AT CONCLUSION
OF SECOND ACT WHICH IS THE END OF THE
PLAY, THE FOLLOWING COMMERCIAL IS
GIVEN:

Music: FLOURISH:
SOUND: APPLAUSE:

Apams: Say, you mothers listening in. What’s better than hearing
your youngsters say, “Hey, Mom .. ... how about a second
helping?” Well, that’s just about guaranteed when you
serve this treat for breakfast every morning. A big, steaming
bowl of satin-smooth Cream of Wheat topped by a heaping
tablespoonful of brown sugar. Boy, oh, boy ..... you can’t
beat it for mouth-watering goodness. Put Cream of Wheat
on your shopping list today..... either “Enriched Five-
Minute” or “Regular.” Forty generous servings in- cach
large-size package. (Joyce Lamont)
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Music: THEME:
ADAMS: (ANNOUNCEMENT OF CAST)

SOUND: APPLAUSE:
(STANDARD CLOSING—See Let’s Pretend script in Chapter 17)

Comment: Here is commendable appreciation of the faci that
palatability is essential not alone in the product but in the com-
mercials that further its sale. There is sharp departure from
radio’s routine one-voice commercial.

Here also is an audience that really participates as anyone whe
has heard this program knows; but to me the audience does not
get in the way of the listener in his own living room (impottant
in the enjoyment of any radio program); the kids are kept un-
der tight rein during the dramatic action, but come in lustily or
the participation lines of the script.

The rhyming game, in this instance, makes use of football
words all kids know; it gives them a chance not only to partici-
pate but to let off steam—and they enjoy it. Kids like to yell;
it’s fun—for them. The fact remains, however, that jingles are
difficult to do. (Try to write one that has the punch of one of
the traditional nursery rhymes.) Strained or trite or awkward
lines crowd in, especially when one is required to use names of
products. A good jingle comes pleasantly off the tongue and
says something that is easy to remember. My sympathy goes
out to any copy writer who tries to write a new set of jingles for
each new program. He would need to be a composite of
Ogden Nash, Arthur Guiterman, and Guy Wetmore Carryl, and
liberally endowed with the genius of Sir W. S. Gilbert.

The kids, of course, did not come to evaluate jingles; they
came to enjoy the show, incidentally adding buoyancy to the
commercials as they come into the living room. (Additional
comment on light verse is found 1in the section on singing com-
mercials earlier in this chapter.)

For older children

For an example of a radio show for older children, see the
script, both commercial and drama, of a Jack Armstrong pro-
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gram reproduced in Chapter 17, beginning on page 470. The
complete script is presented that you may see how the commer-
cial segments of the program mesh with the entertainment sec-
tion, though created by different writers in offices miles apart.

For housewives

Descriptive dialogue again is the pattern in the following ex-
ample, the opening and closing commercial announcement for
T he Guiding Light, a 15-minute radio serial presented by Gen-
eral Mills, Inc. five days a week over the NBC network. (Also
see Guiding Light script in Chapter 12.)

MusiC: CHORDS:

ANNouNcER: “The Guiding Light” ... ..

MuUSIG: GHORDS:

ANNOUNCER: Brought to you by Betty Crocker Soup.
OPENING COMMERCIAL

DONOVAN: (DONOVAN CLEARS THROAT: OBVIOUSLY ABOUT TO DO SOME-
THING FANCY; DEFINITELY HAMMY) What's in a name? That
which we call a rose .....

PRENTISS: (INTERRUPTING) Poke an announcer and you get a sup-
pressed Shakespearean actor, ham variety. Really, Gregg!

Donovan: But, Prentiss ... .. o =8 I need that quotation. I
want to say, “What's in a name and so on .. ... ”and then
point out that Shakespeare was all wrong. There’s a lot in

a name . . ... at least where packaged soup is concerned.
PrenTiss: Oh ... .. so that’s your little project!

Donovan: Exactly, Ed. You have, say, two packages of vegetable
noodle soups ... .. one labeled whoozis . . . .. and the other
labeled “Betty Crocker.” Which do you take?

PreNTIss: Why, the one with the Betty Crocker name.

Donovan: Sure! The Betty Crocker name on that package means
plenty. It means vegetables that are ... .. well, in the social
register. Rich egg noodles. Scasonings that are just right.

PrENTISS: In short .. ... Betty Crocker quality ... ..

Donovan: And what a difference that makes!
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PrenTiss: After all, Betty Crocker and her General Mills staff are

cooking experts . .. .. and you just naturally expect a package
soup they putout tobe ..... well, superior in quality.

Donovan: You're right, Ed. That’s why it’s wise to choose the red-
and-yellow package that carrics the Betty Crocker name
..... Betty Crocker Vegetable Noodle Soup Ingredients!

CLOSING COMMERCIAL

Donovan: T'll bet anything that you pride yourself on getting the
most for your food dollar! So, when buying package soup,
remember .. ... you get so much for so little with the Betty
Crocker Vegetable Noodle Soup Ingredients. So much soup
..... and such good soup, too ..... for so little money!
Now, each red-and-yellow package of the Betty Crocker
Vegetable Noodle Soup Ingredients makes six big bowls of
soup ..... six generous bowlsful ... .. more than twice as
much soup as you get from the average-size can. And there’s
so little work making vegetable noodle soup at home the
Betty Crocker way. Just dump the Betty Crocker Soup In-
gredients into boiling water . . ... add fat or meat drippings
..... then let simmer. Yes, you get so much ..... tor so
little, with the Betty Crocker Vegetable Noodle Soup in-
gredients. So much soup ... .. and such good soup .....
for so little money and work. Today, tell your grocer,
“Make it three for me. Three packages of the Betty Crocker
Vegetable Noodle Soup.” (Agency: Knox Reeves Advertis.
ing, Inc. Author: Don Gardner.)

Comment: “What’s in a name?" asked Juliet, and Romeo in the
garden below overheard her. Conversation about this oft-
quoted Shakespearean line serves in the opening commercial
as the lead-in for the name of a soup: Betty Grocker Soup. The
sales argument holds tight to the objectives: identification of
product, economy of purchase, merit of product, stated and re-
stated for the listener. The theme is “so much soup for so little
money,” as two voices in dialogue explain the advantages of
buying Betty Crocker Vegetable Noodle Soup.

The closing commercial, though going back to one voice,
holds to the same theme, developing it into “sc much soup and
such good soup for so little money and work.”

Note that appeal 1s written into the dialogue lines by making
them conversation, not pronouncements. In the one-voice clos-
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ing, the same familiar style is maintained, with appetizing prod-
uct-in-use images added. Note also that pressure to buy the
product is not applied to such a degree that the listener rebels.

In the script you have just read, there is a total of 363 words:
195 in the opening dialogue and 168 in the closing. Note that
more words are given the voices in the dialogue. This total
commercial requires, in the tempo of this program, approxi-
mately 2 minutes 15 seconds to deliver.

This is within the maximum limit of 2 minutes 30 seconds
recommended by the NAB under its revision of commercial
copy limitations dated August 7, 1915. (See Limitations on
commercial content of programs later in this chapter.)

Skillful handling vs. irritation

While spokesmen for the public, the stations and networks,
and the sponsors debate the length and manner of administra-
tion of commercials (no general agreement had been reached
as we went to press), the copy writer must continue to grind out
advertising script. My suggestion is: make them entertaining.
Cleverness in bringing in the name of a product or service—not
with a brass band but with surprise—is frequently applauded
by the listener. He smiles to hear how well you do it. He will
not object to advertising if you interest him by handling it skill-
fully. The cram-it-into-the-eardrums technique makes him
bristle.

Further, where would radio be if every advertiser believed
the listener should be irritated into buying his product by ag-
gravating repetitiousness ® in the commercial copy?

Suppose that every advertisement in a newspaper or magazine
were printed in red? It very likely would make you mad. But
it is a comparison that can be made. On the other hand, it is
reasonable to think that advertising need not be objectionable
to sell. It can appeal, particularly in radio, by being enter-
taining.

8 Repetitious commercials also are discussed in an article, “Your Dial and
You,” by the author in The Journal of the Association for Education by Radio,
March, 1946, page 91, Vol. 5, No. 7.
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Did you ever hear anyone objecting to the commercials on the
Fibber McGee and Molly show? They are the antithesis of
irritation; they warm your heart toward the sponsor and his
product. And, being built into the script as a part of the ac-
tion, they identify the program with the product. If you can
name the product, the argument is valid.

It must be conceded that early and persistent users of the
irritation technigue can point to their sales sheets and say, “It
pays,” for by aggravating repetitiousness the unforgettable im-
pression has been made. But how far will the listener—and
he’s not only the goat but the final arbiter—permit this tech-
nique to spread? Already building up in his mind is a re-
sistance to radio advertising. Analysis of the survey entitled
The People Look at Radio® shows there is more toleration
than there is cheering for radio commercials. The report can
well cause the alert radio writer to wonder how much time will
elapse before this resistance to radio commercials reveals it-
self in eagerness to use any new medium, such as television, that
becomes available.

Offending not good selling

We cannot offend people persistently and expect them to like
us, any more than a clerk in any store can continually aggravate
the customer across the counter and hold that customer.

The phrase “‘gradual comparative decay” *° already has been

9 Field, Harry, and Lazarsfeld, Paul F., The People Look at Radio, University
of North Carolina Press, Chapel Hill, 1916, a survey financed by the NAB and
conducted by the National Opinion Research Center, Denver. It shows that
the people give radio more credit for doing a good job in its ficld than churches,
newspapers, schools or local government in their respective fields. To the basic
question “Do you ever feel like criticizing when you listen to the radio” 65
percent answered “yes.”  Sixty-two percent, the survey reveals, think radio should
carry advertising. Only 7 percent said, “All advertising should be taken of<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>