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Preface 

, Broadcasting plays an important part in the communication process which is 
essential to development, for it is concerned with the transmission and use of 
knowledge and information which bring greater numbers of the society into 
the mainstream of national Me. Particularly since the introduction of the 
mass-produced transistor, opportunities for communicating with vast new 
audiences-the great majority of people without whose involvement (devel- 
opment’ is not possible-have been multiplied many thousand times. The 
problems connected with the operation of radio stations in developing coun- 
tries however are not solely technological. The best transmitting equipment, 
the finest broadcasting studios, render no service if they are not staffed ade- 
quately by qualified engineers, technicians, journalists and producers. The 
training of radio personnel therefore is a real necessity. 

Over the years, Unesco has tried to help African States gradually solve 
their problems of training radio staff. While fellowships are being awarded for 
studies abroad, it is now generally recognized that training and particularly 
basic training should be provided within the countries concerned. Local train- 
ing, however, is handicapped by the lack of a suitable training manual, as has 
so often been pointed out by specialists in the field. It is to these that the pre- 
sent book is expected to be of the greatest help, while their students may also 
fmd it useful. It is an attempt to provide a manual on radio production which 
reflects the special circumstances and requirements of training in developing 
countries. 

The author, Richard Aspinall, has worked as a broadcasting instructor in 
Africa for many years and is now (1970) a radio training specialist at the 
Institute of Communication, University of Lagos (Nigeria). 

The manual was commissioned following an Africa-wide study of 
broadcasting training needs and resources made on behalf of Unesco by two 
African radio and television professionals, Francis Bebey (Cameroon) and 
Alex Quarmyne (Ghana). Their report guided its approach and it has been 
scrutinized by them. Responsibility for the presentation and the views 
expressed rests with Mr. Aspinall. 

While the background is Africa and the manual is primarily designed for 
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radio instructors in that continent, it is hoped that the approach will com- 
mend itselfto instructors and students in other parts of the world where radio 
is the prime medium of mass communication and a basic tool of development. 



How to use this book 

This book is intended to serve a number of purposes: 
For those concerned in management, it provides ideas about the use of radio 

in Africa and a guide to the development of staff and staff training pro- 
grammes. 

For instructors and training officers, it offers source material for lectures and 
demonstrations and help in working out training projects. In the early 
chapters many questions are raised which can be used as the basis of 
class discussions. Discussion of ideas is valuable: it stimulates thinking 
and gives the instructor a chance to find out whether his ideas are getting 
through. 

For senior producers who may have trainees to supervise but little time to 
spend with them, this book may provide what is needed for assignment 
work. It will be useful also for working broadcasters with little or no 
access to training facilities and for students of broadcasting it provides a 
course manual. 

Outside contributors interested in radio, teachers and discussion group lead- 
ers can learn from it something about how radio and radio programming 
works. 

If you are a student of broadcasting, we suggest that you form the habit of 
keeping notebooks. Keep one as a personal pronouncing dictionary in which 
you can enter new words as you learn their pronunciations and one as a 
translation dictionary for translating ideas into your own language. A third 
should be kept as an ideas and notes file-over the years this will become 
a valuable source of material for future broadcasts. 
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Part I What is broadcasting all about? 



I The beginning and growth of radio 

Incident at sea 

For most of the ship’s crew it was like any other day at sea. Routine duties on 
the long haul across the watery wilderness of the North Atlantic. 

In the wireless cabin aft of the wheel-house, a stuffy cabin heavy with the 
acrid smells of battery acid and electric sparks, a young m a n  sat writing out a 
fair copy of the shipping and weather information he had just received. H e  
still wore his headphones although the regular transmission had closed some 
minutes ago. For him too it was a routine day. But suddenly there was a 
crackle in his headphones and a man’s voice began speaking. The young oper- 
ator dropped his pencil in his excitement. A voice by wireless? Incredible! 
But there was more to come. W h e n  the voice stopped speaking a violin started 
playing. The young man could hardly believe his ears. All he had ever heard 
before had been the rhythmical stutter of the dots and dashes of the morse 
code. 

That young man was one of the very few listeners, all of them wireless 
operators at sea, to hear the first broadcast of entertainment ever made. It 
came from a transmitter on the American coast several hundred miles away, 
Some operator there had connected a telephone to his sending equipment and 
arranged a short programme. Whether he did this for fun or as a serious 
experiment w e  do not know, but his action certainly foreshadowed the birth 
of broadcasting. 

Wireless telegraphy-that is wireless communication in coded pulses- 
was then in its infancy. It had been invented not long before by the Italian, 
Guglielmo Marconi. It was used at the time only for the point-to-point 
exchange of messages between ships at sea and the shore. 

Backgrmnd to the incident atsea 

Marconi was one of the many inventors and scientists whose work during the 
nineteenth century brought about a revolution in communications. It was 
a tremendously inventive century-the locomotive, the telegraph and 
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telephone, photography and moving pictures, the motor car and the aero- 
plane, the gramophone and magnetic recording, radio and even the picture 
tube on which w e  see television today all had their beginnings in that time. 

The names of several of the pioneers have entered the folklore of modern 
electronics and are in daily use in every radio workshop: the Frenchman, 
AmPGre; the Americans, Bell (the deciBeZ) and Morse; the British, Faraday 
and Watt; the Germans, Hertz and Ohm; and the Italian, Volta. The works of 
these men in science and technology have helped to make life richer for all of 
us, and in broadcasting we owe them a special debt. 

The development of the technical means of broadcasting came about as a 
result of the drive throughout the nineteenth century to solve some of the 
problems arising from the Industrial Revolution. The great expansion of 
manufacturing which followed it had created a hunger for more and more raw 
materials, wider markets, and faster methods of exchanging commercial infor- 
mation. The traditional techniques of communication were outmoded. The 
horse and cart could no longer carry the heavy burden of industry and the 
message runner could not keep up with the times. 

There were attractive profits to be made by the men who could be kst 
to solve some of these problems. Early in the nineteenth century many 
attempts were made to use the newly discovered phenomenon of electricity 
for cross-country signalling. A museum-full of oddities was invented but the 
most practical means was devised by Samuel Morse in 1835 using interrupted 
pulses of electricity in the form of a code. The idea rapidly took hold and in a 
very few years networks of telegraph wires on wooden poles spread across 
Europe, America and India. Soon cables were laid under the sea, even across 
the great width of the Atlantic Ocean. Great and costly quantities of wire 
cable were used. Then came more poles and more wire as the telephone 
made its appearance. 

As the wired web of the telegraph spread farther and farther afield 
another idea excited the minds of the experimenters, wire-less telegraphy and 
telephony. Signals were sent through the waters of rivers and the earth itself 
but they failed to travel any great distance. Slowly the idea developed of 
using the air, aerial telegraphy. Towards the end of the century the thought 
occupied many scientists and experimenters but it was the young Marconi, at 
the age of 22, who proved that it was practical. In 1896 he sent his first wire- 
less message and he soon convinced hard-headed naval officers and merchant 
shipowners in Britain that it could work over long distances. As the new 
century opened he sent the morse letter %’ (. . .) across the 3,000 miles of the 
Atlantic-convincing proof, if any were needed, of the worth of aerial tele- 
graphy. In 1907 researchers in America and Germany showed that radio 
waves could be made to carry speech and other sounds, so paving the way to 
radio telephony and with it the possibility of broadcasting. 



The beginning and growth of radio 

The beginning of radio 
The use of wireless for popular broadcasting was a consequence of the world 
war of 1914-18. The fighting services needed improved equipment and large 
numbers of wireless operators; hundreds of thousands of men were trained 
in wireless signalling. It was these men who on their return to civil life led the 
demand for broadcasting services. 

The demand was voiced against the background of greatly changed 
social conditions which followed the war. The bitter experience of the first 
modern war had given the man-in-the-street a new awareness of his political 
importance. H e  learnt that he must participate more in government if he was 
to prevent a recurrence of the catastrophe and therefore he had a right to 
information. The recent appearance of popular newspapers was a sign of the 
times and it was reasonable to expect that wireless too could play a part in 
the process of mass communication. 

But the potential of broadcasting was discovered by accident. 
One day in 1916 engineers of a manufacturing company in Pittsburgh 

(United States), were conducting experimental voice transmissions when they 
decided to alternate talking with music from gramophone records. They 
found to their surprise that they had many unexpected listeners-amateurs 
who were using home-built equipment. These amateurs were so pleased by 
the music that they wrote asking for more. Regular broadcasting began not 
long afterwards. The station was later licensed as KDKA, the world’s first, 
and for several years the world’s only, broadcasting station. It is still on the 
air. 

At the end of the war ex-service signallers in many countries formed 
clubs to press for broadcasting services. They were supported by manufac- 
turers who wanted to find peacetime uses for the techniques they had learnt 
in war. Governments slowly yielded and by the early 1920s broadcasting 
began in many lands. One manufacturer described the receiver as ‘radio’s 
magic music box’-a term soon popularized as ‘radio’. 

Growth 

Early radio was very much a novelty for listeners and broadcasters alike. 
There was an element of excitement and adventure about it which even today 
marks the best of broadcasting, for radio is essentially a fun-game no matter 
how serious or important the programme material. 

The early receiving sets were bulky and difficult to tune; the loudspeaker 
had not been invented and listening was limited to headphones. The studios 
were converted offices draped with heavy curtains; there were no mixing 
panels, no magnetic microphones, no electrical pick-ups and certainly no tape 
recording. The microphones had to be shaken before use, like a bottle of 
medicine. Gramophone records were played by acoustic gramophones in 
front of an open microphone. All other performances were live. 
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One of the tasks facing early broadcasters was to popularize radio listen- 
ing and this had a great effect upon subsequent programming. Radio receivers 
were expensive-far more so than transistor sets today. If people were to be 
persuaded to buy them, the programmes needed to have a very wide popular 
appeal and so music and general entertainment were strongly featured. Talks 
and discussions were the highlights and they were prominently billed. There 
were no educational programmes nor were there programmes for special 
audiences, except sports fans. News was broadcast usually only late in the 
evening after the final editions of city newspapers had been sold because 
newspapers were the main source of news and they feared the competition of 
radio. 

But despite the difficulties radio steadily grew. As technical progress was 
made more ambitious programmes became possible; dramas, newsreels and 
documentaries began to displace much of the music. The spread of land-line 
networks and the development of long distance short-wave broadcasting were 
important advances which brought scattered and distant communities into a 
kind of radio city and exposed them to metropolitan ideas. As more and more 
people listened to radio it began to have a powerful influence on public taste 
and on the shaping of public opinion. 

These are some of the aspects of broadcasting which we shall examine as 
they are relevant to the role of broadcasting in developing countries. 

ownership and conwol 
One of the questions arising from the introduction of broadcasting was: W h o  
should own and operate such facilities? The question is pertinent even 
today in some countries where radio has now been long established. It is a 
good question for general consideration and in particular for discussion 
amongst students of broadcasting. 
Should broadcasting facilities be owned and operated directly by the State 

Should they be State-owned but their operation entrusted to professional 

Should broadcasting be a private undertaking operated for personal or cor- 

The general question was considered at length in the early days. There were 
fears that the radio-frequency spectrum would become overcrowded, leaving 
no room for military use. There was also uncertainty as to the probable social 
and political influence of radio. In the end many Werent systems were 
adopted in different parts of the world and from them have been derived most 
of the systems in use today. 

In the United States the system most favoured was private ownership 
subject to licensing and broad ‘general regulation by government. It led to a 
very rapid growth and the United States is today the most radio-conscious 
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as a department of government? 

broadcasters over w h o m  the State has no direct control? 

porate profits in a similar way to a newspaper? 
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country in the world, with one radio station for every 32,000 listeners and 
more sets than people. 

An early idea popular in Europe was user-ownership and societies and 
clubs were formed to finance and operate stations. Receiving sets tuned to 
fixed frequencies were made available to members. The system was not 
really practical as pirate listening could not be prevented. However, radio 
societies allied to approved political, religious or cultural groups still operate 
in some countries. 

But although the societies failed as a whole they did give rise to the idea 
of statutory broadcasting corporations being established by government but 
independent of it to a greater or lesser degree. T h e  system has subsequently 
been widely adopted and it works particularly well where the corporations 
are not dependent upon government for revenue. 

Outright government ownership was also popular in Europe, although 
in some cases it was vested not in the central government but in provincial 
governments. The system led to the development of inter-regional pro- 
gramme exchanges-a development later adopted by the statutory corpor- 
ations. 

In Australia and Canada where broadcasting began quite early two systems 
grew up side by side. Private stations with considerable freedom were licensed 
by government which then itself went into competition with them. There 
are variations on this system, one being that a national authority has two out- 
lets, one commercial and the other non-commercial. 

Private broadcasting generally is financed by advertising whereas the 
statutory corporation system usually collects its revenue from licence fees. 
The costs of government broadcasting are borne out of general revenue, 
licences or a combination of both. 

Many factors have shaped each country’s choice, among them national 
traditions, political objectives and the amount of funds available. A more recent 
factor in developing countries has been the part assigned to broadcasting in 
the attainment of national objectives; this has weighed heavily in favour of a 
single authority integrating its programmes with other activities of govern- 
ment. 

Another aspect of the relation of broadcasting to government is inter- 
national. As broadcasting stations multiplied, some regional and international 
agreements were necessary to reduce the incidence of interference. The world 
body concerned with this is the International Telecommunication Union. 
There are also a number of regional and other groups concerned with pro- 
gramme exchange and general co-operation: the Asian Broadcasting Union, 
the Union African National Radio and Television Organizations, the Euro- 
pean Broadcasting Union and the International Organization of Radio and 
Television (Eastern Europe). 
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Projects-class discussion 

This chapter has given a broad outline of the general background of broad- 
casting. It can be used in several aspects of staff training. The following are 
discussion topics: 
I. Broadcasting began in industrial countries at a time when the man-in-the- 

street wanted to have a larger share in government. Is this true to any 
extent of the beginning of radio in your own country? 
There are several systems of ownership and control of broadcasting. 
What are their relative merits? Which is likely to lead to the most 
effective broadcasting? 
Do you agree with the statement that broadcasting is essentially a ‘fun- 
game’? 

2. 

3. 

Action projects 

These can be used as a later basis for talks exercises: 
I. Find out what you can about the beginnings of broadcasting in your 

own country. What kind of service did it offer? What were its early 
programmes and hours of transmission? What audience did it serve? 
H o w  was it and is it related to government? What international and 
regional groups does it belong to, and what are the functions of these 

W h a t  do you know of the work and the times of the scientists and experi- 
menters mentioned in this chapter? 

groups? 
2. 
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2 Mass communication 

Radio broadcasting is one of several means of getting a message to a large 
number of people at the same time. This kind of communication is called 
mass communication, and radio, television, the cinema and newspapers are 
known as mass communication media. 

The mass communication media are important to modern social pro- 
cesses; they bring public issues before wider forums than they can be reach- 
ed by public meetings or through parliaments. They help to broaden our 
enjoyment of life and further our knowledge and understanding of things 
about us, and by bringing us information they help to stimulateindividual and 
group action. In developing countries they have a significant role to play in 
speeding the process of social change. 

In terms of general availability radio is the leading medium of mass 
communication. In much of the world, including most Asian and African 
countries, there are more radio sets than copies of daily newspapers, television 
sets or cinema seats. Radio has the further advantage of being comparatively 
inexpensive to operate once the initial capital outlay has been made for 
transmitters and receivers. 

But, like all the mass media, radio has strengths and weaknesses. It is 
important to understand what these are if we are to make the most effective 
use of it. 

Radio-its strengths 

In a sense radio is universal. It can leap across distances and jump the barriers 
of illiteracy. W e  do not have to live close to a city to enjoy its benefits nor do 
w e  need to be able to read to understand it. We need not even speak the 
language to enjoy music by radio. 

It has an immediacy which other media do not have to quite the same 
degree. Not only can it bring us today’s news today, but today’s news while 
it is happening. This characteristic it shares with television although the stag- 
ing of a television news bulletin or the setting up of a television outside 
broadcast takes longer, Where the technical facilities exist radio can also talk 
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with its listeners by telephone, thus putting members of an audience in touch 
with one another. 

Radio is flexible. A scheduled programme can be dropped at short notice 
and replaced with something more topical or more urgent. 

These are radio’s principal strengths. It is universal, immediate, flexible 
and can be programmed comparatively inexpensively. 

Radioits weaknesses 

But radio is dependent upon sound alone. Unfortunately what w e  only hear 
usually has less impact upon us than what w e  both hear and see. 

Because radio is a sound-only medium we must be able to hear 
accurately and well if we are to profit from it. The language used must be 
within the listeners’ understanding and the signal must be reliable and clear. 

The quality of sound in the studio and at the receiver must be of the 
highest. Poor quality sound, muffled, distorted or confused, can tire listeners 
and lead to loss of interest. This is not just a technical consideration to 
be left to engineers; it concerns the producer as well, and the conscientious 
producer gives consideration to the conditions in which his programme 
is likely to be heard. A schools broadcast, for example, can be lost on child- 
ren if the signal is hard to hear or if the schoolroom produces echoes or 
when it rains on an iron roof. 

The other weakness of radio is that its messages are passing. If we fail to 
get the message the first time then the chances are w e  shall miss it altogether. 
W e  can read a newspaper or a book several times and we can go back to the 
cinema but, if w e  have missed a broadcast or failed to understand, it’s 
unlikely that we’ll have a second chance. 

Turning weakness into strength 
Sounds heard and overheard-provided they are interesting or provoking- 
can excite curiosity and stimulate the imagination to a very high degree. 
Story-tellers and troubadours the world over have known this for a very long 
time. By stimulating curiosity and imagination as spurs to learning radio can 
give good support to certain educational projects. The curiosity which sound 
excites accounts for the success of radio drama, whether the commonplace 
serial or the poetic drama of fine words and music. 

Although sound-only appears at ht to be a weakness there is much to 
be said in its favour. W e  are inclined to regard the things w e  hear only with 
far greater detachment than the things w e  both hear and see. W e  become less 
emotionally involved with radio than when w e  are watching television or films 
both of which can absorb us completely and often without stimulating 
thought. Again, while listening to the radio w e  can do other things. A radio 
discussion followed by music creates favourable conditions for family or 
group discussion of the theme of the programme: this is not true of the cinema 
and seldom of television. 
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So the radio link between broadcaster and audience may not be as weak 
as it at first appears. And it can be made much stronger by encouraging in 
listeners the habit of listening. 

Radio lends itself extremely well to habit listening-that is tuning in to 
the same station every day of the week at the same time. It is the mainspring 
of its popularity. 

Strength of personality 

Radio is above all a vehicle for projecting personality and it is through person- 
alities that it attracts and holds an audience. 

Personality is hard to define. It is an invisible quality which attracts us 
to some people more than to others. It is this kind of person that radio should 
always seek for microphone work because personalities build audiences. 

Many factors go into making a radio personality-voice, mannerisms, 
identification with the listener, the things he says and the way he says them. 
Publicity plays a part too, and once found a personality should be built up at 
every opportunity by personal public appearances on national or other import- 
ant occasions, and through newspapers and magazines. 

A radio personality need not be a learned person; material can always be 
prepared and written for him by others. If he has the kind of vibrant person- 
ality which attracts people, that is all that is needed; the rest is in the hands 
of his producer. 

Good personalities heard throughout the day in every phase of pro- 
gramme activity give a station a personality of its own and help win and hold 
audiences for the more serious business of broadcasting. 

Station image 

The personality of a station is sometimes referred to as its image. It is the 
responsibility of the programme manager, p!ogramme controller or director 
of programmes-whatever his title-to design and build the station image. 

This image, like human personality, is the s u m  total of many things and 
equally hard to define. The kind of music a station plays, the over-all quality 
of its sound, its general programming, its integrity in news reporting, its 
approach to its audience, its identification with its listeners and the micro- 
phone personalities it uses are all part of the station’s image. 

It is important for public service broadcasters in developing countries to 
understand the value of a station’s image. Failure to develop a good station 
image can account for the popularity of foreign stations and the sizeable 
inroads they make on local audiences. Only when a station has developed a 
popular image can it start tackling general social problems and begin to play 
a leading role in national development. 

Something needs to be said here about the over-use of outside contri- 
butors who may be little known beyond their own professional circles. They 
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may be worthy men or women who have much to contribute to the general 
good, but unless they are personalities in themselves who can do something 
to build a station’s image they may cost more listeners than they win. 
The erudite approach which they are inclined to adopt may not be the best 
method of contributing their ideas; they may communicate more effectively 
if their ideas are projected through established popular station personalities. 

Similarly, minority programmes broadcast during mass listening times 
may damage the all-round station image. The minority programme catering 
to specialized sophisticated audiences is a luxury which can only be afforded 
by broadcasting organizations having control over more than one outlet. 
Through careful planning, however, some of this material can be fitted into 
general programming without damaging the station image. 

The importance of personalities and the station image cannot be too 
strongly stressed. It is through the use of personalities that radio can gain the 
large audience without which it cannot claim to be a true medium of mass 
communication. Once established with its listeners, a station can begin to 
lead them into educational and specialist programming. 

Radio and its audience 

The more we know about an audience the better we are able to serve it. It is 
essential in good broadcasting to know exactly for w h o m  each programme is 
intended. W e  must know the size of the audience, the listeners’ attitudes and 
general outlook, what they think and feel, where they live, and perhaps even 
how much they earn, before w e  can begin to make programmes which will 
satisfy their needs. 

Audience research is a specialized branch of broadcasting, but every 
programme maker needs to know something about his audience and the 
audience reaction to his programmes. Without this kind of information he 
may waste time and money and also fail in his primary purpose of communi- 
cation. 

There are well-established techniques for audience surveying but they 
are for the most part beyond the economic capability of a developing country. 
They are of two kinds: quantitative surveys and qualitative surveys. 

The quantitative survey sets out to determine how many sets are tuned in 
to a particular station at various hours throughout the day each day of the 
week. It gives statistical information in percentages of sets in use, and it 
indicates the relative popularity of a station and its various programmes. 
These surveys are expensive and therefore rare in developing countries, 
although some have been conducted by foreign broadcasters and advertising 
agencies who have special interests in the relative popularity of various media. 

On the other hand the qualitative survey, which tells something about 
how a programme is being accepted by its audience, can be done in a realistic 
way on a modest scale. 

Qualitative surveying of a kind takes place whenever we are given an 
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opinion on a programme through a letter from a listener or face to face, 
although we should beware of the opinions of friends who try to please us! 

The basic technique of the qualitative survey is to organize listening 
panels representing listeners who have common interests in, say, music, 
drama, talks, news and so forth, and who come from widely differing cultural, 
educational, social and economic backgrounds. The panels may be paper- 
panels answering reply-paid questionnaires or they may be flesh-and-blood 
panels visited by station liaison staff. By polling these panels from time to time 
on specific programmes w e  can learn much about the audience reaction to 
them and whether or not the message is getting through. 

This type of survey began with listeners’ clubs set up in connexion with 
children’s and women’s programmes. Members were given inexpensive 
badges or illuminated certificates to encourage them to join and, incidentally, 
to advertise radio. Such surveys are still useful where stations cater for orga- 
nized groups of listeners, for example teachers and radio rural f0rums.l 

Qualitative surveys organized in conjunction with universities make good 
projects for students in several faculties. The preparation of questionnaires 
requires great skill in order to uncover the information really desired. 

A useful and inexpensive way of learning something about the audience 
and its response to programmes is through the ‘listeners’ letters’ type of pro- 
gramme. A provocative programme of this kind handled by a leading station 
personality who solicits opinions about programmes can reveal useful infor- 
mation. A careful analysis of the letters will bring to light many facts about 
their authors-educational and ethnic background, sex, age, community 
standing; place of residence in addition to their reactions to programmes. 
Sampling of this kind must be accepted for what it is, namely the response of 
literate listeners only who can afford to pay the postage and are interested 
enough to write-but even this is better than nothing. ,- 

Projects-class discussion 
In this chapter it has been said that radio is above all a vehicle for projecting 
personality. Emphasis has been given to the use of personalities and the 
general development of the personality of the station. Do you agree: 
I. That personalities should be used in every phase of programming? 
2. That a station needs: to be popular with its listeners in order to be able 

to communicate effectively with them? 

Action projects 

Fur students: Choose two stations, your own and another which you can hear 
well, and prepare short profiles of their images. Pay attention to the over- 
all sound, the prevailing character of the music they play, the appeal 

For useful questionnaires relating to rural radio forums see An African Experi- 
ment in Radio Forums for Rural Development, Paris, Unesco, 1968 (Reports and 
Papers in Mass Communication, 51). 

I. 
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which their announcers and other station personalities have for you, the 
general emphasis of their programming (talk or music, heavily public 
service or popular entertainment). If you prefer one to the other try to 
explain why. 

Fur classes: Conduct two experiments in listening to two speech programmes, 
one having good sound quality and one having poor sound quality. Try 
to determine at which point class interest tends to stray. Discuss good 
and bad sound quality with the class. 

Conduct a survey into a programme broadcast by your station. Enlist the aid 
of (a) its producer and obtain from him a clear statement regarding the 
audience for whom it is intended and any relevant material, such as let- 
ters from listeners indicating their reactions; @) your station’s propaga- 
tion engineer and have him explain transmission coverage areas-is the 
audience within the primary coverage area? As a class project prepare a 
questionnaire about the programme and have each student conduct at 
least two interviews with listeners. Analyse the results: did the pro- 
gramme succeed with its intended audience? 



3 Classification of programmes 

In the very early days of radio the hours of transmission were short-in some 
cases as little as half an hour a week!-and the programmes were almost en- 
tirely music. As the hours increased talks were added and later on the news. 
It was not until technical facilities had greatly improved and audiences had 
grown in size that the elaborate programme structure of today emerged with 
its aim to please everybody. 

The early patterns of programming were arrived at more by accident 
than design as no one had prior experience of the medium. They have had a 
profound effect on broadcasting and they continue to do so. As radio spread 
throughout the world there was a tendency to follow the patterns laid down 
by the pioneers with very little real questioning of how the medium could or 
should be used. This is in many ways unfortunate. 

Before we discuss the use of radio w e  must first classify our programmes. 
It is common practice in most broadcasting organizations to classlfy pro- 

Spoken word broadcasting, which includes talks, discussions, educa- 
tional broadcasting, programmes for special audiences (women, children, 
rural listeners), drama, documentary, magazines and news, and religious 
broadcasting. 

2. Music, which includes programmes of gramophone records, live musical 
performances of all kinds and variety entertainment. 

In recent years some broadcasting organizations have-perhaps more realisti- 
cally-reclassified their programming as entertainment and current or com- 
munity affairs. Under these newer headings there is more opportunity for the 
movement of programme staff and in consequence a better opportunity for 
the release of talent. Rigid departmentalizing of programme staff can destroy 
the initiative of the creative programme makers upon w h o m  broadcasting 
depends. 

The organization of production 
The management of programmes of all categories is under the control of a 
programme manager (sometimes styled controller or director of programmes), 

grammes under two general headings: 
I. 
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while the programmes are made under his direction by producers (sometimes 
known as directors, presentation assistants, programme or production assis- 
tants). 

The programme manager is, in effect, the chief producer of a station, as 
it is his function to draw up the general programme plan, devise programme 
policy and provide leadership for his producers and help them to find and 
develop ideas. H e  needs to be extremely well versed in programming, with 
considerable practical experience as an active producer. The programme 
manager has a number of other special assistants working for him: an officer 
concerned with budget control, another with copyright control, another with 
over-all studio management of the technical facilities of production and the 
management of announcers. 

The programme manager, his executive staE, the producers and their 
contributors, and the technical operators concerned in programme production 
all together make up the production team. 

In some kinds of programming, such as educational broadcasting to 
schools and radio club broadcasting of the rural radio forum type, the team 
may have outside supporting officers called liaison officers whose work is to 
organize listening groups and report back to the programme manager or the 
producer concerned. 

At many stations the programme manager organizes regular weekly staff 
meetings where all matters concerned with programmes are discussed; these 
meetings also give him a chance to see that programming follows the general 
policy he has laid down. They provide, too, a valuable training opportunity as 
they can be used for the auditioning and discussion of programmes. Where a 
station’s programming is closely related to the over-all national objective they 
also help to keep station staff informed. Officers of various government 
departments and commissions can be invited to address the staff on the work 
of their departments and the discussions which follow often help broad- 
casters to relate their work more closely to the over-all national plan. 

The programme structure 
Radio programmes are not broadcast haphazard but according to a programme 
plan. The plan usually covers a three-month period and is broken down into a 
daily schedule. The balance of programmes within the daily schedule, that is 
the amount of time given to various categories of programmes and the time at 
which they are broadcast, is known as the programme structure. 

The programme structure of a station and the way it is built up sets the 
station’s character or image. The amount of time it gives to music, the kind of 
music it plays, the prominence or otherwise that it gives to news and edu- 
cational broadcasting are all aspects of the programme structure of a radio 
station. 

In broad terms the usual programme structure begins the day with bright 
music and frequent news bulletins and news summaries. Around og.00 h the 
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tempo of programming slows down and the morning hours cater for women’s 
interests. News and informational material are the customary fare from 12.00 
to 15.00 h. There is then generally a lull in programming until about 17.00 h 
when programmes of interest to children are broadcast. Evening program- 
ming picks up around 18.00 or 19.00 hand schedules are heavy with production 
features until about 22.00 h when most stations begin broadcasting popular 
music until they close down. 

This is the pattern of radio programming which was set in the early 
days and is still followed to a very great extent in many countries. However, 
in countries where television has made inroads on radio’s audiences, in recent 
years many stations have dropped feature programming and increased their 
output of popular music. 

The important question, then, is whether the conventional programme 
structure is properly suited to developing countries. Are listeners’ habits 
there the same as they are or were in the older radio countries? 

When radio came to many Countries in Africa and Asia it came as a ser- 
vice to the expatriate colonial communities. The programmes broadcast and 
the programme structures closely paralleled those they had known cat home’. 
Even when the control of broadcasting passed into local hands the pro- 
gramme structures tended to remain the same, or if they did change the 
change was seldom significant. Educational schools broadcasting was some- 
times added, where a station could afford it, and the character of music 
altered with the inclusion of more national music. 

At about the time when many African Countries became independent 
another significant development occurred which has tended to change the 
whole radio situation. The transistor receiver made its appearance. Unlike 
the older valve radios the transistor set was comparatively inexpensive and it 
could operate away from a mains electricity supply. Its appearance made pos- 
sible a kind of democratization of radio listening. Whereas radio services had 
been virtually restricted to urban communities and mostly to well-to-do 
householders, the transistor brought radio services to almost everyone. 

Yet despite this markedly changed situation, on the whole programmes 
continued to be cast in their imported moulds and to cater for the more 
sophisticated urban household listener. Even today, although this class of 
urban listener is possibly in the minority, a great deal of programme time is till 
devoted to him and programme structures appear to be designed largely with 
him alone in view. 

Any original, creative approach to the use of radio in African and Asian 
countries must necessarily take into account this changed radio situation. 

The uses of radio 
Within limits radio can persuade and effectively influence large audiences, 
thereby contributing substantially to the thinking of a nation. There are many 
examples of this, some of the more beneficial being the influence of BBC radio 
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upon spoken English and the appreciation of classical music built up by 
ABC radio in Australia. 

Can this ‘power’ of radio be used to promote and support the cause of 
nation building in the developing countries? 

Experimental radio clubs (the rural radio forums) in India and Ghana 
have produced ample evidence that it can. Radio clubs formed in rural com- 
munities have laid a ground plan of action for the use of radio in the cause of 
village welfare and betterment. Programmes have been specially devised for 
them in consultation with government officers and with the clubs themselves. 
The Indian experiment showed impressive gains in knowledge and it was 
found that the forum could become an important institution in village life 
both as a decision-making body to speed up common pursuits and as a means 
of forming a broadly based village democracy. 

All the developing countries without exception are engaged in large 
undertakings in national development. They have embarked upon extensive 
education schemes and projects for rural improvement, and are establishing 
new and active medical health services, new industries. They are undergoing 
great changes with all the restlessness and social and political tensions which 
change inevitably brings. Situations are arising, therefore, in which radio 
should play an active part in speeding the process of change and making it 
understandable and acceptable. 

Thus a new and particularly African use for radio begins to emerge: 
radio harnessed to the cause of national development and reflecting it in near- 
ly every aspect of its programming. It is not the radio of the more advanced 
countries but a more vital radio of real meaning and use in the life of its 
listeners. It is not a radio that just talks about national development but parti- 
cipates in it through programmes which instruct and teach and inform from 
daybreak to well after dark. 

African peoples have long been used to receiving oral instruction. They 
have for centuries heard the village-crier, the chant of the drum and songs of 
praise. They have a traditional experience which has better prepared them 
for radio than almost any other people in recent times. Effective programming 
should take into account the traditional techniques of communication in 
Africa and apply them to m o d e m  radio. In applying both the old and the new 
techniques radio has an outstanding use in Africa. 
It remains only to seek out the real needs of listeners and to identify which 

aspects of national developmental planning are related to those needs; then 
both factors must be borne in mind in radio programming. This means devel- 
oping a closely integrated pattern of programming whereby radio becomes 
the handmaiden of social welfare. 

The responsibi1ity:of the broadcaster 

Programme managers and producers in Africa face a tremendous challenge. 
The skilled broadcaster, well trained in his craft, can make a sigmlicant 

28 



Classijication of programmes 

contribution to the development of his nation. H e  needs only to ask himself, 
at each stage of his programme work, how can I use radio in the best national 
interest? 

In answering this question at his work he will really discover what broad- 
casting is aU about. 

Action projects 
I. Classify the programmes of your station by name in the two categories 

given in this chapter, then re-classify them under the other two headings 
of entertainment and community affairs. 
Draw a tree showing the programme organization of your station. 
Explain in a few short lines why you took up broadcasting as a career. 

2. 

3. 

Discussion project 
I. Analyse the programme structure of your station and discuss with the 

class whether or not it is suitable to the habits of your listeners, and 
whether or not it is designed to meet their real needs. Could you 
design a more suitable structure? W h a t  new programmes would you 
put into it which are not there now? 
What do you think of the idea of integrating the work of your station 
with the work of government departments concerned with social wel- 
fare? Can this be done without loss of independence for the broad- 
caster? 

2. 



Part I1 Technical facilities 



4 The broadcast chain 

Radio programme making is unavoidably a technical craft. It calls for a spe- 
cial way of developing ideas, a special approach to writing and a technique 
for translating ideas and scripts into workable radio terms. Familiarity with 
the technical facilities for production and knowledge of their operation is an 
essential part of the training of a radio producer. This is particularly neces- 
sary for more complex production work or where senior technical staff is 
scarce, as is often the case on small stations and in developing countries. 

Before examining the facilities for production we must understand in 
outline the process of programme transmission. 

When w e  speak or strike a drum or make any kind of sound w e  cause the 
air about us to vibrate and a series of invisible waves of energy is set up. 
These waves are made by the vibration of our vocal cords or the skin of the 
drum or the vibration of whatever is making the sound. If it is a low-pitched 
sound, then the vibrations are slow; if it is high-pitched the vibrations are 
fast. The word (frequency’ is used to describe the speed of the vibrations 
which is measured in cycles per second, also called Hertz. The terms kilo- 
cycles or kiloHertz and megacycles or megaHertz are used for thousands and 
millions of cycles per second. 

There is an exact relationship between the speed of vibration or fre- 
quency and the length of the pressure wave which it produces. You can 
demonstrate this for yourselfthe next time you shave or wash. Gently paddle 
a finger in the hand-basin and watch the ripples on the surface of the water. 
By paddling slowly you set up widely spaced long waves, measuring from 
crest to crest, while by paddling rapidly the spaces between the ripples 
become less and the wavelengths shorter. 

When we speak before a microphone the energy of the sound or acoustic 
wave acts upon it to produce an alternating current of electrical energy. This 
current has very little pressure, therefore its voltage is raised by amplifiers in 
the control room. It then passes as an electric current, alternating at the fre- 
quency of the sound waves, along telephone wires to the transmitter. 

At the transmitter, high-powered oscillators produce steady waves of 
radio energy and send them into the aerial system. These radio waves have 
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high frequencies ranging from 150 kiloHertz to IOO megaHertz; the choice of 
fiequency, and therefore the wavelength of the station in metres is determined 
by the purpose which the station serves. The lower frequency long and 
medium waves are used where the broadcast has to travel only a few hundred 
miles while higher frequency short and ultra-short waves are used where it 
has to travel several hundreds or thousands of miles. 

The transmitter is equipped to marry the electrical current from the 
control room with the high-frequency oscillations of the radio waves. In this 
process the audio signals from the studio microphone modulate (or vary the 
shape) of the radio carrier. It is rather like sealing a letter in an envelope-the 
audio signal being the letter while the radio carrier is the envelope. The 
transmitter engineers have to be constantly on their guard to protect the shape 
of the envelope by conaolling the level or intensity of the audio modulating 
signal otherwise the sound quality becomes distorted and the transmitting 
equipment can be damaged. 

Radio waves travel at the speed of light, that is 300 million metres per 
second (about 186,000 miles). The wavelength of a station is arrived at by 
dividing the speed of propagation by the frequency of the transmitter. It is 
usual to state frequency in kilocycles and so reduce the propagation speed to 
300,000.~ If we divide 300,000 m by 4,900 kHz (this is the same as dividing 
300,000,000 by 4,goo,ooo Hz) we arrive at the approximate figure of 61 m 
-thus the announcer says: ‘We are broadcasting at a frequency of 4,900 kilo- 
Hertz in the 61-metre band.’ With a known frequency it is always possible to 
calculate wavelength and vice versa. 

W h e n  you tune in a radio signal you are adjusting the aerial system to 
resonate in sympathy with the frequency of the selected transmitter. The cir- 
cuit of your receiver then extracts the audio message from the envelope of the 
radio carrier and amplifies it to drive the loudspeaker thus producing acoustic 
pressure waves theoretically identical with those produced in the studio. 

The sequence of steps from microphone to receiver is spoken of as the 
broadcast chain. A comparatively detailed knowledge of the studio and con- 
trol-room elements of this chain is essential for technical operators and is also 
of great advantage to producers. These subjects are treated in the next two 
chapters. 

Metre bands-their uses 

The radio frequencies used for broadcasting are only a part of the whole elec- 
tromagnetic spectrum which embraces radio and electric waves, heat, light 
and X-rays, and has wavelengths varying from over a mile in length to one 
millionth of a millionth of an inch. The radio broadcasting frequencies are 
divided into metre bands and each band has its own particular use. 

I. 
300,000 . T h e  formula is: Wavelength in metres = Frequency in lrHz 
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Purpose Band name Frequency Wavelength 

Medium-range Medium wave 525-1,605 kHz 571-187 m 
domestic 
broadcasting 

tropical broadcast band 
broadcasting 

long-range 
broadcasting 

Medium-range Tropical 2.3-5.06 mHz 120-60 m 

World-wide Short wave 3.9-26.1 mHz 75-11 m 

In Europe and northern Asia the long-wave band at frequencies of 150 to 
285 kHz is also in use. It is not practical in tropical zones. 

There are also very-high frequencies (VHF) and ultra-high frequencies 
(UHF) of transmission used for television, high-quality frequency-modulated 
(FM) sound broadcasting and communication purposes. FM sound broad- 
casting covers only very limited local areas. 

As the table above illustrates the different frequencies have different 
uses. The characteristic of propagation of a station-that is the way its radio 
waves are distributed-has a bearing on its coverage or the land area and the 
listeners that it serves. 

A note on propagation 
The radio carrier wave travels by two paths between the transmitter and the 
receiver. One path, that of the ground wave, is direct, while the other, known 
as the sky wave, is indirect. The sky wave bounces off an envelope of ionized 
gases, called the ionosphere, which surrounds the earth at a height of 
between 30 and 350 miles above our heads. 

The height of the ionosphere fluctuates throughout the hours of day and 
night due to the action of sunlight on the gases. During the day and particu- 
larly at high noon the ionosphere absorbs some of the radio energy in the 
medium-wave band, in consequence of which listeners receive only the short- 
distance direct ground wave. Listening at any great distance from the trans- 
mitter becomes difficult. 

At night the reflecting layers of the ionosphere rise and w e  receive both 
the direct ground wave over greater distances and also the indirect sky wave. 
The listening area increases. Sometimes however the two waves reach us out 
of phase and tend to cancel one another out causing fading of the signal. You 
should discuss the term <phase’ with your instructor or an engineer. 

It is useful to know the propagation characteristics of your station as an 
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aid in programming. It tells you where the signal is strongest and where it is 
weakest, and what the listener is likely to receive and not receive. It can help 
you to decide upon the most suitable programme technique to use for 
listeners in difficult reception areas. As a programme broadcaster it is your 
job to get the message through, but to do this you need to work within the 
technical realities of radio broadcasting. 

Technical operations 

In the studio the producer has the assistance of a technical operator, variously 
known as a studio manager, an audio engineer, control operator, panel opera- 
tor or programme operator. H e  is a person of some importance as he acts as a 
go-between between the producer’s programme intentions and the technicali- 
ties of broadcasting as understood by the engineer. 

The duties of a technical operator vary but in general then can be sum- 
marized as follows: 
I. To connect and balance microphones, and to adjust the volume of the 

recorded sound. 
2. T o  switch on and operate all control room equipment such as mixing- 

panels, equalizers, turntables and tape recorders. 
3. T o  set and monitor programme intensity levels. 
4. T o  act as technical liaison officer between the programme producer and 

the engineer. 
5. T o  make sound effects as required. 
6. T o  complete and transmit musical copyright control forms. 
7. T o  keep unauthorized persons out of the studio and control room areas. 
The technical operator has a highly responsible job for he is the arbiter of the 
sound quality of the programme. In this he works closely with the producer, 
who should know the technical work as well as the operator does, but in the 
event of a dispute as to the technical suitability of the programme the final 
decision can only be made by the operator. H e  is the guardian of technical 
quality and must always maintain it at the highest standard. 

Action projects 

I. Find out all you can about the technical coverage of your station and plot 
the results on a map. What areas does it serve and what is its signal 
strength in these areas by day and by night? W h a t  do you know about 
the people living in those areas-their languages, religions, their work, 
their social needs? 
List the frequencies and wavelengths used at different times of the day 
by your station or stations. 
Visit your transmitter and collect material which can later be used in 
a talks or documentary exercise. 

2. 

3. 
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The studio-suite, that is the studio and its associated control centre, is the 
workshop of broadcasting. A thorough knowledge of its characteristics and 
facilities is essential for any radio producer. 

Studio systems 
The group of studios in a broadcasting centre is known as the studio complex. 
In a simple centre it may consist of only one studio and a control booth. In a 
large broadcasting centre it will have several studios of different sizes, record- 
ing rooms, an echo chamber, a master control and switching room, and a 
quality control room. The various units of the complex are interconnected and 
can be joined together in a variety of combinations-more than one studio 
may, for instance, be used in a single production where isolation of the 
different sound elements is needed. 

There are two principal systems of operational control. 
In the continuity system all programme material, whether from an- 

other studio, or from tape, or from an outside broadcast point passes through a 
studio where an announcer and a technical operator are on continuous duty. 
In this system the announcer’s continuity studio has final control of all pro- 
gramme material before it leaves the broadcasting centre for the transmitter. 
The announcer can break in upon or interrupt a programme at any time. H e  
keeps a log of all material broadcast and comments on timing, suitability of 
content, sound quality, faults and other relevant matters. In effect he acts as 
over-all producer of the total programme output and is responsible for main- 
taining the broadcast schedule. The technical operator in the control position 
of the continuity suite selects contributing studios, pre-tests them and main- 
tains final level control. 

In the master switching system the continuity function is separated from 
announcing. It is divided between a senior programme officer, often known as 
the programme or studio supervisor, and an engineer. The supervisor is 
concerned solely with quality control and programme management. His engin- 
eering counterpart pre-tests contributing studios and pre-selects them for 
connexion to the transmission lines. 
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Studios in general 
There are several different types of studios in the larger broadcasting centres 
and each is designed and intended for a different purpose. 
The announcing studio is of small size and is equipped with a bank of turn- 

tables and suitable for announcing, news-reading, talks and record pro- 
grammes. 

The general purpose studio is furnished with a round table and chairs suitable 
for talks, discussions and is sometimes used as a dubbing suite for assem- 
bling documentaries. 

The drama stu$o is specially constructed to re-create Merent acoustic envir- 
onments and contains manual sound effects equipment. 

The music studio is of considerable size and with a principal dimension of at 
least 12 metres. 

The auditorium is built like a theatrette with raised stage and fixed seating for 
audience participation programmes. 

All studios are built according to certain acoustic principles to provide quiet 
places where different kinds of performances can take place undisturbed. 

They are constructed free of the structural walls of the buildings contain- 
ing them so that outside sounds-footsteps in passage ways, traf3ic rumble, 
the clatter of office typewriters, sounds from the control booth loudspeaker- 
will not penetrate. They are generally rectangular in shape; ceiling height, 
width and length being calculated to give the best quality of sound. The 
materials used in the construction of the internal walls have special acoustic 
properties to absorb and reflect sounds at different frequencies. 

The study of the behaviour of sound is known as acoustics and some 
knowledge of it is necessary for any producer as it determines his choice of 
studio and microphones and his placement of artists in the studio. 

The audio spectrum. In the previous chapter reference was made to vibration 
as the source of all sound. The rate of vibration was described as frequency- 
that is a count of the number of times per second that the source moves 
backwards and forwards about its position of rest. Fast vibrations make high- 
pitched sounds and slow vibrations make low-pitched sounds. The extent of 
the swing about the position of rest-called the amplitude of the swing- 
determines the loudness of the sound. 

W e  hear as a result of the pressure waves set up in the air by vibrating 
objects. These pressure waves impinge upon our ear-drums causing them to 
vibrate at the same frequency as the source and with proportionate amplitude. 
But for our ears to detect these pressure changes they have to be within a cer- 
tain range of frequencies and have sufIicient intensity. 

The range of frequencies heard by human beings is known as the audio 
spectrum and it embraces all the frequencies between about 20 and 20,000 Hz. 
The actual range of the spectrum, however, varies from one person to another. 
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Usually only young people hear sufKciently well over the entire spectrum, par- 
ticularly at its upper limit. Some animals, bats and dogs amongst them, hear 
sounds which are inaudible to human beings. 

T o  get some idea of the audio spectrum ask an engineer to demonstrate 
it with a piece of equipment called an audio signal generator. You can com- 
pare sounds made by it at certain frequencies with musical notes on the 
piano: middle C on a properly tuned piano vibrates at 261.63 Hz. 

Harmonics. The sound made by an audio signal generator will sound in tune 
with but not exactly alike its equivalent musical note. This is because a signal 
generator produces a pure note whereas natural sounds from a piano or a sing- 
ing voice or any other instrument are seldom pure. Natural sounds contain 
harmonics. 

A harmonic is a simple multiple of a fundamental frequency. The fist 
harmonic of a fundamental of 1,000 Hz is 2,000 Hz, the second harmonic is 
3,000 Hz and so on. Harmonics are made by sympathetic vibrations. In the 
case of the piano these are set up by the vibration of other strings and the 
frame and the woodwork. Harmonics in human voices occur because of 
sympathetic vibrations of the air in our mouths and nasal passages. 

The proportional intensity of harmonics to fundamentals gives a musical 
instrument or a human voice its particular characteristic. This is why in listen- 
ing to music or to people speaking w e  are able to identify the instrument or 
the person. 

In the construction of a well-designed studio, materials are used in such 
a way as to maintain the truthful relationship of harmonics to the fundamen- 
tals. If the wall panels of a studio vibrate at the harmonics of certain frequen- 
cies they make the music or speaking voice sound unnatural. This is where 
knowledge of acoustics and a good ear for sound are important to a producer 
in his choice of studio. 

Resonance. The sympathetic vibrations which occur in most materials at 
both the fundamentals and harmonics are called resonance. Loosely held stu- 
dio panelling can become particularly resonant and can ccolour’ the sound of a 
particular studio. Loose objects such as music stands, the clasps on musical 
instrument cases will all resonate at certain frequencies and it is often advis- 
able therefore to remove these from the studio during a musical perform- 
ance. 

The body of air in the studio will itself resonate at certain frequencies. 
These frequencies are determined by the distances between parallel walls, the 
floor and the ceiling. The sum total of the room resonances of a studio is 
known as the eigentone of the studio and it gives each studio its own charact- 
eristic. 

Reverberation time. Another factor which helps to give a studio its particular 
character is the reverberation time-that is the length of time which it takes 
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for the body of air in a studio to come to rest once it has been excited by a 
sound. In technical terms it is the time taken for the intensity to fall by 60 d B  
(decibels). 

The reverberation times of studios vary according to the purpose for 
which they are designed. In a good announcing or talks studio the reverberation 
time is generally between a quarter and a half of a second. A short reverbera- 
tion time makes a studio sound ‘dead’. A music studio needs to be %ve’ and 
the accepted reverberation time is usually about two-and-a-half seconds. 

In a well chosen drama studio the eigentones and reverberation times 
are likely to differ at opposite ends of the studio. One end is likely to be very 
brilliant or live while the other is likely to be dead. Curtains can be used to 
help bring about the change, to create different atmospheres in which through 
sound the illusion can be given of being indoors or out-of-doors. Where 
there are no such acoustical facilities the variation of environment can be pro- 
duced by placing microphones close to walls or in corners. 

It is a very good idea to spend quiet minutes in any studio listening 
keenly to judge its acoustics. Changes in the character of sound in dramatic 
and documentary feature programmes add interest for the listener. 

Characteristics of the octaves. An octave is an interval covered by eight notes of 
a musical scale, the beginning and the end of the scale having a frequency 
ratio of 2 : I. 

The doubling of a frequency therefore raises a musical note by one 
octave, and conversely an octave rise represents a doubling of frequency. 

For all practical purposes radio is concerned with ten octaves only. It 
is useful in music production and in studios having equalizing equipment to 
know something of the characteristics of the various octaves. 

Octave 

1st 
2nd 
3rd 
4th 
5th 

7th 
6th 

8th 

9th 
10th 

Notes in Hz 

16-32 

64-128 
128-256 

512-1 024 
I 024-2 048 
2 048-4 096 

4 096-8 192 

32-64 

256-512 

8 192-16384 

The low frequencies contained in musical bass 
and rhythm section. Accentuation of 2nd 
and 3rd reproduces piano music naturally 
but over-accentuation makes the tone rever- 
berant and offensive to music lovers. 

The middle and upper middle frequencies. 
Accentuation of the 6th and 7th gives a 
speaking voice a telephone quality and any 
length of listening leads to listener fatigue. 

The hgh frequencies. Accentuation of the 8th 
and 9th gives presence and makes a speaking 
voice sound as though it is in the room. The 
10th contains the tinkling of bells and musi- 
cal action noises. 
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Its directionalproperties. Sound travels in all directions outward from its source 
as a spherical wave. When the spherical wave-front becomes large it takes on 
the characteristics of a plane wave. The energy of a plane wave is concentrat- 
ed in one direction, it is therefore directional. Whether or not a wave-front 
is spherical or plane at a given point from the source has to do with the size of 
the source in relation to the length of the wave it is producing. 

For practical purposes it is sufficient to know that low-frequency sounds 
in studios generally retain their spherical nature whereas high-frequency 
sounds rapidly become plane waves. T o  make this into a useful statement we 
can say that low-frequency sounds tend to be non-directional while high- 
frequency sounds tend to be directional. 

This phenomenon accounts for the difficulty experienced by music pro- 
ducers in getting sufficient cpower’ out of a double bass in a jazz or high life 
band and the consequent need for closer microphone placement. The inten- 
sity of these instruments can be increased by placing them in the corner of 
the studio where the walls and floor begin to act as supplementary radiators. 

The directional nature of higher frequency sounds needs to be noted in 
radio speech work, too. These directional sounds contribute to the clarity of a 
voice, hence the need to face a microphone when speaking. 

Obstacles and reflection. When a sound wave strikes an object standing in its 
path it will be reflected by the object, the angle of reflection equalling the 
angle of incidence as with light. Where the object blocks the further passage of 
the sound an acoustic shadow occurs behind the object. The effect is known 
as the obstacle effect. It has a bearing on the use of studio screens and the 
placement of players at a microphone. 

There is a strict relationship between the size of the obstacle and the 
length of the sound waves that it will block and reflect. It will only reflect or 
screen sounds having wavelengths shorter than the dimensions of the ob- 
stacle. Longer wavelength sounds will pass over the obstacle as though it was 
not there. 

This fact limits the effectiveness of most studio screens in blocking low 
frequency sounds. These screens are seldom larger than 6 by 4 feet. They will 
therefore only block sounds of 6-foot wavelength and less. These sounds are 
those of approximately 190 Hz and upwards. Lower frequency sounds from 
drums or a double bass will pass over them. 

Similarly a script held in front of a microphone by a speaker will screen 
the microphone from the higher frequency sound waves of 2,000 H z  upwards. 
Yet it is in this range that speech clarity belongs. 

Wavelength. The wavelength for a sound of any frequency can be simply cal- 
culated. The formula is based upon the known fact of the speed with which 
sound travels through the air. This speed is 1,087 feet per second (331 metres 
per second) in air at oo C; the speed increases approximately 2 feet per second 
for each degree centigrade rise in temperature. Sound also travels slightly 
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faster in humid air than in dry air. For studio purposes the speed of sound is 
generally considered as 1,130 ft/s (344 m/s). 

The formula for calculating wavelength is: 
1,130 

Frequency in Hz' Wavelength in feet = 
Using the above simple formula w e  arrive at the following examples: 

100 Hz = 11.3 foot wavelength, 
1,000 Hz = 1.13 foot wavelength, 
10,000 Hz = 0.113 foot wavelength. 

With a rough knowledge of the relationship between frequency and wave- 
length it is possible to judge the likely effectiveness of studio screens and 
temporary screens which you can use when recording away from a studio, for 
example, in a hall or office. 

The effect of temperature on the speed of sound should be taken into 
consideration when assembling musicians in a studio. If musicians keep their 
instruments out in the sun before entering a studio they will find it difFicult 
to tune up quickly as the air in the instruments will be at a different tempera- 
ture from the air in the studio. It is a sensible plan to bring instruments into 
the shade of the broadcasting centre, if not into the studio itself, some time 
before the broadcast or recording. 

General. An understanding of the behaviour of sound in a studio is largely 
a matter of common sense, but common sense sometimes takes a little think- 
ing about. 

Get to know the characteristics of your studios by spending odd quiet 
moments in them and thinking about what you (hear' in the silence. Regard 
sound as an invisible yet physical force. If you can understand it as a physical 
force you will be able to imagine how it can strike walls and be reflected by 
them and how it will set lightly held surfaces into vibration. By listening to a 
studio you may come to realize that the centre of any studio is a place where 
the turbulence of sound waves is likely to be at its greatest and that the centre 
is therefore a place to be avoided. You may also form the idea that sound 
sources are more likely to be naturally reproduced when they and the micro- 
phones receiving them are placed along the diagonals of a studio. 

The studio is very much the province of a producer and the more he 
knows about it, the more confident he is in using it, the better his productions 
will be. 

Microphones generally 
A microphone is an instrument for measuring minute changes in air pressure. 
It converts acoustic energy into electrical energy and is therefore called an 
electro-acoustic uansducer. It is a very delicate instrument and can be 
damaged easily by physical shock, i.e. by being knocked or dropped, and 
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certain types of microphone can be damaged even by exposure to strong 
wind blasts. 

The electrical force produced by a microphone is extremely small and 
must be protected against losses on its way through the cable from the micro- 
phone to the amplifier. The contacts made at wall connectors must be firm, 
the wires udrayed and the shielding which protects the inner cables from 
stray electrical currents, must be complete. 

The heart of every microphone is a moving element of some kind. The 
nature of the element gives the microphone its particular characteristic and 
response. Some microphones are equally sensitive over the whole audio 
spectrum while others tend to discriminate against certain frequencies. Some 
have directional characteristics while others will pick up sounds coming from 
any direction. 

It is important to know the characteristics and responses of the different 
microphones as this knowledge helps in the choice of the most suitable 
microphone for a particular purpose. 

The diaphragm microphone 

The diaphragm microphone was one of the earliest and is still one of those 
most frequently encountered in general broadcast use. Its moving element is a 
convex metal diaphragm, the smaller the diaphragm the better the response. 
The best and most expensive of this type of microphoneis the electrostatic 
microphone. The most common studio diaphragm microphone is the moving 
coil, sometimes called a dynamic microphone. 

The diaphragm microphone measures air-pressure changes much as 
does a barometer. It is very rugged and therefore much favoured for outside 
broadcasts and interview work as it can generally withstand reasonably 
rough treatment. 

It does however have the disadvantage of being omni-directional or non- 
directional. It will pick up sounds coming from any direction even though its 
back is totally enclosed. However, because of factors having to do with the 
size of the diaphragm element, it is directional at high frequencies. It is, 
therefore, not generally favoured in studio work except for solo voice speaking 
when the speaker must address it directly within a distance of 6 to 8 inches. 
It is not really suitable for studio music recording, particularly in highly 
reverberant studios. 

The ribbon microphone 

The ribbon microphone has as its moving element a small corrugated ribbon 
of light metal. It has an excellent frequency response over the entire audio 
spectrum. It is extremely sensitive to shocks and vibrations through the floor 
and the microphone stand. It is sometimes called a velocity or pressure 
gradient microphone because it measures the velocity of sound between the 
forward facing and backward facing sides of the ribbon. 
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Because the ribbon is suspended in a plane about the axis of the pivot 
of the microphone the ribbon microphone is essentially bi-directional-that 
is to say it is sensitive only to sounds reaching it from the back or the front. 
It does not in theory pick up sounds coming from the sides. It is therefore an 
ideal microphone for studio use as it discriminates against sounds reflected 
from the studio walls. 

It does have one disadvantage, however: if it is placed too close to the 
source of the sound, the microphone will tend to accentuate the low or bass 
frequencies. This means, in effect, that a speaking voice should be best 
addressed to a ribbon microphone from a distance of 18 inches to 2 feet. The 
tendency to accentuate the low frequencies is sometimes called bass end tip 
up. Some of the more expensive ribbon microphones have close working 
switches to overcome this effect. 

A ribbon microphone is the preferred choice of most producers for 
dramatic work, studio interviews and music in the studio. 

A hybrid microphone-the cardioid 

The cardioid microphone-so named because the area of sensitivity is heart 
shaped-is a most useful uni-directional studio microphone. It discriminates 
against all sounds except those approaching it from the front. 

The most common cardioid microphones either have split-ribbon 
elements which can be used out of phase to achieve the mi-directional 
effect or combine a ribbon with a diaphragm connected electrically out of 
phase. The split-ribbon cardioid has the better over-all frequency response. 

The cardioid, particularly the split-ribbon type, is the most useful 
common microphone for music recording where, because of the nature sf the 
studio, it is necessary to isolate the various instruments or groups of instru- 
ments in a band or orchestra. It is also useful in audience participation 
programmes where public address loudspeakers feed the audience area. Its 
non-sensitivity to sounds reaching it from the back reduces the incidence of 
feed-back-that is the howling set up in a circuit when sound chases itself 
like a dog chasing its tail. 

Microphones in the studio 

The choice of microphones for a production is the responsibility of the 
producer in consultation with his technical operator. A producer must there- 
fore be very familiar with the sensitivity patterns and frequency responses of 
every available microphone. 

It is also a very good idea when working on a multi-microphone produc- 
tion to plan on paper the placement of the microphones before entering the 
studio. This microphone plot can then be handed to the technical operator. 

When two ribbon microphones are switched on at the same time a loss 
of bass response can sometimes occur. This is caused by one microphone 
being out of phase with another. It can be simply remedied by turning one 
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microphone around and listening carefully to the result until the bass res- 
ponse is restored. 

Microphone balance 
It is always necessary to establish the proper working distance between a 
speaker or performer and the microphone. This is called balancing. The 
object of balancing is to achieve a natural-sounding performance within the 
technical limitations of radio. 

When two or more people are speaking at a microphone as in an inter- 
view or discussion they must appear to sound the same distance from the 
microphone although their actual distances may vary because of the varying 
strengths of their voices. The speakers must also be seated in the fully 
active response area of the microphone so that all the voices sound equally 
full and rich. If one speaker sounds off microphone or his voice is less clear, 
it is likely to distract the audience. This may call for the use of more than 
one microphone in a discussion. 

Musical balancing demands a high degree of skill on the part of the 
producer and his technical operator. The first question is the choice of 
acoustic surroundings. A country singing party, for example, is usually heard 
out-of-doors in the open air. This is a dead acoustic and so the choice of 
studio and positioning within it must be arranged to have as little reverbera- 
tion as possible. O n  the other hand a cathedral choir is usually heard in highly 
reverberant surroundings and these must be re-created in the studio perhaps 
by the use of a near and a distant microphone, or the addition of electronic 
echo. Another kind of acoustic is required for a high life band and still another 
for a small jazz group. 

In musical performances a distinction is often made between a close and 
a distant balance. 

In close balancing a microphone is placed close to almost every instru- 
ment and the output of the several microphones is mixed on the panel. It is not 
natural balancing but it is popular with jazz musicians and does much to make 
the performance aurally exciting. The distant balance, customarily used for 
studio choral groups, is arranged by carefully placing the parts of the choir 
or the various musical instruments at different distances from a single 
microphone. It gives a more natural but somewhat flatter effect. 

A music producer needs to teach vocalists, particularly ‘pop’ vocalists, 
to work a microphone, that is to move slightly away from it for loud passages 
and closer to it for softer passages. This is true of some scenes in drama where 
a player may need to shout and must slightly back away from the microphone 
to do so. 

Microphm perspective 
Another important aspect of balancing in radio drama is the use of perspective 
effects to create the illusion of space and movement. 
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A dramatic scene in radio takes place-like a painting or drawing-in one 
plane. It is unreal. But the illusion of reality can be created by careful thought 
and skilled microphone placing. 

This is achieved by having lines spoken and effects played at different 
distances from the microphone, and by having the actor move away from or 
closer to the microphone while speaking. W h e n  an actor moves away from a 
directional microphone while speaking his voice creates a spatial effect by 
exciting the studio resonances; an altogether different effect is produced if 
he moves to the side and speaks into the dead area. 

In planning perspective effects it is important to remember that things 
which happen at the same time must happen in the same acoustic perspective. 
If two players at a microphone are supposed to be having tea together, their 
speech and the clatter of the cups must be in the same acoustic plane. If a 
friend calls to see them and knocks on the door, the sound of the knocking 
must be more distant. If one of the players then goes to open the door we 
must be made aware of his movement away; he can for instance talk to the 
other player while moving away; the door must then be opened off micro- 
phone, the new arrival greeted off microphone and then brought on to the 
microphone while talking. Ill-considered perspective effect5 can distract the 
listener and leave him dissatisfied with what he has heard. 

Studio sound effects 
Any producer regularly engaged in drama production or the production of 
dramatic scenes in documentaries and educational broadcasts should set 
about building a small collection of sound effects equipment. Sound effects 
equipment is not costly to acquire and can generally be built up from junk. 

The use of sound effects is discussed more fully in the chapter concerned 
with drama, however some basic equipment requirements are listed here: a 
solid door on castors which can be wheeled about the studio (it need not be 
fd-size provided it is sdiciently heavy; it can have a sliding window and a 
good selection of bolts, locks, buzzers and bells attached to it); a motor-car 
door mounted in a wooden frame or attached to a studio wall; a wooden 
framed walk-board; two trays, one containing sand and the other containing 
gravel; a paving stone or concrete slab; a bucket or tarpaulin splash tank; a 
dial telephone and ringer; a village-type mortar and pestle for yam pound- 
ing effects; a rain machine; odd items of crockery, cutlery, whistles, light 
switches, bicycle bells, wooden clap boards. 

Sound effects are best allocated a separate microphone. The most 
suitable type is a moving-coil diaphragm because of its tendency to accentuate 
action noises. They should be closely balanced. 

If a script contains many effects a special assistant should be engaged to 
produce them in the studio. They should be properly rehearsed before the 
acting cast arrives as it often takes considerable time to make a sound effect 
realistic. 
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Discipline in the studio 
The producer of a radio programme has full responsibility for and must 
at all times maintain a proper discipline over his technical operator, contri- 
butors, actors and musicians. 

The producer should set an example by his punctuality in the studio. H e  
should see to it that microphones are set up according to his requirements 
and that the microphone cords will not obstruct movement. He should make 
certain that everything is in readiness for the performance. 

Studio discipline is essential where a large number of musicians or actors 
are taking part in a production. The producer should be in control at all 
times; he should not tolerate unbecoming behaviour nor angry disputes. He 
must control his artists firmly to get the results he wants. He should not 
allow performers to leave the studio without his permission. 

The authority to maintain discipline comes best from the man who is 
knowledgeable about his job and confident of his ability to do it. 

Action projects 

I. 

2. 

3. 

4. 

5. 

6. 

Enlist the co-operation of an engineer and have him demonstrate the 
frequencies of the audio spectrum using an audio signal generator. It is 
also useful to provide visual illustration of the relationship between 
frequency and wavelength on a cathode ray oscilloscope. 
Make detailed studies of the studios in your broadcasting centre. Listen 
carefully to sound in each studio using voice, musical instruments and an 
audio generator. 
Experiment with the directional properties of sound by using shrill 
whistles and sibilant voices. Notice the screening effect of human bodies 
in front of microphones. 
Listen carefully to the output of different types of microphones and plot 
them on the studio floor using ribbon to outline the live and dead areas. 
Notice carefully how the high-frequency sensitivity drops off as a 
speaker moves away from the live axis. 
Attempt to balance various types of performance beginning with a 
discussion having five contributors and work through to a large band. 
Using the script in the Appendix, or a similarly suitable script, experi- 
ment with microphone perspective effects in a dramatic situation. 
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the production cubicle 

The control centre of the studio-suite is variously named in different 
broadcasting organizations. It is sometimes called the control room, the 
production booth or the production cubicle. It is a sound-proofed room 
acoustically treated in a similar manner to the studio. 

A full-scale production cubicle contains the following equipment: a 
mixing panel, a bank of gramophone turntables, two or more tape recorders 
and possibly a tape cartridge unit, talk-back facilities, a high quality monitor- 
ing loudspeaker, a studio signalling system, line and telephone systems 
connecting it with the master control room, shelving for tapes and gramo- 
phone records, an accurate clock with sweep second hand, An exceptionally 
well-equipped production cubicle may also have equalizing and echo equip- 
ment. 

A producer must be thoroughly familiar with the facilities provided by 
this equipment and he should preferably be able to operate it. 

Some production cubicles are designed and equipped so that one expert 
operator can manage all the equipment, thus affording a great degree of 
integrated control. In others two or more operators may be needed. 

The mixing panel 
The mixing panel, sometimes called the audio control desk, control console or 
dramatic control board, is the central feature of any studio cubicle. It may be 
a simple unit built by station engineers or a large professionally manufactured 
piece of equipment. Its basic functions are: to switch and mix various sound 
sources, to master control the over-all gain, to measure the gain. 

The sound sources are studio microphones, gramophone turntables, 
tape play-backs, line inputs from other studios, lines from outside broadcast 
points, echo and equalizer lines. 

The mixing panel makes it possible to blend music and music, sound 
effects and music, music and speech, sound effects and speech, speech and 
speech and to feed the total programme output to a tape recorder or a trans- 
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mission line. The mixing controls are either rotary or sliding attenuators, 
familiarly called faders or pots (abbreviation for potentiometers). 

Once the signals from the various sound sources have been mixed they 
pass as a combined signal to the master gain control, sometimes called the 
master fader, which is another attenuator. 

Some control consoles have sub-masters. This is another attenuator 
which makes it possible to group fade a number of sources simultaneously, 
for example to fade a mix of two sound effects records and one music record 
behind a speaking voice by the use of one fader only-the sub-master. 

Over-all control of the programme output is managed by the master gain 
control. This control is ordinarily set at the beginning of the programme and 
not touched until the final fade-out or unless a board fade is required. It is 
bad practice to control sudden rises in volume by use of the master fader; the 
particular source fader should be used when this occurs. 

The over-all gain or volume intensity of the programme is measured by 
a meter. In most production mixing panels a volume unit meter-VU meter 
-is used for this measurement. The VU meter responds rapidly to sudden 
rises in gain, and drops almost as rapidly. By carefully watching the VU 
meter it is possible to anticipate rises. Another type of meter used in some 
panels is the peak programme meter-the PPM. The PPM is an accurate 
meter for measuring real peaks in amplitude of an audio signal; it clearly 
indicates averages and is in consequence much favoured by engineers, 
although its slow fall time is a disadvantage in production work. 

Mixing and fades 

Mixing of sound calls for a critical ear and a sharp eye on the VU meter. By 
mixing we can fade sounds in and out and blend them together in various 
proportions. 

There are several kinds of fades and each has its established use in radio 
production. The term fade is generally applied to the fading in or out of a 
particular sound source. 

The cross-fade or mix is the fading out of one sound while at the same 
time fading in another so that the two overlap for a few seconds. It may be 
used between two musical records or to blend an announcement with a 
record. In drama it is used to indicate a scene change: the roll of surf and the 
screech of sea-gulls cross-faded to the music of a night-club band would 
indicate a change of scene from the seashore to a night-club. Between one 
kind of music and another the cross-fade is generally quick, whereas in drama 
it can be slower. 

The partial fade is used to place one sound against the background of 
another as, for instance, when an announcement is made over a record of 
music, or where a narrator tells the story of action taking place in the back- 
ground. In a night-club scene w e  may first of all hear the band playing at 
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reasonably full volume, this may then partially fade so that w e  can hear the 
conversation of two people in the foreground. 

The term ‘board fade’ is used when all the sound from every source is 
faded in or out at the same time. A board fade-out may be used to indicate 
the end of something. It is followed by silence. Used in drama a board fade- 
out often indicates a change in time: the action of one scene board fades out 
into silence, and after two or three seconds of silence a new scene fades in. 
The board fade is like a cross-fade, but separated by silence. 

The slow fade usually indicates passing of time in dramatic programmes. 
The length of the fade is a matter of artistic taste; generally the slow fade 
should never be less than 7 seconds and may last as many as 12. Slow fades 
must, of course, be really slow. They are sometimes used in music pro- 
grammes for dignified or repetitive music. It is not good practice to fade out 
a music programme simply because the length of the music has been under- 
estimated. 

The fast fade is used in music broadcasts to cut the length. It has to be 
very quick to be effective, and it is most important to make the cut at the end 
of a musical phrase. In drama, the fast fade is used to withdraw listeners 
rapidly from a scene. For instance, two players may be talking when one says: 
<Let m e  tell you a secret. . . .’ If w e  do not wish our listeners to hear the 
secret yet, we use a fast fade. 

Another type of fade not made on the mixing panel is the self-fade; the 
actor in the studio fades himself by moving into or turning his head towards 
the dead area of a directional microphone as he is speaking. This is sometimes 
used also by a narrator in a studio documentary in introducing a scene. 

All sound sources can be faded, but to be effective fades must be done 
with considerable skill. It is the producer’s responsibility to determine the 
type and length of fades. This should be done during the preparation of the 
script and fading instructions should be clearly typed in capital letters on the 
script. During the course of the production the producer should warn his 
technical operator in the cubicle when a fade is coming and, at the right time, 
give instructions along the following lines, by way of example: ‘Ready to fade 
seagulls . . . Fade . . . Mix to studio.’ H e  should speak loud enough to be 
heard by the operator above the programme level. 

“ 

Line levels 
The very nature of broadcasting makes it necessary for minimum and maxi- 
mum sound levels to be observed. If a signal is too weak it may be difficult to 
hear in the distant secondary coverage areas of the station. If it is too high the 
sound will be distorted and may in certain cases trip the overload devices at 
the transmitter and put the station temporarily off the air. The programme 
level has, therefore, to be strictly controlled. The problem facing the pro- 
ducer and his technical operator is to achieve the full programme intention 
within these lower and upper limits. 
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It is for this purpose that the mixing panel has a VU meter. The deflec- 
tion of the indicating needle of the VU meter corresponds with the ability of 
the human ear to compare the relative loudness of successive sounds. The 
meter also indicates percentages of modulation and is sometimes made to read 
the real percentage modulation of the transmitter. It is therefore in every way 
a very useful instrument as it serves the producer by reading comparative 
sound levels and the engineer by reading the extent of modulation. 

Every broadcasting and recording studio sets a figure representing the 
maximum modulation normally permitted. The exact figure on the VU meter 
varies from studio to studio and it is always important to find out this figure 
before using a studio. T o  assist in line-up of a studio’s output around the 
maximum modulation pure tone is used-generally at a frequency of 
I,OOO Hz although some studios prefer 800 Hz or 400 Hz. Maximum modul- 
ation as set with tone by the master fader and read on the VU meter should 
never be exceeded for any sustained time. 

T o  work within the lower limit of modulation it is sometimes necessary 
to ?heat’ a little. This is so in a drama where a whisper may be needed and in 
classical music which frequently has very low passages. The whisper and the 
low passage of music can be gradually raised in level without appearing un- 
natural as the human ear is not aware of level changes of two decibels or less. 
The likelihood of loss of signal strength at the lower limit of modulation 
should also be kept in mind when using the board fade as a time lapse device 
in drama-a 3-second silence on the cubicle loudspeaker may sound much 
longer to a distant listener. 

Gramophones and the gramophone record 

Music on gramophone records makes up a large part of the broadcasting day, 
and recorded mood music and sound effects feature prominently in much 
radio drama. The gramophone is therefore an important item of studio equip- 
ment and the record library of any station represents a large investment of 
programme money. Records and gramophones need to be treated with care. 

The usual studio gramophone consists of the following: a low friction 
turntable driven by an electric motor through a belt or pulley system to 
rotate at 16, 33$ 45 and 78 rpm (revolutions per minute), a pivoted tone- 
arm on a low-friction bearing, a pick-up cartridge with a gemstone stylus, an 
equalizer to adjust the frequency response playback curve to the record manu- 
facturers’ recording characteristics, headphones or miniature loudspeaker for 
cueing, a device for lowering the stylus gently on the record surface. 

In some studios, particularly drama studios, a bank of three or four 
turntables may have a sub-mixer for mixing the outputs of several gramo- 
phones before feeding into the control console. Another device of great use 
in drama production is a facility for acoustic feeding-that is playing a sound 
effects record directly into a studio loudspeaker so that its output is picked up 
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toTether with dialogue on the studio microphone. Many effects sound more 
realistic when fed acoustically. 

The different record speeds have grown up over the years, the lower 
speeds becoming possible with the development of silent vinyl plastic sw- 
faces. Mood music and sound effects are generally still recorded at 78 rpm as 
this speed is easier to handle and cue. Incidentally, do not overlook the possi- 
bility of playing 78 sound effects records at slower speeds to achieve unusual 
effects. 

T h e  playing stylus is very delicate and needs to be treated with great 
care as it is easily damaged. It is a small chip of gemstone at the end of a fragile 
cantilever arm. These gemstones are either synthetic sapphire or natural dia- 
mond. The life of the diamond stylus is about twenty times longer than that 
of the sapphire. A sapphire stylus needs to be changed after between 150 and 
200 hours of playing. 

The playing time of a record depends upon the playing speed, the num- 
ber of grooves per inch and the size of the record. The standard 78 rpm disc 
has between 96 and 120 grooves per inch whereas the microgroove LP can 
have as many as 400 grooves per inch. The correct stylus-78 or micro- 
groove-must always be used. A standard 78 stylus is about three times as 
large as the microgroove stylus and will therefore damage a microgroove 
record if it is used to play one. 

Similarly great care should be taken in handling records, particularly 
microgroove records. The bottom radius of a microgroove is generally of the 
order of 0.0005 of an inch. It is highly susceptible to dust which can also lead 
to distorted playing. The disc should always be kept in its dust-jacket and 
never left unprotected on the cubicle floor or stacked against a wall. Parti- 
cular care should also be taken with microgroove records when making a jump- 
cut-that is rapidly fading down, advancing the pick-up some distance and 
fading in again. A too-rapid lowering of the pick-up may pit the disc. 

The gramophone library 
Get to know your gramophone library very well and ask about the copyright 
regulations which your broadcasting organization recognizes. 

Copyright regulations generally prohibit the re-recording on tape of gra- 
mophone records produced by the major manufacturers. However to assist 
radio producers in the use of music many specialist manufacturers produce 
libraries of special music which may be re-recorded provided a fee is paid. 

The use of music in radio drama and the radio documentary can do 
much to create a mood or set a scene. However, much of the available music 
for this purpose is attuned to Western ideas. A good drama producer will try 
to find out what ideas this music conjures in the minds of his listeners and 
seek out indigenous music that can be used for similar purposes. It can be 
recorded in the studio and processed on a standard gramophone record. 
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The tape recorder 

It would be hard to imagine modern broadcasting without the tape recorder 
yet the tape recorder is a comparative newcomer. It is today one of the most 
important items of studio equipment. 

The principle of tape recording is comparatively easy to grasp. A ribbon 
of plastic tape coated with a magnetic material passes at a constant speed 
through the field of an electromagnet, called the head. An alternating current 
corresponding in frequency with the frequency of sound at the microphone 
flows in the head causing a series of magnets to be impressed on the tape. On 
playback the now magnetized tape again passes over a head inducing in it a 
flow of current. This current when amplified drives the loudspeaker which 
reproduces the original sound waves. 

The mechanical part of a tape recorder is called the tape deck (sometimes 
the tape transport mechanism). The constant drive to the tape is provided by 
a capstan and pinch wheel. The tape deck also has two rotating platforms, one 
to hold the feed spool and the other to hold the take-up spool. It is important to 
understand that the drive is provided by the capstan and not the take-up spool. 

A studio recording machine has three heads: an erase head to remove any 
previously recorded material, a recording head and a play-back head-in that 
order. A fine hairline gap separates the pole pieces of each electromagnetic head. 
The gap lies at an angle of goo across the width of the tape. This gap must be 
kept clean otherwise the tape will be only partially recorded upon. The heads 
must also be regularly demagnetized, otherwise they fail to record and repro- 
duce the upper frequency range-the range containing those precious fre- 
quencies which give clarity and presence to a recording. 

The recording tape has a plastic backing of cellulose acetate, polyester or 
nylon. It is available in various thicknesses: the thicker and therefore stronger 
standard play or long play tapes are generally used in studios. Cellulose ace- 
tate tape is brittle and not suitable in the tropics. The thickness of the backing 
determines the length of tape on a reel of any given size. On this backing is 
deposited a fine coating of magnetic material. The coating must always face 
inwards towards the head and be in intimate contact with it. T he plastic 
backing generally appears glossy to the eye. 

There are two speeds used in most broadcasting studios-7.5 inches per 
second (ips) (19 cm/s) and 15 ips (38 cm/s). The lower speed is generally 
used for speech and field recordings, and the higher speed is used for music. 
There is a relationship between speed of tape and frequency response. In many 
recording studios speeds of 30 ips and 60 ips are used to obtain maximum 
quality. 

Studio recordings are generally full-track, that is, they use the full width 
of the tape. Some portable recording equipment is half-track. A full-track 
recording can be played back on a half-track machine but it is not wise to play- 
back a half-track recording on a full track machine unless the second track 
has not been used, and even then it is not really advisable. 
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There are two equalizing standards used in tape recording, the American 
NAB and the European CCIR. Where equalization can be adjusted, it should 
be adjusted to correspond to the equalization characteristic of the original 
recording. 

A word of caution about tape copying. It is not good practice to make 
copies at twice the normal speed although this does reduce the copying time. 
Special recorders are used for high-speed copying and these are so designed 
as to preserve the fidelity of the original recording. High-speed copying on 
ordinary machines causes distortion. 

Tape handling 

Tape should be handled with care. It is easily stretched and stretched tape 
will curl. A curled tape will not make proper contact with the tape heads. 

Care should be taken to avoid the tape twisting when respooling. A 
badly twisted tape, even though untwisted, will cause drop-outs or slight loss 
of programme material. 

The tape, like gramophone records, should not be handled with dirty or 
greasy hands. Small particles of iron filings can readily adhere to the coated 
surface of the tape and these may block the gaps of the tape heads. 

It is not good practice to leave tape out of its containers as it will collect 
iron filings from the air. Nor should tape be left for any length of time in 
strong sunshine-for instance, on an office desk under a window. The rise in 
temperature brought about by the sun may impress a recorded signal on the 
tape so that it becomes difficult to erase it completely. 

It is always safest to erase tape on a bulk-eraser before taking it into a 
studio or out on a field recording. 

Tape editing 

Tape is a very easy medium to edit. There are two types of editing: dubb- 
editing and cut-editing. 

Dubb-editing means editing by copying the tape and leaving out or insert- 
ing additional passages. When dubb-editing make sure that the two machines 
to be used for it have recently been cleaned and demagnetized. Copying always 
leads to a rise in the background noise; this is less noticeable with a well- 
serviced machine. 

Cut-editing is a physical process of cutting out unwanted passages and 
joining the tape together with a special pressure adhesive splicing tape. If ordi- 
nary adhesive tape is used for splicing the joints it is likely to become sticky 
after a short time, particularly in the tropics, and will ruin the whole tape. 
The cuts should be made at an angle of 60° across the tape and the cutting 
done with non-magnetic scissors or a demagnetized razor blade. Joints can be 
made with certain types of tape by using a special solvent. 

Good tape editing takes skill and practice. It calls for an attentive ear 
and an acute understanding of inflections in human speech. When editing 
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material recorded in the field, pay attention to the background sounds. Joints 
between two passages, one with, say, a background of heavy trafKc and the 
other without, are particularly noticeable and disturbing to the listener. 

Echo 
Echo or added reverberation has many uses in broadcasting. It may be needed 
for a scene in a drama, it may be used to heighten some effect in an announce- 
ment or in a documentary, and it may be used in modern ‘pop’ recordings as 
an effect. 

Echo can be produced in several ways. 
The studio complex may include a special echo room, a small room with 

highly reverberant wall surfaces and containing a loudspeaker and a micro- 
phone. The programme material to be echoed is fed from the control panel to 
the loudspeaker, picked up on the microphone and returned to the control 
panel. Sometimes temporary echo rooms can be rigged up at night in a 
broadcasting centre by using a stair-well or an entrance lobby. 

Special echo units made of spring-steel wires or plates of sheet steel offer 
another technique for producing echo. The feed and return is similar to the 
echo-room method. There are also special tape echo units consisting of an 
endless belt of tape and several replay heads. 

A useful and inexpensive way of producing echo is by studio tape-recor- 
der. Since the recorder has both a recording and a play-back head, programme 
material can be recorded and played back at the same time. If the recorded 
signal is played back and then fed for a second time to the recording head the 
programme material will appear to echo. The amount of echo, or the ratio of 
echo to the original material, is controlled by the fader on the replay line. This 
tape-echo is more effective if the recorder is used at its highest speed. 

Echo is a useful production device but like all novelties it should not be 
overdone. 

The cubicle loudspeaker 
The cubicle loudspeaker is generally a high-quality unit giving faithful repro- 
duction of studio and recorded sounds. The best listening position is on the 
axis of the loudspeaker. The space between the loudspeaker and the producer 
and his technical operator should not be blocked by equipment, furniture or 
other persons. 

The listening level should be high enough to allow comfortable listening 
but from time to time in the course of a production it is useful to listen at a 
lower level as this gives a better idea of how the programme may sound to 
listeners. Some control panels have a special dim switch which cuts the listen- 
ing level by half. 

An experienced technical operator will often find his ears to be as good a 
judge of programme levels as the V U  meter. 
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Talk-back 

All studios are provided with a talk-back device enabling the cubicle staff to 
talk to performers in the studio when the studio microphones are not switched 
on. But care should be exercised in the use of talk-back. 

The talk-back level should be high enough for the studio artists to hear, 
but not so high as to deafen them. 

When using talk-back speak clearly and slowly. There is no need to 
shout. Avoid the habit of using talk-back too often. If, in the course of a 
rehearsal, you find many points about which you wish to speak to your artists 
note them on your script and talk about them with your artists at the end of 
the rehearsal, do not constantly break in on the rehearsal through the talk- 
back. It can upset artists and you run the risk of not hearing some important 
part of the rehearsal. 

Signalling 

The simplest studio signalling system will generally have ‘Stand by’ and ‘On 
air’ signs. It may also have a cue-light device which can be flashed to warn 
artists. The cue-light can also be used to indicate a need for an increase or 
slowing down of pace. 

But in addition to the use of light signalling it is useful to develop a code 
of hand signals. Hand signals can be passed very quickly through the glass 
separating the cubicle from the studio, and they can be much more expressive 
than simply flashing a cue-light. During the rehearsal the use of hand signals 
will pass messages quickly without need to interrupt the rehearsal by use of 
the talk-back. 

To ask for level: Fingers of the hand bunched at the lips then gently spread 

To move away from the microphone: Hand with palm facing artist pushed 

To move closer to the microphone: Hand with palm held towards face brought 

To warn an artist to watch for cue: Point with index finger to your eye. 
To indicate that you want a better balance when two artists are at the micro- 

phone: Weigh your right against your left hand like scales and then point 
to one of the artists and use the signal for move in or move away. 

Stand by: The palm of the hand held upright above your head for all 
to see. 

Go: The hand dropped and the index finger pointed clearly at the artist 
who is to start the programme. 

Speed up: Extend the index finger and make a clockwise circle in the 
air. 

The following are some commonly used hand signals : 

out in the direction of the artist. 

away fromlips. 

closer to the lips. 
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SZm down: Draw your two hands slowly apart as though stretching a 

To indicate a fabe: Pat the air, palm down, and sweep it away. 
There are many other hand signals you can invent to suit your own purposes. 

When using any form of signalling be sure that it is understood by the 
artists. Inform them beforehand of any signals you are likely to make. When 
giving hand signals make them large and clear so that there is no danger of 
confusion. 

rubber band. 

Co-operating with engimms 
Broadcasting is essentially team-work and engineers are very important m e m -  
bers of the team. Get to know your engineers and the mysteries of their own 
master control room. You may find that the master control room contains 
many items of equipment of added use in programme work. 

Every master control room contains some kind of equalizing equipment. 
This equipment is used to equalize-that is to build up or lower-the inten- 
sity of electrical currents at various frequencies. It can be used in radio pro- 
gramme production to simulate telephone effects in a drama by making a 
voice sound thin. It can also be used to clear up muddy recordings which you 
may have made on a portable tape recorder in poor acoustic surroundings or 
with a high level of low-frequency background noise. Some control mixing 
panels are equipped with equalizing equipment but, if not, y-ou are sure to find 
it in the master control room, and it is a simple matter to interconnect lines 
from master control to the studio cubicle. 

In return for the co-operation of the engineers give them your co-oper- 
ation, too. If in the opinion of an engineer the technical quality of a programme 
is too poor for broadcast you can be sure he knows what he is talking about. It 
is your job to make the message of radio but it is his job to broadcast it. 

Project 

Check your knowledge of the technical facilities of production against the 
following list. Where ;your knowledge is short, arrange for a personal 
demonstration. 

MICROPHONES 

On our station we have the following types of microphones: 
Type Make Pick-up pattern Uses 

............................................................ 

............................................................ 

............................................................ 

............................................................ 

57 



Radw programme production 

MIXING PANEL 

The mixing panel in use provides the following facilities: 
Metering. What type of meter? .......................................... 

What is the peak limit? ........................................ 
Inputs. How many inputs? ........................................... 

What are they? ............................................... 
............................................................. 
............................................................. 
............................................................. 

Equalizing facilities? Yes/No 
Acoustic feeding for effects? Yes/No 
Can I operate it efficiently? Yes/No 

TURNTABLES 

Can I operate them efficiently? Yes/No 
Are m y  fades smooth and good? Yes/No 
Can I put records on and take them off without touching the grooves with m y  

fingers? Yes/No 

TAPE RECORDERS 

What types of tape recorders are in use in our studios and for portable work? ...... 

Can I identify the various heads on each machine in use? Yes/No 
D o  I know how to switch tape speeds and equalization? Yes/No 
Do I consider myself a good tape editor? H o w  good? Poor Fair Average 
H o w  long does it take m e  to locate, cut and splice a join? ...................... 
Are my colleagues faster? Why? ......................................... 

...................................................................... 

Action project 

With a portable tape recorder visit parts of your city or town and record local 
sound effects not available in the library. M a k e  several recordings at different 
perspectives-some distant, some near. 
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7 The radio producer 

Someone is responsible for every programme that goes out on the air whether 
it is a simple record programme, a talk or discussion, the news, an outside 
broadcast, a musical performance or a drama. In the broadest sense the man or 
woman responsible for the programme who organizes it and brings it into the 
studio is a producer. 

Yet the term ‘producer’ in radio is difficult to define. Perhaps we can 
best do so by briefly tracing the way in which the role of producer developed 
in radio broadcasting. 

Th early producers 
In the early days of radio the stations had very small staffs. The most import- 
ant man was the engineer who, more often than not, had built the broad- 
casting equipment himself; he also operated it and talked at the microphone. It 
was not long however before the engineer realized that he needed assistance 
and the work of making programmes was taken over by newly enlisted 
announcers. 

At first the broadcast hours were very short-sometimes only I hour per 
week! But as attempts were made to popularize radio the transmission hours 
grew longer and announcers began to organize guest appearances of speakers, 
singers and musicians. 

The announcer found himself cast in a new role. H e  had to coach the 
newcomers in the simple techniques of early broadcasting. He had to show his 
guests how to sit or stand at the microphone, how to avoid rustling paper and 
how to turn pages silently. He had to teach them all that he had learnt him- 
self about broadcasting, how certain words were more readily understood 
than others and how spoken ideas were best assembled. 

As this new aspect of the announcer’s work began to grow in import- 
ance, some announcers gave up appearing at the microphone and became 
full-time organizers of programmes. They were usually well known in their 
own communities and took a lively interest in what people were thinking and 
doing. 

61 



Radw programme production 

While these early programme organizers were laying the ground plan of 
the profession, radio itself was changing. Better technical facilities came into 
use, audiences had grown considerably in size and they were more demanding. 
The scope of radio programming widened. Simple talks gave way to dis- 
cussions, elaborate musical productions replaced many of the record 
programmes, radio drama began to make its appearance. More programme 
organizers were needed. 

During a brief era specialists were recruited for this work-journalists, 
teachers, musicians and theatrical producers. However, few of them were able 
to make any great contribution to radio since they came from worlds far away 
from the studio and the microphone and had themselves to learn about 
broadcasting by trial and error. They had to rely heavily on the technical 
assistants, the (production men’ as they were often affectionately known. 

The production man had grown up with radio almost from the begin- 
ning. H e  was at first an assistant to the engineer. H e  spent his life in studios 
and knew more about the programme use of the engineering marvels than did 
the engineer. His speciality was sound. H e  used it creatively to interpret in 
radio terms the programmes brought into the studio by the programme orga- 
nizers. 

The next step was inevitable. The production men-they were in fact 
the technical operators of their day-became producers. They employed their 
knowledge of sound to pioneer types of programme which were distinctively 
radio and not simply pale imitations of other kinds’of performance and publi- 
cation. They developed the &st documentaries, newsreels, dramatized edu- 
cational programmes and the poetic radio drama. The art of radio production 
was created by these men who made broadcasting a vital and exciting medium 
for the communication of ideas. 

The producer today 
The craft of radio production has been evolved in successive stages. The 
announcer who became a programme organizer and the production technical 
assistant who became a producer have both contributed something to the 
definition of a producer’s work today. 
From the announcer: an ability to express ideas in spoken words, a good com- 

mand of language, a manner which puts studio guests at ease. 
From the programme organizer: a lively interest in and identification with his 

community, a knowledge of available talent, some specialist interest, an 
ability to organize. 

From the production man: a thorough understanding of the technical facilities, 
a keen appreciation of sound and inventiveness in its use. 

The qualifications of a producer 
The qualifications required of a producer, bearing in mind the development 
of the craft, may be summed up as follows. 

62 



The radio producer 

The radio producer should have: a good grasp of the language in which 
he works so that he can edit scripts and advise speakers on correct pronun- 
ciation, a manner which wins the co-operation of artists, a skill in instructing 
and directing other people at the microphone, a good general knowledge and 
an interest in community affairs, a sense of responsibility, the ability to take the 
initiative and the enthusiasm to experiment, a creative turn of mind and a 
flair for showmanship, an ear for sound and the ability to conceive ideas in 
terms of sound, a thorough knowledge of the technical facilities and of the 
techniques of radio, a specialist interest. 

The outline makes no reference to educational qualifications although 
some are implied. On this matter it is worth noting a Unesco recommend- 
ation regarding the recruitment of broadcasting personnel: ‘Present stan- 
dards are suitable but possession of certificates should not be mandatory. 
The emphases should be on talent, creative ability and an aptitude for broad- 
casting.’l 

Action projects 

I. The story of the development of the radio producer as outlined in this 
chapter has been a synthesis of his job as it developed in many parts of 
the world. T o  what extent does it differ from the development of the 
work of a producer on your station? 
(a) Seek interviews with several senior programme officers and find out 

how they began in broadcasting-as announcers, technical oper- 
ators, engineers? 

(b) W h o  among the senior producers on your station do you most 
admire? What is it you like most about their productions? Listen 
carefully to their work and attempt to analyse it. 

On this chapter a short statement was made about the qualities required 
of a producer. Using the following questionnaire can you measure your- 
self against it? 

2. 

Questionnaire 

I. 

2. 

H o w  would you describe your grasp of the language in which you pro- 
duce: Good? Better than average? Average? Poor? 
Is your pronunciation always accurate? Are you aware when others mis- 
pronounce words? Do you feel you want to correct them? If you do cor- 
rect them, how do they react-do they get angry, do they accept your 
correction? 
Are you able to make other people feel at ease? 
Do you consider that you have a sense of humour? 
Are you a keen reader? H o w  many newspapers and magazines do you 

3. 
4. 
5. 

I. Training for Radio and Television in Africa, a survey by A. T. Quarmyne and 
F. Bebey (Unesco doc. COM/WS/64). 
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read in a week? H o w  many books do you read in a month? Have you a 
good general knowledge of politics, science, sports and hobbies, liter- 
ature, peoples’ customs in other lands? 
W h a t  kind of organizer are you? Good? Poor? Have you ever had artists 
fail to attend rehearsals? Why? Are you able to discipline artists and 
staff without losing their co-operation? When you go to the studio do you 
ever forget anydung and have to return to your office-script, pencil, 
stop-watch, tapes, discs? 
If you had to operate technical equipment which of the following could 
you operate with ease: turntables, tape recorders, the control console? 
What are the Merent patterns of a cardioid and an omni-directional 
microphone? 
Do you have an interest in any special field of radio production- 
political broadcasts, music, sports , religious broadcasts , educational 
broadcasts, drama, news? Did you have this interest before entering 
broadcasting? 
Do you consider yourself as having a good imagination? W h e n  you hear 
a programme can you imagine other ways of handling it and perhaps of 
making it more attractive or compelling? 

6. 

7. 

8. 

9. 
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The work of the producer can be broken down into the following four phases: 
assignment, preparation, rehearsal, performance. 

Th assignment 
The assignment is the programme which the producer has been selected to 
make. A senior producer may be assigned a series of programmes for broad- 
cast over a period of weeks or he may be assigned an occasional major produc- 
tion such as a monthly play or a fortnightly documentary. A more junior 
producer may be assigned short interviews or talks as contributions to a longer 
programme. Whatever the assignment it is necessary first of all to examine it 
carefully, making ourselves very sure of the answers to a number of ques- 
tions. 
W h a t  is the broadcast supposed to do-is it to entertain, to inform or to 

W h o  is the programme intended for-general listening or a particular section 

What is the most suitable way of handling the assignment-as a talk, an 

Without clear answers to these questions it is difficult to make much pro- 
gress. 

A programme of popular gramophone records intended for a wide gen- 
eral audience may fail if the compkre is too talkative and spends too much time 
between records giving information of interest to him but which is of little 
interest to his audience. This may often happen with disc-jockey programmes 
where the audience may be interested only in the music as a background but 
has to suffer from a talkative disc-jockey filling time with irrelevant items of 
artist gossip. The producer must be clear in his mind as to which feature of 
the programme has the greatest audience appeal-the music or the talk. 

Again, an educational programme can fail if the producer becomes too 
involved with entertaining scenes in the programme simply because he likes 
the dialogue or wants to display his virtuosity. 

educate? 

of the audience ? 

interview, a documentary or in some other way? 
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Unless the producer has his target audience clearly and constantly in 
mind he can very readily fail to satisfy his listeners. A programme aimed at a 
special section of the radio audience may need to be scheduled for broadcast 
at a particular hour-a programme intended for farmers, for instance, is 
unlikely to be heard by them if the broadcast takes place at a time when they 
are generally at work. Similarly the kind of approach the producer decides 
upon must be dictated by a knowledge of the target audience. For example, a 
medical talk intended for a general audience must obviously be written in 
popular terms so that everyone can understand it. 

Careful examination of the assignment may reveal many hidden facets 
which may change our entire approach. An apparently straightforward talks 
assignment may, on closer examination, appear much more suited to docu- 
mentary treatment perhaps because the scope of the subject is greater than we 
at first thought or because it may be easier to understand as a documentary 
than as a talk. 

Unless we familiarize ourselves thoroughly with the assignment we 
cannot easily set about the next stage of preparation. 

Preparation 

Briefing. If the broadcast is to be written-as in a talk, a play or documentary 
-we have to select and brief the writer so that he clearly understands what is 
expected of him. Briefing is necessary, too, with many kinds of musical per- 
formances. 

The briefing should include all w e ourselves know about the assignment. 
It should suggest possible ways of handling the material. The best briehg is 
generally a long chat with the selected writer as this gives him an opportunity 
to discuss the subject and develop ideas. At the briefing session we can set 
down, too, the date on which w e  expect a first draft of the script-this date 
should be set well ahead of the broadcast to allow sui3icient time for editing 
and re-writing should this later become necessary. 

Bookings. Meantime, while the script is being written or the musical per- 
formance prepared, there are things to do in broadcasting house. 

A tentative booking can be made for a suitable studio and recording 
channels, since in some broadcasting organizations there are not quite enough 
studios and the demand for them is heavy. The time needed should be care- 
f d y  estimated and only this amount and no more booked. A 15-minute talk 
should not require more than a 45-minute studio booking; a pminute play 
may need two to three hours depending upon the expertise of the producer 
and the experience of his cast. 

For certain major productions it may be necessary to book special faci- 
lities, for example an echo channel, or to arrange for the prior recording of 
certain material or special effects. 

All bookings should be made well enough in advance so that the general 
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studio-use plan can be dovetailed to cater for many producers. Similarly, 
notice of any necessary cancellations should also be given in advance so that 
other producers can take advantage of cancelled time. 

At this stage publicity material should also be prepared for use by the 
announcer and for publication in radio magazines and newspapers. 

Smpt editing. Once the script has been delivered it must be read carefully for 
conformity to the brief and suitability for broadcasting. This is the editing 
stage of the producers’ work. 

The writer may be asked to re-write it entirely or to re-write parts of it, 
or w e  may want to do this ourselves, with the author’s permission, of course. 
If w e  hope to make the writer a regular contributor it is worth while to coach 
him in radio writing by showing him how some words are better for broad- 
casting than others and how certain phrases can be spoken more fluently 
than others. 

A dramatic script needs special editing-sometimes called mechanizing 
-to prepare it for use in the studio by the technical operator and the actors. 
In mechanizing a script the control cues (for fades, mixes and such like) need 
to be written in and any special instructions to the actors. 

Finally, the script has to be properly typed. It is useless to expect a 
good broadcast from a hand-written script even if it is a talk delivered by the 
author himself unless he is a very experienced broadcaster. A producer may 
find that he needs to train his typist in the proper layout of a radio script so 
that it is easy to read-sentences should not be broken between two typed 
pages nor, in dramatic scripts, should control instructions for the technical 
operator head a new page. 

Casting. If w e  are handling a dramatic script, now is the time to cast it-that 
is, to select and book the actors who are to take part. 

More about casting appears in the next chapter. 
It is at this stage also that we select any mood music or recorded sound 

effects which are needed for the production. 

Rehearsal 

There are two distinct kinds of rehearsal: the dry-run, sometimes called a read- 
through, and the microphone rehearsal. 

The dry-run is a rehearsal held in an office, a conference room or an 
unmanned studio-that is a studio without the equipment switched on. It 
reduces the pressure on studios and techrucal services. A straightforward talk 
may need only one dry-run whereas a complex drama may need several and 
the technical operator to attend at least one so that he can familiarize himself 
with the dramatic production. 

As the name implies, the microphone rehearsal is held in a studio with all 
technical facilities working. Talks seldom need any microphone rehearsal 
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if' they have been read through before, but drama and documentary need 
several. Drama producers frequently rehearse parts of productions separately, 
with separate rehearsals for sound effects, music and actors before bringing 
all three elements together at the microphone. 

The producer has much to do at a rehearsal; he has to ensure that the 
performance follows his interpretation of the hama-that the actors really 
live their roles, that the timing and pace of the performance are right, pro- 
nunciation correct, cues properly taken, that the performance is smooth and 
sounds as it should. Every producer finds his own way of handling artists to 
bring out the best in them. H e  needs to understand the temperament of the 
people he is producing-flattering or cajoling some, scolding others. He has to 
maintain discipline and assert his authority over the entire performance. 

It is bad policy to interrupt rehearsals too frequently, for this breaks the 
continuity and sometimes makes artists very self-conscious. In early dry- 
runs interruptions are unavoidable but they are best avoided at microphone 
rehearsals. The producer should rather note corrections and then point them 
out to artists at the end of the rehearsal and, ifnecessq, re-rehearse those 
particular scenes again. 

Eyes and ears need to work together at a microphone rehearsal but with 
the ears doing most of the work. The eyes need only follow the script casually 
and glance occasionally at the VU meter but the ears must concentrate on 
how the performance sounds. Small deviations from a written script are 
seldom important, whereas things which sound wrong are important-the 
listener hears the broadcast, he does not read the script. 

Never be in a hurry at the end of a rehearsal. Use the talk-back to tell 
your artist or artists to relax and then go carefully through the script to dis- 
cuss and explain the notations you have made during the rehearsal. Discuss 
the rehearsal also with the technical operator, as he may have noted import- 
ant technical points to be passed on to the artists. Then, with the entire per- 
formance in your mind and all corrections and directions ready, go into the 
studio to give the artists their h a 1  briefing. 

Rehearsal is the time to attend to the pace of a performance. Change of 
pace adds variety. In a musical production pace is varied by a proper arrange- 
ment of the numbers-a brief fast opening followed by a more gentle mood, 
then tempo again, sentiment and a lively hale. In drama the nature of the 
action itself sets the pace-romantic scenes call for slow and tender playing, 
violent scenes gain from rapid movement, scenes which point up the plot 
need to be played tellingly. A well-produced drama has a cadence and beauty 
of its own. The simple talk needs proper pacing, too-the opening should be 
slow so that the listener can become accustomed to the speaker, descriptive 
passages may be delivered rapidly but detailed argument needs to be deliber- 
ately spoken. 
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Preparation for the studio 

Before attending the studio for a microphone rehearsal or performance the 
producer should make a last-minute check on his organization. Does he have 
sufficient copies of the script? Pencils? Records and tapes, if needed? Stop- 
watch? Only a badly organized producer arrives at the studio to find he must 
return to his office because something has been forgotten. 

A check-list such as the one given at the end of this chapter is often 
useful. 

Performance 
The producer should arrive at the studio ahead of his artists and make sure 
that everything is ready-tables and chairs as required for a discussion, drink- 
ing water, pencils and note pads. H o w  many microphones does he need? 
What kinds and where are they to be placed? 

While his artists are arriving he can discuss some of the likely technical 
problems with his operator, but once his artists have arrived he must give his 
full attention to them. Artists should not be kept waiting too long, particu- 
larly if they are new-comers to broadcasting. 

It has been said that once rehearsals are over the producer has nothing 
else to do but to sit back and listen. In a sense this is true-he does just listen. 
H e  listens to make sure the performance is as it was at the final rehearsal. H e  
listens also to show his artists that he is listening. 

For many artists the studio represents an unreal situation and so the pro- 
ducer must give them encouragement by appearing to be an interested and 
sympathetic listener. H e  must appear to be listening, not sitting with his head 
buried in his script or eating food or sharing a joke with his technical operator. 

In a complex production the producer may have a good deal to do during 
the performance. There are cues to give to different artists, and he must 
advise his technical operator about coming tape, disc or studio cues. He must 
also keep an eye on over-all time, possibly indicating a speed-up here or a 
slow-down there. 

Before releasing artists at the end of a performance check that the record- 
ing was satisfactory. Note on the production copy of the script the exact 
duration of the performance and the number of the tape. Then it is time to 
thank the artists for their performances-a small courtesy which pays divi- 
dends in goodwill. 

Some guiding rules 
This chapter has emphasized the importance of organization in the work of 
the producer, but much of this can be reduced to a few simple rules. 
I. Make a full assessment of the assignment. 
2. Select and brief the contributor; set deadlines for first draft and final 

script. 
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3. Book studios and other technical facilities. 
4. Prepare publicity. 
5. Edit script and cast the production. 
6. Have the script properly typed. 
7. Select mood music and sound effects. 
8. Conduct dry-run. 
9. Prepare to go to the studio. 
IO. Arrive at studio ahead of artists; advise technical operator of micro- 

phone requirements; supervise setting up of studio. 
I I. Microphone rehearsals. 
12. Discuss rehearsals with the operator. 
13. Give cast the final briefing. 
14. Pay full attention to the performance. 
15. Thank artists for their attendance. 
16. Arrange payment of fees. 

Action projects 

I. 

2. 

Select three suitable subjects and assess them properly along the lines 
suggested in this chapter. 
Write two types of publicity for the chosen subjects: (a) announcements 
to be spoken by the announcer; (b) short paragraphs for publication in a 
local newspaper. 

A useful check-list 
In some studios a check-list along the following lines has been found helpful. 
You may adapt it to your particular needs, and then sufkient copies made so 
that you have a supply handy for all your assignments. 

The assignment: 
Purpose of broadcast: 
Target audience: 
Method of handling (talk, interview, etc.): 
Proposed date of broadcast: 
Contributor: 
Dates for fist and second drafts: 
Date for final script: 
Facilities required 
Date and time of read-through 
Date and time of studio rehearsal: 
Dates and times of effects rehearsals: 
Budget allocated for assignment: 
Checks: 
I. 
2. 

3. 

Have I properly edited the script and written in all control instructions? 
Have I instructed typist as to correct number of copies required? 
Have I selected themes, bridge music, sound effects, tape inserts? Are tape 
inserts flagged? 
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4. 
5. 

6. 

7. 
8. Have I forgotten anydung? 

Have I discussed studio and microphone plot with m y  technical operator? 
Have I arranged note pads, pencils, drinking water for artists (in the case of a 
discussion or panel game)? 
Am I completely familiar with the script? 
Have I marked cues and control instructions? 
Have I sufficient copies of the script? 



9 Microphone talent 

Good voices and friendly personalities at the microphone are the backbone of 
broadcasting. They catch the ear and hold our attention. 

The producer may not ordinarily be consulted in the selection of staff 
announcers but he does choose all the other voices heard on the air-the 
voices which will be heard as the speakers in discussions, narrators in docu- 
mentaries, compkres in light entertainment and actors in plays. These voices 
fill the greater part of the spoken word air-time of any station; thus, the pro- 
ducer has a considerable iduence upon the spoken word character of his 
station. It is essential that he be a good judge of microphone personality and 
be able to uncover it in the talent he engages. 

What is microphone personality? 
Microphone personality quite often bears no relation to a person’s real 
character-it is a blend of voice quality and manner of delivery. 

A good microphone personality calls for a well-placed voice and a relaxed 
and friendly manner. The best microphone voices are in the middle to low 
registers-neither so shrill as to be annoying nor so deep as to be unclear. 
Microphone personalities should sound confident and self-assured, not tense 
or hesitant; they should talk with us, not at us. The phrasing and the pacing of 
their speech is easy and natural, not forced nor jerky. Above all they sound 
sincere. 

These are the qualities which attract us to a voice and they are the basic 
attributes of the best of the leading microphone personalities. 

Many voices fill the air during the course of the broadcast day and some- 
thing different is expected from each one of them but all must have a discern- 
ible microphone personality. 

A producer should study the voices he hears on the air from his own and 
from other stations. H e  should try to analyse what he feels about each voice he 
hears-what he likes and dislikes about them. In this way he will sharpen his 
appreciation of the spoken voice and become more selective in his choice of 
microphone talent. 
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Speakilzg at the microphone 
Speech is controlled and articulated breathing. Good breathing is therefore 
essential to good speaking. 

A relaxed but erect position with elbows and forearms resting on the 
table makes breathing easier than a slumped position. The hands should be 
kept away from the face as a hand cupped under the chin will restrict move- 
ment of the jaw or held to the cheek will distort the facial muscles. The jaw, 
the facial muscles and the lips must all have free movement when speaking. 

Simple breathing and articulation exercises are an aid to good speaking. 
One of the simplest breath-control exercises is to inhale and exhale while 
silently counting a range of numbers-say from one to four, and gradually 
extending the range with practice. The time taken to inhale should equal the 
time taken to exhale. Waggling the jaw from side to side for a few minutes 
each day helps the jaw movement. Expelling air through closed lips also helps 
to relax the face and strengthen control over lip shapes and so aids articula- 
tion. 

Even the best speakers will from time to time stumble over a phrase. But 
the incidence of stumbling can be reduced by practising difficult tongue- 
twisters. 

The microphone should be spoken to as one would speak to a friend 
sitting near by. The manner should be neither too intimate nor too remote. 
Many good microphone speakers have in mind a close friend when at the 
microp hone. 

Phrasing 

Punctuation for speech differs from written punctuation. Written sentences 
are often long whereas spoken sentences are almost always short, or they 
appear to be short because of the phrasing. 

The general rule in spoken phrasing is to speak sentences which can be 
carried on a single breath without forcing the breath, and speaking together 
ideas which are thought of together. 

It is useful to mark radio copy-the script or news item-indicating 
natural breath pauses. If we marked the above two paragraphs for spoken 
speech, the script might look something like this: 

Punctuation for speech / differs from written punctuation . . . written 
sentences are often long . . . whereas spoken sentences / are almost always 
short / or they appear to be short . . . because of the phrasing. The general 
rule in spoken phrasing / is to speak sentences which can be carried on a 
single breath / without forcing the breath . . . and speaking together / ideas 
whch are thought of together. 

The stroke (I) can be used to indicate short pauses, two strokes and more 
for longer pauses and dots (. . .) for still longer pauses. 

In spoken language emphasis can be given to words and ideas in several 
ways. The most common way to emphasize a word is to speak it with slightly 
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more force than the other words surrounding it-this is a kind of vocal under- 
lining. But another way is to lengthen the word in speaking it. This gives the 
word added importance. The same principle can be applied to phrases: those 
to be emphasized can be spoken with slightly more force or they can be 
lengthened. 

Variation in pace helps to make speech sound interesting. A talk given at 
the same pace throughout sounds dull and monotonous whereas the talk 
which changes in pace and rate is more likely to hold interest. In this regard 
speech is rather like music where change of tempo heightens interest. 

The announcer and newsreader 

Good speech is particularly important for the announcer and newsreader. The 
announcer is the anchor-man of a radio station. H e  may be heard only briefly 
but he is heard throughout long hours of the day and over a period of 
years he can exert considerable iduence on the speech standards of listeners. 

Great care should be given to the selection of announcers particularly 
where the lingua franca of a country may be a foreign language. The standard 
of speech observed by the announcer and newsreader should stand as a model 
for others to follow. 

It is generally said of the announcer that he should have: clear diction, 
correct pronunciation in every language that he uses, the ability to read 
easily and fluently and without any distracting vocal mannerisms or regional 
accents, an ability to communicate ideas clearly, a pleasing, friendly and 
acceptable microphone personality. 

An announcer must necessarily be well informed over a wide range of 
subjects-music, sports, current affairs. The announcer who is also a 
newsreader must keep up to date with the background to the news and 
thoroughly familiarize himself with the names of people and places which 
appear in the news. 

A good pronouncing dictionary and a pronouncing gazetteer should 
be part of the professional library of an announcer. H e  should also listen to 
foreign news broadcasts in order to learn to pronounce the names of new 
political figures as soon as they appear in the news. 

The narrator 

The narrator features prominently in many different kinds of broadcasts- 
the documentary, the educational series and the magazine programme. 

Narration differs from newsreading. The newsreader is more formal and 
deliberate in his delivery whereas the narrator is often a more friendly and 
colloquial character. H e  is called upon to be much more descriptive in his 
delivery than is ever expected of an announcer. His pronunciation must be 
as faultless and his grasp of language equally as good as the announcer’s. 

Actors, being accustomed to an emotional style of delivery, often make 
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the best narrators but if none are available it is worth searching the ranks 
of lawyers and clergymen. 

Other comp2res 
There are many different kinds of compkres in radio and it does not always 
follow that the man or woman who is a master in one field is necessarily as 
good in another. 

The personality comp6re is the host to a light entertainment programme. 
H e  is generally the kind of person who appears to be everybody’s friend. H e  
needs an outgiving quality in his personality and a keen interest in other 
people. H e  is essentially a master-of-ceremonies and should not feel self- 
conscious on a public platform. 

The sports commentator needs to have a keen interest in and a good 
knowledge of the particular sport he compkres. Quick eyes and a ready 
ability to describe what he sees are essential to his make-up. H e  needs to 
express excitement in his voice without raising it to fever pitch. 

The adjudicator-comp6re is the linchpin of the discussion programme 
or panel game. H e  introduces the subject and speakers, keeps the discussion 
moving and summarizes the points of view expressed. H e  needs to have a 
quick mind and a ready ability to assemble facts. 

Finding talent 
W e  noted two chapters earlier that a producer must have a lively interest in 
his own community. This is at no stage more obvious than when it comes to 
discovering and recruiting microphone talent. 

Radio broadcasting is a community activity and the popular station is 
generally the one which is closely related to the community it serves. 

A radio producer should always be in touch with his community and 
should attend all manner of public performances, lectures, theatres and 
university debating societies as the places most likely to produce new talent. 
The radio producer who sticks close to broadcasting headquarters tends to 
become more and more remote both from his audience and the talent pool. 

It is good practice to keep a talent register, the exact nature of the 
register depending upon the particular field in which the producer works. 
Some producers are interested in finding good speakers to give talks or 
participate in panel discussions; others are interested in narrators and actors. 
All producers who engage outside talent need to keep a register of this kind. 

A typical entry will contain information about, say, a speaker, the 
subjects he can talk about or discuss, his address and availability, a note on 
his microphone personality and the dates on which he has appeared and the 
fees which have been paid to him. 

75 



Radw programme production 

Actors and drama auditions 

One of the problems facing drama producers in countries where there is 
little theatre activity is to h d  actors for the radio. Since there is insuflicient 
work to ensure a professional actor a living, the drama producer must rely 
upon amateur talent, usually to be found among the various kinds of little 
theatre groups. 

H e  should regularly attend play readings and performances organized by 
little theatre societies and university dramatic clubs, and invite those he 
selects to attend a studio audition. 

Auditions 

Auditions should be properly organized and held once every. two or three 
months. About eight people-certainly a maximum of ten-should be invited 
to attend. The organizing producer should seek the co-operation of other 
producers in forming with him an auditioning panel so that an average can be 
taken of the impressions of several listeners. 

The auditionees should be invited to bring material of their own, 
although audition scripts, either short scenes from dramas or specially 
written scenes, should also be available. These scripts should give the actor 
an opportunity to show his ability in different roles-romantic, formal, tragic 
and so on. 

The studio should be curtained off from the control cubicle for audi- 
tions so that judgements will be based on sound rather than on appearance. 
The auditioners should note their impressions on a report sheet (an example 
is given as Appendix r to this manual). The form of reporting should be such 
as to permit the auditioner to note immediately his fist impression about 
the type of character suggested by the auditionee’s voice. 

People’s voices M e r  and we are all inclined to gain an impression of a 
person from his speaking voice. The impression needs to be immediate and 
strong in radio drama if we are to avoid mistakes in casting. 

Casting errors in radio make nonsense of what might otherwise have 
been a good play. There is nothing quite as absurd as a woman with a mature 
and rounded voice heard in the character of a teen-age giri or a softly spoken 
and light-voiced man playing the part of someone in authority. The voice 
must suit the character. 

The audition has this dual purpose-to separate usable from unusable 
microphone talent and to build up a talent register of characters. 

W e  first concern ourselves with age-what age does the voice suggest? 
A young person or an old? H o w  young, how old? Does it suggest a romantic 
person or a motherly or fatherly person? Does it suggest someone who is 
meek, or does it suggest someone in authority who is used to giving orders 
and having them obeyed? 

Having established these character traits we can then go on to assess the 
voice in terms of personality, acting ability and whatever else interests us. An 

76 



Microphone talent 

actor, since he has to play fictional characters, does not need to have the 
ideal microphone personality. 

Once we have heard an auditionee at work-generally in two or three 
scenes totalling perhaps 15 minutes of playing-we can grade his ability. 
Many studios grade auditionees in the following four categories: 
A. Immediately useful. Can employ at any time without fear of bad per- 

formance. 
B. Performance patchy but auditionee obviously has ability which the 

producer can develop. Use in small roles. 
C. Rough performance but some acting ability. Needs more experience 

but not at the producer’s expense. Could use in minor roles in an 
emergency. 

D. Unsuitable. Do not encourage to return. 
Where an auditionee falls into either of the fist two categories in the opinion 
of all members of the auditioning panel a cast card can then be made out for 
him. Below is a type of cast card which is useful. 

Name: 
Address: 
Phone: 

Sex: 

Voice age: 

Languages: 

Accents: 

Can double: 
Voice quality: 

Available hours: 

~- 

General notes: 

The section for general notes should carry an impression of the ability of the 
auditionee to take direction. Some actors can very rapidly pick up what the 
producer means where others have difficulty in doing so. Information of this 
kind is also of help in casting. 

The reverse of the cast card can be used for notes about the parts the 
artist has played, the dates and names of the productions and the fees paid. 
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Often actors who fall into category C can be developed successfully as 
narrators. Some producers believe that a ‘failed’ actor makes the best narrator. 

Standards in speech 
Every broadcasting organization sets a standard in speech, the standard aimed 
at by the station’s announcers. Other speech work handled by producers 
should not fall below the set standard. 

A producer must equip himself to correct the pronunciation of his 
artists at any time. The general standard of spoken language broadcast by 
any station is an important aspect of the general educational role of broad- 
casting. 

Action projects 

I. 

2. 

3- 

4. 

Analyse the microphone personalities of three broadcasters w h o m  you 
find impressive. List the qualities which make them appear to you to be 

Using the audition report sheet at the end of the manual try to discover 
what impressions of character you gain from a group of auditionees. 
How successful are you with the following tongue-twisters: I chased a big 
black pug pup up Upper Parliament Street. Essau Wood sawed wood 
and all the wood Essau saw Essau Wood would saw. Latticed leather- 
ette looking like llamas leather. 
Try reading aloud a descriptive passage of poetry, record it and have 
your friends or associates criticize it. 

outstanding. 



IO Radio writing 

Very little broadcast material reaches the air without first having been 
written down. This is because of the technical nature of radio production, the 
strict time limits observed by most stations and the fact that good extemporan- 
eous speaking at the microphone is a rare skill. For some kinds of broadcast- 
ing, such as the documentary and drama, a script is almost always essential. 

The producer is concerned with radio script, sometimes as the author 
and always as the editor of a broadcast. 

How radio writing dzfers 
Radio writing differs from writing for publication imprint because the 
medium is different. Broadcasting is a form of living publication, it is not 
static but something which moves forward in present time. This calls for a 
different approach-a difference in style. 

The reader of a newspaper or a magazine can select or reject paragraphs 
or whole stories as the fancy takes him. When he is not clear in his under- 
standing of the author’s meaning he can always re-read. This is not so of radio. 
The listener has to take everything as it comes or not listen at all. W h e n  he is 
unclear he has no means of referring back to clarify a point. A radio-script 
writer must therefore seek to hold the listener’s rapt attention and go to 
considerable pains to ensure that themean ing is clear and understandable 
at every stage of a talk or story as it progresses. 

Another distinctive characteristic of radio writing is that things heard 
on the radio appear to the listener to be happening now. A broadcast is not 
a report of something past and gone-even the act of newsreading is some- 
thing taking place at the same time as it is heard. 

Above all radio writing is writing for the spoken word and everyday 
speech should be the guide to the words we use and the manner in which w e  
use them. In talking with one another we use familiar words. W e  assemble 
what w e  have to say in short phrases and seldom put our ideas together in the 
kind of lengthy paragraphs which we may write. W e  put forward our ideas 
directly, not cluttered with small details nor involved in rambling parenthesis. 
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From these characteristics of radio writing we may deduce a series of 
rules. 

Some rules 
Use words which are in everyday use and are readily understood by the majority 
of people. This does not mean to say that w e  should use only simple words to 
the exclusion of all others. Where it is necessary to use an unfamiliar word it 
should be explained or enlarged upon in a short explanatory sentence or a 
short parenthesis. 

Sentences should be kept short. But we must avoid a series of short staccato 
sentences which would make a speech sound jerky. Variety in sentence length 
makes a speech sound interesting. In general, however, the length should 
tend to be short rather than long. A sentence should never be longer than the 
number of words w e  can easily carry on a breath. 

Avoid dependent clauses and clumsy inversions. Dependent clauses and inverted 
clauses are quite common in written matter but we seldom use them in 
normal speech. For example w e  may write: ‘Longing for a cold drink, as he 
had walked many miles that day under a hot sun, Festus walked into the 
first bar he came to in the village.’ In radio style the idea may be better 
expressed this way: ‘Festus was thirsty. H e  had walked many miles that day 
and the sun had been agonizingly hot. H e  entered the first bar he came to in 
the village.’ 

Use descriptive words where possible but use them with care. The radio listener 
has only words to guide him and to sketch pictures which he would otherwise 
see with his eyes. The use of a descriptive word helps him to see the picture. 
In the example above ‘agonizingly hot’ says more than simply ‘Under a hot 
sun’. But descriptive words can be over-used if a script is filled with them. 
Descriptive words are better than figures where it is possible to use them- 
(twenty minutes walk away’ says more to the listener than ca mile away’. 

Speech has rhythm and speech rhythms should be kept in mind when writing radio 
scr+t. A radio script should flow with the fluency of poetry. It helps to cany 
the listener along and it holds his attention. 

Some of the best of radio dramas and radio documentaries have been 
written by poets who have a flair for the rhythms of language. 

A radio script should display an element of ‘nowmss’. Whatever the broadcast, 
as far as the listener is concerned, it is happening now. It is an immediate and 
a personal experience. This should always be kept in mind when writing for 
radio. The choice of viewpoint from which a script is written, the choice of 
words, the author’s approach and the enthusiasm with which he writes all 
have a bearing on the sense of immediacy. 
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Compare the following two examples. Which of the two styles has this 
sense of immediacy about it? Why? 

‘This new variety of corn has been developed especially for farmers in 
the drier zones. It is not subject to the types of crop disease which affected 
the older varieties.’ 

‘If you’re farming in the drier zones you’ll be interested in this new 
variety of corn. It has been developed especially for you. You’ll find that it 
doesn’t suffer from the diseases you’ve known with the older varieties.’ 

Re-statement helps the listener to get the message. In radio broadcasting the 
listener must get the message immediately and clearly. W e  can help him to do 
this by re-stating in another way what w e  have already told him. A simple 
example: Water for children should be boiled. It should be heated over the 
fire until it is bubbling and steaming.’ 

By following these simple rules all radio writing can be made more 
effective. They apply equally to all kinds of radio scripts. 

Narration and dialogue 

Narrative and dialogue are the cwo ways w e  have to tell a story, whether it is 
a story of fact or a story of imagination. The narrative is a monologue-one 
person talking-while dialogue involves two people or more. 

The narrative is a much used device in radio. In the opinion of some 
writers the narrative is radio’s highest art form. The narrative may be the 
simple linking speeches in a magazine programme or it may sustain a whole 
drama. Good narration can be compared with oratory although the style is 
more personal and intimate. At its best it is a form of heightened prose and 
has about it an element of drama. At its worst it is a stodgy mass of words 
used because the writer has run out of better ideas for handling his subject. 

Narrative should be used sparingly if it is to be effective. Too much 
narrative, uninterrupted by action or other sounds and voices, makes a 
documentary sound dull. If it is over-used in drama it holds up the action of 
the play. 

In dialogue a story is told through the conversation of people. It must 
tell us all we need to know-something about the characters and personalities 
of the people of the dialogue, what they are doing and where they are. It is 
very like everyday speech but with the irrelevances removed. Dialogue 
writing is never speech making-we don’t make speeches to one another in 
everyday conversation. The lines given to the actors to speak are generally 
short and the speeches are frequently interrupted by other actors in the play. 

Compare the following: 
OLU: I can’t understand why you Qdn’t speak to m e  yesterday. I was walking in the 

street as I always do in the afternoon when you came by on your bicycle. In 
the past you have always stopped to talk to m e  but yesterday you rode on as 
though I wasn’t there. 
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FESTUS: I would have liked to have stopped to talk to you, Oh, but I was in a 
hurry because I was late for work. It was the second time I have been late this 
week and the boss told m e  that if I was late again I’d get the sack. 

OLU: Oh, well, I understand but you could at least have waved to me. 
The dialogue is stilted because the two characters each make speeches at one 
another rather than converse with one another. 
OLU: What was wrong yesterday, Festus? 
FES TU S: Yesterday? 
OLU: Yes. I was wallung on the street when you went by on your bicycle. 
FESTUS: Oh, I was in a terrible hurry. 
OLU: But you generally stop and talk to me- 
FESTUS: Yes, I know. I’m sorry, Olu. 1 didn’t mean to be rude. It was just that I 

was late for work. The boss said he’d sack m e  next time. 
OLU: Oh, I’m sorry . . . but you could at least have waved to me. 
FESTUS: Next time I will, Olu. 
By breaking up the speeches the exchange of conversation sounds more 
natural. 

Narration and dialogue both have their places in radio story-telling. 
Dramatic scenes involving dialogue can be used to good effect in some docu- 
mentary and educational broadcasts; they can lighten the load on the 
narrator and help to hold interest in what may otherwise be dull passages. 
Similarly the narration can be used in drama to bridge scenes and to indicate 
the passage of time, although most radio dramatists try to avoid narration if 
it is possible to do so. Narration should never be used in drama as a sub- 
stitute for action. 

Mechnizing a radio smpt 

A radio script must contain everydung that happens-the words which the 
listener hears and the control instructions for the technical operator and the 
actors. The process of writing in the control instructions is in the province of 
the producer and it is sometimes called mechanizing. Some radio dramatists 
will do this work for the producer but where the dramatist does not then the 
producer must do them himself. 

Mechanizing a script requires considerable thought and great attention 
to details. The guiding principle is this: Zit is not in the script, it is not in the 
broadcast. The script as it goes to the studio must contain all that is to 
happen and indicate who is to do what and when. 

For example a script as submitted by an author for a play may contain 
the following short scene. 
YINKA: Yes, thank you, I will take a cup of tea. [He pours it out, then starts chok- 

ing and falls dead.] 

W h a t  is the actor supposed to do? Is he going to carry all the action himself? 
And if‘ he does will it be clear to the listener? The author knows what he has 
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in mind but the script in its present form is hardly suitable for the studio. In 
editing and mechanizing the script the producer may set out the scene in the 
following way. 
I. YINKA: Yes, thank you, I will take a cup of tea. 
2. [Effects: Tea poured into cup on mike.] 
3. YINKA: It looks rather strong. [He sips. Pause. Gasp.] What have you done to 

4. [Efiects: Cup drops and smashes on floor.] 
5. YINKA: You . . , [choking] you . . . you’ve poisoned me! [Long agonizing g a p  

6. [Effects: Sound of body falling toflom.] 
By mechanizing the author’s original script w e  have put it into a form which 
can be acted out in the studio. The work has been divided between the actor 
at the microphone and an operator to make the effects of the pouring of tea, 
the cup dropping and the actor falling dead. All cues-that is everythmg 
that happens-have been numbered as this reduces rehearsal time by 
making back references easier. The producer can quickly say: ‘We’ll try cues 
4, 5, and 6 again.’ 

In editing and mechanizing a script the producer may have to write 
some additional lines particularly where the author of the original script is 
not familiar enough with the techniques of radio. 

MABEL: I thought you said George would be here. 
DAVID: I did. He’ll be here any minute. [Knock on door; door opens; George 

enters.] 
DAVID: George! 
GEORGE: Hello there! 
If such a scene was played as written it would sound rather funnyas 
though George was waiting behind the door to hear his name. It is a tech- 
nique sometimes used in light entertainment comedy but it is out of place in a 
play. T h e scene would need to be re-written as follows. 

me? [He begins to choke.] 

for breach.] 

As another example, a script as submitted may read 

I. MABEL: I thought you said George would be here. 
2. DAVID: I did. He’ll be here any minute. 
3. MABEL: I hope- 
4. [Effects: Knock on door off.] 
5. DAVID: That must be him now [ghng slight& off mike]. I’ll open the door. 
6. MABEL [projecting off from on]: Tell him he’s late! 
7. DAVID [off. Mumbled]: Yes, I will . . . 
8. [Efiects: Door opens off.] 
9. DAVID [of]: Hello George, come on in. 
IO. GEORGE [off]: Sorry I’m late, David. 
11. [Effects: Door closes off.] 
12. GEORGE [off but coming on]: Is Mabel here yet? 
13. DAVID [coming on]: Yes, she’s waiting for you. 
14. MABEL [on]: Hello George. You’re late. 
15. GEORGE [on]: Yes, I’m sorry Mabel, I got delayed. 
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By re-writing the scene w e  allow some time to pass for David to walk across 
to the door and open it and then return to where Mabel is seated or standing. 
W e  have written in additional lines, some to be spoken away from the micro- 
phone, to allow for the passing of time. 

W e  mechanizing a dramatic script for the studio the producer can 
give thought to the questions of perspective which were raised in an earlier 
chapter when discussing microphones. In some scenes in drama, action will 
flow-or appear to the listener to flow-away from or back towards the 
microphone. While mechanizing a script the producer must always ask 
himself Where is m y  microphone? 

In the scene we have just read the microphone begins with David and 
Mabel and it remains with Mabel while David goes away to open the door 
for George. W e  could have staged this scene the other way round with the 
microphone apparently following David, but w e  would then have had to have 
given some lines to be spoken by Mabel from ‘off mike’ to indicate movement 
and to show that she was still there. 

The terms generally used in a script to indicate perspective changes are: 
Ofl and slightly ofl-these could be (off back) or ofl (side) depending upon 

the type of acoustic required. Off back from a directional microphone 
excites room resonance and gives the impression of space, whereas off to 
the side of a directional microphone means that the actor works into the 
dead area and the space effect is not created. 

Projecting-which means that the actor pitches up his voice as though speak- 
ing to someone at a distance. It also creates the illusion of space. 

Script mechanizing doesn’t enter into talks work and only to a limited extent 
in programmes other than drama. In a straightforward documentary it may 
be restricted to music and tape insert cues. But where any kind of mechan- 
ization is called for it needs to be logically thought out from the viewpoint of 
how the action will sound and the instructions for the technical operators and 
actors need to be set out clearly in the script. By doing all this work in his 
office during the editing of the script the producer frees his mind to con- 
centrate on the performance when he is in the studio. 

How many wumds to a minute? 

Speaking rates vary from one person to another, from one language to another 
and from one programme to another. News is generally read at a rate of 
120 words per minute. The average rate in a dramatic programme may be as 
high as 160 words per minute. 

In estimating the length of a script we must take into consideration the 
nature of the programme, the size of type and the length of each typed line. 
It is generally safe to assume that twenty typewritten lines equal I minute of 
reading time-that is 3 seconds a line. But until experience teaches otherwise 
the best way of timing a script is to read it through aloud. 
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A final word 
Good writing is good writing in any medium. The established rules of 
composition apply as much to radio as they do to writing a letter, writing for 
a newspaper or writing a book, but in writing for radio w e  must remember 
that we are writing for the spoken word. 

Many established radio writers chatter away to themselves as they mite, 
savouring each phrase on the tongue to test its sound and judge how easy it 
is to say. It is a good principle to follow-if you cannot say it, if it does not 
sound natural and easy, then do not write it. And remember that a radio script 
is both a creative piece of work and a cue control sheet for the technical team 
engaged in the production. 

Action projects 

The following incident is written as a narrated story. Try to adapt it as a 
dialogue. The completed dialogue script should not run more than two and a 
half minutes. 
‘I discussed with the Desk Sergeant at the police station the question of m y  missing 
money. I clearly remember having had five pounds in notes in the house yesterday 
morning but it wasn’t there today. I was very concerned at its loss as it was money 
I had set aside to buy m y  wife a birthday present. 

‘The Sergeant was offhand in his reaction, almost as though he resented m y  
presenceas though I was adding to his work for the day. H e  may have thought 
I was making up the story. H e  asked me where I had kept the money and who 
would have had access to it-children, m y  houseboy, a casual visitor or perhaps 
even my wife. 

‘I told hm I had left the money on a table in my bedroom-or at least I 
thought I had. The children wouldn’t have found it as it was a strict rule h our 
house that they never entered my bedroom. It was unlikely that my wife would 
have taken it. 

‘He pressed m e  with questions. Was it on the table or in a drawer? Had I 
perhaps left the money in a pocket of my suit? I was convinced he didn’t believe me. 
I told him I was wearing the same suit as I wore yesterday and that it was a habit of 
mine to empty my pockets when I got out of my suit. I was so cross with his appar- 
ent indifference that I pulled out the pockets of m y  suit to show him how I emptied 
m y  pockets each day. And then came m y  embarrassment. The five pound notes 
were in my trouser pocket!’ 
The following scene may appear in a dramatic script submitted to you by an 
author. Mechanize it for the studio, setting out any instructions required for 
the technical operator and the actors. 

The scene is Yinka’s ojice which is just ofl the general ofice of the Sapele Company. 
Yinka is on the telephone. 
YINKA: This afternoon? Well, I’m not sure. Let me look at my diary. Yes, that‘ll 

Tay0 knocks on the door and enters. 
YINKA: Come in! 

be fine. What time? Two o’clock. Yes. See you then. 
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TAYO: May I see you for a moment? 
YINKA: I always have time to see you. Come in and sit down. 
TAYO: I can’t stay long, I’m expecting a phone call. I wanted to see you about the 

YINKA: Not this week. I’ll send for it. 
Yinka rings a bell on his desk for the messenger. 
TAYO: Macauley has it at present. Have you seen it since it was passed to him? 
YINKA: No, I don’t think so. No, I haven’t seen it since last month now I come to 

TAYO: Well, there are a number of irregularities which I thought you ought to 

The messenger enters. 
MESSENGER: You called, sir? 
YINKA: Yes-go and ask Mr. Macauley for the Budget File. 
The messenger turn to leave. 
MESSENGER: Yes, sir. 
YINKA: On second thoughts-ask Mr. Macauley to come and see me. 
MESSENGER: Now, sir? 

The messenger leaves. 
TAYO: I‘d better leave you alone with him. 
Tay0 rises to do so. 
YINKA: Don’t go far. I may need you. 
TAYO: I’ll be in my office. Just call. 
Tay0 leaves. Then the phone rings. 
YINKA: Hello, YeS. 
The scene ends with music. 

Budget File. Have you seen it recently? 

think of it. Why? 

know about. 

YINKA: YeS, noW. 
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I1 The talks programme 

Talks were the earliest form of spoken word broadcasting. They are the 
simplest form and can still be the most effective. A good radio talk, well con- 
structed and well delivered, can sparkle like a gem againstthe back ground of 
other programmes which make up the broadcast day. It can have all the 
authority of the printed word coupled with the warmth which comes from 
person to person contact. 

In most broadcasting organizations the term ‘talk’ embraces the 
straightforward talk, the interview and the discussion. In some it also includes 
the documentary. In length a talk can range from a I-minute contribution 
for a magazine programme to a I-hour ‘tom meeting’ with several featured 
speakers and audience participation. The trend these days is towards the 
shorter talk as research has shown the attention-span of the listener to be 
limited when one person alone is talking. The purpose of the talks programme 
may be to inform, to educate or simply to entertain. 

As with all broadcasting, the intended audience must be clearly kept in 
mind. The programme intended for general listening has to be of popular 
appeal-the subject must be of wide general interest, the approach must be 
one which is commonly understood and the words must be the familiar words 
which everyone uses. The more specialist talk aimed at a particular audience 
need not be bound so tightly by these restrictions. 

The personality of the speaker in a talks programme is of the greatest 
importance and far more so than in any other kind of programming. A dull 
personality seldom holds an audience even though his subject may be of great 
interest. It is sometimes unavoidable to use an otherwise unsuitable speaker 
but when this is so it is up to the producer to use his skill to the uttermost to 
make the speaker into an effective broadcaster. A wise talks producer builds 
up a panel of good personalities w h o m  he can draw upon at any time. 

The talk 
The radio talk is neither a lecture nor a public address. The audience does not 
have to stay and listen nor can it see the speaker and be attracted by the way he 
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uses his hands and his eyes. Everything in a radio talk has to be carried in the 
words: the familiar words w e  all use. 

The best of radio talks is a friendly chat built around one subject. It is a 
spoken composition and like any composition it needs a unified structure: it 
has a clearly defined beginning, middle and an end. The words it uses are the 
action-words of everyday speech. It introduces the subject in an ear-catching 
way, explains it simply, develops its argument and then summarizes what it 
has said. Some talks producers reduce the structure of the talk to the following 
four phases: Begin to say it. Say it. Say it again. Say what you have said. 

The writing of a radio talk should be lively, colourful and direct. It 
should not contain too many points. A well-prepared script is a ‘slow’ script 
in which the author has allowed himself sdcient time to make his 
points clearly and emphatically. The writing should be simple-too many 
unfamiliar or strange words may bolster a speaker’s ego but they are likely to 
confuse and possibly irritate the listener. The speaker should not talk down 
to his listener nor should he assume him to be at his own level, and he should 
never try to demonstrate his own cleverness. 

A radio talk should avoid statistics, using them sparingly if they must be 
used at all. Figures are best rounded out to easily understood whole numbers: 
‘a quarter of a million’ is better than ‘238,784’. 

Written shorthand has no place in a radio talk: ‘and so on’ is better than 
‘et cetera’, ‘namely’ is better than ‘viz’, ‘for example’ is better than ‘e.g.’. 
Some phrases should never be used. If a speaker says: ‘I am going to prove to 
you . . .’ he will appear arrogant and may antagonize his audience. Some 
words and phrases are distracting-‘before I finish’, ‘in conclusion’, ‘XI had 
more time’, ‘a last word’, ‘finally’ are all best avoided. W e  may be sorry that 
it is the end of an interesting talk or glad that it is the end of a dull one, but 
whether we are sorry or glad there is nothing to be gained by drawing atten- 
tion to it. Fresh, vigorous writing is the making of a talk, not tired old clichks. 

In the studio 
Simple everyday psychology plays a part in the work of the talks producer in 
the studio. H e  has to learn to be a chameleon and change his colour to suit 
each speaker-flattering some, scolding others to get the performance he 
wants. 

H e  should put his speaker at ease and encourage him to speak to the 
microphone as he would to a friend. Many talks producers find that it is a 
good idea to sit in the studio with a speaker, particularly if he is a newcomer 
to radio. H e  can then be encouraged to pitch his voice at the producer. 
His delivery will be more natural if he looks up from time to time at the 
producer, and by showing interest or otherwise the producer can encourage 
the speaker to work harder. 

The production of a speaker who is over-selfcoddent may be a prob- 
lem for the producer for such people seldom like direction. To deal with the 
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situation some producers record the talk without direction and then join the 
speaker in the studio for a play-back. By showing utter boredom and disinter- 
est in the play-back the producer may then undermine the speaker’s con- 
fidence; once this happens and the speaker asks, Could it have been better?’ 
the producer has the opening he needs to offer direction and re-record the talk. 

The interview 
The radio interview is a lively variation of the talk. It considerably expands 
the potential pool of talks’ contributors by bringing to the microphone people 
who have something to say but who cannot write talks or are too busy to do 
so. It is a popular form of talks broadcasting as most of us like to hear-or 
overhear-other people talking, and it is a very useful form particularly in 
countries where there are many languages and not all of them are understood 
by everyone. 

Radio interviewing is not something any broadcaster can do. It requires a 
well-informed alert mind, a readiness with words and ideas, and an out-going 
gregarious personality. The shy broadcaster may be quite at home in the stu- 
dio but he can never make a good interviewer. 

There are several kinds of radio interview but essentially they can all be 
classified under two headings: 
I. The personality interview which seeks to bring out the personality of the 

interviewee and tells us something about his life and ideas. 
2. The information interview which seeks out facts. 
The personality interview may be with or about a celebrity or someone w h o m  
we call a celebrity for the time being. It may show us how the interviewee 
thinks and feels, and how he reached his position in the public eye; it may 
bring out his views on questions of the day. This type of interview is generally 
slow moving and may be comparatively long. The technique of the person- 
ality interview is often used to present a character profile or portrait of a great 
man or woman. Sometimes it is used to bring a visiting celebrity before the 
public: a famous athlete or a popular entertainer. 

The information interview is less interested in the personality of the 
interviewee than in what he has to tell us: about something that is in the news, 
some work he is engaged in or his views on an issue on which he is competent 
to talk. The interview usually moves along at a fair pace, with interviewer 
intruding little but simply holding up signposts, as it were, to keep the inter- 
viewee on the right track. The news interview, the magazineinterview and the 
interview that is to form part of a documentary programme all belong in this 
category. This kind of interview is generally short-from 2 to 5 minutes-and 
it calls for particular skill on the part of the interviewer. 
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Preparing an interview 

AU interviews need careful preparation. They are not something which can be 
done quickly, off-the-cuff, except by experienced interviewers who work daily 
and consistently in this branch of broadcasting. 

The preparation of an interview begins with researchinto the subject and 
the person to be interviewed. The more the interviewer knows about both, 
the better his interview will be. H e  need not be an authority on the subject 
but he must be well informed about it so as to devise pertinent questions and 
gain the respect of the interviewee-a matter of particular importance if the 
interviewee is an older man. 

Suitable research material can be found in daily newspapers, magazines, 
encyclopaedias and pamphlets and papers published by government depart- 
ments. Some interviewers like to know a good deal about the person they are 
interviewing and first approach his friends and associates for background 
material; this is particularly useful in the personality interview. 

Once the research has been completed the interviewer can draw up a 
tentative list of questions-usually more than he intends to ask, their number 
of course depending upon the length of time allocated to the interview. Here 
again good talks practice should be followed-the interview should be about 
one subject only, and each question should uncover another facet of it. T he 
best questions are those that an informed listener would ask, not irrelevant 
questions which simply waste time. 

The devising of questions calls for skill. The right kind of question will 
start the interviewee talking whereas the wrong kind simply prompts a ‘Yes’ 
or (No’ answer. The interviewer should avoid putting all he knows about the 
subject into a question-his knowledge should only guide him to the right 
kind of question. 

A bad question would be: ‘I understand you’ve been working on this 
rural development programme in Ikete village for eight months and expect to 
be there for another six months before it is completed?’ What can the inter- 
viewee say except ‘Yes’, or ‘NO, not another six months, w e  hope to finish it 
in four.’ 

A better question would be: ‘How long have you been working on this 
rural development programme in Ikete village?’ The interviewee now has 
something to bite into. 

And better still: ‘You’ve been working on the Ikete village rural develop- 
ment programme for six months-what has yet to be done before it’s 
finished?’ A question of this kind is likely to bring a very f d  answer, and the 
interviewer may need only to prompt the interviewee with one or two other 
questions to bring out the full story. The interviewer should avoid intruding 
if he can-the audience wants to hear the man or woman being interviewed 
not the interviewer himself. The interviewer is only a go-between, bringing 
the interviewee to the listener. 

There is possibly one exception to this and that is where the interviewer 
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is himself the programme. H e  may, for instance, be the regular compere of a 
weekly or daily interview progrillllflle, or an outstanding station personality 
whose opinions and views are valid and who is highly popular with the 
audience. The interviewer himself also makes the programme in field inter- 
views where people may have little to say or lack the ability to say it. In such 
cases he may have interviewed the person in detail before beginning his 
broadcast and may then sum up what he has found out, turning to the inter- 
viewee only every now and again for ‘Isn’t that so?’ or ‘Am I right’. This 
technique can be useful also where the interviewee doesn’t speak the lan- 
guage of the majority of the listeners. 

The interviewer should refrain from making comments in the informa- 
tion interview, even unintentionally. ‘I see . . .’, ‘Yes . . .’, ‘Would you believe 
it. . .’ all imply a comment. The interview should progress from question to 
answer and from answer to a new question; there is seldom any need for link- 
ing phrases. Comments of any kind are particularly out of place in the news 
interview unless the purpose of the interview is to make news by pointing up 
shortcomings or inadequacies. 

An interview should end with a good ‘tag’-a strong point of argument 
or an amusing thought. The line of questioning should be prepared with this 
in view. A good tag makes an interview memorable and is likely to leave the 
listener thinking about what he has heard. If the tag is strong enough, and 
depending upon the culture of the country, there is little need for the other- 
wise weak ‘thank you’ at the end of an interview. 

Field interviews 
In conducting a field interview keep a sharp ear to the general acoustic back- 
ground. Too much room echo or the low frequency rumble of traflic may 
distort the sound of the speaking voices and make it difficult for the listener to 
understand what is said. This is easily done by listening carefully to the 
over-all level of background and watching the deflections of the VU meter of 
the recorder before beginning the interview. 

Where recording has to be done in an office, often the best position is to 
lean on a windowsill and speak out into the open air thus reducing the room 
resonance. 

Sometimes background sound can be turned to good effect to make an 
interview sound more interesting and convey to the listener a picture of the 
scene. 

A field interview at a dam site under construction may usefully begin 
with the sound of a near-by tractor at work. The interviewer could then 
begin: ‘I’m standing right on the site of the new Volta dam just nearing com- 
pletion. With m e  is the resident engineer, Mr. Xerly--Mr. Xerly what is 
that machine we can hear . . . ?’ And then progress to the intended questions. 

Most microphones used for field recording have a wind shield to prevent 
puffs of wind moving the diaphragm and causing a disturbing rumble. Where 
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a wind shield is not available one can often be improvised by draping several 
folds of a handkerchief or robe over the microphone. With the high quality 
equipment available nowadays there is no reason why the sound quality of a 
field recording should not equal that of a studio recording. 

The discussion 
The discussion programme provides a platform for the exchange of ideas. 
The ideas may be important ones which concern us as individuals, as m e m -  
bers of a community or as nationals of a country; or they may be ideas intend- 
ed simply to entertain us. The discussion may be serious or light-hearted, but 
its purpose is always to set us thinking. 

The simplest discussion is an extension of the interview in which the 
interviewer plays a more positive or provocative role. H e  may present his 
own ideas so as to bring his guest out or perhaps to delve deeper into a sub- 
ject. This kind of discussion is best handled by a station personality. 

More conventional discussions are those presided over by a chairman 
and taking place between three or four participants; such panel discussions or 
forums are generally rather formal, with chairman acting as adjudicator or 
moderator and not participating in the discussion himself except to spark off a 
new line of inquiry. Usually one subject only is dealt with and it is examined 
in some depth, although in a variation of this type of programme several 
topics arising from listeners’ letters may be discussed. 

Still another type of discussion follows the lines of a debate and is 
usually held before an audience, either in the studio or in a public centre, 
perhaps as a town hall or a university auditorium. A chairman presides and 
two protagonists put forward opposing views on the question under debate, 
the audience being invited to join in their discussion. This type is popular in 
urban areas but it is also appropriate in rural districts. 

The essential ingredient of any discussion is conflict. The members of the 
panel must have differing points of view. A discussion programme in which 
everyone agrees with everyone else makes very dull listening. 

Discussion programmes are best organized in series-following the old 
radio axiom that the only way to build an audience is to put a programme on 
and keep it on. 

Some discussion programmes with specific educational purposes invite 
listeners to form their own community discussion groups. These groups are 
sent circulars beforehand containing discussion group notes sketching the 
lines of the argument likely to be heard and suggesting questions for the 
groups to discuss. Results of these discussions are sometimes sent in to the 
radio station and points raised are then discussed from time to time in the pro- 
gramme series. 
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Preparing a discussion 

The discussion programme needs the same careful preparation as a good 
interview. 

The producer needs to research the subject and make very certain in his 
own mind that the subject is one that is capable of being discussed. Many dis- 
cussion programmes fail because the subject is not one which will sustain dis- 
cussion because it is of little concern to anyone or because there are not 
enough different points of view on the subject. In many broadcasting organi- 
zations the planning of discussion subjects is the work of a committee; 
committee discussion of programme subjects helps a producer to determine 
whether there are enough different points of view and often helps him to 
frame the question for a Qscussion. 

The choice of subject has considerable bearing on the choice of par- 
ticipants, as does the way in whish the question is put. For example: ‘What 
kinds of people should our universities be producing?’ A question of this 
kind is vague. Put in this way it is likely to interest only university staff. It may 
bring out many points of view without any hope of general agreement. 

‘Do w e  need more lawyers or more practical engineers?’ This is a better 
approach to what may be the same question but again would limit the dis- 
cussion and the choice of speakers. It is a question for lawyers, economists 
and engineers. 

Would you advise your son to be a lawyer or an engineer?’ This is a far 
broader question and one that is likely to stimulate immediate listener inter- 
est. It offers scope for discussion of national objectives, views on the present 
situation and discussion of employment opportunities. It immediately sug- 
gests possible participants-an engineer, a lawyer, a prominent women’s 
leader, a graduate who feels that he has entered the wrong calling. 

All discussions need careful planning. The subject of the discussion must 
be of interest to the audience for whom it is intended. The subject must be 
thoughtfully chosen, and the microphone personalities of the participants 
should be carefully considered. 

Producing the discussion 

The producer should talk with all the participants to learn about their points 
of view before arranging his rehearsal. A brief typed summary of these should 
be given to the chairman who should also have an opportunity to talk with the 
participants himself before the recording is made. 

During the rehearsal the chairman and the producer should find out 
which of the participants is likely to have the most to say on any particular 
aspect of the subject. The producer should then note the amount of time 
which each stage of the discussion is likely to require, and prepare a running- 
sheet indicating time from a 00.00 minutes start. During the recording he can 
then signal these <time gates’ to the chairman as each one is reached. 
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H e  should brief the speakers carefully, showing them how to face up to 
the microphone and he should point out the diEiculties which arise from 
cover-talking’-that is breaking in on a speaker and talking at the same time as 
he is talking. The best way is for a participant to raise a hand or an eyebrow 
to the chairman when he wants to cut in. The chairman can then let one par- 
ticipant complete his idea before calling in another. In this way a good chair- 
man can control a discussion without taking any of the life out of it. In the 
early part of a programme the chairman should name the speakers frequently 
until the listener is able to identify them by voice. 

It is well to pay special attention to the placing of participants, particu- 
larly if the studio lacks a round table. If the only table available is a long one it 
is better to put the more effusive speakers at the ends. When shy speakers 
are seated at the extremes of a table they tend to take comfort in their isolation 
and fail to contribute freely to the discussion. 

Note pads, pencils and glasses of water should be provided for each par- 
ticipant. 

Most discussions end with a summary from the chairman. It is important 
that this be purely a summary and not a speech in which the chairman airs his 
own views or raises new questions which have not been touched upon in the 
general discussion. 

General 
From the talks programme have been derived nearly all the other forms 
of spoken word broadcasting-the educational programme for schools, the 
documentary, the magazine, special programmes for particular audiences- 
children, farmers, women. It is a very basic form of broadcasting and one 
which, in a sense, existed long before radio began. The talk, the interview and 
the discussion are all part of our daily lives. 

W e  all talk to someone giving our views on topics of the day and about 
things we see. W e  all ask and are asked questions-about ourselves, about the 
things w e  do, about the things we want to do, about what w e  know and about 
what w e  want to know. W e  discuss our ideas and our plans with other people 
-members of our families, our friends and our associates. W e  join together in 
groups at village and town meetings, in councils and in parliaments to discuss 
our ideas and to prepare plans for action. 

The best of radio talks programming is simply an extension of the talk- 
ing we do in our everyday lives. The talks producer should, therefore, be 
guided by the talks activity of his own people. If in his own society there are 
meetings of elders and tribal meetings he should try to find ways of adapting 
these to radio, particularly in provincial vernacular broadcasting. It is only by 
working through the existing framework of society that radio can help to 
broaden our ideas and put distant peoples in touch with one another. 

The kinds of talks programming sketched in this chapter are the conven- 
tional ones which have been tried and proved elsewhere, but they are not the 
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only ones. In the English-speaking radio world the formal talk began in Bri- 
tain, the interview in the United States of America, the town meeting and 
rural forum in Canada. They have changed over the years and been adopted 
in various forms by broadcasters in other parts of the world. In each case they 
entered into radio because they were means of communication which were 
already known outside of radio; the radio listener was familiar with the tech- 
nique. As radio reaches out to other lands it must adapt itself to other people 
and take its programme inspiration from the way other people think and live. 
T o  do its job radio must be vitally and closely related to the lives of its listen- 
ers and not to the lives of listeners in some distant country. 

Action projects 

The short talk and the short interview are always more difficult than the long 
talk and the long interview. Train yourselfin both by doing the following: 
I. Prepare a talk of 23 minutes duration on a subject with which you are 

familiar-perhaps about your job or how and why you began a career 
in broadcasting. 
Prepare a talk of up to IO minutes on a subject requiring research-some- 
thing in history, something about your customs, or about a new civic 
proposal or development. 
Prepare and record a short interview of 3-minute duration with one of 
your classmates or one of your station’s personalities. 
Visit your city or town market and prepare a 6-minute descriptive item 
which includes an interview with a market vendor or the market in- 
spector. 

Play back and evaluate these projects with other members of your class. Was 
the material well organized, was the message clear? How could they have 
been improved? 

2. 

3. 

4. 

Class discussion projects 
I. 

2. 

Examine the ways in which your station uses talks programming. Are 
they the best ways for your listeners? Do they relate to the audience? 
Where and for what reasons in your community do people come to- 
gether and talk? How are the meetings organized? W h o  sits in the chair? 
What is discussed? Are there established precedents for speaking? Can 
these meetings be adapted to broadcasting and used as the idea for a 
series of radio programmes? 
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12 The news programme 

Radio offers the fastest means of disseminating news. The radio news bulletin 
reaches people in remote country areas hours and sometimes days before the 
arrival of a city newspaper. For many people radio is their only source of 
news. 

News is important to all of us because it keeps us informed as to what is 
happening in our own community and what is happening in other commu- 
nities which impinge upon our own. It satisfies our curiosity and concern and 
it provides us with basic facts which enable us to make up our minds and 
so join in the general discussion which leads to community action. 

Man has always had a need for news. In past times and in isolated remote 
communities the gathering and transmission of news was haphazard. The 
reconnoitring hunter saw a herd of game and reported it to his fellow hunters. 
The emissary in a foreign territory heard of the warlike intentions of a neigh- 
bouring clan and reported the fact to his elders at home. The women of a vil- 
lage found a new edible plant and told their families and friends about it. 
Armed with such information, the hunters, the elders, the women could de- 
velop plans of action. The information they gathered and news of the action 
they were likely to take were passed on farther afield through talking drums 
and in the songs of the town-crier. And so the news was spread. 

Our news needs have grown with our societies. Today w e  need to know 
not only what is happening in and about our own village-although this is 
still very important-but w e  also need to know what is happening in our own 
capital city, what is happening in neighbouring countries and what is hap- 
pening in far distant countries. 

W e  may live in a village by a river. W e  may hear in the news that the 
government of our country in the capital city has agreed with a neighbouring 
country to build a large dam on the river which serves us. W e  may have fears 
that damming of the river will reduce the amount of water available and 
endanger our flood-land crops or destroy the fish of the river. Because w e  
have heard the news we are able to discuss it with our village elders and urge 
them to take the matter up with the government in the city. The government 
may not listen to what w e  have to say, but w e  have heard also that the pro- 
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posed dam is to be financed by a foreign government. W e  may write to that 
government and put our case. Finally our views may be heard-and all 
because of the news. 

What is news? 
In a word-everythmg. Everything that has happened recently which we 
have not yet heard about and everything which is about to happen. 

A famous publisher once said: W h e n  a dog bites a man that isn’t news, 
but when a man bites a dog that is news.’ H e  was referring to sensational 
news but an event does not have to be sensational to be news. It just has to 
happen and to be of sufficient concern to people. If the publisher’s dog had 
rabies it would be important to the man, his family and neighbours. If there 
were no medical services available it would be all the more important. 

All news is important but there are orders of importance in news. The 
news which generally interests us most is local news-news about people we 
know and news about happenings and proposals which are likely to have an 
immediate and direct effect on our own lives. 

The news which a radio station broadcasts or a newspaper publishes is 
not all the news of the hour or of the day. It is selected news-news which in 
the news editor’s experience has some importance to listeners and readers. 

Gathering news 

News is collected by reporters-men and women trained in the collection and 
interpretation of facts. They are people who know their own communities 
very well. Many of them have specialist spheres of interest in community 
affairs: politics, the work of government departments, law, transport, 
communications. The modern journalist is highly informed about many 
matters and is exceptionally well read. He has an intuitive flair for picking up 
half-formulated ideas and giving them definition. 

Radio gets its news from several sources. Some large stations employ a 
number of journalists-sometimes called <leg men’ because they have much 
walking to do to collect their stories. Others cull their news from newspapers 
and often by arrangement with the newspapers. Nearly all radio stations 
subscribe to one or more of the many international news agencies, sometimes 
called wire services, which have reporters around the world and who sell 
their news to interested buyers. 

The basis of a news story is often said to be found in the following 
words: What? Where? Who? When? Why? How? 

What happened, where did it happen, who did it happen to, when did it 
happen, why did it happen and how did it happen? 

It is a good formula for working out any news story as it puts the ques- 
tions uppermost in our minds into a logical order. 

The production broadcaster is not ordinarily concerned in news and 
news gathering although news touches on many phases of his work. But he 
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should know that his newsroom or news editor is likely to be interested in any 
worthwhile story he comes across. 

Two kinds of news 

Journalists sometimes speak of two kinds of news: 
Hard news, which is the reporting of important events which have taken 

place. A speech by a leading political figure, an important government 
announcement, a crime, a disaster, a significant court verdict-these all 
come under the heading of hard news and will surely find their way into 
the news bulletin. 

Soft news, which is news of a more informational nature and not as imme- 
diate or, in the opinion of a news editor, as important as hard news. 
Much of the material used in a magazine programme and in some talks 
can be put in the category of soft news. The programme broadcaster is, 
therefore, much concerned with soft news. 

The news bulletin 
News bulletins have assumed increasing importance in radio broadcasting in 
recent years. In the early days of radio there was seldom more than one 
bulletin a day and it was broadcast after the evening newspapers reached the 
streets and had been sold. As radio stations built up their own news staffs the 
number of bulletins increased. Many stations today have several long bulle- 
tins interspersed with hourly or even half-hourly news summaries. 

Where there are several bulletins in a day it is important that the 
bulletins change or appear to change. The same bulletin heard several times 
with the stories assembled in the same way and in exactly the same words is 
likely to rob radio of its news importance. 

The stories in a news bulletin are usually assembled in order of import- 
ance. Sometimes prominence is given to local or national stories, with sports 
news and some human interest story to round the bulletin off. 

Reading the news bulletin 

News reading is generally the preserve of a station’s leading and clearest 
announcers. The news reader should be well informed and familiar with the 
background to every story that he reads. If a story fails to make sense to 
him it will certainly not make sense to his listeners. H e  should know accurate- 
ly the pronunciation of all words which appear in the bulletin-words in 
everyday speech and the names of places and people appearing in the news. 

Some radio stations use two news readers alternating with each other. In 
this way the stories are separated from each other so that there is little 
likelihood of confusion in the listener’s mind. Other stations use a gong 
stroke or an electronic ‘pip’ to separate stories. A drum beat could be simi- 
larly used. 
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If you are concerned with news reading, you should refer again to the 
chapter on microphone talent. 

Does the message get across? 

Because news bulletins are presented in the way they are it does not follow 
that the accepted method is the best or only method. It is simply one that has 
grown up with the years and in societies where there are many outlets for 
news information. 

Does the formal presentation of a news bulletin really get the message 
across to listeners-particularly listeners in the less sophisticated villages? 

At least one African broadcaster doubts the value of presenting news 
without at the same time overtly drawing attention to its significance. In 
traditional African society news information and education are interrelated. 
The village-crier not only says what has happened and why but he also 
points to the sigmficance of what he has to say and draws a moral from 
it: ‘A woman has died of fever because she refused to go to the hospital. 
N o w  let everyone hear this-if you have a fever, brother, please don’t hesi- 
tate to go to the hospital or the same thing may happen to you.’ The village- 
crier is not only giving the news he is also giving a useful and pertinent 
comment on it. 

Can this traditional style be adapted to broadcasting? The news broad- 
caster is only a village-crier with a larger voice. 

There are precedents in radio of this kind. In the United States several 
famous newscasters won their reputations because they not only read the 
news but commented on it at the same time so that listeners could better 
understand and appreciate the significance of the news. 

The question, ‘Does the message get across?’, is one that a broadcaster 
should always ask himself. W e  apply it to other forms of broadcasting: why 
not ask it of the news? 

The newsreel 
It is more usual to separate comment from the news by including it in news 
talks and newsreels. The daily newsreel of fifteen or more minutes duration 
is a popular form of news broadcasting. It contains eye-witness accounts, 
extracts of speeches and reports of other events, commentaries, short talks 
and interviews in much the same way as a newspaper includes pictures and 
feature articles. 

The newsreel is expensive to produce as it requires a large staff, good 
communication and other technical facilities if it is to be professionally made. 
It is beyond the capacity of a small station with insufficient finance and staff. 
The editor must be able to select what he wishes to use from a large number 
of items and a good newsreel calls also for skilled tape editing and well- 
written link narrations. Some points about these are made in the next chapter. 

As alternative to the full newsreel occasional sound excerpts may be 
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included in a normal news bulletin. A speech by a leading dignitary reported in 
the news can be highlighted by the inclusion of a 20- or psecond extract 
which illustrates the manner and personality of the speaker. A news report of 
a sporting event, say a football game, may end with live sound of the last few 
seconds of play, the commentator’s cry of ‘Goal!’ and the roar of the crowd. 

The integrated news broadcast 

Another technique in news presentation is the half-hour news broadcast once 
a day. This 3o-minute period includes a formal bulletin, several newsreel 
items and one or two commentaries. The time given to each element varies 
according to the importance and news value of available items. 

In theory the half-hour is divided into equal thirds: bulletin, magazine 
material and commentary. In practice, however, the time may be divided into 
4 minutes of hard news bulletin, 16 minutes of magazine interviews and 
reports, and approximately IO minutes commentary-the commentary 
period may cover both local events and world affairs. Another day the time 
may be allotted differently with more hard news, a single magazine item and 
longer commentaries. 

Such lengthy news presentation assumes considerable interest in news 
on the part of listeners and willingness to sit and listen for a long period of 
time. 

The general trend, however, is towards shorter and more frequent news 
broadcasts with the emphasis in each short bulletin concentrated on items 
likely to be of interest to an audience tuned in at that specific time. Early 
morning news is designed for a general audience, mid-morning for a pre- 
dominantly women’s audience, mid-day for farmers, late afternoon for young 
mothers and children, returning to a general audience at night and a more 
sophisticated audience at late night. 

The only sure formula is the one which works for your listeners. 

Action projects 

I. Survey the news outlets available to listeners in your area. H o w  many 
daily newspapers are published? What are their circulation figures 
(number of copies printed and sold each day)? H o w  does the total 
circulation of the available newspapers compare with the estimated 
audience for your station’s news bulletins? 
What do you know about your station’s news organization-what are 
the sources of its news? Do the bulletins change frequently-are new 
stories added, is the wording of old stories up-dated? 
Compare on a percentage basis the amount of space in your local news- 
papers and the amount of time on your station given to hard and soft 
news. 

2. 

3. 
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Class disnrssion 

Does your station give sufficient time to news? Is it effectively presented- 
does it get the message across? What is the class’s reaction to a pattern of 
news presentation based on the technique of the village-crier? To what ex- 
tent in your home community are news information and education tradition- 
ally interrelated? 
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I3 Documentary and 
magazine programmes 

There is a large field of spoken word programming which cannot readily be 
categorized as news, talks or drama but which has the truth and urgency of 
news and uses the techniques of talks and drama. It is factual broadcasting, 
specifically informational in character and often directly educational in 
intent. The word cdocumentary’ is frequently used to describe it. 

The word documentary is derived from the French documentaire and 
was first coined by early film-makers to describe a school of film-making 
which was neither wholly fictional nor wholly factual. The documentaries 
which these film-makers produced probed pertinently into the nature of 
human society and frequently made acid comments on human behaviour and 
government. 

The style of the documentary film attracted broadcasters who saw in it 
an exciting way to make radio more alive and interesting. It appealed to talks 
producers who were tired of the limitations of the studio talk, it appealed to 
outside broadcasters who believed that radio could do more than report 
sports events, and it appealed to drama producers who believed ahead of 
their time that drama could be more realistic. The early radio documentaries 
strongly reflected the techniques of the talk, the outside broadcast and the 
drama. They were usually made in the studio for lack of suitable compact 
field recording equipment-the tape recorder had not been developed at the 
time-and they relied upon actors to play all the speaking roles. It was not 
long after its development that the documentary-complete with scripts, 
actors, mood music and sound effects-ventured beyond the studio. Pro- 
ducers began to stage documentaries as live outside broadcasts from museums, 
factories and national monuments; they added live short talks and interviews 
to help get the story across. It was then that the use of the documentary was 
seen as a teaching medium and many documentary producers embarked on 
series of adult educational broadcasts as the forerunners of schools broad- 
casting. 

With the arrival of the portable recorder (it was at first a disc recorder) 
the newsreel programme emerged. It found ready imitators in other kinds 
of magazine programmes for sectional audiences. Documentary producers 

I02 



Documentary and magazine programmes 

adopted some newsreel and magazine techniques-they began to use more 
‘real people’ and fewer actors-and since then the magazine and the docu- 
mentary have become very much alike-so much so, in some instances, that 
it is difficult to tell the two apart. 

This brief account of the evolution of the documentary and the magazine 
may be helpful to producers who sometimes find the differences confusing. 
The two types of programmes can be differentiated if w e  remember that the 
purpose of the documentary is to educate in a vigorous and stimulating way 
while that of the magazine is to inform. 

The production techniques of both the documentary and the magazine 
are used in many schools broadcasts and other directly instructional and 
teaching programmes. 

The documentary producer 
Documentary is a field for the very experienced producer who, preferably, 
has a journalistic flair. This does not mean to say that he has to be a journalist 
but he needs a journalist’s ability to collect and evaluate facts. H e  also 
needs the dramatist’s bent for displaying facts dramatically and building 
excitement and suspense into his programme. It is for lack of this latter 
quality that journalists sometimes fail in the field of documentary. 

A good capacity for research, a thorough knowledge of the technical 
facilities of radio, skill in tape editing and writing talent are essential attri- 
butes of the documentary producer. 

The documentary programme 
The documentary programme is a story of something. It is generally between 
15 and 60 minutes in length-the actual length is usually related to the size 
of the subject and the way in which it is treated. An industrial or agricultural 
development may warrant up to 30 minutes, while a historical re-enactment 
or archive programme (that is one using previously recorded historical mat- 
erial) may require 45 or 60 minutes. 

The critical questions for the producer to ask himself when embarking 
on a documentary programme are: 
I. W h a t  length will the subject interestingly sustain? 
2. W h a t  techniques can I use to hold listener interest over a long period? 
There are many types of documentary programmes. Most are factual-that 
is they are concerned with real things. But some are abstract-they are 
extensions of reality or they probe into hidden regions beyond reality. What 
I do is real, what I think is abstract. 

The documentary can tell the story of something that is happening or 
that has happened. It may tell of an important national event about to take 
place, or one that did take place in the past. It can tell us about the life of a 
person, what he did and what he thought. It can interpret the world about us 
and teach us something about it. It may tell us about the way other peoples 
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live. It may show us how things happen-how a farmer works, how a shoe is 
made, what a bank does. It may inquire into a social problem and point 
towards solutions. 

But whatever the subject or the type of documentary it must be enter- 
taining as well as educational. If it is not entertaining people will just not 
listen. 

The documentary technique 
The documentary uses sound to tell its story-the sound of the human voice, 
the sound of human activity and the sound of music. 

The main character in most documentaries is the narrator. Some very 
successful documentaries use only a narrator and rely upon the imagery of his 
speech to tell the story. This technique is used mainly in the shorter docu- 
mentaries which, if the narration is imaginatively written and dramatically 
told, can be highly effective, particularly with children and less-sophisti- 
cated audiences. The choice of the narrator, the warmth and personality 
of his voice are very important. Narration in the documentary is not news- 
reading or link-announcing: it is story-telling. 

The narration-only documentary is not limited to speech. It can use 
lyric verse, backed by music, to get its story across. The songman and the 
troubadour were the narrators of old, long before radio was invented, and 
they are still important in many societies today. The tradition of the songman 
can be adapted to radio and it is well suited to vernacular documentary 
programming. 

In addition to the narrator the documentary also uses actors and the 
voices of real people. It may combine all three in one programme. 

Actors may play the parts of people who are no longer alive or are living 
too far away to be recorded; or they can act for people who cannot speak 
at the microphone because of impediments or because their languages 
are not understood. They can also re-enact dialogue-dialogue which 
actually took place or which has been invented by the producer to explain 
a situation or portray an event. They may also be used to express the views 
of people who do not really exist-the man in the street, the ‘typical’ house- 
wife, the ‘typical’ farmer and so on. They can even speak for animals and 
objects-birds, walls, trees, mountains. 

The voices of real people are generally heard in short extracts culled 
from talks and interviews, carefully edited and interspersed in the narration. 

The documentary uses all these devices together with mood music and 
sound effects to tell its story. The flow between narration, sound and other 
voices needs careful plotting. 

Making the documentary 

The first stage in making a documentary is research. The writer-producer 
needs to know the subject thoroughly. This work may be done in the library, 
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by reading through newspaper files and by talking to people concerned in the 
subject of the programme. In the course of his research the writer forms some 
ideas as to how different parts of the programme are to be treated-in nar- 
ration, interview, or acted out in dialogue. 

Many documentary writers write the story of their programme in two 
or three thousand words after they have completed their research and then 
put it aside for several weeks. W h e n  they return to it and read their material 
again a whole new approach may become apparent. 

Once the research is completed-whether it has been written out as a 
story or not-the next step is to express the object and substance of the 
programme in a short sentence. 

Take this sentence as an example: ‘A change in the social framework of 
our villages is the first step to improved agriculture.’ 

This prtcis may stimulate some ideas for a title to the programme: N e w  
Ideas, Better Crops’, ‘Change for the Future’, ‘The Old Village Must Go!’, 
‘Not as in Grandad’s Day’, ‘Think and Grow Yams’. 

The sequences of the programme can then be planned as an expansion 
of the simple short statement. 
I. H o w  the present social framework hampers the introduction of new 

ideas. Some examples. 
2. An example of a village which increased its productivity and income by 

introducing new methods. 
3. W h a t  needs to be done to change the social framework-the importance 

of the school, the support of the agricultural extension officer. 
4. The first steps to bring about change. 
5. Re-statement of the benefits of change. 
6. W h o  opposes change. Is it possible to change the views of the oppon- 

ents. How? 
7. Can this be done in your village? 
When the sequence plan has been developed and tested against the research 
it is then possible to examine and decide upon the techniques to be used in 
each sequence: 
I. Narration, with additional voice to give the examples (2 minutes). 
2. Actuality recordings from village ‘A’ (4 minutes). 
3. Narration and short talks by three specialists (6-7 minutes). 
4. Narration (2 minutes). 
5. Cuts from actuality recordings made in village ‘A’ (3 minutes). 
6. Interviews in village ‘By (3 minutes). 
7. Narration and interviews from village (By or narration leading to short 

discussion between officers appearing in sequence 3 (5-6 minutes). 
By breaking down the subject into a series of sequences and plotting the style 
of treatment and approximate time of each sequence it is possible for the 
producer to (see’ the llkely final shape of his programme. While doing this 
some ideas for the words and phrases to be used in the narration are likely to 
occur. They should be noted on the sequence plan. 
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The planning of the documentary, along the lines indicated above, is 
best done on a large sheet of double-fold ledger paper. Working from left to 
right across the page it is then possible to plan out the programme. The first 
entry on the left-hand side of the page is the short precis of the programme; 
then column by column the enlargement of the idea with the final column 
containing notes for narration lines, summaries of recorded inserts and the 
running time of the inserts. It is from this final column that the actual script 
is written. 

Some documentary producers have found from experience that at cer- 
tain times in a half-hour programme audience interest is likely towaneunless 
something new or exciting happens in the programme to sustain the interest. 
They plan to use music breaks or new voices or exciting ideas or sounds at 
these (danger points’. Timing from a 00.00 minutes start of programme the 
danger points are: 3, 5, 8, 16,21 and 27 minutes. 

Good planning is never more necessary than in the documentary 
programme. The plan will show clearly whether the idea will sustain a pro- 
gramme, and it will also indicate how to go about making the programme. 

The documentary series 
The radio documentary is generally best programmed as a series. Several 
series may be run at the same time. Each series should be under the control 
of a senior producer who may have several writers and researchers working 
for him. With this method of programme organization the best use can be 
made of the teaching potential of the documentary. 

Each series should have a featured narrator who preferably is heard only 
in that series. The personality of the narrator will then help to build up a 
loyal following. 

The different series can be devoted to national development in edu- 
cation, industry and agriculture; to the history and culture of the nation; 
to government and current affairs. 

The magazine programme 
The regular radio magazine programme, derived from the newsreel, is a 
useful outlet for a great deal of informational and soft news material which 
cannot be programmed elsewhere. 

Magazine programmes vary in length; usually either 15 or 30 minutes. 
They consist of short talks, interviews, on-the-spot reports and eye-witness 
accounts of events, commentaries, music and sometimes poetry and short 
stories. 

The longer magazines are generally aimed at a wide audience while the 
shorter magazines are usually intended for special audiences-women, 
school-teachers, farmers, businessmen, students and listeners having a spe- 
cial interest in science, art or hobbies. 

The items in the short magazine programme seldom are longer than 
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two-and-a-half minutes. Thus a 15 3 minute magazine may have four or five 
separate items. The length of item in the longer magazine is usually between 
3 and 4 3 minutes. The shorter the items the quicker the pace of the pro- 
gramme. A fast moving programme appeals to urban listeners whereas rural 
listeners generally expect a more leisurely pace but there are no fixed rules. 
The producer must understand his audience and pace the programme accord- 
ingly. 

Assembling the magazine programme 

Careful consideration needs to be given to the placing of items in the 
magazine programme-and in this regard it is useful to remember the ‘danger 
points’ referred to in the section on documentary. 

The better magazines generally open with a short and topical item to 
catch the listener’s interest. Weightier material is best held in reserve for use 
about two-thirds of the way through the programme. Lighter-often story 
or humorous material-is customarily used at the end of a magazine pro- 
gramme. 

Some of the longer magazine programmes make use of music either as a 
comment on material or a bridge between items. Music can also make a 
complete item in a programme-the ‘top of the week’ or a regular song- 
spot. But it is not good practice to use music simply because there is no other 
apparent way to separate or link two items. 

The same narrator should be used for each edition of a magazine pro- 
gramme. H e  gives it a stamp and identity of its own much in the same way as 
the cflag’ or title of a printed magazine identifies it amongst many magazines 
on a news-stand. 

Transitions or link-continuity 

The narrator’s lines in a magazine are called link-continuity or transitions. 
Link writing should be interesting and natural. It should tell us what w e  

need to know about what is to follow and it should appear to make the maga- 
zine ‘hold together’. Where the link-continuity is good there is little need for 
music bridges between items. 

Let us say w e  have two items in a science magazine. One has been a talk 
about a new insecticide and it is to be followed by another talk about heart 
surgery. A very bald and poor link would be: ‘That was Doctor X talking 
about a newly developed insecticide. N o w  here is a talk about new develop- 
ments in heart surgery by Doctor Y.’ 

Such a link can be made much more interesting; for example: ‘A new 
insecticide may be bad news for beetles but it’s good news for us. And more 
good news in science is the rapid progress in heart surgery at the ABC hos- 
pital. Here’s Doctor Y to bring us up to date with the latest developments.’ 

In a general magazine with two on-the-spot reports following one an- 
other we may write the link this way: ‘While reporter Chwukuma Okeke was 
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out at the sports stadium this afternoon, Saula Fadike went to look at the 
work being done on the new shipping terminal. This million-pound develop- 
ment should be completed by the end of the year. As Fadike says, it’s an 
impressive step forward which will profit each one of us. . . .’ 

Sometimes in link-continuity it is a good idea to give listeners a (picture’ 
of the person who is about to speak : ‘Mrs. Mary Omolu is a tireless worker in 
the cause of women’s rights. A tall, very digdied woman, she was dressed in 
a fine blue cotton wrap-around and brilliant yellow head-tie when we called 
on her this afternoon to talk about her new campaign.’ 

Good link writing and good transitions make a programme lively. 
A magazine script should include all that is necessary for the techuical 

operator and the narrator to know. The in and out cues of tape inserts and 
the duration of the inserts should be clearly marked on the script: 

(TAPE FucZike) : 
BEGINS ‘The port officer told me that the estimated increase . . .’ 
ENDS ‘. . . in the record time of one year and two months’ (Time: 2/07“) 

Where the same cue appears twice, the script should carry a warning note 
to this effect to avoid the danger of an operator accidentally cutting the insert 
ahead of time. 

Where pronunciations are likely to be diilicult or unfamiliar the script 
should include guides for the narrator: (. . . Mr. Farlaytoi (rhymes with 
CHARLEY-BOY)’ ; . . . the Finnish capital of Helsinki (m~-sinki).’ 

Action projects 

I. 

2. 

3. 

4- 

Study the documentary film and compare it with the documentary radio 
programme. If the government of your country supports a documentary 
film unit, arrange to see a number of its productions: do the objectives of 
these films parallel in any way the objectives of your station’s radio docu- 
mentaries? What are the differences and the similarities in technique? 
Plan a radio documentary which has a relevant social purpose. The sub- 
ject may have to do with community welfare or a current national pro- 
ject. Put the plan into action and make the programme. Audition the 
programme to your class and evaluate its effectiveness. 
Analyse a popular printed magazine. What kind of reading public is it 
intended for? What kinds of stories does it publish? What is the relative 
prominence given to the Merent stories? Compare the stories and the 
space given to them with the stories and time given to topics in a radio 
magazine broadcast by your station. 
Summarize the stories printed in the magazine chosen for project 3. If 
these stories were to be used in a radio magazine, in what order would 
you use them? Write suitable link-continuity for the stories chosen. 

I08 



Documentary and magazine programmes 

Class discussions 
I. 

2. 

Do you agree that the purpose of the documentary is primarily to edu- 
cate while that of the magazine programme is to inform? 
Do you think that the quick appearance of many stories in a magazine 
programme on radio can sometimes confuse the audience? H o w  can you 
avoid this confusiom? 
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Most radio programming is intended for a general audience, but increasing 
use is being made of the medium to offer special groups of listeners specifically 
educational programmes. 

This use of radio is particularly well suited to developing countries where 
means of communication and transport are often poor and there are seldom 
enough teachers, public health and welfare officers, adult education and agri- 
cultural extension workers. Radio provides an exceptionally inexpensive 
means of conveying knowledge and information and, in the view of some 
authorities, this use of broadcasting is radio's most sigdicant contribution 
towards the achievement of national developmental objectives. 

Programmes for sectional audiences 

The general audience for radio can be subdivided into many groups of people 
having certain common needs and interests. Once identified, these groups can 
become target audiences for special programmes designed for organized 
group or community listening. 

The three most readily identified of these groups are: children at schooL 
adults in search of further education, men and women in rural communities. 

Children at school 

Most educationists and broadcasters are agreed that educational radio is no 
substitute for the class-room teacher, but that it can assist the teacher in the 
class-room in many ways. It can appeal to a child's imagination and extend 
the horizons of his mind. It is particularly helpful in providing support for 
the teacher in social-science subjects, and in language teaching it can provide 
models which the teacher may not be able to provide himself. 

Schools broadcasts are generally planned in association with the State 
Ministry of Education, and they are scheduled to parallel the teaching cur- 
riculum throughout each term and the school year. Sometimes ministries of 
education engage special radio officers either to advise the broadcasters or to 
produce the programmes for the broadcasters to use. For successful schools 
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broadcasting, close collaboration between educational authorities and broad- 
casters is essential from the planning stage to the point of reception of the 
broadcasts. Meetings between programme producers and the educational 
authorities at every level from the ministry to the teacher in his class-room 
should be held frequently. The teacher can also be of special help to the pro- 
gramme producer by reporting back on the success or failure of the broad- 
cast programme. 

The more the teacher knows about a coming schools broadcast the more 
likely is he to use the broadcast, therefore very full notes for teachers concern- 
ing every schools broadcast are sent out to schools well in advance of the 
term and before the start of the series of broadcasts. The notes may draw 
attention to the specific teaching points to bemade in each broadcast or they can 
provide teachers with references to additional background material and possi- 
bly some diagrams where illustration is likely to make the radio lesson more 
effective. 

As a follow-up to the schools broadcast, many broadcasting organi- 
zations employ special liaison officers who visit schools to observe how teachers 
use the broadcast in the class-room. Regular visits by liasion officers help to 
keep producers informed about reception conditions, the effectiveness of the 
programmes and the manner in which teachers use the programmes. 

Techniques in schools broadcasting 

The techniques of the talks programme with discussions and interviews, and 
those of the documentary and the magazine, are all used in the production of 
educational broadcasts. 

The tempo of a direct teaching programme is, however, generally slower 
than that of a comparable general broadcast. More time is given to recapitula- 
tion. The slower pacing of narration takes stock of the fact that acoustics are 
often poor in the class-room. It is usual to seek out particularly clear voices to 
play the speaking parts, and greater consideration is given to the distinctions 
between one voice and another. 

It must be remembered however that a schools broadcast is still a 
broadcast and if it is to hold its audience it must be vital and interesting. The 
child in the class-room may not be able to switch off the radio set but he can 
quickly lose interest and ‘switch off his ears’. 

Adults in search of further education 

W e  all seek to enlarge our education and much of the daily programme mat- 
erial of any radio station helps us to do this. There are, however, special 
groups of people who have particular needs which radio can serve parti- 
cularly well. 

A few moments thought about your own community will prompt you to 
make a sizeable list of such groups: young mothers, market vendors, students 
of shorthand, youngsters leaving school, small-businessmen, motorists and 
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truck drivers, farmers and public officials of many kinds. All these groups, 
and many others, constitute potential audiences for special educational and 
informative programmes. This is particularly true in developing countries 
where other mass media are less well developed than radio and where news- 
papers and films fail to reach the nationwide audiences reached by radio. 

Many kinds of teaching programmes can be developed for these sectio- 
nal groups. Often such programmes may parallel schools broadcasts-where 
for instance government literacy programmes are operating, or where there 
are special public health and similar campaigns. 

Many of these groups can be reached by special magazine programmes 
directed to a particular audience. An example of such aspecialprogramme 
allied to schools broadcasting is the radio magazine for teachers, a weekly 
programme designed to overcome the sense of isolation often experienced by 
teachers in remote areas. A programme of this kind can keep teachers in 
touch with one another; it can provide a forum for the discussion of problems 
facing teachers, and it can help teachers to broaden their understanding of 
their own profession. 

Where a radio station serves a large city it can give group identity and 
provide special services for men and women at work in particular callings. 
For example, many young men and women are today studying shorthand in 
an attempt to get aheadin the clerical professions. T w o  Io-minute programmes 
a week of Iocal news read at dictation speed can be of great use to such people. 
Where there are good relations between broadcaster and newspaper editors 
the texts of the broadcasts can later be printed in the newspapers so that 
listeners may correct their own dictation. 

Programmes of this kind put radio to use to serve the community. 

Programmes for rural communities 

A notable achievement in community broadcasting is the rural radio forum, 
a special kind of programme for farmers and villagers. It is a type of magazine 
programme but which allows for two-way traffic between the broadcaster 
and the listener. 

The rural radio forum which began in Canada and has subsequently 
spread to many countries has shown that radio can make a significant conu-i- 
bution to the communities it serves. 

The rural radio forum is a style of programming which provides for 
organized village listening by groups of fifteen to twenty villagers who 
assemble weekly around a community receiver and under the direction of a 
chairman, The station broadcasts a regular series of 30- to 45-minute pro- 
grammes specially for these groups. A programme may deal with a number of 
subjects or it may be devoted to a single subject. The subjects are always those 
of particular interest to rural communities: agriculture, health, nutrition, vil- 
lage government and social questions. Various techniques are used: the talk, 
discussion, drama. At the end of each broadcast the chairman leads discussion 
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concerned with the principal subject of the broadcast. The chairman or a 
group secretary reports back to the station by letter on the conclusions 
reached by the group; he asks questions which the group would like to hear 
answered in subsequent broadcasts and suggests topics for future broadcasts. 

Experiments in rural radio forums in India and Ghana were organized in 
association with government agencies concerned with social education, vil- 
lage welfare and agriculture. Officers of the various agencies assisted in the 
organization of the groups at the village level and frequently acted as secre- 
taries for the listening groups. The broadcasters planned the topics in dis- 
cussion with various ministries of government, and together with the ministries 
evaluated the results. The results have been impressive? 

The producer and the special programme 

The educational and informative programmes discussed in this chapter 
involve the producer much more closely with specialists than does general 
broadcasting. In planning, preparation and production he must consult with, 
and seek the co-operation of, public officials in several categories. 

There is considerable debate in many broadcasting organizations as to 
whether or not the producers of these kinds of special programmes should be 
specialists themselves. Should a producer of schools broadcasts have at some 
time in his career been a teacher himself? Or should he first be a broadcaster 
who has later studied the problems peculiar to schools broadcasting? The 
question has not yet been completely resolved. 

But no matter what the producer’s background it is essential that he 
have a special interest in the area in which he is working and a particular 
sympathy for the subject. H e  should regard contributors to his programmes 
very much as co-workers and should spend more than the normal amount of 
time explaining to them the difficulties and techniques of broadcasting. By 
co-operating with his contributors he can learn a great deal about his 
audience, its needs and its reactions to the programmes. 

Action projects 

If your station carries schools broadcasts make a study of a particular 
series. Listen to the broadcasts and assess their worth. Attend a school 
which is using these programmes and study the way in which the teacher 
uses them. Try to discover whether children in the class-room have pro- 
fited from the teaching points and the extent to which they have done so. 
List the special audiences which your station could serve in its own 
community. Does the station carry programmes of special value to these 

Radio Broadcasting Serves Rural Development and An African Experiment in 
Radio Forums for Rural Development, Paris, Unesco, 1965, 1968 (Reports and 
Papers on M a s s  Communication, 48 and SI). 
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audiences? Can you suggest other types of special programmes for sec- 
tional audiences? 
Arrange to discuss the work and objectives of some public officials who 
spend their lives in the field with officers of their departments. Discover 
what they think about radio and the extent to which it can serve them. 

3. 



Light entertainment programmes 

Not all radio programming is serious or of vital social concern. A great n u -  
ber of hours are set aside simply for entertainment and these are the hours 
which build the popularity of radio and win and hold audiences. 

Light entertainment is a rather loose term used by many stations to 
cover a wide field of programming: book and short story readings; serialized 
drama, particularly light and humorous drama; variety programmes featur- 
ing light musical entertainment, comics, community singing; some types of 
listeners’ letter programmes; quizzes and panel games. 

The more common types of light entertainment are variety programmes, 
quizzes and panel games. They are usually staged before live audiences in 
cinemas and public halls, and sometimes in studios where the station has a 
suitably large studio. The presence of an audience does much to add to the 
spirit of a variety programme. 

Variety programmes 
The success of a variety entertainment is largely dependent upon the amount 
of talent available. And although some countries are better off than others 
in this respect, almost everywhere there is some talent available for the light 
entertainment producer to bring into broadcasting. 

In many African communities established country theatre and singing 
parties already enjoy wide popularity in rural areas. These groups attract natu- 
ral entertainers and comics who express some aspects of traditional culture 
and they deserve the larger audience which radio can give them. 

The amateur talent quest is one type of programme which uncovers 
new talent and helps raise the entertainment standard. Selected amateurs 
-vocalists, musicians, bands, choirs, story-tellers-are invited to take part 
in series of competitions and their performances are judged by the studio 
audience. The programme series may be staged in many towns and district 
centres until fmally national winners are selected. 
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Quiz and panel games 

The quiz programme and the panel game are both good audience builders. 
They have been very successful in many countries although their audiences 
have declined with the introduction of television. Some African light enter- 
tainment producers have introduced them with success to African audiences. 

There are many kinds of quiz programmes ranging from the more 
serious general knowledge quiz to the lighter programme played mainly for 
laughs. The idea on which a quiz or panel game is based is called the format. 

The more serious type of quiz takes the form of a competition either 
between individual contestants or groups of contestants representing schools, 
employees of large institutions (banks, government departments, railways, 
ports authorities), towns and districts. The ‘spelling bee’ is an early and still 
popular format for this type of quiz. 

A lighter style of quiz format can be built around a popular station per- 
sonality-the master of ceremonies (MC)-who quizzes volunteer contest- 
ants. If the station carries advertising, prizes can be offered by the station’s 
advertisers to winning contestants. 

The panel game is a variation on the quiz. It consists of a panel of four 
personalities under a master of ceremonies who discuss a subject in a light- 
hearted way. It may take the form of a battle of the sexes with two men and 
two women on the panel, or it may be a guessing game in which the panel is 
asked to guess by questioning the identity of an unseen guest who is later 
interviewed by the MC. Panel games can be highly informative as well as 
entertaining. 

Staging audierace programmes 

Both the quiz and the panel game before a live audience require systematic, 
detailed organization. 

For an amateur talent quest or lighter quiz the participants should be 
auditioned before the performance for some people ‘freeze up’ at a micro- 
phone, and this will be evident at the audition. 

The audition allows the producer to find out some personal and other 
facts about the contestants which are later summarized on individual cards 
for the MC to use in his introductions and interviews. 

Where a number of contestants are taking part a special seating plan may 
need to be worked out so that each participant can be brought to the micro- 
phone with a minimum of delay. 

The placing of microphones and the seating of the audience must also 
be given careful consideration. Can every member of the audience see what 
is happening on stage? H o w  is the audience reaction to be picked up? Does 
the audience know what it has to do-when to laugh, when to clap? 

Most audience participation programmes begin with a (warm up’. This 
is not recorded or broadcast but consists simply of some activity on stage to 
get the audience into a good mood, perhaps funny stories told by the MC. 
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During the warm up the MC tells the audience what it can do to contribute 
to the success of the broadcast-he may even have to rehearse the audience 
laughing or applauding, often necessary if the audience reaction is to be 
clearly heard. 

Audience participation shows must run smoothly without stops and 
starts and this can only be made possible by good planning and preparation. 

Action project 

The following was a light programme staged by an African light entertain- 
ment producer and produced weekly in a public hall before a live audience. It 
was a great success with its intended city audience. 

If you were the producer how would you go about organizing it? What 
preliminary planning is necessary? H o w  would you stage it? How would you 
recruit the contestants? W h a t  kinds of microphones would you use and where 
would you put them? W h a t  kind of script would you write for it? 

This is an exercise in organization and production. 
It was a 3o-minute programme titled Who’s Culling? The MC was a 

well-known station personality with great talent for ad libbing and making 
jokes. 

The idea behind the programme was simply that four young men each 
competed in turn for the opportunity to take an attractive and intelligent 
young woman out to dinner and dancing at a city club at the expense of the 
radio station. 

On stage were two small tables each with a d u m m y  telephone. The 
tables were separated by a hanging curtain so that the young men and the 
young woman could not see each other. 

Each young man in turn (telephoned’ the girl and tried to convince her 
by telling tall stories about himself that he was the man of her dreams. She 
would try by her questions to find out the truth about him; she would also 
describe what she thought he looked like by his voice and manner. 

At the end of the programme the four young men would be brought on 
stage together and the audience would be asked to vote on who was the most 
convincing. The MC would briefly interview each young man. The girl then 
had a (casting vote’ and the two would go off to enjoy the evening, 
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The acting out of a story is an ancient art form that is popular in one form or 
another all over the world. Sometimes the story is mimed as a dumb-show 
without words, sometimes it is danced to music and sometimes the story is 
told in song. 

When the story is acted out in words w e  call it a play and when the play 
shows how people react when caught up in a conflict w e  call it drama. Drama 
with its conflict and suspense is ideally suited to radio. 

The story versus the drama 
If you wish to understand drama it is important at the outset to understand 
that a story is not a drama. A story is a mere recital of events. It may be inter- 
esting because it is well and colourfully told. It may even hold our interest 
and give us something to smile about or think about briefly at the end, but we 
are unlikely to learn anything of substance from it. 

The drama on the other hand takes us into the lives and thoughts of 
people. It shows us their characters and how their characters change and take 
new directions as a result of the codicts which face them in their lives and 
how they win through in the end despite the hazards they have faced. 

Drama shows essentially a character in conflict with itself and the fate 
which he brings upon himself in his struggle to reach the desired end. 

Conflict is a universal experience. Because w e  have all met with conflicts 
we are able to understand other people. W h a t  we want to know in a drama- 
and what we learn from it-is how other people face up to codicts. 

W h e n  the conflicts are inconsequential w e  have comedy, and when they 
are profound or deeply disturbing we have the basis of tragedy. 

The recital of events which makes a story may end with a moral or a 
twist’. W e  may have expected it to end one way but it ended another-that 

is the twist. 
In a drama the end is known virtually at the outset of the play but what 

w e  are left wanting to know throughout the action of the play is how the end 
is going to be arrived at. It is the how of the story which makes the action 
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of a play. W e  must be puzzling all the time as to how it is going to end even if 
we know that it has only one logical outcome. H o w  a play will end is entirely a 
matter of the characters in the play and the ways in which they react to 
things that happen and to one another. Given some happening which inter- 
rupts the patterns of our lives we will all react differently. W e  react differently 
because our characters are different. A play demonstrates the differences in 
character and it is this which makes it interesting. 

A man may lose his job because of something he has done. What he did 
was because of his character. H o w  he reacts to the loss of his job will also be a 
matter of his character. One man may be defiant and threaten his employer 
with bodily harm and may be arrested by the police for making the threat. 
Another man may analyse his errors and resolve not to fall prey to them again; 
he may be reinstated because his employer sees that he has changed his 
ways. H e  may also resolve very strongly to correct his ways and may enter 
into competition with his employer and do better than him. It is all a matter 
of character. 

Some playwrights will take stories which everyone knows-stories which 
are a part of the national tradition-and use them as vehicles for the analysis 
of character. William Shakespeare did exactly this and wrote some of the 
greatest plays of all time. H e  did not simply tell stories in his plays but used 
them to display characters in conflict with themselves and with events. 

Learning about drama 

One of the best ways of learning about drama is to read and study a lot of 
good plays. 

Find out how the author has built up his characters. Analyse them and 
write down in a few short sentences what kind of people they are, and what 
happens to them as a result of the action of the play-do they become better 
or worse? 

Discover how the author has built his plot. The plot is all that happens in 
the play. Most plays have more than one plot; they have several sub-plots. It 
is the plot and the sub-plot which bring about a change in the direction of the 
characters. 

Notice how the author has all the action of the play take place in fd 
view of the audience. Important action never happens out of sight or out of 
hearing. W e  want to see or hear how the characters of the play react to what 
happens. 

Many radio plays have been published. Study these too. 
A very good way to learn about radio play writing is to turn published 

stories or stage plays into radio plays. This is called adapting. If the play is to 
be broadcast subsequently you must have the permission of the author or his 
agent. 
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The radio play 
There are three methods of presenting radio plays : (a) as completely self- 
contained plays of 30,45 or 60 minutes in length; (b) as serial dramas of 15 
or 30 minutes in length in which the action goes forward from one episode to 
another; (c) as series drama, each broadcast generally lasting for 30 minutes 
and completing one whole episode of a continued story; the principal charac- 
ters reappear in new situations in each new drama in the series. 

The times include opening and closing presentation-that is announce- 
ments and cast credits. Bear in mind that a radio half-hour is usually 29' 30" 
or 29' 45" to allow time for station identification announcements. 

The radio play allows its author and producer rather more freedom than 
the stage play. The scenery of a radio play is entirely in the listener's imagi- 
nation and it can be changed frequently if necessary with a few deft words 
or with sound. 

But the radio play also has its restrictions. Too many short scenes with 
too rapid change of locale and time can confuse the listener. The number of 
characters in a radio play is generally limited; some radio playwrights believe 
that seven principal characters should be the maximum. If there are too many 
characters the listener is constantly wondering: who is speaking now? 

All the action in a radio play must be carried in sound. The long silent 
looks which w e  may give one another in real life have no place in radio. When 
the characters in a radio play do things of importance we have to hear 
them doing them. Read again the chapter on radio writing to be sure you 
thoroughly understand this. 

Where several characters appear in a scene we have to keep them all 
present, The scene may be a family argument with four or five members of 
the family present. If the dialogue concerns only two of them for several 
minutes at a time without the listener hearing any of the others he is likely to 
wonder where they came from when they do speak. A word or two thrown in 
here or there, or perhaps a reference to one or more of them will help to 
keep all the characters present. 

The scenes in a good radio play usually end with a strong tag of some 
kind. It may be a threat or a doubt or a point of view. It is never an inconse- 
quential 'throw away' line. The scenes must end logically but leaving the 
listener to wonder : what happens now? 

Writing the radio play 

Assuming you have the germ of a story for a play begin by writing the idea 
down. If the idea will really support a play you should be able to write down 
what the play is all about in a few short sentences. This will clarify the idea 
and point to what is the real action of the play. 

It is not sdicient to say, for example, that cmy play is about love'. What 
kind of love? And in what conditions? 

A boy and a girl from two hostile families fall in love. They run away to 
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the city and marry. The marriage is an unhappy one but the unhappiness of 
the youngsters brings about a reconciliation of the two families. 

Writing the idea in this way w e  find that the real action of the play is not 
the boy and girl falling in love and running away. Those are only the condi- 
tions for the action. The real action is in the reconciliation of the two families 
and suggests material enough for a powerful drama. 

Once you have established the real action you have the material idea for 
the most important scene. It is called the climax. All the action of the play 
will build up to this climax and the play will then come rapidly to its end. 

Next you have to establish very firmly in your mind the characters of the 
play. Write down all that you hope to know about them. What they look like, 
where they come from, what kind of education they have had, how they 
think and feel, why they think and feel the way they do-and so on. By know- 
ing your characters very well before you start to write the play you will find 
that when you come to writing it the words and phrases you use will be natural 
to the characters. 

The father of the girl is a gnarled old man of strict views and unforgiving 
temperament. H e  is self-centred in his thinking and has always run his 
household with an unbending will of iron. His sour character developed as a 
boy when he lost a fight with his neighbour’s son who is now the father of the 
young man. Because he treated his daughter badly and refused to let her 
attend school she jumped at the first opportunity to get away from home. His 
daughter . . . etc. 

And so on until you have fairly full biographical notes on every leading 
character in the play. By the time you have done this you will know your 
characters really well and you may even find them talking to you in your 
imagination. A very famous playwright once said that he never started writ- 
ing until he could hear his characters talking to him. 

The action of the play then needs to be broken into scenes. This is the 
stage at which you are plotting your play. The term ‘scene’ does not neces- 
sarily mean the place where the action happens. It is a term for each episode of 
the play, each section of the action. Each character in a play usually has his 
own scene; it is a scene he plays with others of course, but it is essentially his. 
In it he leads the action and reveals something of his character and motives. 

By this time you should be in a position to write your play. You know 
all the characters, you know the climax which is to come and you know the 
scenes which are gomg to build up to that climax. All that has to be done is- 
write. 

Where the action is to flow from one setting to another or from one time 
to another you have before you the problem of effecting a transition. Tran- 
sitions can be made simply by a narrator. H e  may say: ‘Meanwhile in the 
city . . . ’ and lead into another scene. Narrated transitions are, however, 
best avoided unless the play is more in the nature of a narrative than a dia- 
logue. A better transition might be if the mother of the girl asks in the dialogue: 
c. . . I wonder what she is doing now?’ After a brief pause we may then hear 
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the sound of city traffic followed by the daughter talking. The transition has 
then been painlessly made. 

When you have completed your play you can use your early notes and 
your delineations of the characters as a synopsis to help the actors in the 
studio. 

A well-written radio play generally provides also a synopsis of the story 
in a hundred words or so with notes on the various characters with the name 
of the actor who is to play the part. This is of great help to the actors as it 
gives them a chance to see at a glance what the play is all about and what 
character they are playing. 

Many other points concerning the writing of your play will be found in 
the chapter on radio writing. 

Sound effects in radio drama 
Sound effects can help to heighten the illusion of the radio drama but they 
are not essential to it. Many great radio plays use no sound effects at all or if 
they use them they do so only sparingly. 

The guiding rule is to use sound effects where they are important to the 
action or where they help to set the scene. 

If a radio play used the sound of people walking every time a character 
entered or departed from a scene, or for every movement the air would be 
cluttered with meaningless noise. O n  the other hand w e  may need to hear 
footsteps where, for instance, an important character is a man who limps. 

Many sound effects need explaining. A word or two here and there in the 
dialogue will help the listener to appreciate the sound effect without puzzling 
as to what it is. 

HE: I put it somewhere . . , now where is it. 
[Effects: Drawer being opened.] 
HE: Oh yes. Here it is. 

is somewhat meaningless to the listener. A drawer being opened does not 
make a particularly characteristic sound. The action needs some explanation 
if it is to be understood by the listener: 
HE: I put it somewhere . . . now where is it. . . . Oh yes! 
[Effects: Drawer being opened.] 
HE: In this drawer. 

Many sounds are quite misleading. In some ways this is useful as the producer 
can manufacture sound effects simply. The cellophane of a cigarette packet 
crumpled at the microphone sounds like a fire. The striking of a match close 
to the microphone can sound like a frightening explosion. If the sound of the 
match is really to sound like a match it needs to be held further back from the 
microphone and explained in the dialogue: 

For example: 
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HE: May I give you a light? 

[E.ects: Match struck.] 
SHE [Draws in breath]. 

The words <a light’ and the indrawing of breath make it obvious that the 
sound is a match. 

Sound effects out of place can be used in comedy sequences in light 
entertainment programmes. 
COMIC: What’s that? Milk? All right, pour me a glass. 
[Effects: Champagne cork popping. Liquid poured.] 
COMIC: Heady brew. Reminds me of my mother-in-law. 
Or again: 
COMIC: Right-let’s get going. Jump in m y  car! 
[Effects: Steam train whistle; loud puffs; train starts.] 

Sound effects must be played in the same perspective (see the chapter on 
getting to know the studio) as the action which takes place around them. They 
must also be in character. 

Let us suppose there is a scene where a mother has a 3-month-old baby 
in her arms. The baby cries as the mother is talking. The cry must sound 
as though it is at the same distance from the microphone as the mother’s 
voice, and it must be that of a 3-month-old baby and not a lusty I-year-old. 
Again, the footsteps of a young woman walking in high heels must be those 
of a young woman and not an old man in sandals. 

Sound effects must be properly worked out in the script as described 
under mechanization in the chapter on radio writing. 

Sound effects are available on record. They can also be produced live in 
the studio-these are called manual or spot effects. Many recorded sound 
effects are unsuitable. For instance, the sound of a telephone bell ringing may 
not be the sound a telephone makes in your country. The whistle of a train 
may be different; similarly, the noise of a crowd and so on. 

A crowd can easily be simulated with three or four actors. Record them 
talking-although not actually saying recognizable words-and then play 
back the recording while having the actors talk again, recording both the 
play-back and the second lot of talking. This can be repeated several times 
until you have the size of crowd you need. At each re-take the actors can be 
at different distances from the microphone. 

SHE: Thank you . . . 

Casting of drama 

This is discussed in the chapter on microphone talent. 
In selecting actors remember that their voices must be in keeping with 

the parts they are to play. Old voices are needed for old people and young 
voices for young people. It is the sound of the voice not the actual age that 
counts. 
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When in doubt about the selection of an actor ask him to visit the studios 
and audition for you. H e  can read some lines from the play you have in mind 
to help you decide whether or not he is suitable. Keep careful notes about his 
performance and suitability in your talent register. 

I n d i g e m  drama 

In some African communities there are established theatre parties who travel 
the countryside from village to village. They seldom work from scripts but 
generally make up the play as they go along. This is a valid form of drama but 
is sometimes difficult to use in radio without first teaching the members of 
the groups something about radio and radio techniques. 

The production of these groups for radio is usually a slow process and 
the play, or parts of it, may need to be recorded several times before it is 
suitable in radio terms. However it is well worth persevering in such efforts 
because these groups know a great deal about what the village audience likes 
and dislikes. 

D r a m  in education 

Drama is a powerful vehicle for public instruction. 
The series and the serial drama built around popular principal charac- 

ters can be used for all kinds of teaching. In some countries such serials 
have run for very many years and have had great influence on the customs of 
their listeners. 

Action projects 

I. 

2. 

Select a short story appearing in a magazine or newspaper and adapt it 
as a short radio play. 
Discuss with your class the kinds of characters likely to become popular 
in a series drama which could be used for instructional purposes. What 
should be the setting for the story? 
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Music fills by far the greater part of the broadcast day. It is the letterpress of 
radio between the news bulletins and featured productions. The general tone 
and character of a station's music does more to establish the image of a 
station than any of its other activities. 

It is in the nature of all of us to enjoy music. W e  enjoy it for its rhythms, 
its melodies and its harmonies. Some music is predominantly melodic-it 
has memorable tunes-while other music is dominated by its harmonic 
structure-the way in which notes and groups of notes make pleasant 
sounds when heard together. European music gives a great deal of emphasis 
to melody while Indian and Arabic music regards harmony as being more 
important. 

Classl;fication of music 

Some authorities classify music under four headings: 
I. Primitive music-music with no written score, no known composers and 

of ancient origin. 
2. Folk music-also with no written score but sometimes with known 

composers; generally of more recent origin. 
3. Popular music-sometimes with a written score, composers frequently 

known, marked melodies. 
4. Art music-a written score, composers invariably known, a classical 

structure. 
These classifications of music embrace everything from obscure tribal 
music to folk ballads, (top twenty', religious music and the great classical 
symphonies. 

The insmmts 
The instruments which make music are extremely varied but nearly all over 
the world different peoples have arrived at similar conclusions, and the 
instruments of one culture have influenced another. 

Some instruments make being struck-the water 
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pitcher, the drum, castanets, the strings of the piano. Other instruments 
move columns of air, such as the saxophone and the organ. A third group 
makes its sounds by causing strings or strips of metal to vibrate-these are 
the plucked instruments like the guitar or the African finger piano. 

Copyright 
The right to reproduce music is known as copyright. It is a system for 
protecting the composer and in some cases the performer of a piece of music. 

Primitive music is never copyright as far as the composer is concerned 
because the composer is not known. Similarly some folk-music is beyond 
copyright. But all popular music and art music is subject to copyright. 
Radio stations pay fees for the use of copyright music. 

W h e n  copyright music is played on the air, whether live in the studio 
or from a gramophone record, the details concerning the composer and the 
publisher and the record manufacturer need to be written down on the 
station’s musical log so that fees rightfully due can be paid. This applies even 
to music which may be accidentally picked up in the background of an 
interview recorded outside of the studios. 

Information about the owners or controllers of copyrights is printed on 
the centre label of a gramophone record. 

The gramophone library 
The gramophone library is the repository for a station’s recorded music- 
music recorded on disc and music recorded on tape. The library should be 
air conditioned so that the discs and tapes can be stored under the best 
climatic conditions. 

Every radio station indexes its library in some particular way. Every 
producer who needs music should become thoroughly familiar with the 
record library, its catalogue and index. 

Records and tapes should be handled with care so that they do not 
become dusty or greasy. They are expensive. 

Compiliq a music programme 

Any musical programme, whether from records or live, must have a form. 
The basic form of a musical programme is the unity of material used in 

it. If it is a programme of popular music it should not stray far from the 
popular-it may include modern beat groups, album and country and western 
music. Primitive music and art music would both be out of place in such a 
programme. Similarly it would be offensive to listeners to an art music 
programme to include a beat record in it, just as an item of art music would 
be out of place in a programme of primitive music. 

Just as with a talk there is a beginning, a middle and an end so it is 
with a music programme. 
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A programme of popular music may open with a number having 
fast tempo but if we kept up the same tempo throughout the programme it 
would begin to annoy the listener. After a fast tempo opening, we may 
follow with something more melodic-a popular romantic vocalist for 
example. Then a medium-fast number building again to fast tempo and so 
on through the programme. The final number is generally bright and tuneful. 

This variety applies to all music programmes. Even ‘top twenty’ 
programmes can be varied by a suitable placement of the various numbers. 
They do not have to be played in the order in which they appear on the 
charts. 

Presentation 

Some radio stations require that the link-continuity in record programmes 
should be written out or scripted in advance; others allow the announcers or 
disc-jockeys to ad lib. Where the announcer is ad libbing he should have a 
good working arrangement with his technical operator who plays the records 
-a wave of the hand or a nod of the head may be the cue for the operator to 
start the disc. 

Link-continuity should be made interesting. It can tell us something 
about the artists or the popularity of the number or even compare one rend- 
ition with another. But too much talking in a musical programme can annoy 
the listener; after all he wants to hear the music not the voice. 

The announcer who presents many popular disc programmes should 
familiarize himself with the artists, their careers and what they are currently 
doing. There are many musical magazines which contain this information. 

The production of live music 
The live music programme may be made in the studio or outside in a public 
hall or in a distant village. The music producer of such programmes should 
know a great deal about microphones and acoustics. 

Much that he should know is contained in the earlier relevant chapters 
discussing the technical facilities of production. 

H e  should have a lively interest in this national music and should seek 
out new performers. H e  also has a certain responsibility to research national 
music and build up a library of it. 

Many popular music groups present considerable production problems. 
Some of them play very loudly-particularly where they use electric guitars 
-often drowning out the vocalist or vocalists. This problem can often be 
solved by first recording the instrumental music and then playing it back 
through earphones to the vocalist who signs into the microphone while listen- 
ing. His voice and the replayed music tape are mixed and :recorded on a 
single tape. This technique, sometimes called post-dubbing, can produce 
very fine results. The producer who trains a group to work this way will 
quickly learn to make high quality productions. 
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Competitions 

National competitions held for periods of several months or a year, prizes and 
awards being offered by the radio station, can have a marked effect on the 
standard of live music output. These competitions are often called eisteddfods 
-a Welsh term for the traditional national poetry and music contests. 
Judging of the competing groups can be divided between a qualified panel 
and audience reaction. 

Competitions which invite audience reaction are also a form of audience 
research which helps to inform the station about its listeners and their likes 
and dislikes. 

Education by music 

When we are young we learn a great deal about life through nursery-rhymes 
and lullabies. The process of learning through music need not stop simply 
because we are grown up. 

Popular folk-singers can be encouraged to write lyrics which teach 
village listeners some of the things they should know about diet, hygiene, 
village government and more lucrative methods of farming. A producer who 
is interested in this field can obtain the necessary information from the 
various departments of government concerned with rural development and 
then work with the folk-singer to develop suitable songs and verses. 

Action projects 

I. List the musical instruments indigenous to your country and define 
them as being struck, blown or plucked. Compare these instruments 
with others which have come from other countries. 
Select records for a 3o-minute music programme of your choiceand 
write the link-continuity. 
Discuss with your class popular folk-singers who could be used as 
educators through music. W h a t  would you select as the topics which 
could be most suitably treated in this way? If you have a flair for poetry 
or song writing, why not try to write a suitable educational ballad. 

2. 

3. 
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18 Commercials 

Advertising plays an important role in our lives. Just as the news provides us 
with social and political information, so advertising provides us with com- 
mercial information. Social and political information helps us to take a part in 
the government of our societies while commercial information can be useful 
to us as individuals and it can force the pace of economic development. 

Advertising is not new. The market vendor advertises his wares by 
displaying them and calling out what he has to offer. A printed cloth draped 
over a post is an advertisement; so is a collection of clay pitchers, bowls and 
basins drying in the sun outside the potter’s hut. 

Many radio stations broadcast advertisements and use the money they 
make from advertising to finance their programmes. Some have restricted 
advertising hours and use the advertising revenue as a contribution to their 
general costs of operation. 

Because radio offers a very inexpensive form of advertising it is popular 
with manu€acturers and their agents. By co-operating with their advertisers 
radio stations can learn a great deal about their audiences for many large 
advertisers conduct regular surveys on the effectiveness of various media. 
They can afford to do this much more easily than a radio station and they 
can also judge from sales which programmes have the greatest pulling power 
and where the listeners are most numerous. 

Radio advertising 

A station which carries advertising obtains it either directly from an advert- 
iser or indirectly through an agency representing an advertiser. Where an 
account is obtained through an agency the agency prepares the advertise- 
ments-called copy or commercials-and listens to the station to make sure 
they are properly broadcast and at the times contracted for. Where a station 
obtains an account direct from the advertiser the station generally writes the 
COPY. 

Radio stations which accept advertising generally offer: (a) time available 
for sponsorship of complete programmes of any length from 5 minutes to 
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I hour; and (b) space or spots of IO, 15, 25, 50 or 100 words or 15, 30 or 
60 seconds. 

Sponsorships and spots are generally sold in multiples of thirteen. Some 
stations offer discounts to larger time buyers. 

Sponsored programmes can greatly help a station’s output of produced 
programmes as the advertiser pays for the entire costs of production. Public 
service stations which carry some advertising can increase their production 
hours by the sale of sponsored programmes. A producer who works on such 
a station should not overlook the possibility of obtaining sponsorships to 
enhance his programme output. 

Two kinds of advertiSements 

Some advertisements arrive at the studio as copy to be read by the announ- 
cer. This may have been prepared by an advertising agency or by the station’s 
own commercial copy writers. 

Other advertisements arrive as production commercials. These are 
advertisements which have been pre-recorded on tape or disc by the agency 
or by the station acting on behalf of the agency or the advertiser. Production 
commercials are sometimes little programmes in themselves-they may use 
more than one voice and possibly also music and sound effects. 

The broadcastirg of aduertisemenu 
Advertisements must be broadcast at the times stated on the advertising 
schedule. The cost of advertising may vary at different times of the day. It is 
generally more expensive at ‘peak periods’-the times when more people are 
considered to be listening. Advertisers sometimes pay an extra loading for 
their announcements to be broadcast at an exact time such as immediately 
before or just after a news bulletin. 

Where an advertisement is inadvertently dropped from the broadcast 
schedule a station may have to pay compensation to the advertiser, for 
example by giving him additional time at no cost. 

Some advertisers, particularly those selling patent medicines, like to use 
‘saturation compaigns’. These are special advertising campaigns in which 
the name of the product may be broadcast ten or twenty or more times a day. 
It is a technique sometimes used to introduce a new product to the market. 
The name of the product may appear in a ‘jingle’-that is a tune or a melody. 

Writing commercial copy 

Writing commercial copy is good training for radio writing of all kinds, Many 
leading radio and television writers began their careers as commercial copy 
writers. 

Commercial copy writing follows the principles of all good writing. The 
message must be clear and easily understood. It must inspire the hearer to 



action. It must also correspond exactly to the time or the number of words 
which the advertiser has paid for. 

I. 
2. 

3. 
4. 
W e  can embody these rules in a twenty-five-word advertisement for a 
hypothetical make of bicycle: ‘Afiun-the bicycle to get you thereon time! 
Avoid crowded buses. Cycle to work on an Mm. Be a leah-buy an 
inexpensive Afran !’ 

WOMAN [culling]: You’ll be late for work, Olu! 
MAN: Late? Never. I have m y  Afran. 
WOMAN: Afran? 
MAN: Yes-Afran. The bicycle that leads all the way. 
WOMAN [showing interest]: Afran . . . ? Do they make them for ladies? 
MAN: Afran makes bicycles for all the family. [Close on mike] There’s one for you 

[Effects: Sound of bicycle bell.] 
Where an announcer has live commercial copy to read, he should check it to 
see that it makes sense to the listener. 

Here are some rules for commercial copy writing: 
Identify the product with the needs and desires of the listener. 
Avoid negative words and phrases. 
Use action words and short sentences. 
Give emphasis to what the listener is expected to do. 

W e  could also write it as a 15-second production commercial. 

too! [Off with emphasis] Afran! 

Station control 
Advertising helps the wheels of commerce go around. By stimulating desires 
it increases the size of the market and the larger the market the cheaper the 
goods produced for it. 

But a station needs to maintain strict control over its advertisers and 
advertising. The advertisements must not offend good taste, nor be patently 
untrue. Many stations restrict medical advertising because it can sometimes 
be misleading. No one has yet invented a pill that cures all known human 
ailments. 

Effective station control of advertising and good salesmanship can 
convince many advertisers to help carry the costs of public information by 
sponsorship of important programmes. The audience which the station 
wants to reach is nearly always the market which the advertiser wants to 
reach. It is up to the station to show him how. 

Action projects 
I. Select a number of products advertised in your country and write a 

number of advertisements for them that would fit into the various word 
and time spots indicated in this chapter. Remember the writing rules set 
out in the chapter on radio writing and the additional commercial copy 
writing rules enumerated in this present chapter. 
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2. What particular markets are the advertisers you have selected trying to 
reach? City markets? Country markets? What income groups-the man 
with a few coins in his pocket, the man with a good income? Where do 
the advertisers’ intended markets and your audiences overlap? Have 
you programmes which would be good vehicles for those advertisers if 
your programmes were sponsored? 



I9 Radio at work with people 

The early chapters of this book traced the growth of broadcasting and 
the evolution of modern programming. Today in many countries the 
general trend in radio programming has increasingly favoured the 
news-and-music format-long hours of music, highbrow or lowbrow, 
interrupted for frequent news bulletins and interspersed with a miscellany 
of snippets of information. 

The new fashion in radio came about as television gained ascendancy 
over radio as the leading medium of mass communication. It is intended for 
busy people on the move by day and who, at night, would rather look than 
listen. 

This trend towards music and news programming has spread to radio 
even in the developing countries often simply so as to follow overseas fashion 
rather than as a result of any serious evaluation of its worth. In countries 
which have reached a near-saturation point in television, this use of radio 
may serve the needs of people but is it appropriate in developing countries? 
Radio is thus relegated to the background whereas it must be an activity in 
the foreground if it is to be of any real value in developing countries. 

The audience in developing countries 
A striking feature of developing countries is the intense interest of people in 
(getting ahead' as evidenced by large-scale development plans and by the 
desire of both men and women for personal advancement. If radio is to be 
meaningful in these countries it must keep in step with the needs of people; it 
must ask itself what it can do to help nations-and the men and women who 
make the nations-to get ahead. 

In trying to follow the latest trends in overseas programming, broad- 
casters run the risk of losing touch with the real needs of their listeners. The 
sophisticated city man who has spent some years of his life overseas may like 
his radio as he heard it abroad, but he represents a very small part of the 
total audience. The radio audience outside the cities is growing rapidly in 
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developing countries and it is this audience which the broadcaster should try 
to reach. 

Getting out amongst people 

Broadcasting is more than a studio, a transmitter and a receiving set; it is a 
communication service. Communication implies a dialogue-a two-way 
exchange of ideas. The broadcaster cannot work in isolation making pro- 
grammes for his own satisfaction and simply to earn the flattery of his friends. 
H e  is a communicator whose work it is to put one set of people in touch 
with another. 

In any community many people are involved in the educational and 
developmental processes-community leaders, government servants, teach- 
ers, welfare and professional workers. It is the job of the broadcaster to 
understand the work of these people and show them how to use radio in the 
public interest. In this respect he has a responsibility to ‘sell’ radio by 
demonstrating its usefulness and showing how it can be used. 

In the markets and villages 

A great deal of a broadcaster’s time is spent out of the studios collecting 
material. This time spent amongst men and women who are his audience 
provides good opportunities to popularize radio and demonstrate its use. 

It may be as simple as showing new listeners how to tune their sets 
properly and telling them at what times to listen and on what frequencies. 
Or, he may be able to suggest programmes of particular interest to them- 
programmes intended for market women or for village farmers. 

If he is carrying a tape recorder with him he may be able to produce a 
programme on the spot-not necessarily intended for broadcasting but 
simply with the idea of involving people in the use of radio. Perhaps he could 
arrange for villagers to act out a short play describing their problems. After 
play-back he may be able to promote some discussion that helps to bring 
other problems to light-problems of understanding, of interpretation , of 
listening. If his system has a low-powered district transmitter he may be able 
to edit and use his material purely for local broadcasting. 

From simple activities such as these he will learn a great deal about what 
radio means to his audience and so broaden his own knowledge of radio as a 
communications medium. 

With the specialists 
This of studio’ use of radio and its techniques has another place too 
with the educationists and specialists who are engaged in the daily work of 
national development. 

As a part of their own training and executive programmes, government 
departments hold many seminars. These seminars provide an excellent 
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opportunity for the broadcaster to get across the message of radio and to offer 
its facilities to extend the work of speaalists. The policeman, the public 
health worker, the agricultural extension worker, the adult literacy worker are 
also in the business of communication. They communicate on the more 
direct personal scale but radio can help give power to their voices and put 
them more rapidly in touch with a far greater number of people. The broad- 
caster can show them how to do it. 

In teachers’ training colleges, large numbers of young men and women 
are training for the day when they go out into the schools where with black- 
board, chalk and radio they will practise their profession. What better opport- 
unity could the schools broadcaster hope to find for teaching the use of radio? 
H e  can produce a demonstration programme on the spot and show how it can 
best be used. 

The dedicated broadcaster should seek out every opportunity to involve 
people in the use of radio. Only by doing this can he forge a real link between 
radio and its audience. 

The opportunities are mary 
The radio broadcaster in the developing countries has far greater opport- 
unities than his counterpart elsewhere today to make radio a meaningful and 
effective medium of communication for in those areas of the world radio is 
the one truly mass medium of communication; it is both needed and res- 
pected by its audience. T o  put it to its proper use the broadcaster must be 
master of radio techniques, he must know his audience and he must want 
to use radio for the public good. 
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20 The problem 

The recruitment and training of racho programme staff in Africa faces African 
broadcasting systems with new problems of a kind that are unknown to 
broadcasters elsewhere. 

In many African countries in recent years the openings for employment 
have widened enormously and young men and women of the high calibre 
required for broadcasting find a dazzling array of opportunities facing them in 
many fields of industry, commerce and government as soon as they leave 
their schools and universities. Some are attracted to broadcasting but, disap- 
pointed with the conditions of service and the limited chances of promotion, 
they quickly leave to go elsewhere and the broadcasting systems find that 
they are left with the second best. 

Again, some who do remain, particularly at the producer level, are full 
of ideas and eager to put them into practice but lack the patience to learn the 
medium fist. Often their supervisors do not have the time to work patiently 
with the newcomers and sometimes the supervisors know very little more 
about the medium than do the newcomers themselves. 

In the older broadcasting systems in the more advanced countries young 
men and women entering the profession generally have a smattering of 
everyday technical competence-they are not unfamiliar with gramophones 
and tape recorders and have ears for high-quality sound-but their counter- 
parts in Africa have not had these opportunities at home to learn the rudi- 
ments of their craft. In the African broadcasting systems there is therefore a 
greater need for some technical training of producers. Again in many of the 
older broadcasting systems elsewhere it is common practice for young men 
and women aspiring to become producers to begin as technical operators and 
they are quite content to remain at this level for a year or so before they move 
into production. However, the young African with a university degree who is 
earmarked for production does not take kindly to beginning his career simply 
as a technical operator; in fact, he tends to reject any attempts to provide 
him with any technical know-how without realizing that no broadcasting 
system can function effectively unless its producers are aware of what 
constitutes technical excellence. 
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Any training scheme adopted by African broadcasters takes these prob- 
lems into account. 

Recruitment 

Broadcasting systems have to advertise their needs if they are to get recruits. 
They can also foster interest in broadcasting by staging young peoples’ 
programmes which will bring young people into the studios and offer a 
chance to interest them in broadcasting. Experienced programme officers at 
the some time have a chance to cull through potential recruits. 

In the Unesco survey and report on Training for Radio and Television 
in Africa1 its authors, Alex Quarmyne of the Ghana Broadcasting Corporation 
and Francis Bebey of the Division of Development of Mass Communication, 
Unesco, make the following recommendation: ‘African broadcasting organi- 
zations should be encouraged to introduce more flexibility into their recruit- 
ment processes. This should not be mistaken to mean a lowering of entry 
requirements. Present standards are suitable but possession of certificates 
should not be mandatory. The emphases should be on talent, creative ability 
and an aptitude for broadcasting.’ 

The emphasis on talent, creative ability and aptitude is all important. 
Although a broadcasting organization may function as a government depart- 
ment or indeed may be a government department, broadcasting itself is not an 
administrative or clerical activity. It is show business in which performing 
ability alone counts. No matter what the programme, it is a performance and 
it will only hold its audience for as long as it is an attractive or appealing 
performance. 

The authors of the Unesco survey again stress the importance of ability 
in their recommendation on promotions: ‘Broadcasting organizations should 
be encouraged to recognize and encourage the development of young talent 
by adopting ability as the main criterion for promotion and proportionately 
attenuating the importance currently attached to seniority.’ 

Training 
Any training scheme for production personnel in African broadcasting 
should have the following three objectives: 
I. The building of a staff that is technically competent, expert in the 

techniques of the medium, efficient and responsible. 
2. The encouragement of creative and artistic ability. 
3. The fostering of understanding of the potential uses of broadcasting for 

the general economic and social development of the continent. 
In regard to this last point the Unesco survey states: ‘African broadcasting 
training programmes should not be limited to the teaching of techniques and 
the use of equipment. The training should emphasize the utilization of the 
media in education, agriculture, social welfare and community development. 

I. Unesco doc. COM/WS/64. 



Every effort should be made to familiarize the trainee with pertinent experi- 
ments which have been conducted in various parts of the world, and the 
necessity of using broadcasting to provide support for development projects 
should be emphasized.’ 

Training in broadcasting can be continued throughout the career of a 
broadcaster as the availability of new equipment makes possible new tech- 
niques and as new social developments lead to new programme needs. It is not 
something to be confined to newcomers only. 

Of the various methods of training, the Unesco survey summarizes the 
views of African broadcasters in the following recommendations. 
Basic training. ‘As much as possible, African broadcasting organizations 

should be encouraged to arrange basic formal in-school training in 
Africa. Equipment in such schools should be comparable in sophis- 
tication to facilities normally provided for broadcast purposes.’ 

On-the-job training. ‘On-the-job broadcasting training in Africa is useful 
and should be continued. However, its many shortcomings must be 
thoroughly appreciated by African broadcasting organizations. It is most 
useful ifit is utilized only as a familiarization course and not as a com- 
plete training course in itself. It is recommended that it should not last 
more than six months and should commence immediately after recruit- 
ment, and be followed with formal training in a broadcasting training 
school.’ 

Overseas training. ‘As much as possible, training in foreign broadcasting 
training schools should be limited to advanced level or specialist 
courses designed for the experienced broadcaster. Itp resents an oppor- 
tunity for him to broaden his outlook and at the same time acquire 
specialist training which is at present not easily available in Africa. . . . 
Future attachement courses should be limited to experienced senior 
staff and should not exceed three months. All efforts should be made to 
secure as many such opportunities as possible.’ 

The occasional special course. cOccasional special courses, workshops and 
seminars should be considered as necessary regular features of broad- 
casting training schemes. The training of a broadcaster should be 
envisaged as a continuing process.’ 

Whu has to be trained? 

Everyone concerned with the production of radio programmes, newcomers 
and more experienced broadcasters alike: script typists, production clerical 
staff; technical operators; microphone talent-announcers, compkres and 
actors and musicians; producers; writers; outside contributors-people who 
give talks, participate in discussions, conduct religious services; supervisors, 
heads of programme sections, the programme manager, all require training. 

It is a formidable project but unless an effort is made to carry it out, 
African broadcasting cannot play the role expected of it. 
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The size and scope of training facilities will depend on the size of the station 
or broadcasting system. A large broadcasting system with several hundred 
employees will need a whole training wing with several full-time officers, 
whereas a small station can do little more than delegate to a member of its 
senior staff some added responsibility for training. 

The instructors 

Full-time officers should be selected for their experience in a wide range of 
programming, including experience outside their own broadcasting system. 
In addition they should have a demonstrated ability to teach and the qualities 
of leadership. 

The larger broadcasting system, which can afford a good training 
school, should have at least three full-time programme training officers: 
One concerned with the training of technical operators and the training of 

producers in the required technical operation. 
One concerned with the training of creative programme workers-producers 

and outside contributors; writers, actors. 
One with a roving commission to supervise on-the-job training and to 

instruct smaller network stations in the handling of their training 
problems with regard to technical operators, producers and outside 
contributors. 

In some systems it may also be necessary to have a speech training officer 
although it may be possible to enlist the co-operation of outside bodies, such 
as the British Council or the Alliance Franpise, to undertake this work on 
behalf of the system. 

In addition to its full-time officers, the training facility should be in a 
position to engage outside lecturers and instructors for specialist courses, 
general education where needed and lecturers to talk about national history 
and traditions and national development. 

At any level the instructors need to have fairly high grading and 
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executive authority as they will from time to time be called upon to ins- 
truct senior officers. 

In their supervision of on-the-job training, as distinct fiom formal 
courses, instructors or the delegated instructor should sit in on programme 
meetings, offer criticism of off-air programme checks and arrangeareading 
programme for station personnel. 

The small station 
The small station obviously cannot afford or usefully employ a full-time 
training officer. But it can delegate training responsibility to a senior member 
of its programme staff. 

H e  should supervise on-the-job training and arrange regular staff 
seminars. H e  must do on a small scale what the total training facility is able 
to do on a larger station. 

The facilities 
The technical facilities of a training wing should be equal to those of the 
station itself and contain all the equipment which is in normal daily broadcast 
use: 
A general purpose studio of minimum dimensions-8.75m x 5.qm x 3.5m 

(ceiling). The studio should be equipped with sound effects materials 
and at least three microphones. 

A production cubicle containing mixing panel, a minimum of two turn- 
tables, two tape recorders, and a high quality loudspeaker. 

A dubbing and editing suite. 
T w o  class-rooms (one capable of being darkened and used as a theatrette), 

A library and reading-room. 
A museum of equipment (old and unserviceable) to show students other 

types of equipment. 
The quality of sound throughout the training centre’s studios and class- 
rooms should be first class. 

The ideal training centre might also have a hobby room to encourage 
personnel in manual arts and crafts, photography and so on. If the aaining 
centre were linked with an engineering training centre the hobby room could 
provide facilities for equipment construction and repair. Hobby equipment 
could be made available at cost. 

Where it is not possible to provide a training wing with its own technical 
facilities the training wing should have access to studios on a regular basis. 

In any case the training centre should be made into a lively place which 
attracts station personnel. It should be the kind of place they want to go to. 

projection equipment. 



22 Some courses 

An active programme-production training centre has a full and challenging 
job as it must considerably influence the development of the station or 
broadcasting system which it serves. Ideally it should be able to offer courses 
and appropriate coaching for anyone having anything to do with the pro- 
gramme side of broadcasting-not only staff personnel but also regular and 
occasional outside contributors. The range of courses which it offers will 
depend upon the needs of the particular station or system. Here w e  shall 
merely draw attention to some essential features. 

The induction course is primarily intended to familiarize newcomers 
with the organization they have entered. It may range in length from three to 
six weeks depending upon the category of staff. Its purpose should be: 
I. To introduce new recruits to broadcasting-its function in the com- 

munity, its social implications. 
2. To familiarizethem with the organization they have joined-the con- 

ditions of service, the (where-things-are’, the ‘whom-to-see’ in the staff 
establishment, the career opportunities, etc. 
T o  provide introductory training for the specific jobs they are to do. 3. 

Induction courses may embrace many categories of staff simultaneously- 
clerical and administrative as well as professional-as this can do much to 
build up the general sense of belonging to a team and to break down the rigid 
division of staff into otherwise watertight compartments. 

Professional couses should begin as soon as is practicable. In cases where 
a newcomer is called upon to handle expensive technical equipment these 
courses should begin after a minimum of on-the-job training. The require- 
ments of the various professional courses will vary from one organization to 
another. 

A course for technical operators should in no case be less than thirteen 
weeks. It may need to be longer depending upon whether technical operators 
in a given organization are regarded as members of the engineering or the 
programme division. It should include: basic electricity; studio acoustics; 
equipment operation; production skills; the role of broadcasting and general 
science and social studies. 
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Some courses 

The organization of courses for announcers is generally more difficult as 
they are few in number. The small station may only be able to train announ- 
cers on-the-job by frequent air-checks and regular briefing sessions. Where 
they are more numerous, regular courses of from six to twelve weeks may be 
possible. An announcers’ course should include: speech work in the lan- 
guages he uses; the art of programme presentation; compiling the record pro- 
gramme; the writing of link-continuity; the writing of air publicity; news- 
reading and narration; descriptive outside broadcast commentary; speaking 
to the microphone; the use of studio equipment; and the role of broad- 
casting. 

Courses for producers must include all the material in this manual and 
in addition lectures and discussions on national development and over-all 
social objectives. The producer is, in effect, the editor of a station’s output 
and must therefore be thoroughly conversant with his country and the part 
which broadcasting has to play in its development. 

The best approach to producer training is probably the workshop of 
from eight to ten weeks duration with heavy emphasis upon practical work 
in the making of actual programmes. Senior technical operators should attend 
these workshops as course members as this may lead them into production 
and will certainly familiarize them with production in a way not practical in 
day-to-day operation. 

An active training centre can back up its producer training by offering 
short courses of up to a week’s duration for script typists and programme 
executives. These two categories of staff are concerned with actual broad- 
casting but are frequently overlooked in the training process. 

Amongst extension courses which the training centre can run are: 
Courses of four weeks duration for supervisors with emphasis upon staff 

management, critical listening and programme evaluation. 
One-subject courses having to do with new social developments, new 

techniques, new equipment. Such courses may be concerned with 
sound effects, documentaries, outside-broadcast techniques, etc. 

Courses for outsiders may be either part time over several weeks or full time 
over a week or two. They may be offered to many contributors-potential 
actors, writers, school-teachers, ministers of religion, government officers 
concerned with broadcasting. Outside contributors play a large part in the 
life of a broadcasting station and to a certain extent are its auxiliary staff. 
They need to learn the techniques of writing for radio and speaking at the 
microphone. 

All practical courses for technical operators, producers and announcers 
should be fully operational. They should be managed as the station is itself. 
An operational schedule should be drawn up and strictly adhered to with 
regard to production time, recording, logging and general administration. 



A short reading list 

I What is broadcasting all about? 

CROZIER, Mary. Broadcasting, sound and television. Oxford University Press, 1958. 
GREENE, H. Carlton. The broadcaster’s responsibility. BBC, 1962. 
MACKAY, 1. Broadcasting in Nigeria. Oxford/Ibadan University Press, 1965. 
MATHUR, J. C.; NEURATH, Paul. An Indian experiment in farm radio forums. Unesco, 

1959. 
SCHRAMM, Wilbur. Mass media and national development. Stanford University/ 

Unesco, 1964. 
SILVEY, R. J. E. Methods of listener research employed by the British Broadcasting 

Corporation. Journal of the Royal Statistical Society, vol. CVI I, parts iii-iv, 
1944. 

I1 The technical facilities 

HADDEN, H. High quality sound production and reproduction. Iliffe, 1962. 
NISBETT, Alec. The technique of the sound studio. Focal Press, 1962. 
MCWILLIAMS, A. A. Tape recording and reproduction. 
TURNBULL. Sound effects. 

111 Radio production 

An African experiment in radio forums for rural development, Ghana 1964/1965. 

BAILEY, K. V. The listening schools. BBC, 1957. 
BOOKS, William F. Radio news editing. McGraw-Hill, 1948. 
CROSS, A. R. Professional radio writing. Houghton-Mifflin, 1946. 
DUNBAR, Janet. The radio talk. Harrap, 1954. 
Guide for organisers .f radio rural forms. AIR, 1961. 
MCWHINNIE, Donald. The art of radio. Faber, 1959. 
MILTON, Ralph. Radio programming. Geoffrey Bles, 1968. 
Radio broadcasting serves rural development. Unesco, 1965. 

Unesco, 1968. (Reports and papers in mass communication, SI.) 



Radio programme production 

IV Staff dmelopment and training 

GORHAM, Maurice. Training for radio. Unesco, 1949. 
Professional training for mass communication. Unesco, 1965. 



Appendixes 

I. AUDITION REPORT SHEET 

Name: 

Address: 

Phone no.: 

Available hours: 

Sex: 
Audition 
date: 

Voice age: Character suggested: 

Voice quality: Soft Harsh Aged fatherlylmotherly 
Quiet Loud Eager young person 
Throaty Clear Formal young person 

Slow Fast Commanding person 
Natural Strained Educated 

Diction: Distinct Indistinct Timid person 

Uneducated 
Other 

~~ ~~ ~ 

Ability to sight-read unrehearsed material: 

What other impressions does the voice give you? 

poor/fair/good/excellent 

Dramatic ability: poor/fair/good/excellent 

Would you say the actor is amenable to direction? yes/no 

How do you grade the actor? A B C D 
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Appendixes 

2. SCRIPT LAYOUT 

A radio script is a creative work and a cue control sheet. It should be properly laid 
out so that it is easy to read and it should contain all information necessary to the 
production. Here is a form of layout for a dramatic script. 

Title: This is My Land Actual duration: 
Sub-title: The Fisherman’s Story Tape no.: 
Author: N. A. Okafor 
Producer: Bisi Sowande 
Rhearsal: 17.00-20.00 h, 12 February 1971 Studio A 
Recording: 20.15-20.45 h, 12 February 1971 Studio A 
Transmission: 
cast: ANNOUNCER 

16.00-16.30 h, IO March 1971 

NARRATOR 
OLU THE FISHERMAN-in his late forties; soft spoken; 

BISI-OLU’S favourite daughter, aged 17/18; light voice which 

NWANKWO-OLU’S cousin; a big energetic man; also a fisherman 

conservative by nature; sense of humour 

ripples like water 

IST, ZND, 3RD VILLAGERS-ANNOUNCER, NARRATOR 
and NWANKWO can double 

Synopsis: Olu and Nwankwo are close cousins who live 
in neighbouring villages on the River Ondo. They have long been 
rivals. Nwankwo comes to visit Olu and they make a bet with 
each other as to who will catch the most fish. Olu does not 
know that Nwankwo has newly acquired a long-life nylon 
net; he loses the bet but learns the value of the new nets. 

I. 

2. 

3. 

4. 
5. 

6. 
7. 
8. 
9. 
IO. 
11. 
12. 
13. 

ANNOUNCER: ‘This is My Land’-a weekly series of programmes telling 
how progress has come to our villages. Today-‘The Fisherman’s Story’! 
[Panel: Signature tune, 12 seconds. Fade and mix to village background 
sounds. Hold under.] 

NARRATOR: The village of Akibi is a small pleasant village on the banks of 
the Ondo, a sluggish river, rich in fish, which winds its way slowly to the 
sea ten miles away. The most respected man of the village is Olu the fisher- 
man. He sits now in the shade of a tree . . . watching the river . . . 
[Effects: Sneak in near-by pounding of yam.] 

yam near by. 
[Effects: Swell sound of yam pounding, fade for 7.1 

[Effects: The pounding stops.] 

NARRATOR [continuing]: . . . and watching his daughter, Bisi, who pounds 

OLU: W h o  is that coming down the river, child? 

BISI [oflmike]: The river, father . . . ? 
OLU: Yes. Over there . . . in the shade near the far bank . . . 
BISI [after a slight pause]: I think it is o w  cousin, father-Nwankwo. 
OLU: I believe you are right, child. 
NWANYWO [calhg from far off]: o h !  Oh the fisherman. This is Nwankwo, 

etc. 
your rival! 



Appendixes 

3. PERSPECTIVE PLANNING 

T h e  chapters ‘Getting to Know the ,Studio’ and ‘Radio Writing’ referred to the 
importance of perspective planning in the radio drama. It is only through well- 
planned perspectives and appropriate acoustic environment that the listener can 
perceive space. 

The following short script contains several different perspectives. Can you 
discover what they are? Write in on the script microphone placings and instructions 
to the actors which will bring out the various perspectives. 

[Effects: Fade in court-room sounds.] 
CLERK: Pray silence for his Lordship the Supreme Justice! Silence please! 
[EffectsImt: The sound drops substantially.] 
CLERK: Be upstanding for his Lordship. 
[Effects: Movement.] 
[Effects: Chair moved, footsteps.] 
LORDSHIP [clears his throat]. 
Cast [small talk]. 
[Effects: Gavel struck.] 
Cast [talking quietens]. 
CLERK: Hear ye, hear ye . . . this court is now in session. 
PRISONER: D o  you think w e  have a chance? 
LAWYER: A chance? M y  dear fellow, I’m your counsel. I always have a chance . . . 

but as for you it’s anybody’s guess. 
LORDSHIP: Thank you Mr. Clerk. Call the first case please. 
LAWYER: That’s you, m y  dear fellow. Wish m e  luck! 
PRISONER: Wish you luck. It’s m e  who needs the luck. 
L A  w Y ER: M y  dear fellow, if I don’t have luck, you haven’t a chance-so wish m e  luck, 

that’s all I say. 
CLERK: Bring forward the prisoner. 
[Effectslcast : Movement.] 
VOICES: Hang him, hang him! He’s a bad man! 
[Eflects: Gavel stnrck.] 
LORDSHIP: Order! At the first sign of a public demonstration I’ll have the court 

PROSECUTOR: Soyou’ve undertaken to defend him, have you. You haven’t got a 

LAWYER: I think I have. 
PROSECUTOR: In court . . . oh yes, perhaps. But remember how the people feel. 

Did you hear them call out? They want to see him hanged-and they’ve got the 
right judge to do it. 

cleared! 

chance, old man. Not a chance. 

LORD s H I P: Proceed with your opening address, Mr. Prosecutor. 
PROSECUTOR: M L u d .  The prosecution’s case is simple and direct. The accused was 

seen to commit the crime by no less than three witnesses one of w h o m  was a 
senior police officer. Furthermore the prisoner has admitted in a confession taken 
at the police barracks that he . . . 

In planning any perspective effects always ask yourself, where is my microphone? 
From which point do I want the listener to hear the scene? 



Radio programme production 

This book is a manual designed for the training of radio personnel 
in Africa and also in developing countries of other parts of the 
world. It answers a need expressed by broadcasters throughout the 
African continent, through recommendations of various meetings 
and seminars on broadcasting held in the region. 

A n  attempt to provide a textbook on radio production in 
developing countries, the manual was commissioned following 
an Africa-wide study of broadcasting training needs and resources 
made on behalf of Unesco by two African radio and television 
professionals. 

The author, Richard Aspinall, from Australia, has worked as 
a broadcasting instructor in Africa for many years and is currently 
a training specialist at the Institute of Communication, University 
of Lagos, Nigeria. His wide experience in the field concerned, 
which comprises both general and educational broadcasting, is 
well reflected in the contents of this book. 
This manual is expected to be of great help to those institu- 

tions and radio stations engaged in broadcasting training on a 
local basis, particularly in developing countries, for it really fills 
a gap where literature on this particular subject is concerned. 

$4; €1.20~ (stg.); 16 F 
Plus taxes, if applicable 
[B. 28701 
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