\%\%\\m\\i)\\ =+ Wtkingy ,,

\ B, / Q":'f;"é'-e?'i AR
k LS i Sey
v e 5 “\..é,;?u
Th0sal | EERE
% A 0 \E R nAM
A g N
/ : O Py
Y 1 - ARE
» ‘!“a '{.\
' A8 D1 e
o i i \*’\' v‘\".,?
12 n oY
"a‘a
v
LA
¢

PREPARED FOR

HGTP CONFERENCE 0N EDUCATIONAL BROADGASTING

T PAUL, MINNESOTA

-



L - BN
R R

AN OUTLINE QP RADIO FRODUCTION

EDUCATIONAL BROADCAST

Prepared for

KS T P CONFHRENCE QN EDUCATIONAL BROADCASTING

October 16, 1937

8t, Paul, Minnesota

(CENEHRAL COMMITTEER

Sister Eucharista

Pregident

‘College of St, Catherine
N, Robert Ringdahl

Radio Chalrman

Minn. Education Assn.
Mrse George B, Palmer

Radio Chm., Minn, Cong

of Parents and Teachers
H, G, Ivine, M. Da

Prose, Mpls, Area Council

Boy Scouts of America
Mrea A, L. Sidwell

RadIO Cll'm-w, St, P Couﬂcil

of Parent-Teacher Assmns.
T, A, Erickson

‘State 4«~H Club Leader
E. W Zigbarth

Department of Speech

Univérsity of MinnsSota
Paul S, Amidon

Supt. Of Sehools, St. Paul
Katherine Wallace

Radio Chm,, Mimn. Fed, of

Bus, axnd Prof, Women's Clubs
George A, Selke

Stat6 Director

Natl., Youth Administration
Judith Waller

Edueational Director

Central Division

Natl, Broadcasting Company
Beasie M, Stanchfield

Radio Education. Commitbtes

Music Educators! Natl, Confe
Jes O, Christisngon

Prineipal, Sche of Agre

University of Minnesoba

Henry Adams Bellows
Dir, of Publicity Relations
General Mills, Inc.
Chester E. Belstrom
Vige~-President
Musie Educators’ Club
Louis G. Cook
Chm, , Radio Committee
Mpls.. Board of Education
Be A, Meyeording, M. D.
Executive Seegretary
Minn, Public Hoalth Assn.
Daisy Brown
State Dixeotor
National Education Assne
Dra John G, Rockwell
Commissioner of Education
State of Minnesota
Mrs+ Boss My Wilson
Woments Organizations Hd.
Minneapolis Journal
Mathilde Hock
Music Supervisor
St. Paul Public Schools
L. Fe Belatrom
Radic Chailrman
Musie Educators! Club
Demn B, M, Freemen
College of Agriculture
University of Minnesobta
Mrs, Judson R, Towne
Radio Consultant
Mplse Public Schools
Dre Rether MeGinmis
Institute of Child Welfare
University of Minnesota
Thomes D. Rishworth
Educational Director, KSIP



BT . I G~
Ay e '

INTRODUCTION

Education is essentially an individual problems It cannot be
denied that radio has had a profound influence on the attitudes and stand=
ards of the entire nation and of the world at large, but the modern phe-
nomenon of broadcasting has yet to be analyzed from tho individual's
standpolnt, The radio audience is a mass audience measured in millions,
sach listener reacting as an individual, and not as one of a group, It
therefore becomes apparent that educational broadcasting must be seon-
gidered from both ends of the telescope. We mey establish prineiples
and procedures for educational radio projeets on a natiomal basis, but
we must also give consideration to these programs in their application
to regional or local problems as well,

In calling the 1937 Conference on Educational Broadeasting,
K8 TP is attempting only to supplement the immensely important work
of the National Advisory. Council on Radio i n Education, the Ohio Insti-
tute for Bducation by Radio, and the Educational Radio Project of the
United States 0ffice of Education, We are merely ettempting to brine;

home some of the benefits of national conferences sponsored,hyﬁth@ﬁe
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Frankly, we nre sbbempting to improve the qué&mty of eigga« o
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tional broadeasting in the Northwest, to correlate bﬁewéff@rtu of”a¢ P

those who are concerned'w1th such programs,

the possibilities of these projects thraugh a demonstratmon of raﬂ Xe

P

production methods and a discussion of mav techniques and objeetives

for the sducational broadesst,
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What is facsimile broadeasting? Where iS television? What
are the duties of a production director? Hw Is a radio seript written?
Bov does one spesk intO a microphone properly? How is a sound sffect
made? What material IS best adapted to radio broadeasting? Mw can the
program be used to best advantage in the clgssroam, or by the individual?
What i S educational broadeasting? These are the guestions we shall ate
tempt to answer,

For the first time in tho Northwest, if not in the entire na-
tion, a sommercial station has invited representatives of educational
instibutions, oivie, public service, and social welfare organizations to
come to its studiocs, to learn the requirements of radio from the broad-
caster, to teach the regquirements of edueation to the broadcaster. It
is a cooperative endeavor, It is a shared responsibility, The commer«
cial broadoaster must serve the "public interest, necessity, and con-
venience", to quote from. tho lieense by which the station is granted
the use of its channel. Education on the air is admittedly of primary
importance in this service, The educator must distinguish between the
true and the false in what he teaches. His responsibility in the field
of radio edueation iS obvious,

1f we can succeed inN this conference in eliminating wastage
On the air through the use Of better program techniques; if we can suc-
cesd in developing programs that will, genuinely supplement tho work of
the classroom, the library, and life itself asS educational influencos;
if we can succeed in extending the acgeptance of the educational program

through a larger portion of our audience, our objeotives will be realized,



Page 3

For their eucouraging support and assistance, we are sincerely
grateful to the members of our general commitbee, each of whom has given
freely of time and counsel to make this meeting a success, TO Miss
Daisy Brow, we are indebted for her splendid loyalty and constant inw-
terest in tho oduaational endeavors of K § T P, Tho National Broadw
casting Company, tho University of Minnesota, the University of Wis-
eonsin (through its station W KU A), and the St, Paul Department of Ed-
ucation have rendered special assistance in the conference demonstra-
tions, Mrs, George B. Palmer, Mrs, Judson R. Towne, Miss Mathilda
Heck, and Dr. Esther MeGinnis have been our advisors in the solution
of many problems, Dr, Macolm §, MacLean, director of tho General
College of the University of Minnesota, has courageously consented to
define educationsl broadcasting. He is to be congratulated for a mast
stimulating contribution to this conference. QN Fraser Harrison, con-
ductor of the Rochester Civie Orchestra and guest conductor of the St
Paul Civie Opera Assoclation, has honored us by his participation in
our mestings. We are privileged, too, in having as general chairman
of the discussion panel Mr, Henry Adams Bellows, a member oOf the oriw
ginal Federal, Radio Commission, and far seven years chairman of the
legislative sommittee Of the National AsSociation of Broadecasters.

And finally, al3 eredit is due Miss Judith Waller, educational director
of the Central Division of the National Broadcasting Company, for that

enthusiasm, energy, and inspiration which turns theory into practice,
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In presenting the following pages, it should be emphasized
that we are attempting to give only a summary of radio production and
its methods, Thasa who would produce edusational broadcasts nuSt learn
by practice in sehool or college radi o workshops, and it is hoped that
a rapidly growing movement in this direction will. continue.

Thomas D. Rishworth
Edueational Director « K8 T P

"sixteen years of experisnce In broadeasting has taught
that radio's chief role as a teacher is to stimulate thinking; to
inspire ligtensrs to study and follew up what the unseen teachor

can merely call to their attontion."

Orrin B, Dunlap, Jr.
in, THE WEW YORK TIMES
Sepbember 12, 1937



Page B

WHAT 15 EDUCATIONAL BROADCASTING?

Aecording to John Dewey, education is Life itself, Wodern
broadcasting | s the reflection of our life and times, and It follows
therefore that much that is on the air is educational in the larger
sense, Education, however, specifically implies control, the control
of that experience which is given the individual to prepare him for
the adjustments ha must make tO society. True education on the air
mist oonsequently satisfy the demends that are inhercnt in all educa=
tional aetivity. It must not be a random method of trial and error.
It must have purpose, coherence, unity. Perhaps no definition should
Be attempted, for all definitions are confining, and educational
broadoasting recognizes ounly the limitetioms of space and intellect
in its ultimete possibilities, It can be applied to an infinite field
of experience, I can serve individuals in every walk of life at the
farthest reaches Of the world, An explorer in tho antarctic, an avi-
ator flying his course across the sea, the lonoly ranger on soma
mountain top = all aro lisboners in the universal classroom,

Regimentation has no place in the field of radio education,
We must develop the free mind, the questioning mind, untrammeled by
dogmatic and stifling codes or ediets, We must carefully diserimin-
ate betwgen true edusation and propoganda. We must remember, as
Hendrik Willéem Van Loom has said, that Mthere are no dull subjects
in education, There are only dull teachers." We must also romember
that there are dull pupils and that our offorts will never attain the
popularity of a Jack Benny or a Charlie MeCarthy, for education is nob
a "show", There are millions of minds, however, waiting to be awakened,
stimulated, challenged, by broadcast education that is vital and direct
inits appeal, in the hands of teachers Who possess commanding person-
alities and tho urge to adventure into new fields, Here then is our
definition,

Educational broadcasting is the dissemination by means of
radio transmission Of knowledge, skills, and appreciations for the
purposo of teaching the individual what life is, was, could be, and
ought to be, And we should add that he who definns and runs away may
live to define another day.

THE PRODUCTION UNIT FOR AN EDUCATIONAL PROGRAM

As radio broadcasting has grown, its personnel has become
highly specialized, There was a day 'when the program was produced
without rehearsal, soript, or talent, The maor criterion was audi=
bility. The studio might be any vacant storeroom, its walls covered
with burlap or monk's oloth. And a handful. of listeners extending
through a region up to fifty miles from the transmitter strained ears
for the thrill of hearing sound, any sound, over the "wireless",

Broadeasting today is an art, and the effective program is
the product of trained technicians and artists. A carefully organized
staff is necessary to aly program, regardless of its purpose. The
modern broadeasting station has its production staff  announcers, sound
offect engineers, control operators, script writers, casting direcbors,
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musie directors, publicity experts, promotion department, entertainers,
booking agenoy, traffic division, end meny other divisions of personnel,
The successful producing unit for an eduoational program must be simiw
larly organized, althouzh on a smaller scale,

The production Manager or direstor is in complete authority
over all other members of his staff. It IS his responsibility to cor-
relate the efforts Of his assisbants through every step of tho way. I
IS his task to fit together all units of the progrem: music, announce=
ments, sound effects, dimlogue, and engineering. It iS he who supors
vises thé final rehegrsals, times Yheprogram, gives each participant
his ewes, During the actual broadcast on the air, the production di-
reotor takes his place beside the control operator. Be is the captain
who steers the ship to port safely. If balanoo is lacking between
voice and musie, Or between ome voice and another, ho must see that; it
IS rostored, If the program IN broadcast i S running more slowly than
in rchearsal, he must seo that the pace |s inereased, He must warn
tho control oporator of all cues amomont bofore they are reached. With
proper rehearsal and a good production director, the actual broadeast
should proceed without error, but difficulties must be anticipated, and
the production dirsctor must be on the alert at every moment to achieve
a smooth performence, If Yeuts™ ar omissions are necessary, they must
be made without delay through pye~arranged signals to the performers.
A skillful production direstor must have a sense of the drematie = he
must be a showman., He must be resourceful, spontaneous, forceful, ime
eginative, painstaking.

The script writer prepares the "oontinuity" of fhe program.
All dialogue, announcements, music Or sound effect cuss, directions to
aotors or speakers, musical selections, and special effects must be
specifically indleated Hn the scripts If it IS a radio drama, the
script writer must observe the spesial technique required by the limi-
tations of his medium, The radio drama is written Lo be heard, not
seen* If the production director is captain of the Ship, then the
soript writer supplises the mgp by whioh the ship is steered. Ths good
writer for radio possesses a most vivid imagination, a keen sense of
the value Of sound, the instinet of the showmen, the ebility to be
goneise and objootive. Time is all important in radio, and the seript
writer must not waste it with needless repetition or verbiage, Whether
he writes a radio talk or a dialogue, he must remember that the listener
cannot see tho speaker or actor, His atlention may be easily distracted.
The seript writer must therefore be ecomomical of the moans at his dis=
posal dand get; the most out of his mabterial with a minimum of apparent
effort, And ho must preparc his SCripts at least a week in advance, not
o the bay of broadcast}

The oasting director selects the performers for the program.
Be i s responsible to the produstion director to find the best voices for
sach part, and volees that are best suited to the part. He must hold
suditions far prospective members of the cast, and make his selections
by aar and not by sight. Hé must have en extonsive list of available
talent Prom which to choose. Ho may assist in directing the preliminary
rehoarsals, ospacially If the soript contains seetions of dlalogue, With
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thé adviee Of the muaiec director, he secures the musical talent for the
program, INn a school or gollege produatfon unit; the casting director
mey be required to find the proper ammouncer for a program., |t may also
be his responsibility to arrange for the sdrvices of faculty members or
others Who are to spank during tho course of the broadcast, In short,
the easbing dircctor must head thu “supply" department of a radio pro=
duetion unit.

Musiocal selections, interludes, and other musioal effects are
the responsibility of the music director, Be arranges special rehsar-
sals for the orchestra or soloists., |If the script docs not indicate
specifie musical numbors, ha muk choose them, If there aro to be inw
terludes between the scones of a radio drama, he must solect music ap=
propriate tO the action or charastor of tho scones that proecode and fol-
low the interlude, In mare ambitious projects, he may £ind it possible
to have original arrangements of the music preparsd, Perhaps a musical
background is indicated for a poetry reading or a dialogue, W mus®
study the scripbt carefully to discover its demands, and |In each instence,
the music he decides to use must be appropriate, unhackneyed, and within
the ability of his performers, Too frequently wo hoar tho untrained
volee singing an operatic aria, the unskilled violinist fiddling his way
through a concerto, Mars than any other elément in a radio broadcast,
music i s inherently a part of the "picture", We say "pioture" advisedly,
because it 1S musio that supplies to a largo extent the missing scenery
of broadcasting, Although musio is not nscessarily a part of every pro=-
gram, the musio director is an Important member of any production unit.

The sound effects menager supplies all "sound" other than the
musio or words uttered. by speakers in the progrem, He is involved prin-
cipally, of course, in the radio drama, where sound i s essential for the
proper exposition of the aetion. He may be required to supply anything
from tho sound of a baby's crying to tho effect of a multitude of
thousands of frightened people on an open plain, FHom the ringing of an
alarm cloak to a heavy bombardment in modorn warfare, He must be in-
ventive. Ho must bo a caroful listoner to critisize his own effects
and judge their realism, Be must be alert to anticipate his cues, He
must read and study the seript, and underline all cues requiring sound
offects With' perhaps the addition of a marginal note or two for further
instruetions.

Because we are primarily concerned here with production units
for sduoa'cional programs, we have chosen a "publicity" or promotion di-
rector as an essontial member of the staff. Every program must build
its own sudienco, and to win tho largest following possible, it is
noecossary to publicizo one's offorts. Aummouncements to the press con-
taining information relative to fubure broadeasts, news items for the
college Or school daily, mimeographed bulletins for distribution to the
ligtening audience, study aids, bibliographies, listeners! and instruct-
orst manuals, and all other material espeelally designed to inorease the
value of an edneational broadeast are the responsibility of the publieity
director, Educational programs are only effoetive If they stimulate
further study. Bducators MYy broadeast day aftor day and yoar after yoar;
listeners may listen through every waking hour, but unless the program
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material is used, unless it kindles new interests, now lines of thought,
new ettltudes, a desire for further explorations into new fields of
knowledge, it is time wasted, The publicity director, togebher with tho
teacher On the air, shares the respongibility of realizing the true posw
sibilities in educational broadcasting,

THE RADIO WORKSHOP IN SCHOOL AND COLLEGE

The requirements of a radio produstion unit may best be satise
fied through the use of the radio workshop idea in educational instituw
tions, AlL of the staff members whose duties have been previously des«
eribed may operate as a unit within the sehool or college and rosponsis-
ble to all departments of tho institution., The superintendént, prinei-
pal, or executive head of the school is the final authority, He in turn
selects an advisory committes of faculty members, This committee deterw
mines program policies and objectives and supervises the production of
all broadcasts, Acting with authority from the advisory committes or
the superintendent, a tescher i S selected as radio chairman, and it is
she who personally directs all students who are to participate in the
programs, With the advice of tha general committes, which represonts as
nearly as possible all departmonts of the school in which the subjects
are adaptable to radio breadeasting, all programs are planned, developed,
rehearsed, and produced by the students under the supervision of the facw-
ulby cheirman, With its owmn student production directors, casting direct-
ors, and other staff members, the radio workshop proceeds not only to pre-
sent gotual broadeasts on the air but imeginary broadcasts as well in the
clagsroom OF after school hours, The practice broadcasts may be used as
the basis for school assembly programs, Thsy provide an. excellent extraw
curricular activity and a valuable supplement to bhe work of the classroom
itself.,

The day mey come when sehool systems in our larger metropolitan
areas are assigned their omn channels for the operation of school broad=-
casting stations to serve the entire city in a correlated plan of sup~-
plementary education, The University of Wisconsin station W H A, the
oldest educational station in America, IS serving the school system of
the entire state In this mamner, and splendid results are belng obtained*
It is also entirely within reason 4o forecast the establishment of
classes in radio produstion in our sseondary schools as educational
broadeasting increases* Not many years ago, ¢ourses in journalism were
offered in but a very Sav of our secondary schools, but with the inerease
ing importance of the press ss a fileld requiring speeial training and with
the inerease'in number of high sohool news weeklies, came the need for
such eourses, Similarly, as more gcohools participate in actual broadcasts
on the air, snd as educators realize the growing demand for radio workers
who have been educated in the speeial technique of radio, the need for
courses in radio will be recognized. BSeores Of colleges and universities
are already teaching the subjeot,

ht Ohio State University, ten courses in radio are being ofw
fared by I. Keith Tyler, supplementing a remarkebly complebe and extensive
gchedule of broadeasts Prom the university radio station, The University
of Illinois offers a valuable series of subjeets under the direction of
Joseph Wright, Dr, Waldo Abbobtt of the University of Michigen iS nation=
ally recognized for the splendid work being done at that institution,
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Ben Darrow, radio chairman of the National Congress of Parents and Teach-
ers, and nationally famous as "Uncle Ben" of Ohio School of.the Air, has
rendered service of the greabest importance to educational broadcasting
in his programs and courses of instrustion in radio, Mrs Davrow IS now
educational director of W B E N, Buffalo, The University of Wisconsin
has Dyr. H, L. Ewbank and Hareld MeCarty conducting couvses in many phases
of radio production, Ouw oM University of Mimnesota has recently enw
tored the field with the assistance of &, W. Ziebarth, who IS associated
with the department of speech In offering spacial training to students
interested 1IN radio as a voeation,

The Foderal Bdueational Radio Projeet of the United States Ofw
fiee Of BEdueation, under tho leedership of Commissioner Studebaker, has
far four years offered a summer "radio workshop" at New York University.
The may courseo end laboratories are direeted by Philip Cohen, produce
tion director of Ge Pederal Radio Project, assisted by a staff of near-
ly fifty members, all engaged in the production of experimeuntal programs
over Loca stations and the nationel notworks,

Under the astive guidance Of the ParenteTeacher Associstions
snd the public sohools, preliminary work has been done in Minneapolis and
St, Paul which has led to the establishment of radio committess In both
oities, These ¢ommittees, appointed by the Mimneapolis Board of Educew
tion and tho St, Paul Department of Education, have done mush to develop
the use of educati onal broadeasting in our sohools, A radio consultant
I's now in charge of all programs in which the Minneapolis public schools
are participating, and it is a possibility that mierophones may be in-
stalled in the sohools themselves to make possible the origination of
programs within the elassroom,

Tho true radio workshop i n school or sollege represents tho
combined efforts of several departments, Tho ereative writing or English
composition classes may use tho writing sf radio seripte as an additional
project, The MUSIC depatrtment naturally lends its assistence In the pro-
dustion of many programss. The classos in speech arc responsible for tho
braining Oof announcers, The drama department prepares radio versions of
the classies, and original playlets for bromdeast production, The actors
and student production directors are trained in these classes. Finally,
the interests of many other departments are combined in the presentation
of a complete educational broadcast serviee in fields such as veeational
guidence, civics, homo economics, manua arts, history, journalism, lit=
erature, student selfwgovernment, athloties, hoalth, safety odueation,
and others, H each instance, the work of the classroom | S being sups~
plemented and the natural interest ON the part of all students in the
fascination of the mierophone is being utilized as an added stimulus
toward greater interest in lesrning, FProgram quality 2s improved, and
in omMe eases fubure broadcasters are baing trained to teke their places

the Boake Carters, Don Ameches, David Sarnoffs, end Mgor Lohrs
of tho fubure.
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PRELIMINARY STEPS IN ARRANGING THE PRODUCTION

When a series of programs has been planned, time must bo se«
cured Prom the local station., The program or educational director of
the station is usually sconsulted, and broadcast time is definitely re«
gerved, However, before the request for time i S made, it should be em-
phasized again that a definite plan for the entire sorics of broadcasts
must be ready for presentation. AS a rule, time allotments are made in
units Of thirteen although this rule is nobt strictly observed, l« o., a
series Of thirteen programs, one a week, will be scheduled, or longer
series in multiples of thirteen. This division oOf time is made merely
because thirteen weeks represents one-fourth of a year, and it i s a con=
vonience in schedulingas Porhaps the progrem direcetor requests an audi-
tion in ordor to doside on tho merits of your plane. If your production
staff has beon organized in advance, and If proliminary rohoarsals have
alroady beon held on at least the first broadcast of the series, the
audition can be arranged immediately.

The educational director ox other official of the local staw-
tion will judge your program plans strictly on the basis of gducational
content and listener appeal* It is esgential therefore that the program
be designed to hold the attention of more than a few listeners, It IS
a fault of meny orgenizational progrems an the air that tho broadcasts
are of interest only to those! who mey already be members of a club or
group sponsoring the series. Actually, the members of an organization
should be expected to have a rather thorough knowledge of the objectives
and activities of their orgenizetion, In most instances, it I's the non-
member whose interest should be attracted, Expressing it im another way,
the good student will listen voluntarily. The lazy sbudent, the poor
student must be persuaded to listen. This |s not to say that program
content must be written to appeal to those in lower intelligence levels.
It means that the program must be sufficiently interesting to meke
listening a desiragle experience, Nbd censor I n the modern world 1S more
powerful, mora final, and more rapid im action than the little knob an
a radio redeiver., A simple turn of the wrist, and your listener has
walked oubs

The time having been arranged, tho next stop is t o schedulo
dofinite rohearsal poriods and to secure the assistance of the sbation's
production directors In these rehearsals., Ary station should be will-
ing to offer this service if the Listening audience is to be maintained.
When time has been granted for an educational program, the station man-
agement immediately assumes a large share of the responsibility for the
sffectiveness of the program, Perhaps extra assistance may be needed
from the station's sound effacts Or musical staffs for the adequate prow
duetbion of the broadeast, Certainly the program deserves proper re-
hearsal under export supervision boforo f%oresches the air. The ro-
hearsals may ocour On the day of broadeast, immediately preceding
broadcast time, or several days before, but a one hour rehearsal at
the very least i S essential, This doos not include the preliminary
rehearsals conducted independently by the sponsoring organization, and
the éntire program must be "monitored" at least once before tho broade
cast. "Monitoring" a program refers to the final hearing given the
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broadcast ¢n the loudspeaker system of the station, from the control room,
The microphones ars actually in use. Bverything is being heard in an ad-
joining oontrol room exactly as tho listener will hear it when the actual
broadcast occurs,

A few minor considerations should be mentionod, minor in import-
ance only baocauso they arc, or aught to be, understood implicitly by all
who produce radio programs, If any musical selections are to be used,
they must be cleared by the music department of the station, All stations
are licensed by music publishers for the broadsast rights to thousands of
compositions, Certain seleetions are restricted from use on the air, and
others are definitely banned, Penaltics are provided for violations of
Chase regulations, "Clearing“ the music means approving the music for a
specific broadeasts Also, it is expected that scripts are to be submitted
to the station at least one week in advanoe, Too frequently, a so-called
educational program is attempted on tho air from a seript whioh is largo-
ly a few gcribbled notos taken at the |ast minute by awilling but sorely
tried announcer or production director, Publicity should be sent to the
newspapers; bulleting for the listening sudience should be mailed; and
any other necessary material should be made available at once, and in ad-
vance of the first broadcast.

PRODUCTION METHODS

The first step in the actual production of a program, after
seripts have been prepared, is the casting. The school or college pro-
ducing unit will find a public address System valuable in this and may
other phases Of program planning., However, if a public address system
is not availeble, the cooperating station. may lend its services for
casting purposes. All aspirants for parts in the program should be heard
and not seen. Thay should be given excerpts from the seript to road, and
attention should be given not only to the voice qualityeof the applicants,
but to their flexibility, variety in infloctions, their ability to re-
oreate through the voice alone an adequate mental image of tho character
being attempted, their diction, naturalness, and lack of affectation,
The prineipal eriterion in the judging of radio actors beyond physical
and technical equipment in voice and delivery is naturalness. Too nany
radio actors sound “read-y", Thoy are reading the lines as they have
boon written, but they fail to give an illusion of reality. They arc
speaking, but the words they say fail to have meaning. All of saund
values are missing* The poor radio actor mey as well read from the dis-
tionary, An illusion of “the first time" must be given, i. e., the
spoken words must bedome the words of the acbor himself as he utters
them, They must begcomoe a part of him, as if they had come to mind for
the first timo but a moment boforo thoy wore spoken, Romombor, too,
thet the goad radio actor, like all other actors, must respond readily
to direction, He must have a good sense of timing, and to a far great-
er degrese ON the radio then in any other medium, ho must have the
capacity of restraint, Overwacting is immediately apperent On tho air,
Tho microphone is intimate and ean reproduce tho most delicate shadings
and intonations of the volcc,

Casting the musical portion of the program need not be explained
other than to say what has been said before, i, €., that the singer or
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Ingtrumentalist an the air must be adequately traineds A vibrato in the
voloe; a sustained note at tho end of a phrase that wavors painfully; a
shrill, pilerecing soprenoy a gutbural baritoncy a wheezing saxaphono; a
thin; papory tone from tho violin; or a slight tondoncy to stray from
piteh are undesirable, tO cxpross 1t mildly,

Sound effects way be resorded or created by means of speoial
devices in the studio, It is easier and far more simple to use the efw
fects which are available on scores of records, A eomplete Library of
recorded effects i S avallable from several manufacturers, including the
distant ories of coyotes, the starting of a Model~T Ford, +the sound of
walking on snow, the cacophony Of chopping a piano to bits With an ax,
or the lapping of water against a row boat in motion, These recorded
effects can be easily eued in their proper places, and as a rule they
give a much more realistic effect than the similar sound created by men-
ual devices. Certain sounds ean, of course, be mansged by means of
simple apparebus available to any one; for example, the sound of horses!
hoofs on a hard-surfaced road (two halves of o cocoanut shell clapped
together), the Sl am of a door or a door opening (a small door mounted
In a convenient frame), the ringing of a door bell (an actual bell
mounted on a small DOX eonteining a battery), the sound of stabbing for
the mystery melodrama (the thrust of a knife into a potato), the orackle
of fire (crumpling sheets af cellophane in the hand), the tramping foet
of an army (@ wooden frame in whioh ara mounted may small lengths of
wood, suspended loosely on leng seetions of string), a crash of wood
(breaking a berry boX), moving through the underbrush (twisting a bundle
of straw), the note of a tree-toad (rubbing the fingers aaross the teeth
of a eomb), and mawy others teo numerous t0 mention here but availshle
for experimentation by anyone.

Tha choice of music has been mentioned previously, Suffice
it to say that the music selected must be varied and appropriate to
the purposes and mood of the program. There are many splendid high
school and college choirs, orchesbras, bands, glee clubs, and string
ensembles, Many individual soloists are of striking ability. However,
having found the talent, the importance of rehearsals cannot be overw
emphasized, Shading in musie, the more subtle nuances and elements of
phrasing, &s of first importence En broadessting. Precision of attack
I s essential, If a single voice OF player is lagging by merely a frac=
tion of a second, the result is ragged. Proper balance among sections
in a choir or orchestra is to be determined through carsful monitoring.
Tho group must be heard time end again on the monitor system, and vars
ious arrangements before the microphone must be tested until the right
one i s dissovered, It is well to permit a line of not more than twenty
singers in a rowwhen presenting the larger vocal groups, Dependent on
the mumber of singers, additional rows bo arranged behind the first
row to give extra depth and resonance. rows should be arranged |n
an are before tha microphone to make certain that sach volee INn a given
row i S equally distant from the point ef pickeup. In arranging the orw
chestra, the strings should be nearest the microphone, of course, with
the brasses, drums, and tympani farthest away. With amabeur groups, |t
Is difficult to suggest any rules for mierophone placements It mey be
found that the woodwinds are oven=balenced by other sections of the ore
chestra and consequently must be moved forward. Customarily the lower
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tamed instruments have the least volume, espeeially the cello, the double-
bass viol, tho bassoon, and others, Naturally, the trombones, trumpets,
and more strident-toned instruments are placed in the rear,

Piano accompaniments For tho soloist or cholr deserve special
mention. The accompanist usually overbalances the true soloist, Tho
forte pedal is not to be used as a genoral rule; in fact, little pedal
IS to he dasired in any sccompaniment, for tho piano meroly supplies a
background for the sin%sr X instrumentalist. |N many programs, an
otherwise effective SOlo i s ruined by the aecompaniment through the use
of an overwsimplified arrangement Of the seleection. We refer especially
to the umph~da umph~ds umph=da of the pianist who has reached page thirty-
two 1N his Czerny Btudes,

Soloists should be instructed in microphone technique, too,
The sudden and unexpected forte om a sustained high ¢ My reproduce on
the air like a blast; unless the singer turns slightly away from the
mierophone. The pianissimo passages MYy be nearly lost if the singer
fails to approach the microphone., Even after a thorough monitoring of
tho program, tho average control operator eammot be expeated t0 antici=
pate all echanges in volume throughout the selection, He must have the
assistal oe of the soloist to assure proper reproduction On the air.

Theme songs are not essential in radio production. If an open-
ing or closing musical effect that is truly striking and original can be
achieved, then a theme iS properly used, In educational programs, its
only advantege is in timing., With the best of rehearsal by stopwatch
time, the acbual broadcast on the air may move faster or slower, If a
musiocal effeet IS indicatod at tho end of the seript, it may bo valusble
i n stretehing a fourteen minube program to the required fifteen minute
allotment, |

May school and college musieal groups have bean responsible
fur outstanding performances an the air, Witness the world-famous St
Olaf Choir, the excsllent Carleton College Band, the thrilling music
of the University of Mirmesota Band. Amayg tho finest performances on
the air during KSTP's last season wes a program by the choir of Brainerd
High Sc¢hool, The Eau Claire (Wisconsin) High School Choir deserves menw
tion, Amog public school bands, thet of Minneapolis South High School
ls worthy of special praise. The Mechanie Arts High School Choir of 8%,
Paul has given many remarkable broadcasts, as have tho choirs of Johnson
High Sehool, St, Paul, and Minneapolis West and North High Schools, In
each instance, the programs indicated an evident search for musio that
was truly worthwhile and compelling., There are too maxy compositions of
unquestioned quality to waste time on the hackneyed and cheep, The pere
formance Of any music as well as the pleasure of listening to it should
be an experience of beauby I f we are to uphold standards,

This is not t0 eliminete the folk sSONQgS from OUr consideration.
A group known as the Madrigal Singers of St. Louis Park High Sehool in
Minneapolis is respousible For many of our finest moments in educational
broadcasting from K S T P. These young people, meeting during their
luncheon hours and after school, have devoted themselves to the singing
of old English madrigals for the sheer pleasure of the singing, That
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there was real joy in the performénee must have been obvious to both those
who Listened and those Who watched them in the studio, For any of us,
there i S definite adventage to be-gained in approaching caoh broadcast
with real pleasure and enthusiasm. It is infoebious, even through tho
medium of radio, and most certainly has a plaece In the performance of any
mueio on ths air, The heart has spoken for may generations through the
folk music of the world, and we need to hear more of it on the radio,

Musicéal "bridges" OF bransitions between scenes are frequently
transcribed, i, e,, a reoorded musical seleection i S used. The well
equipped radio station of today has a complete library of transeribed
musical selections from which tO choose, many Of them specially recorded
as "mood’ music for use as interludes Iin dramstic programs. If a "live"
orchestra or instrumental ensemble IS available, 1t IS of course proforw
able t0 make uso of it,

In produeing educational programs, it may be possible to record
the broadcast from a special performance In the studio or from the astusl
program on the air, Those "transceriptions™ are then available for use
again on other stations, WNatiomal orgenizations wishing to conduet an
educational, program simultanesously throughout tho nation mey transeribe
their broadoasts to great advantage, It iS possible, for example, to
omit an opening and closing announcement on the record, psrmitting the
local chapter of the organization to prepere its own copy especlally
adapted tO looal nceds.

REHEARSALS

Before a program i s monitored for the first time, 1t should
be thoroughly rehearsed for at least a week preceding %hsbroadcast.
Many of our network broadeasts receive twelve hours and more oOf re-
hearsal, in addition to smaller group rehearsals., The rehearsals in
the preliminary stages should be for tho purpose of reading the lines
or playing the musical selectlons and perfecting thom in all details.
Tampo should bo stressed, for the program that "drags" loses its lis-
beners. A momentary pause between speeches in a dramatic dialogue seams
much longer on ths air, Those handling scripts muk 'be cautioned against
any rattling of the pages as they move thom., In broadeast, the elip
should be removed to separate the pages, and as caoh ona is road it may
bo quietly placed behind the others at the bottom, It is not well to
drop used pages on the floor, for the actors nay be standing ankle~deep
in radio continuity before the end of the broadcast is reached,

The monitoring rehearsals, and final auditions ahould strive
to develop additional pace and adequate sound values as well as the
necessary coherence of eash unit of tho program. In stressing timing
and pace, it is not intonded to hurry through the Program to the oxtont
that the listener is exhaustad in attempting to follow it. 4 pause, if
ussd properly, is most effective on the air, lor attention values are
increased at onee, And sound values mey be grestly enhenced through
experimentation in microphone placement., For example, the aotor who
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stands away from the mierophone and speaks with more than normal value
Mgy schieve a desired "hollow" effect as S he were speaking in a large
empby hall, The actor who speaks 1N a whisper immediately in front of
the microphone mey achieve effects that are impossible on tho stage.
Experiments wWith the use of sound filters have been mads, permitting the
“squeezing" oOf woice Or other transformstions that are remarkeble, i. e.,
certain frequencies in the voice mey be removed slectrically to meke it
smaller in aetual physical dimensions Of volume and range. Remember
that sound is being dramabized., Sound is a psychological faotor of
great importance in any radio program, and MANY possibilities have yeb
to be realized in this field. The "March Of Time" uses sound in this
respect for dramatic values of startling significance, e. g+, the build-
ing of a elimax through the rapid succession Of s series of short
speeehos, each spoken by a different voiece, and each voice difforing in
quality, piteh, and projection,

MECHANICS - TYPES OF MICROPHONES

Microphones i n conmn use now are "alive" on two sides, i, e.,
characters in the program My stend opposite ‘sach other in reading their
lines, If more than two persons are involved in a given scene, it is
well to allow no more than four persons to use a single microphone in
any one scene. They are arranged, two on a side, and, of course, inci-
dental actors may be moved in momenbarily only to back away when tho
speech has been finished, Standing toe far towards the "dead" side of
the mierophone will result in a fading of the voice. If two speskers
or more using the same miocrophoue are not properly balanced, one voice
will dominate snother, If a speaker begins before tha microphone has
been turned on, his words will not be hoard, Studios have a Signal
light which indicates whether or not tho mierophones in a given room
are "dead"™ or “alive", and these signals should be watehed in addition
to the siguals from the production dirsctor,. Sound effects must be
placed properly before the microphone in order 4o achieve the desired
result and to prevent their over-balancing the voices,

The veloeity or "ribbonV mike is bi-direstional, i. e., it
is alive on two sides, PFurther, it is directional within only a lim=-
ited range angle; it will not pick up properly if the speakers or mu-
sicians are too far at the side. This range of pick up represents an
angle Of approximately ninety degrees on either of the two "live" sides
of the microphone, Within the ninety degree angle, sounds are repro-
duced with comparatively uniform volume, Outside this angle, loss in
volume will result. There may be variations, of course, depending on
%ohesound reflected from the walls of the studio, The veloelty micro-
phone i s the most widely used typo in the broadecasting industery.
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The dynamic microphone is in use in many studios., It is exe
cellent in high fidelity qualities, giving a most falthful reproduction
of the original., However, this microphone is alive on only one side,
and more recently a variation of the.type has been available, known as
the "oightwball® microphone, because of its resemblance to the billiard
balls This mierophone is an adventage in the broadeasting of dramatic
programs because it ls equally sensitive to sound in all directions,
Heneoe, a group of players may stand in a cirele around it, and all will
be heard with uniform volume, The "saltwshaker" microphone is a varise
tion again of the "eight-ball", distinguished from the latter because
of its lighter weight, its greater ruggedness, and its adaptebility to
the use of a deflector, where semisdirectional effects are desired.
Without a deflector, the salt-shaker is none-divectiomal, i, e., it is
equally sensitive in all directions. In using a dynemic microphone, it
is well to stand at an angle of about forty~five degrees off center.

The erystal microphone is used frequently in publie address
systems because of its comparabively low cost, and the quality of reprow-
duetion is entirely satisfactory. It may be secured in any one of three
types: uniedirectional (semsitive in only ome direction), bi-directional
(sensitive in two directions), and non-directional (sensitive in all
direetions )« This microphone is known as the crystal type because of
its construction and operating prineiples,

High=grade crystal microphones are also occasionally used in
broadeast work, but the lower cost types are found principally in publie
address systems. The highegrade type is similar in appearance to the
metal frame of a hair brush -~ without the bristles, of coursel

, The control room is the "eentral® of the radio studio. It
is here, under the supervision of the conbrol operator, that all the
mechonical operations of a studio broadeast are directed. The control
operator turns on or off all microphones, blends in all recorded or
"live" musiecal effects together with the speech, controls all necessary
transfers from one studio to another, prepares the correct hook-up for
each program, and "rides level", The term "level" refers to the volume
of sound boing reproduced from the studio, end by means of a volume ine
dicator, the eontrol man mekes certain that the level is maintained
within a comparatively uniform range. When the production director gives
the command, "Stand by", the cast and conbrol operator prepare to start
the broadeast within the next few seconds. Ab the scheduled moment, the
production director says, "Take it awayl" This is the oue to begin the
program, for all concernoed, Sudden peaks in volume are caused by changes
in secent, loudness, or incorrect balance in eithor the music or speech
of a program. The oporator abbempts to keep these peaks within definito
limits, for an unexpected imorease in volume may easily blast on the air,
or it may cause momenbtary interruption of the cireuit, A passage that is
oo low in volume will result in the opposite effect, of course, in which
the listeoner will hear very little or nothing.

The eontrol operator must always wateh, with the production
director, for the motor who “hugs" the microphone, who stands fiymly
before the microphone and allows no one else to sharo it. This type
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is similar to ths actor Wo takes center stage and comstantly "steals®
the aot from others in the casb. There iS a tendency, too, for amateur
performers to ereep up towards the microphone gradualfy but invincibly,
destroying tho belance of the voices, Auditions may be monitored, of
course, from auxiliary control rooms, and the actual broadeast itself
mey be controlled from these auxiliary rooms, but eventually, all of the
sound impulses sre centered in the main control board and go from there
to tho transmitter where they finally reach the air,

SCRIPT WRITING

A speecisl technique, over and above the usual rhetoric of
the composition to be read oOr acbed on the stage, is required in the
writing of radio script, Radio continuity, or script, is not to be
read, or t¢ be presented for a visual audience - at lsast in the present
stages of radio development - but it Is to be heard, Thorefore, the
involved sentones Structure appropriate to some styles Of writing isS
ineffeebive On the air. Sontenees should be perivdie, and tho thought
must not bo interrupted by froquont parenthotieal phrascs Of clauses.
The choine Of words must be governed by the demands for objectivity
and simplicity on the air. A certain degree Of repetition and rather
more emphesis than usual- i s to be expected in the radio script* A -
though it mey appear coutradictory, writing for radio should also be
concise, The element Of time demands that the writer condonse his
thoughts to achicve the best offect iN the shortest poriod.

In drematie soript, it should bo remembered that the listenors
cannot see the actor WD |s speaking at a given moment., This must be
indicated within reason, i. e,, One cannot preface each remark with the
indication of the speaker's name, but i f there are more than two voices
concerned in a gives dialogue, after they have been identified in the
listener's mind, it 1S necessary only to spsecify their names occasion-
ally, For this reason, it is well to strive for contrast in voice:
quality in casting tho program, It iS an aid to the listoner and to
the soript writer as well. The exposition, which I's comparatively
easy for the writer of stage plays, must be managed in a different man-
ner for broadeasting, If certain actions are requisite to a complete
understanding of the radio dialogue, tho speeshes Must indicate what
I S happening. For exemple, the young lady may be smiling enigmatically
at her suitor, and on the stage the smile i s obvious, For radio pur-
poses, however, the suitor should tell us that she i n smiling. In the
mystery play on the stags, the sinister shadow entering the roam may be
noticed at once, but the radio listener hearing the same play should be
told in the frightened whispor of ono of the actors that a shadow is
approaching,

Qntho other hand, if a door is &lammed after tho exit of
one Of tho actors in a radio seript, it is ridiculous to include a
spoooh such as this cne from a reecont amateur script, "I'm going to
leave this room," The other character replied, "pon't slam the door"
If a character is to be represented as moving From one position to
another, it may be indicated by a cue to the actor: "Off mike™, which
means that the cheracter econcsrned is to say his next speech away from
the microphone, When the same character 3S tO assume his original pow
sition again, precede tho proper speech with the direction, "Up to mike",
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It IS necessary o indicate all sound effects and musical cues
in a drematio script, These directions should not be plased in the body
of the script but on a separate Sine in capital letters, clearly appar-
ant to the aye, Some writers prefer tO begin each direction In the ma-.
gin to meke It stand out Prom the rest of the script, and some underline
all of the direction to make It even more apparent,

When the climax - tho moment Of highest dramatic SUSgonso ~
has been reached, end the script as quickly as possible, Waste no time
in exposition, Let your characters sxplain the setting, identify them-
selves, and describe the original situation at once, and incorporate the
exposition as a part of tho astion., The usual dramatic seript can be
divided into as may scenes as are desired, and transitions from one
scone to anothor can bo indicated by a musical intorlude, a moment of
silence following a gradual fade~out from tho precoding scans, the in-
sortion of a fow descriptive words by tho announcer rolative to ‘the in-
torvening action and tho sceens to follow or a combination of al3 theso
mothods,

A15 soript writers should read Archibald MaclLeish's radio
drama, "The Fall of the ¢ity", en example of tha high literary skill
and imagination that can be applied to this new medium oOf expression.
Hack writers in radio are disappearing, and more frequently each year
as radio progresses the best radio scripts are demsnding the services
of our finest writers, Irving Ashkenazy WD was author of "Three Who
Found Death”, an original radio sketch produced on the Rudy Vallee proe
gram several years ago, has also contributed significant work to the
field of broadeast drama. His sketoh was basod on the Pardomner's Tale
of Chaucer, With an original. musical. background by Wilfred Pelletier of
the Metropolitan Opera,

Conserning other requirements of tho radio play, all sound of-
fects, necessary musical selections, and a cast of eharacters should be
listed at the begiming of tho seript, Standard size menuseript paper
should bo used, and lines must bo doublow=gpaced for clarity. EXtra
coples should be available for tho sound offeets director, production
director, musical direetor, control operator, and all other steff nmom-
bors concerned in any way with the production, Each actor should have
his own aopy, of course, In indicating the sSpeakers, the name of the
echaracter should be plased in the middle of the page on a separate line
rather than in tho margin,

Good taste must not be offended, regardless of the type oOf
soript., However, in writing the dialogue, it must be natural, and it
must "ring true™, The affested, stilted dialogue of tho eighteenth
century IS not for radio writing., Study your charaeters snd let them
speak for themselves in their own vornacular. Remember that actual
conversation has its interruptions, itS half~finished senbences, its
oasual asides, its ejaculations, and let your radio actors SpeaK agoords
ingly, Action can move much more swiftly on the air, The scene may
Jump with ease from one place to another, and It has been found that
radio listeners are not at al2 disturbed by these swift transitions.
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The seript for a radio talk should never be Longer than ten or
fifteen minutes, sven With the beat of speakers. Ard here, as in radio
drams., the testsd for good and skillful writing are clearness; directness,
and naturalness, A radio speech IS net an oration. It iS a conversation
with a number of individual listeners seated in their homos It should
be friendly, informel excopt in a very fow instancos, and conoise.

An entire book could be written, in fact, several of them have
bean. written, on radio seripts and their techniques Suffice it to refer
you to the bibliography at the and of this manual,

RADIO SPEAKING

We can ouly List the qualifications of a good radio speaker or
snnouncer Within. the limits of this brief outline. TO be effective ON the
air we again say at the risk of needless ropetition that the spoaker must
bo natural and unaffectod, He must usa a convorsetional style, a fridndly
and sincors menner, and a direet approach, The radio spcakor must vise
ualizo his audience and try to sonsgo his contact with the listeners. Ho
must rualize that ho IS a guest in tho home, and NO guvst | S woleome Who
adopts the soap-box mermer, His training mMust have given him the ability
to Yad lib"™, to speak impromptu without hesitation and with the use of &
vivid and ready vocabulary, His dietion muK be clear and clean without
undue emphasis, So~called stage diction i S not adapted to the radio,

His Snf lections must be varied, Thoy must not bo econfined to a monoton-
ous pattern, but in tonal variety, piteh, range, and projeetion, ho must
constantly stimulaté his audience. Sectional accents or dialects have
no plaece on tho air, There iS a common form Of American speech that has
been developed largely through the redio's influence, an articulation
and style of delivery that is best exemplified by President Roosevelt,
Over-emphasis Of word-endings, undue stress of sybilant sounds, and ax-
plosive artidulation of vowels are unpleasant to tho var, espeeially in
broadcasting, The radio speaker must not talk too rapidly, but it is
helpful to vary the rate vhile on tho air, Cantril and Allport, in
their "Psychology of Radic" give these general rules for speed in rend-
ing m the air: for the average material, 115 to 160 words a minute;
for theoretical material, 110 to 130 words a minute; for factual material,
120 to 140 words a minute; fOr argumentative material, 140 to 170 words
a minute: for direections, 90 to 135 words a minube; for news reports,
120 $o 140 words a minute; and for simple narrative, 220 to 150 words a
minute.

As'a general rule, women's volees do not reproduce as well as
men's voices, The reasons are not immediately apparent, but 1t would
seem that the lower tones Of a man's volee are more pleasing tO the ear,
and similarly, a womants voice that is Low in pitoh and tonal quality is
also more pleasing, Radio reproduetion responds equally well to both
high and low frequencies in the musical scale, but evidently the lower
frequencies, with their overtones, are psyohologically better adapted
to the air, It is for this reason that aviolin solo on the air frequently
gounds thin, unless it is played by a true artist,
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_ Dr, Vizetelly in hoa beok, "How to Spesk: English Effectively”,
gives these rules for tho radio spaaker or announcer:

1. A Clear speaking wvoice,

2. Anability to enlist the voice in the service of good
speech,

3, A knowledge Of the tomal guality of words and their
psychological effeots beyond their dietionary meaning,

4. A complete understanding of his seript before he at-
tempts to spesk it on the air.

5, A knowledge of tho effeet of understatement as well
as emphasis.

6. He must never try to inflate by false accentuation
what 1S essentially a simple, homelike phrase tO the
proportions of grandeur, Tho phrase will die of pomw
posity.

7. He must remember that he is talking to live humen be
ings who have loved, struggled, laughed, dreamed,
despaired, and hoped.

8, He must boar in mind that the cheap wisecrack iS as
of fensive as the direct imsulb.

9, An announcer must know when he knows not and meke it
his business to find out,

10. 1If Ghe announcer expects tO be recoived into the hone,
he must come with crodantials of grace, sincerity, and
warm Fellowship, and these must be found in his voice,

TYPES OF PROGRAMS

Dramatizations are most frequently used for the educational.
broadeast, They serve to vitallize the facts & education, to re-create
! past and present evenbs, to give life to the pages of a textbook,

‘ Radio talks have been discussed in previous sections of this
manval, As a teshnique for broadcasting, they should be confined to
the trained radio speaker WO possesses in addition t o practical mi-
orophone experience that intangible, radio personality. This can be
defined only by comparison., Alexander Woolcott, Boake Garter, Bing
Crosby, Rudy Vallee, Walter Damrosch, President Roosevelt, Dorothy
Thompson, and Claudine MaeDonald » all are radio personalities. The
radio telk at bast should be short, and it should be reserved only for
those subjects which cennot be prosonbted in any other manner,
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"Actuality broadeasts" is a term ohosan for those programs
which present actual events as they are oceurring, perhaps a broadeast
of the opening session of Congress, Or a politieal convention, or an
interview with a passerby on the street, This typo is of inestimeble
value far the class in civics, pelitical scionca, world history, and
ecurrent events,

The round-table discussion on the air i s adapted t 0 argumens-
tative material, No more than four spoakars should be used, end each
should repruvsent a differont attitude toward tho subjoet for discussion,
One of tho speakers must load the discussion, and the remarks can bo
impromptu, with only a minimum of planning in advancc, Porhaps tho
speakers involved in the discussion mey meet together several days in
advance Of the broadcast to consider the main divisions under which
the topic should be snalyzed, but in all other respects, tho impromptu
form IS preferred, Speakers tend to petrify their discussion if a dew
batu is written In advance, Tha nabural “give and teke" of &n informal
discussion can only be gained through tho freedom of impromptu address.

Intorviews aro adapted Lo many typos of oducational broadcasts,
principally those of an informal nature. Far example, the famous
sbatesman, explorer, scientist, professor, army officer, monarch, or men
on the street can be interviewsd for opinions and background informetion
that genuinely supplement the formal learning processes, Tho radio in-
terview May be prepared in advance and road from script, unless tho per-
son. to be intorviewsd IS accustomed to bromdeasting, For tho roving
microphone type of program, in which tho microphone i s moved from one
place 10 another as in avisit to a laboratory, each studont may bc
interviewed directly at his desk, and the questions aan be related to
the particular experiment on which the student i s working, The British
Broadcasting Compay attempted not long ago a series of interviews orw
iginating in tho homes of laborers and tradesmen, an intensely interest~
ing and significant survey of the working man and his attitudes,

Direected activities broadoasts are conccrned with the detailed
explanation of supplemontary classroom matcrial. This typo isto a de=-
groe formal instruction on tho air., The listoners in the classroom aro
instructod to solve probloms and participate in definito activities ac-
cording to the direction of the radio instrustor. The technique is
principally adapted to music, art, scisnee, English composition, rhetoric,
languages, and related subjects. HEven mathematics has been taught suc-
eessfully in this manver.

Competitive aectivities and audience participation programs
should be classified as a separabe type., The spelling bee, the dobate,
the intor-high school music sontest, tho question and answer period, and
the public forum broadeast all fall within this category. It may bo
argued that those programs include some that arc rather Par removed from
formal education, but it is evident that spelling has become a
through the influence of the radio spelling bee, that the Umbrella Court
and. Professor Quiz programs are nothing more nor |0ss than a classroom
recitation, exgept that a radio master of ceremonies asks tho questions
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and not the teacher. Students can well enjoy their recitations if oc-
casionally they become an adaptation of a radio teehmiques 14 is no?
desired that radio enter the classroom and sensationalize itS routine,
This would seriously interfere with the true objeetives of the class-~
room, but It i s argued that some of these techniques can be transferred,
not only frem the sehool to tho broadcast, but from the broadsast ta
the school as well,

USING THE EDUCATIONAL PROGRAM

The educational program i s of no benefit unless it is heard,
and to assure an adequate audiance for these broadoasts the sstablish-
ment of listening groups is a valuable aid, European broadeasting has
mede great progress in this field, Thousands of listening groups fol-
Loav various programs regularly, in private homos in sahools, colleges,
universities, or public meeting places., The topic of the broadcast is
discussed by members Of the group at the conclusion of the program, and
a leader directs a study program of outside reading correlated with tho
entire series,

Liko listening groups for tho adult, tho classroom in tho
school is tho Logical unit for broadeast reception., However, the mis-
Cake i s frequently made of permitting tOoO memy Students to listen in
a single group, Proper equipment for %heschool demands an individual
loudspeaker or radio receiver in each classroom to keep the group with-
in a maximum of forty or fifty, If the single receiver is placed in
an assembly hall before an audience of a thousand or more, no program
has sufficient appeal to hold the attention of such a group, The inw
timacy and directness that are essential to tin effective broadcast are
lost because of the ineviteble distractions present in large audiences.
The assistanae of the teacher in a follow-up discussion of the broad-
cast i S lacking.

It is a requisite of all good educational broadcasting that
the facts or opinions stated an the air lead to further thought on the
listener's part, The radio program acts merely as an assistant teach-
or, to 'borrow a phrase from Ben Darrow. She in turn must assist the
program by preparing her students in advance of the broadeast, If tho
program discusses great artists, the teacher has secured reproductions
of the familiar Titians, Rembrandts, and Michelangelos for display in
the class. They have learned something of the lives and times of the
great masters, Their interest has been aroused, and they are ready
for ths radio presentation of the subjest and for further discussion
at Cre close of tho progyam.

David Sarnoff Of the Radio Corporation of Americe has said:
"We have what seem to be two fundamental departments in education.
The first is'the training af the mind;, the second, the feeding of the
mind, Radio, in common with other forms of mass communication and on-
tertaimment, belongs to the sacond of these two aduoational fieldse.
Radio programs oan be ereated to infom Che mind and elevate the spirit,
but when one seeks to impose upon them the requirements thet they also
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furnish mental training and discipline, one narrows their appeal. and
risks the dispersion of tho invisible audience, thereby defeating the
purpose for whieh the program was prepared,

This is tho prineiple which has guided us in calling the Con-
ference on Educational Brosdeasting, and i f we ean contribute to the
groator serviece of edusation in the fecding of tho mind, we shall have
made definite progress IN roalizing the ultimabe possibilities of radio
broadeasting,

FUTURE DEVELOPMENTS IN RADIO EDUCATION

During the past decads great advences ham boon mede in the
technical end of radio communieation, We have all bean familiar with
the progress of radio broadeasting from a somewhet interesting boy to
one Of the greatest mediums of informal educabion, Other engineering
advanses have taken place that may have considerable boaring on tho use
of radio by the public, Most highly publicized probably, is television,
The engineering of telovision transmission and rocoption has now pro=
gressod tO & paint where vory satisfactory pictures esn be roproducod
in tho Homo, While furthor improvoment IS nocded and will undoubtodly
be made, television at its present state of development could be used
by the publie with considerable Satisfaction* To date, no television
receivers have been made available tO the general public,

A number -of factors suoh as standardization of frequency
bands, line and frame frequency, ete., determine the ultimato sot dew
sign and must be universally agrecd upon by tho various manufacturers
to prevent lator obsolescence of equipment., This fact, together with
the necessity for reduction in sost of both receiving and transmitting
equipment, has convinced those responsible for its development that
television IS not ready for general uee,

Pacsimile, tho transmission of single pictures by wire or
radio, has progressed to an advanced stage and has been used to a very
groat extent over tho past fow yoars in tho transmission of pieturos
for newspaper use with which wo arc alb femiliar, Thoere IS every in-
dication that sueh transmission by radio for recepbion in tho heme will
soon come iNtO genoral Uuso, Tho dogroe of definition possible in pice
ture transmission is limited only by tho cost of the transmitting and
receiving apparatus, and even with moderately priced squipment, very
satisfactory piotures can be transmitted,

The inereased use of high frequency for radio transmission
has opened up a new field of serviee for broadcasting, The sowoalled
inbornational broadeast on the mediumehigh frequencies has boen in
somewhat general usa for several yesrs and has undoubtedly contributed
groatly both te international understanding and in giving radio servico
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to many losalities which were withoubt normal broadcast service, The
use of so=called ultra=high frequencies for local broadcasting promises
to meke facilities available for much needed additional broadeasting.
Since these frequencies, by their general nature, do not travel te any
great distance, it is possible to duplicabe such a servies on the same
frequencics in a great number of localities, The further use of the
ultrashigh frequencies will undoubtedly result in the wider use of

radio broadcast for many special services such as edusational broadcast-
ing.

The past few years have witnessed a greabt increase in the use
of so-called relay broadcasting, where a radio channel outside the
broadéast band iS used tO carry a program from some relabively inacces=-
gible, remote paint to the studio for transmission over a regular
broadeasting station. This service has made available to the radio
audience a great number of broadeasts of public inbterest originating
at points where either the total inaccessibility of wire services or
tho prohibitive cost oOf this service would have precluded tho broad-
casting of such a feature,

The improvement in teechnical standards of fidelity, both in
transmission and in reception has undoubtedly made radio broadcasting
a much mare acoeptable medium for the reproduetion of good music,
While the present receiving equipment used by the average listener
st1ll falls far short of satisfastory reproduction espeoially in the
case Of symphonie MUSIC, we have every reason to believe that further
improvements will be fortheoming in receiving sets which will still
further enhanse the value Of this medium for the proper enjoyment of
good music that i s not aveilablo to that audienee by other moans,

In general, these new developments will meke possible the
usa of high freéquency chammels by school control systems over a small
area; and aJso, with the advent of visual elements in radio transmis-
sion, it is entirely possible that the pages of text books, msps and
charts, pictures of an opening session of congress, all will be prac-
tically achieved. The erd result will be a further vitelization of
the supplementary influenges of eduoation and the introduction of now
and genuinely exeiting teaching additions into the elassrooms. The
world in reality, both through sound =nd sight, will be brought to the
smallest school house IN the bhackwoods,
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SAMPLE PACES FROM A TYPICAL RADIO SCRIPT

TITLE: “Pages of Americen Hisbory" Station K § T P
SPONSOR: University of Mimnesota Program NO, 14
DATE: January 28, 1935 b jects Erie Canal
TIME: 5:00 - 5:15 P,M, Author: Harriet Premack

G ST.  Announcep
Narrator
Mrs, James Brisbane
Joseph Ellicott
Governor DeWitt Clinton
Commissioner Seymour
Gensral Porter
Judge Wilkinson
Henry Lovejoy
First Commissioner
Second Commissioner

MUSIC: Introduction to "Americen Fantasie" (Herbert) (Theme)
Scherzo ~ "Now World Symphony™ (Dvorak)
The Mill (Reff)
Danee of the Harpies - "Atonement of Pan" (Hadley)
Rustle of Spring (Sinding)
Rustic Danoe (Traditional)
Perpetual Motion (Strauss)
The Deluge (Saint-Saens )

SOUND BFFECTS Slow trot of horses om forest trail
Gallop of horses
Applause - fifty people in small hall
Large group of men Calking
Shout of assent « two hundred men
Heavy roar of river rapids
Pounding on door
Confused voices « large, mixed group
Blare of trumpebs
Pouring water from. a keg
Applause - audlence in large hall

ARCDUCTION  DIRECTOR:
SOUND EFFECTS DIRECTOR:
CONTINUITY EDITOR:
MUSICAL DIRECTOR:
DRAMATIC DSRECIOR
CONTROL OPERATOR:

(Sample seript continued on next page)
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"Pages of American History"
Nos 14 « Papge 2 '

ANNOUNCER:

1.

ORGAN:

NARRATOR:

2e

ORGAN:

"Pages Of American History"t This is the fourteenth in a
series of programs presented for young people Of high school
ago by X S T P, with the cooperation of the University of
Minnesota, through tho University Theatre,
THEME ~ INTRODUCTJON TO "AMERICAN FANTASIE® {(HERBERT)

(MUSIC FORIE TO END OF THEME AND CUT)
History is the story of man, the story of real men and real
warmen i n real adventures, As we have already lesrned, Some-
times it is the story of warriors or of explorers Or of
statesmen, and sometimes it is tho story of builders;
engineers and invenbors and scientists who have dreamed Of
new ways in whieh to meke this a better world, Today the
Pages of Ameriean History open to the story of the building
of' the Erie Canal, (MUSIC CUE) Iast week we learned. of
the Was of 1812, This time letts go back to a few years
earlier « to the year 1802, Joseph Ellicott, an engineer,
and a friend, Mrs, James Brisbane, are riding horseback

through a quiet lane in a New York forest,

(Muszc UP AND OUT)

SOUND OF HORSES AT A SIOW WAIK THROVGH FOREST: HOLD IN BACK

MRS BRISBANE
Have YOU ever scen anytbhing more beautiful - thesc tall

trees, and tho lake thore through the leaves, Mr. Ellicott?
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"Pages Of American History™
No 14 « Page 3
ELLICOTT
Never}y |t makes me even more certain that | an right, A
elby must arise here}
MRS, BRISBANE
It would be a beautiful city,
ELLICOIT
It shall bet (WITH GREAT DETERMINATION) I*ll start on the
plans tomorrow}
MRS, BRISBANE
But how 0o you know = how = I mesen - you must have people
vo live in a eity.
ELLJCOTT
They will floek here, Look - there, on that wooded hill -
that is where | shall build my house}
MRS+ BRISBANE
(WITH A GAY ILAUGH) You are looking far into the future,

Mr, Ellicott.

NOTE: The above exeerpt from a seript which wes presented by K 8 T P in 1935
serves to indioate a practical form to ke Fallowed by tho radio writer. Tha
list of characters in tho dialogue, musioal selections, and sound effeets on
the opening page assists the production staff in preparing the program for
rehearsal, Space is allowed for weiting in the name of each player after the
part to whieh he has been assigned* Eaoh member Of the produetion staff signs
his name at the bottom Of the opening page on the original copy in %hespaces
indieated for future referenco, 0 page two, the first musical oue indicates
that the theme iS to bs played t0o the econclusion of the selseted passage,

when, the music i s to end For the narratorts opening remarks. Tho words, "Musio
Cue™, in tho narratorts introduction indicate that the second selection, tho
musical "bridge" or interlude, is tO0 start at that point, in the background, as
the narrator continues without interruption., A wide margin is left to permit
notations by the production steff or members of the cast, Every direction for
music, sound effect, announcements, or dialogue is ecarefully indiceted to in-
sure a good performences Rehearsals will bring out added directions which may
be penciled in by those concerned as they occur. During final rehearsals, the
¢lapsed time must be carefully recorded in the margin at regular intervals for
laber reference during the actual broadcast,



PRODUCTION SIGNAIS

During rehearsals, and especially during the broadoast, the production
direetor, the control operator, or other members of the staff frequently use
a "sign language® of their owm to indieate their instructions to the cast,

To avoid the disturbing impression that an epidemic of lunacy has suddenly
descended on the staff, it is well for tha amatour to know the meaning of tho
most commonly used signals,

Lowering the hand, pal mdownward, indicates a decrease in volume., If it
is to be louder, the hand is raised, palm upward, Lowering the hand also in-
dicates a "fade", when the music, voice, or sound effeet, after starting at
full volume, IS to sontinue sofbly in the background,

A rapid circular motion with the index finger or entirc hand indicates
that the program is running slow and that a faster tempo IS required. Draw-
ing the hands apart slowly in a "stretehing" motion indieates "slow down",

Pushing the hand away from the body, palm outward, is the signal to
move away from tho microphons, Drawing the hand towards the body, palm in-
ward, is an order t0 move closer to tho microphone,

Drawing the index finger across the Chroat in. a eutting motion is an or-
der to “out" or stop. It may mean Co stop the rehearsal or 4o take out a
sound effect, It may also mean tO end amusical selection Or to turn off a
particular microphone, A "chopping®™ motion with the hand and foreerm also
indieates a “eut".

If a musical number IS t0 fade out gradually and and, the hands are
lowered, palms down, and then spread apart,

Touching tho tip of the nose with tho index finger indicates "all's
well" as Far as timing i s eoncerned, that tho rehearsal or broadoast at a
particular point in the program IS running on schedule, The program that
ends “on the nose" has ended exactly on time,

Raising the hand and holding it, palm outward, resembling a salute, is
the signal Lo "stand by" as the program is about to begin, Dropping the hand
suddenly from the "stand by" position means to "take it away", i. @+, to be-
gin the broadcast or rehearsals -

In an audition or broadoast, when timing is of the utmost importance,
the production director or control operator frequently indieates tho time
remaining before the program must end by raising the proper number of fingers.
Three fingers raised indicates that the program must end in three minubes.,
Helfeminutes are indicated by crossed fingers.

If the production direector or control, operator raises his hand and forms
a cirele with the thumb and index fiuger, especially at the end of a broad-
oast, the signal indicates that the program was perfect. In Cha days of the.
Romen gladiator, the emperor raised his thumb for the same purpose, To0 Nero's
talents as firebug and fiddler, we might perhaps add those of the radio pro-
duotion director. .
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AFTERTHOUGHT

We have presented in the preceding pages only
a brief sketeh of radio production methods as ap-
plied to the educational broadcast, There IS much
that has been left unsaid, but we e¢an only refer
you again to the Bibliography, whioh in itself
reprosents but a vary small portion of the many
books that have been written for the person inter=
ested in radio, Ths 0ffice of Education of the
United States Department of the Interior has es-
tablished an Educational Radio Seript Exchange,
available free of charge to all educational institu-
tions, Copies of sample scripts, whioh aro avail-
able for production on the air by educational ine
stitutions only, my be secured gratis through the
Exchange. Radio has its speeial vosabulary and many
othar interesting and important problems which could.
not be covered in the present manual, The Variety
Radio Directory for 1937, published by Variety May- o
azine, the radio excoubiveis "Bible", contains a
remarkably complote survey of tho 'broadcasting indus-
try, and it should be read by everyone Wo is con-
cerned With broadeasting in any of its phases. 1%
i s hoped that the Conference on Educational Broad-
casting mey become an anmual meeting for it is only
through the exchange of problems and ldeas and through
the constant experimentation 1IN techniques that edu-
cational broadeasting mey reach its highest degree
of effectiveness. In offering this manual, therefore,
we hope that the suggestions we have made will lead
to further study and practice in the immensely im-
portant field of edueation by radio, and it should
be emphasized that this breadeasting sStation stands
ready at all times to assist the educator in develop-
ing a betber progream.

Thomss p, Rishworth
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