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Radio Theatre, the performance art of combining voice talent, sound effects, and

music before live studio and broadcast audiences, was popular during the Golden Age of

radio (1930 to 1950).  Since 1950, regular television programming has relegated radio

theatre in the United States to historical re-creations and public radio broadcasts.  In

recent years, the number of radio theatre production companies has increased among

educational and community theatre groups.  My experience has shown a close similarity

between classic stage theatre production skills and radio theatre production skills.

This dissertation is the first study to identify skills and procedures required to

produce radio theatre by individuals with stage theatre training and experience.  The

areas examined include script selection, voice talent, sound effects, music, sound

equipment, visual elements, and business aspects.  The study concludes with a skit

comedy script written by the author and suggestions for performance.
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CHAPTER I

INTRODUCTION TO STUDY

1.1  Background & Definitions

1.1.1  Historical Background

Radio theatre (a type of dramatic story performance that relies primarily on audio

cues) has been a part of the entertainment landscape almost since the invention of voice

broadcasting (Maltin 13).  It’s difficult for a modern audience to fully appreciate the

media landscape of 75 years but many of the conventions of television programming

were introduced through radio at the beginning of radio’s Golden Age (1930 to 1950). 

The general pattern of today’s broadcast television program scheduling was modeled on

radio (Gross et al. 52). Each morning would begin with news and talk shows, with

daytime dramas, children's shows, family shows, and late-night programming following. 

Many program genres and styles familiar to television audiences were also familiar to the

radio audience of the Golden Age.  Situation-comedies, dramas, game, and quiz shows

all were developed during radio's heyday.  Radio broadcasts into the home had an

enormous impact on America in general and even on competing media.  One of the most

popular shows of its day was Amos n’ Andy.  Fifteen minutes long, the program was so

influential that movie theaters would interrupt their shows and pipe in the broadcast live

so audiences wouldn’t be tempted to stay at home rather than miss these weekly

installments.  It was rumored that in many cities, police reported crime rates actually

dropped during broadcasts, although this cannot be confirmed (McLeod).  
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Throughout the history of electronic production in the United States, radio theatre

has been a viable performance medium (Gross et al. 37).  Radio theatre was the

predominant medium during the Golden Age until the introduction of regular television

broadcasts beginning in 1948.  From 1948 the majority of popular radio programs made

the exodus to television, but as late as the 1950s, the Columbia Broadcast System

continued to support a comedy-variety program produced by Stan Freeberg (Hullquist). 

By the 1960s and 1970s, the public's exposure to radio theatre was relegated to

recordings of classic shows or abortive attempts to produce new scripts on independent

radio stations or public radio affiliates (Payton 1).  The Mutual radio network attempted

to bring original radio theatre back in 1973 which prompted CBS to launch CBS Radio

Mystery Theater in 1974 (Himan Brown).  Created by long-time Golden Age producer

Himan Brown (creator of Inner Sanctum), the mystery anthology series was hosted by

E.G. Marshall and lasted nine years until it was cancelled in 1982 (CBS Radio).  Today,

these productions take a variety of forms and formats: books on tape, radio commercials,

classic recorded performances, as well as revivals of classic scripts and performances of

new scripts by various production groups. In recent years, a number of professional and

semi-professional radio theatre production companies have been formed in larger

metropolitan areas around the country, with their own web pages (e.g., Atlanta Radio

Company of the Air, Texas Radio Theatre Company) (Home Page, Philco; Home Page,

Violet).

While the active production of radio theatre performances has waned since

television became a dominant medium in the 1950s, radio theatre has remained popular

in areas of the world outside of the United States.  The British Broadcasting Corporation
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has continued its production of radio performances on BBC Radio 4 (BBC Radio 4).  In

fact, the drama The Archers has been in continuous production since the 1950s (The

Archers).  This international popularity for radio theatre is further supported by

broadcasts by the Canadian Broadcasting Corporation (Burke) and the Australian

Broadcasting Corporation (Radio Flix), to name but two. 

The slow development of television outside the United States and the financial

structures of broadcast systems are two dominate reasons why radio theatre has remained

strong internationally.   Much of the world was physically recovering from the effects of

World War II in the late 1940s and did not have the financial resources to spend on

luxury goods such as television receivers.  The United States quickly converted from a

war economy to domestic production in order to supply the population’s demands for

consumer goods.  Television was also not adopted for social and religious reasons.  In

South Africa, apartheid rulers were concerned that pictures from outside the country

could lead to dissatisfaction among nonwhites, while in Muslim countries, television was

thought to violate that religion’s prohibition of the creation of graven images (Gross

199).  The cost of television receivers and broadcast infrastructure continue to make

radio and radio theatre more appealing to audiences without the financial wealth of most

Americans.

Two of the three predominant broadcast financial structure around the world have

allowed radio theatre to remain viable alongside television programming.  In the United

States (and increasingly around the world), radio and television stations are held by

private companies under government license (Gross 195).  In most cases, these stations

are profit-driven and programming decisions are based on public demand.  In the late



4

1940s and early 1950s, audiences in the United States clearly demonstrated more interest

in television programming than radio theatre.  The British pioneered the public

broadcasting structure which remains in place in Great Britain and its former colonies

around the world (Gross 195).  Broadcast stations are operated by the government and

funded by license fees collected from the public.  The public broadcasting structure is

described as paternalistic, in that programming is designed to upgrade the public’s

aesthetic taste.  Radio theatre, especially drama, is considered to be among the highest

quality radio programming under the public broadcasting structure (BBC Radio 4).  The

authoritarian broadcasting structure is found predominantly in countries with

dictatorships (Gross 196).  All broadcast stations are owned and operated by the

government.   Programming is a tool of the government, designed to control the

population and protect the government from revolution.  The former Soviet Union

operated radio and television stations under this system, using radio theatre for cultural

and political indoctrination.  Under many dictatorships, personal wealth and state

resources are scarce, making radio programming more appealing and accessible than

television programming.

1.1.2  Terms & Definitions

From its early beginnings in the 1920s, the practice of performing dramatic

scripts through primarily audio cues has changed and evolved along with technological

and audience developments.  This evolution has resulted in a more precise attempt to

differentiate the various approaches to audio performance; although many individuals use

the term radio theatre as a generic all-encompassing term, this practice may refer to
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productions more properly identified as radio drama, audio drama, audio theatre, or radio

theatre.

The application of the terms radio and audio is dependent on the amount of

audience control of the listening experience.  The term radio refers to a production

primarily intended for distribution to an audience via over-the-air broadcast facilities or

computer-based streaming media.  The audience must listen to the program whenever a

third party initiates the program performance.  The term audio identifies a production

primarily intended for distribution to an audience via pre-recorded media (e.g., compact

disc, cassette, podcasting).  The audience can control the program starting time and can

interrupt the program for later playback.  As most broadcast performances are also

recorded for distribution, this difference becomes minor.  Recordings of favorite shows

broadcast on radio can be repeated on demand by modern audiences.  Today, producers

place more emphasis on the second term (i.e., theatre or drama) to differentiate

performance categories (Fish).

The term theatre refers to a production that employs techniques and constraints

similar to stage theatre production.  This performance style is best represented by

Garrison Keilor’s Prairie Home Companion productions. Production elements (e.g.,

voice, mechanical sound effects, recorded sound effect, music) are performed in one take

and instantly combined, usually before a studio audience.  Productions elements are often

not overly complicated, depending on the coordination skills of the performers.  The term

drama is closely related to motion picture production techniques.  The popular radio

dramatizations of the original Star Wars trilogy produced by George Lucas is an example

of radio drama.  Production elements are produced separately, allowing for multiple
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takes.  These elements are combined during a post-production process.  Voice tracks are

produced first, with sound effects and music created around this final edited version. 

Productions are longer than commonly found in live performances, allowing for more

complicated sound effects and sound processing.  The differences are more clearly

contrasted in Figure 1.1.  For the purposes of this dissertation, subsequent use of the term

radio theatre will include performances identified as both radio theatre and audio theatre. 

1.2  Problem & Purpose of Study

While the basic philosophy of Theatre of the Mind is as effective today as 75

years ago, technology, world culture, and the expectations of the audience have changed

dramatically.  The majority of available radio theatre production resources either do not

address these changes in technology and audience expectations or only address a

particular skill found in radio theatre production.  Classically-trained theatre practitioners

have skills more closely associated with radio theatre than artists in other media such as

television and film.  Stage productions combine all performance elements at one time

before a live audience after a rehearsal period.  This is identical to the radio theatre

production process.  Television and film production is more closely related to the audio

drama production process (see Figure 1.1). Either in commercial, non-commercial,

religious, or educational venues, theatre practitioners possess a foundation nicely suited

to add the unique skills found in radio theatre performance to their traditional stage

training. 

The purpose of this study is to identify skills and techniques necessary for radio

theatre production for a modern audience, and examine those skills in relation to
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classically-trained theatre practitioners.  It is the hope that individuals and groups with

prior stage theatre experience will be able to effectively produce radio theatre using the

information contained in this study.  This study will attempt to present not only an

organized approach to radio theatre production but will present information necessary for

trained theatre practitioners to produce radio theatre productions.

1.3  Literature Analysis

Despite its loss of popularity due to television in the United States, radio theatre

has continued to be produced widely in the world and among select groups in the States

since the Golden Age of Radio.  Numerous articles and books have been published about

classic or Golden Age programs, along with an increasing number of web pages.  As new

audiences discover these programs, fan groups abound (McLeod).  Legal and illegal

recordings of these shows, along with bloopers and out takes, are available throughout

the Internet (Old-Time Radio).  The Orson Wells' broadcast of The War of the Worlds

remains a favorite subject for historical, sociological, and psychological examination

(Day).  However, the amount of material devoted exclusively to radio theatre production

is relatively small compared to other narrative performance approaches such as stage

theatre, film performance, and television acting.  The material that does exist tends to be

outdated or only addresses a particular radio theatre skill.  None of the materials

examined approaches radio theatre from a stage theatre perspective.
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1.3.1  Published Materials

Books and journal articles regarding criticism and analysis of radio theatre

productions have been consistently published since the Golden Age (Rodger).  These are

available in either print or electronic form (e.g.. e-Books and full-text on-line databases). 

Likewise, catalogs, script collections, and audio recordings of these classic productions

have remained available and in print (Daley; Duckworth Mystery).  

Identified production skills are found in two general categories of publications:

non-radio theatre texts and comprehensive radio theatre production texts. Voice acting,

general electronic recording techniques, and script writing are all important components

in the radio theatre production process.  However, these skills are also useful for non-

radio theatre applications and are currently taught in theatre and radio-television-film

academic programs (Sul Ross 268).  As the demand for training in these areas has

remained consistent over the years, changes in audience expectations and technology

have been integrated into these texts. The information may be current, but the radio

producer must consult numerous works in order to benefit from the information.

The majority of comprehensive radio theatre production texts were published in

the United States over 40 years ago.  Most of these books, primarily designed for

secondary and post-secondary instruction, range in publication date from 1932 to 1960

(Lawton; Willis).  Yuri Rasovsky recently completed a NEA funded work on radio

theatre production designed to incorporate modern technology (Well-Tempered), but this

work is not intended for stage theatre practitioners. The majority of script collections

identified do not contain production skill instruction and were also written prior to 1960.

(Columbia; Jansen).
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In recent years, a limited number of books have been published containing radio

theatre production skills for specific applications such as radio theatre in the classroom

(Kisner) or radio theatre as a psychological behavior identification and modification

technique (de Fossard).  Although these books present a comprehensive list of radio

theatre production skills, the books are written with intended outcomes that may be

different than those of theatre professionals.  For example, an intended outcome of the

use of radio theatre in the classroom is not necessarily to entertain the audience or teach

the participants performance skills, but to teach the participants social science or

mathematics.  They learn about history by writing and performing a script about a

specific historical event (Kisner 35).

1.3.2  Electronic Materials

The lack of an extensive commercial marketplace for radio theatre production

texts has led to an exchange of information via electronic distribution.  Radio theatre

production web page content falls into three categories: radio theatre production

companies, organizations and individuals dedicated to radio theatre production, and

organizations and individuals dedicated to the preservation of Golden Age programming.

New radio theatre producers have realized the marketing power of web pages in

building and maintaining audiences.  While most of these home pages promote individual

performances (e.g.,  venues, cast bios, story synopses, merchandise sales), some solicit

new scripts by providing radio theatre “do’s and don’ts” for aspiring writers (Home Page,

Texas).  To increase interest in radio theatre production, one group’s web site contained
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pictures and WAV audio files of mechanical sound effect devices but the group and their

web page has since folded.

The number of pages provided by organizations and individuals dealing with

radio theatre production techniques is increasing.  The NATF (National Audio Theatre

Festivals) has collected articles on a variety of subjects by its members (e.g., voice

acting, sound effects, scripting), free for distribution.  Recordings of practical sessions

and lectures presented at national workshops as well as printed script collections and skill

manuals are offered for sale.  The NATF also sponsors a list-serve for radio theatre

producers that addresses specific questions and situations (Home Page, National Audio). 

Other web pages dealing with production are offered by individuals primarily to promote

recording collections (Widner), personal program series (Zizza), or consulting services

(Palermo RuyaSonic).  Much of the information on these sites seems to be derived from

limited personal experience or one specific approach to radio theatre production, such as

content education or activities for Seniors (McDonnell).  The authors of the sites attempt

to present these specific approaches as applicable to a wide range of situations, when

they actually do not translate well from the specific to the general.  Stage directors’

approaches are influenced by many factors and no one approach is effective for all

situations; the same is true when considering radio theatre experts.

A cursory examination of e-Bay on-line auction offerings shows  that catalog

books and recordings of Golden Age radio theatre material are plentiful (Search Results). 

The number of on-line merchants and enthusiasts offering this material is also plentiful. 

Most of the script collections of Golden Age radio theatre still involve copyright

protected characters and stories (Fishman 1/4); scripts published on these sites and
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promoted for sale on these sites do not imply they are available for performance.  Some

web sites are devoted to a particular show (McLeod), while others offer recordings, text

and information about a wide variety of programming (Widner).  Some of these e-Bay

and independent merchants do offer classic and reprinted radio theatre production texts in

print and e-Book form (Search Results).

1.3.3  Other Materials

I have had to use letters, faxes, and e-mail extensively in order to produce radio

theatre at Sul Ross State University.  Some of this correspondence has been directed to

playwrights and publishing houses requesting permission to perform scripts not

originally written for radio theatre.  Playwrights and publishers do not normally have a

pre-existing structure or royalty rate for radio theatre performances (Loh; Wallengren).  I

also used correspondence to track down copyright ownership of older scripts.  Some

publishers of radio script collections have gone out of business or been purchased by

other publishers.  Locating legal ownership of scripts owned by the estates of deceased

writers proved challenging (Abrahams).  Lastly, correspondence was used to solve

performance problems, such as how to create a specific mechanical sound effect

(Griffiths).  

I conduced interviews at various locations (e.g., professional conferences,

production workshops) to solicit from professionals in radio theatre and allied fields

answers to specific questions (Fish).  This information provided invaluable insight into

the world of Golden Age performances, as well as various approaches to aural

storytelling.
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1.4  Contribution to the Field & 
Application of the Study

Theatre practitioners that wish to produce radio theatre for a modern audience do

not have a single comprehensive source of information available.  Most comprehensive

radio theatre texts were written during the Golden Age and contain outdated technical

and performance information.  Information sources that address the needs and

expectations of modern audiences using current technology are found scattered among a

number of disciplines (e.g., radio broadcasting, music recording, speech and rhetoric).  

The material contained in this study is intended for stage theatre professionals to

achieve two goals: performance of radio theatre for new audiences, and a different

method of introducing and reinforcing stage skills in training theatre practitioners.  As

presented earlier, the increase in professional radio theatre companies suggests an

increase in demand by audiences for radio theatre productions.  Stage theatre companies

already possess many of the skills that can be adapted to radio theatre production, but

may lack an understanding of the skills particular to this performance form and how

exactly to apply stage theatre skills to radio theatre.  An increase in radio theatre

companies indicates new opportunities for trained theatre practitioners with radio theatre

experience to market their skills unavailable to their strictly-stage trained

contemporaries.  I have personally observed an increase in other outlets for radio theatre

skills, especially voice acting and sound effects.  The expanding number of animated

feature-length movies, web-based animation projects, and audio books add to the

commercial opportunities for individuals with radio theatre experience.  
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Experience in radio theatre can have a direct positive effect on the quality of stage

theatre productions.  Radio theatre demands that writers, actors, directors, designers, and

technicians think “outside of the (stage theatre) box.”  Actors must put all of the nuances

and defining characteristics of a character in their voice, rather than using a combination

of physical and vocal cues.  Writers must use dialogue and suggested sound effects to tell

their story.  Scenic, costume, and lighting designers must create a visual environment that

supports and does not take away from the sound environment.  Meeting the production

demands of radio theatre causes stage theatre practitioners to think in new ways and

gives these practitioners a new perspective in telling stories while maintaining the

audience’s attention and interest.  These same practitioners can then apply their new

knowledge and approaches to stage productions.  At Sul Ross State University, I’ve seen

stage theatre students become more inventive and effective in their craft as a result of

radio theatre experience.

The approach to craft and tools used by commercial and non-commercial theatre

are identical; the situations are influenced by motivating factors (e.g., profit v. non-

profit), the primary mission or nature of the company (entertainment or education), and

external organizations such as unions and guilds.  This study is primarily designed to

support non-commercial production; it is acknowledged that non-commercial or amateur

production companies may encounter influences from the commercial world, but the

study will not examine commercial factors  in depth.
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1.5  Organization of the Study

This study attempts to identify and examine techniques necessary for radio theatre

production for a modern audience by experienced stage theatre practitioners.  The

components are arranged to provide this examination and information in a linear format

paralleling the production process, from the initial decision to produce radio theatre in

pre-production to the actual performance.  The role of the director will not be examined

in a separate section akin to voice actors, sound effects, and visual effects; it is the intent

that as directors are involved in all areas, their actions will be examined in all sections. 

The majority of administrative and business concerns related to radio theatre production

have been collected in a separate chapter, although business practices associated with

script selection and royalties are also included in the pre-production section.  While

theatre educators and non-profit theatre professionals in the role of director often make

their own business arrangements, many organizations separate administration and

production duties (Byrnes 113).
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Audio Theatre/Radio Theatre Audio Drama/Radio Drama

Production elements performed and
recorded simultaneously

Production elements performed separately
and electronically combined

One take only (live) Unlimited takes

Simple productions - few and less
complicated elements

Complicated productions - increased
number and more complex elements

Short dialogue passages - more reliance
on action

Longer dialogue passages - less reliance
on action

Audience affects timing and
performances during production

Audience not involved in
production/element assembly process

Productions intended for ear and eye Production intended solely for ear

Sound effects chosen based on sound and
visual impact (mechanical and recorded
sounds)

Sound effects chosen solely based on
sound (usually recorded sounds)

Employs theatrical stage production style Employs motion picture or television
production style

Example: Garrison Keilor’s Prairie Home
Companion

Example: George Lucas’ Star Wars
trilogy dramatizations

Figure 1.1 Comparison of Audio Performance Approaches.
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   CHAPTER II

PRE-PRODUCTION ELEMENTS

Once the decision has been made to produce radio theatre, the producer begins the

pre-production process.  Basic pre-production areas include script selection, personnel

requirements, and physical requirements.  The producer should choose which of these

three areas will be given the greatest weight or consideration in the pre-production

process.  For example, if the script is chosen first, personnel and physical requirements

will be dictated according to the script’s requirements.  However, if a specific

performance venue has been selected, the size of the stage and acoustics might restrict

the pool of available scripts.  For the purposes of this study, I will give the greatest

weight or consideration to the script.  The personnel requirements for most modern radio

theatre scripts only differ in the number of performers (i.e., voice actors, Foley artists,

and musicians).  The physical requirements are also similar if a proscenium stage is used.

2.1 Scripts

The process for choosing a radio theatre script is similar to that used for stage

scripts; first, the producer must analyze available resources (e.g., personnel and abilities,

performance space and technical support, time and finances).  Secondly, the producer

must determine the purpose of the performance (e.g., entertainment via recreation of

Golden Age radio theatre, entertainment via modern issues, skills education).  Lastly the

producer must identify the intended audience (e.g., stage theatre patrons, public radio



17

listeners, historical recreationists).  These answers will successfully guide the producers

in their script selection process. 

2.1.1  Standard Formats

While there are as many script formats as writers, all should have certain aspects

in common.  As the performers use the printed script in their performances, it should be

easy to read.  For this purpose, text is 14 to16 point, serif font, and a mix of upper and

lower case.  The script should be easy to use with one hand.  The text is printed on only

one side of the page and dialogue passages are not usually continued on the next page.  In

the case of an extended monologue, care is taken to make the page break at a natural

pause or breath mark in the script.  Lastly, the script should be divided with components

easy to identify for rehearsal purposes.  For identification, either each line and page are

numbered, or the writer uses standard theatrical act, scene, and page numbers.

Most radio theatre scripts fall into two standard formats: theatre style and media

style. Theatre style format (see Figure 2.1) is identical to that used for stage plays. 

Character names are presented in capital letters beginning at the center of the line, with

text extending the full width of the page (minus margins) on the next line. Each speech is

single spaced (sometimes 1-1/2 space to aid in reading on stage), with double spacing

separating dialogue and staging instructions.  Staging instructions, along with production

components (e.g., music and other sound effects), begin and are aligned with the centered

character names.  Pages are numbered, but sections are identified by act and scene.  This

format is familiar to individuals in theatre, and may aid in the rehearsal and performance

process due to this fact.
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Media style format (see Figure 2.2) compresses the script.  The character names

are presented in capital letters beginning at the left margin, then text follows immediately

on the same line.  Dialogue uses 1-1/2 spacing to aid in performance reading, with double

spacing used between speeches and staging instructions.  Staging and component

instructions are indented from the left margin and aligned with the indent.  All lines are

numbered along the left margin along with page numbers; scripts that are comprised of

self-contained scenes found in comedy-variety or skit shows may also include scene and

act designations.  Media-style format allows for easier location of a specific line or

instruction compared to theatre-style scripts.  During rehearsals, the director need only

give a page and line number to the cast.  Placing character names on the same line as

dialogue reduces the number of pages necessary for a script and allows for smoother eye

tracking on the page. Fewer pages also results in fewer noise page turns.

2.1.2  Sources of Performance Material

Producers unfamiliar with radio theatre often discover locating potential scripts to

be a difficult process.  Stage play services abound and are quite effective in publicizing

their businesses.  Samuel French, Dramatists, and Dramatic Play Service are popular

sources for educational and community theatre producers.  However, no professional

play service exists solely for radio theatre scripts, and with few exceptions (such as

Etheridge), the stage play services do not handle audio plays.  Four potential sources of

scripts for radio theatre should be considered by radio theatre producers: stage plays

adapted for radio theatre, modern published radio plays, older published or public

domain radio plays, and commissioned radio plays.
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One-act stage plays that rely primarily on dialogue rather than visual staging can

be adapted for radio theatre production.  These scripts should require virtually no change

in dialogue or content to sustain the story. Eliminating costumes, sets, props, lighting

effects, and staging are the more commonly allowable changes by most play services and

authors.  Major changes (e.g., plot, dialogue, addition, elimination, or substitution of

characters) will require negotiation with the playwright and will result in delays if

allowed at all.  The majority of playwrights are reluctant to allow major changes in their

scripts, so any scripts requiring major changes should be avoided by radio theatre

producers.

The producer may decide to perform a script in the style of radio theatre without

broadcasting or recording the performance.  The performance experience remains the

same for the live in-person audience, and eliminates legal and technical requirements

involved in broadcasting and recording.  Royalties for radio theatre style performances

on stage without recording or broadcasting the production are often quoted in terms of

normal royalty performances or readings by most of the established play publishers. 

Some will quote standard rates equivalent to a fully staged performance such as Samuel

French, while others offer discounted rates for radio theatre performances.  Eldridge

charges second performance rates for all radio theatre performances.  Samuel French

regards radio theatre performances without broadcast or recording as staged readings or

dark-night readings of the plays.  Eldridge and Dramatists also have experience with this

interpretation.  As such, the elimination of stage directions and traditional theatre

technology is allowed.  Regardless of this, radio producers should allow 2-3 months

before casting and rehearsals for potential negotiations.
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The rights to audio and video record performances or broadcast via radio and

internet are usually bundled together with broadcast television and film rights.  Only a

handful of play publishers can negotiate these rights directly.  Baker has standard rate

formulas for radio and community cable broadcasting by amateur companies.  Broadcast

rights for some plays cannot be obtained by non-professional groups (i.e., Neil Simon’s

works licensed by Samuel French) due to commercial commitments.  Other publishers

(such as Ethridge) will be able to direct producers to the broadcast rights holders, and

even make suggestions on how to word requests.

While not as common in the United States, regular radio theatre broadcasts in the

United Kingdom, Canada, and Australia have led to modern scripts being collected and

published in book form.  Book publishers do not regularly handle performance rights, but

contact information is included at the front or back of these collections; if not, the book

publisher can usually direct you to the author for direct negotiation with the author’s

agents.  Few of these international authors have agents in the United States, so radio

theatre producers should expect long-distance phone calls and e-mails, along with royalty

quotes in non-U.S. currency.  When producing David Sheasby’s Apple Blossom

Afternoon at Sul Ross State University, I had to negotiate directly with the British author

and convince the University to pay royalties in pounds sterling.  Obtaining recording and

broadcast rights for productions originally produced for radio can be easier than for stage

productions, since one source (e.g., agent, publisher, or playwright) usually holds all of

these rights and has bundled these rights as a package for prior producers.  In some cases,

performance or broadcast rights may be restricted, as famous modern radio plays (e.g.,

Star Wars on National Public Radio, Hitchhiker’s Guide to the Galaxy on the BBC) are
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earning new profits from compact disc and cassette distribution.  Note, however, that

most of these successful network radio plays are technically complicated and would be

difficult to produce as radio theatre productions.

Most modern radio scripts are not published in individual acting editions similar

to stage plays, rather they are published in hardbound collections; therefore obtaining

copies of a script for a cast can be more expensive.  The Dramatists’ Guild allows a

producer to make photocopies of plays for performance if the producer purchases one

master copy of the script collection.  Tom Stoppard requires the producer to purchase a

complete copy of his radio play collection for each major character in the play to be

produced.

Just as with modern radio scripts, radio scripts performed during the Golden Age

of radio in the United States were also published in book form.  These scripts were often

made royalty-free for performance by schools, churches, and amateur groups, and

broadcast rights were at either little or no cost.  The scripts included adaptations of great

literary classics, traditional folk tales, experimental productions, and original drama and

comedy, as well as transcripts of the popular variety shows of the time.  

Older scripts do have some disadvantages.  Stereotypes that may be offensive

today were a mainstay of comedy at the time.  Amos ‘n Andy was the most popular radio

show of the 1930s and 1940s, but is now considered objectionable by modern audiences. 

The show portrayed two African-American characters played by two Caucasian actors. 

The central characters and supporting characters were shown as shiftless and ignorant

through degrading grammar, language, and situations.  When a television version

featuring an all African-American cast was aired in the early 1950s, the NAACP



22

boycotted the program, leading to its cancellation.  The sensibilities of the audience had

moved on (McLeod).  Other stereotypes frequently encountered in older scripts include

the Negro butler or maid, Mexican gardener, Chinese coolie, and Cigar Store Indian. 

Stereotyped characters that may be offensive can be deleted or changed if the character

plays a minor role in the plot, but some plays cannot be updated and are valuable mainly

for study or criticism. The director must evaluate each script and determine any changes

that can be made while maintaining the integrity of the script and production.  Another

disadvantage of older scripts is arcane references or situations.  Few commuters ride the

trolley to work, most audiences are not shocked at the concept of sexual relations outside

of marriage, and products such as milk, bread, and medical services are not normally

delivered to the home.  As with stereotypes, the radio theatre producer can leave the

references in, change the references to something more modern, or eliminate the

references completely.  Lastly older scripts performed by network companies tend to rely

on elaborate music passages to segue between scenes.  Music segues were extensively

used in the famous War of the Worlds broadcast.  Depending on available resources, the

radio producer may use sound effects, recorded music, eliminate these transitions, or

employ live musicians to perform either established music or music especially composed

for the performance.

All of these older scripts published in book form were copyrighted at the time of

their original publication (usually 1930 to 1955).  Due to the nature of copyright law,

many of these works have entered the public domain (Leaffer 5).  Performance,

recording, and broadcast rights for public domain works are not controlled by any

individual or corporation, and therefore may be used freely by radio theatre producers
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without cost.  The producer can photocopy scripts and modify the plays to suite

performance needs.  However, stage plays and plays based on literary works pose a

special problem.  While the copyright protection on the radio adaptation may have

elapsed, the copyright on the original stage play or literary work may still be in effect.  In

one collection, the copyright on the 1947 radio adaptation of Eugene O’Neill’s Ah,

Wilderness was never renewed, but the stage play remains protected by copyright and

performance is restricted (Dramatists licenses performance rights to the stage version). 

Also, the copyright for radio adaptations or original radio scripts may have been held by

a publishing company that has since been sold or is no longer in business.  In this case,

the rights may still be in effect under a new company’s name, the original authors, or

their estates if the authors are dead.  Copyright searches can be complicated and

expensive, so radio producers are cautioned that the only safe older scripts are those that

were originally published royalty-free.

Even with their disadvantages, older and out of print radio scripts do have

advantages.  As stated earlier, scripts in the public domain can be photocopied at will,

and radio theatre producers can modify, update, adapt, or change these scripts to fit

production requirements.  Many of these scripts were written by well-known and

accomplished stage and screen writers (e.g., Eugene O’Neil, Tom Stoppard, et al.), so

their quality is high.  Most older libraries, especially libraries that purchased books from

1930 to 1955, have published collections of radio plays in their stacks available for

general use.  As radio theatre was integrated into university communication and drama

programs during this period, radio theatre producers should look to college libraries as a

resource.
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Although radio theatre is not as popular in the United States as in the past, there

are still a number of modern playwrights that produce audio works.  Many write

predominantly for particular radio theatre companies such as Atlanta Radio, while others

(myself included) concentrate on amateur groups associated with educational institutions,

religious organizations,  or communities.  Norman Corwin has been active for years

dating back to the Golden Age while other writers are relatively new comers to the field. 

These modern writers account for two types of radio theatre scripts: works commissioned

for a particular radio theatre company and works written but not yet produced.  As with

the sources discussed earlier, commissioned and unpublished radio theatre scripts have

both advantages and disadvantages.

One of the advantages of a new radio play is that your company may be the first

to perform the script.  Unfortunately, as anyone familiar with unpublished stage scripts

realizes, this can also be a disadvantage.  All scripts usually undergo numerous revisions

before the leaving the desk of the author and are still far from finished when presented to

a cast.  It is for a good reason that Samuel French requires at least three productions of a

script not directed by the author before they will even look at the property.  A plot device

or dialogue between two characters may sound find on paper, but simply doesn’t work in

production.  On the other hand, new radio plays and commissioned works by definition

can be tailored to the specific technical abilities, casting patterns, and audience tastes of a

company.  A radio theatre company may include a wonderful bagpipe player, but few

scripts are available that feature bagpipes.  For some reason, stage, radio theatre, reader’s

theatre, and screen properties are all shockingly bagpipe deficient.  However, the
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company may commission a script that could lead to a new wave of pipers across the

world.

Commissioned scripts present a special concern regarding copyright ownership

and control of the property.  Under international copyright law, the author retains all

rights to his or her creative work, unless the work was created as part of a regular job or

under contract.  Works created in these situations are referred to as works for hire

(Leaffer 190).  A person employed as staff copywriter doesn’t own rights to advertising

copy written as part of the job; the company is considered the legal author and copyright

holder.  In the case of commissioned works or early performances of unpublished works,

ownership and copyright control is usually spelled out in the employment.  Some authors

will sell all rights to the company commissioning the script, while others may assign

limited production and broadcast rights to the company for a fee.  The latter practice is

common with unpublished scripts that were not commissioned.  The author wishes to

develop and refine the script through the production process with a cast and audience, but

also wants to retain the right to further develop the property.  Outright ownership of a

script can be expensive, as the author must choose between one sale and royalties

generated from multiple production companies performing that script. 

Lastly, some authors firmly believe they can write radio theatre scripts simply

because they are successful writing for other media and forms.  David Mamet and Tom

Stoppard, two successful stage authors, have produced wonderful radio theatre scripts,

however other writers have not made the transition to an aural environment.  According

to radio producer Richard Fish, one regionally successful television writer attempted to

adapt one of his works for radio theatre, and was disappointed that the sequence
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involving a businessman and a mime on a street corner couldn’t be performed as written. 

The audience in the studio found the sequence and physical actions funny, while the

broadcast radio audience was simply confused. 

2.2  Personnel

Radio theatre and stage production companies share similar cast and crew

requirements (see Figure 2.3).  Both divide personnel into broad categories, with

individuals performing roles almost identical between radio theatre and stage production. 

Lastly, both radio theatre and stage companies can contain individuals that perform more

than one role, or positions may be eliminated based on external factors (e.g., Front-Of-

House [FOH] personnel needs are dictated by the performance facilities, the nature of the

audience, the number and length of performances, etc.).

The roles of producer, director, author, voice actors, designers, composer,

musicians, FOH manager, publicity, stage crew, and FOH crew in radio theatre are

almost identical to those found in stage theatre; minor particulars are different. 

Performances by actors must be primarily aurally driven, with visual or physical aspects

supporting the sound of the performance.  Directors may also alter their approach or

priorities slightly to take this into account. Composers must be cognizant of timing in

addition to the desired emotional response from the audience.  Designers likewise use the

same talents and techniques in radio theatre as utilized in stage theatre, keeping in mind

the concept of Theatre of the Mind in regard to aural elements, and the emphasis on aural

versus visual aspect of the performance.
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Stage managers in traditional theatre are often located backstage, with technical

cues delivered in person to backstage crew or over intercom.  Some shows will require

the stage manager to call all technical cues, while other shows will rely on individual

operators to execute most cues (Stern 119).  A radio theatre stage manager is located

immediately below and in front of the performance space, so they can give visual cues to

actors, mechanical effects technicians, and musicians.  Visual cues are used in television

studio productions, primarily to guide the talent without verbal cues being picked up by

microphones.  Zettl’s television production texts contain pictures and descriptions of

these cues, which are also familiar to experienced radio theatre personnel.  Stage

managers may also use an intercom to give cues to backstage personnel, audio engineers

in the audience, and others (e.g., FOH manager, lighting console operator).

Audio PA (Public Address) engineers are found in both stage and radio theatre;

the only difference lies in complexity.  Radio theatre almost always uses vocal

microphones for voice talent and vocal effects, whereas stage theatre usually employs

microphones only for backstage voices, altered or processed voices, or in venues too

large for natural voice projection.  Both styles of theatre require the engineer to be

located in the audience, to better set levels for the audience rather than relying on

speakers.  Audio PA engineers are also responsible for recorded effect playback, and

should be on intercom or have an unobstructed view of the stage manager.

Audio broadcasting and recording engineers can also be found in both stage and

radio theatre, however they are more common in radio theatre.  Rather than produce only

audio recordings of stage theatre performances, it is more common to video record stage

plays, where the videographer simply takes an audio feed from the PA mixer.  Audio
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broadcast and recording engineers may do the same, relying on the audio PA engineer to

mix recorded effects with microphones to produce a stereo signal, or may use a separate

mixer to combine their own mix of recorded effects and microphones.  With either

technique, they are responsible for feeding the signal to both a recording device and

broadcast interface via telephone, data line, or transmitter.

Foley technicians (also known as Foley artists or mechanical effect technicians)

are not normally found in stage theatre; if used, they perform a minor role backstage as

recorded effects have become more popular in recent years.  They are a favored part of

radio theatre, in that mechanical devices can produce surprisingly accurate and desired

sounds, and provide a fascinating visual element to the performance.  Just like voice

actors and musicians, they are visible to a studio audience, and must act and move

accordingly.

2.3  Performance Space

Radio theatre can be performed in almost any available space, depending on the

nature of the intended impact on the audience and technical requirements.  In 2006, I

produced a demonstration of radio theatre technique at the Southern States

Communication Association’s professional educational conference.  This production

employed only two voice actors and one Foley technician. For this limited

demonstration, no microphones or other electronic equipment were necessary.  The

performance was not broadcast nor recorded, and the audience was more interested in

performance technique than the performance itself.  Also, the audience was close enough
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to the performance space to hear without amplification.  The key is to have a space

sufficient to present stories aurally and also to hold a studio audience.

2.3.1  Performance Requirements

While almost any physical space can be used to present radio theatre, it is much

more common to use traditional stage theatre venues with audience seating.  Most

proscenium stages are already equipped with curtains for sound control, rigging for

scenic elements and microphones, lighting for basic stage light and effects, PA audio

control for the audience, and well-designed audience seating with good sight lines. The

addition of box office, waiting area, and concession areas are a plus.

A typical and common stage arrangement for radio theatre divides the space into

three areas based on sound components: voice actors, Foley technicians, and musicians

(see Figure 2.4).  Voice actors are usually located on stage left (the far right of the stage

when viewed from the audience’s perspective), with precise microphone placement

dependent on the requirements of the script and desire of the director.  General vocal

microphones on floor stands are located downstage, with sufficient space to isolate the

sound received by each microphone and to allow multiple actors to use one microphone. 

A special microphone using processors or other manipulation of the sound produced can

be added, along with an acoustic isolation booth.  Music stands for scripts and seating

upstage of the microphones for voice actors not directly performing are optional.

Foley equipment (mechanical sound effect equipment) and technicians are usually

located center stage, with large devices located on the stage and smaller items on tables. 

Placement of these components should be based on a balance between ease of use by
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technicians and the visual picture presented to the audience.  One of the advantages of

using mechanical effects rather than recorded effects is the visual interest derived from

the performance by Foley technicians; this advantage is reduced if the audience can’t see

the devices being used.  All equipment should be isolated from the floor and tables to

avoid undesired sounds by using carpet on the stage and thick blankets on the tables. 

Microphones are located on boom stands for smaller mechanical devices, and either desk

stands or small boom stands for larger devices.  A walk box (large shallow box on the

floor filled with different materials to simulate characters walking at various locations)

can be effectively miked with a desk stand and microphone one to two inches above the

filled box.  Seating for Foley technicians is optional, but is desired if mechanical sound

effects are few or the running time of the performance is long.

Musicians are usually located either stage right on a large stage or immediately in

front and below on a smaller stage (an orchestra pit can also be used if available).  If the

musicians cannot easily see the stage manager, a conductor may be necessary to receive

and execute cues.  Specialty microphones are available for practically any instrument;

however individual or multiple microphones for each instrument can become

complicated even with a small ensemble.  A separate audio instrumental engineer can be

employed to supply the other engineers with a balanced mix from the ensemble, or a

smaller mix of stand, boom, and floor mounted microphones can be used.

2.3.2  Visual Elements

As stated earlier, the aural elements in radio theatre must be combined with visual

elements for the studio audience, but must never detract from the performance as
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broadcast or recorded.  A purely physical gag may be appreciated by the studio audience,

but leaves the broadcast or recorded audience feeling isolated and left out of the joke. 

The live performers must be aware that they are providing both an aural and visual

performance.  Studio audiences want to see the musicians playing instruments and Foley

technicians manipulating their mechanical devices.  Voice actors should also combine the

aural with the physical groupings around microphones, entrances and exits, and body

language all contribute to the visual impact of the performance while enhancing (or at the

very least not detracting from) the aural elements.

Traditional stage theatre techniques can be used effectively to design visual

elements that support the radio play.  Lighting effects can isolate various playing areas

(e.g., vocal artists, Foley technicians, and musicians) and the use of projected patterns

(gobos) on a rear cyc or background can add to the performance.  These patterns may

reflect story components, such as a stained glass window for a church scene, or be more

generic in nature such as random designs or the production company’s logo.

Scenic or set elements also have a place in radio theatre.  As indicated in Figure

2.4, an On-Air light, single or combined with an Applause light, is located on stage left. 

Even if the performance is not broadcast, it gives another dimension to the production

without detracting from the aural presentation.  The stage musical Radio Follies of 1940

takes place in a period radio studio, and such a studio can be recreated on a sufficiently

large stage.  Various levels can be used to separate vocal artist, Foley technician, and

musician areas, while a control room window can be constructed to screen the various

audio engineers from the audience.  This theme can be extended into the audience and

FOH operations with period set dressings in the lobby, box office, and concessions area.
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Also indicated in Figure 2.4 is a projection screen suspended above and slightly

behind the vocal performers.  Using either front or rear projection technology, various

images can be presented to the audience reinforcing developments in the aural story.  My

Radioland series of comedy skit radio theatre plays used projected graphic images that

corresponded to each scene (see Figure 2.5).  Where available, 35mm slides can be quite

effective as can computer-based slide shows and high-lumen video projectors.  In cases

where the script is based on classic tales found in the public domain such as Robert

Lewis Stevenson’s The Lost World, line drawings and other illustrations from the

published novel may also be in the public domain and are available for use as slides.  In

the case of a classic story updated to a later time period such as Howard Koch’s 1938

War of the Worlds script based on H.G. Wells’s novel, projections of pre-war

photographs, artwork, advertisements, and news coverage assist the audience in mentally

traveling back in time.

Lastly, the look of the production and support personnel can add visual interest to

the production.  Period pieces whose performance is intended to recreate the Golden Age

of radio theatre can be enhanced by putting everyone in period costume with appropriate

hairstyles and make-up.  For many radio theatre companies, modern dress or neutral

common outfits are normally used.  Since 1994 the Sul Ross Radio Theatre Project has

found good service from grey polo shirts, black casual slacks, and soft-soled black shoes. 

For their 2001 performance of Echoes of Radioland, the Texas Tech University Radio

Theatre Players used a similar outfit, substituting red shirts for grey.  Depending on the

nature of the script, costume accessories can be used to add visual interest.  Hats and

scarves may be more effective in comedies than dramas, depending on the nature of the
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items themselves and how they are worn.  Foley technicians, musicians, and FOH

personnel can also be dressed in appropriate costumes.  Black tie for musicians and

uniforms for ushers add a classic touch that any audience can immediately identify with

the Golden Age of radio.

The basic pre-production areas include script selection, personnel requirements,

and physical requirements.  Once the script is selected, the producer must determine if

available personnel and physical resources will support the production of the script.  If

not, the producer must balance time, money, and personnel resources in order to make

the production possible. 
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(SFX: Bell over door rings twice.  New Age
music under and throughout.)

MOONBEAM
Greetings, gentle person.  I am known as Moonbeam and welcome to the environment
of the Transcendental Café.  How may I assist you in your quest?

BUBBA
I’d like a cheese burger, heavy on the onions, curly fries and a long neck.

MOONBEAM
First, should you not perform an inventory of your spirit?

BUBBA
A what?

MOONBEAM
A spiritual inventory.  Perhaps the cravings you experience come from the soul and not
the earthly shell of your body?

BUBBA
Listen, according to my watch, it’s after one.  That means lunch.  And every work day,
lunch means a cheese burger, fries and a cold long-neck.

MOONBEAM
However, should you not consider the phrasing of your request.  Are you not satisfied
with your physical appearance?  Why do you seek a cold, long neck?

BUBBA
I mean a beer!  A cold long necked bottle of beer!  And what do my looks got to do
with it?

MOONBEAM
I simply suggest your subconscious may reveal another unfulfilled requirement you
possess.  What do you feel?

BUBBA
I feel anger, hurt, and a need to get the heck out of this crazy place!

Figure 2.1 Example of Theatre Style Performance Script Format.
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1 SFX: Bell over door rings twice.  New Age music under and
2                      throughout.
3
4 MOONBEAM: Greetings, gentle person.  I am known as Moonbeam and 
5 welcome to the environment of the Transcendental Café.  How may I assist you
6          in your quest?
7
8 BUBBA: I’d like a cheese burger, heavy on the onions, curly fries and a long 
9 neck.
10
11 MOONBEAM: First, should you not perform an inventory of your spirit?
12
13 BUBBA: A what?
14
15 MOONBEAM: A spiritual inventory.  Perhaps the cravings you experience 
16        come from the soul and not the earthly shell of your body?
17
18        BUBBA:  Listen, according to my watch, it’s after one.  That means lunch.
19        And every work day, lunch means a cheese burger, fries and a cold long-neck.
20
21        MOONBEAM:  However, should you not consider the phrasing of your
22        request.  Are you not satisfied with your physical appearance?  Why do you
23        seek a cold, long neck?
24
25        BUBBA:  I mean a beer!  A cold long necked bottle of beer!  And what do my
26        looks got to do with it?
27
28        MOONBEAM:  I simply suggest your subconscious may reveal another
29        unfulfilled requirement you possess.  What do you feel?
30
31        BUBBA:  I feel anger, hurt, and a need to get the heck out of this crazy place!
32
33 MOONBEAM:  Wonderful. Your subconscious has persuaded your conscious
34        mind to resume your journey in this world. 
35
36                   SFX: Bell over door rings once.
37

Figure 2.2 Examples of Media Style Performance Script Format.
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Production Personnel Primary Duties

Producer Oversee entire production, secure resources and major
personnel.

Director Oversee performance, interpret script and coordinate creative
personnel.

Author Develop initial structure for performance, including dialogue
and suggested sounds.

Sound Effect Designer Create motivational and environmental sounds through vocal,
mechanical and recorded means.  May also include music.

Composer Create original music tracks.  May also include directing
musicians during performance.

Visual Designer Create the look of a performance for live audience, including
scenic elements, lighting, costumes, and props.

Stage Manager Manages all production elements and provides visual cues
during performance. 

Voice Actors Provides character performances vocally with physical
reinforcement.

Foley Technicians Perform vocal sounds and operate mechanical devices to
support sound environment.

Musicians Perform vocal and instrumental music to support the sound
environment.

Audio PA Engineer Select, mix and amplify sound elements for studio audience.

Audio Recording &
Broadcast Engineers

Select, mix and amplify sound elements for broadcast
audience and location recordings.

Stage Crew Move stage components, operate visual devices/effects

FOH Manager Coordinate box office, concessions, ushers, and cleaners.

FOH Crew Operate box office, concessions; act as ushers and cleaning
staff.

Publicity Director Oversee advertising and publicity; may include dramaturgy.

Figure 2.3 Production Personnel and Primary Duties.
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Figure 2.4 Diagram of Performance Space Layout - Floor.
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Figure 2.5 Examples of Projected Graphics.
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CHAPTER III

PRODUCTION ELEMENTS

Production elements include what the audience hears during the production and

the equipment necessary for the audience to hear it.  Voice talent, sound effects, and the

electronic equipment used to amplify, broadcast, and record the performance are all

production elements.  If pre-production elements (i.e., script, personnel, and physical

requirements) may be thought of as the plan for radio theatre production, then production

elements are used to put the plan into practice.

3.1  Voice Talent

Most traditional theatre academic programs in higher education provide voice or

vocal training.  According to the Sul Ross State University Catalog, voice is the core

component in courses labeled Oral Interpretation and Voice for the Actor, while vocal

performance skills are an essential element in courses labeled Acting I-II-III, Character

Performance, and Acting for the Camera.  Voice development is also found in allied

areas of education such as speech communication, broadcasting, and music. Most of

these courses presuppose performers will be seen as well as heard thus the vocal

performance doesn’t necessarily stand on its own.  Vocal training is used in conjunction

with physical elements to create characters for stage, screen, and video performances. 

The successful voice artist will combine vocal and physical elements, but must realize

that the sounds presented to an audience should be all that is necessary to support their

performance.  
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3.1.1  Approach to Vocal & Physical Techniques

As stated above, most theatre training programs will expose the theatre student to

a variety of schools of thought regarding approaches to acting.  Combining physical and

psychological skills from these classic schools, the performer will create a unique and

personalized approach to character development.   Beyond this, a successful radio theatre

performer must keep in mind the nature of this art form; nothing in the performance must

detract from an audience relying solely on the sound of the production.  Radio theatre can

have two distinct audiences; studio audiences that can both hear and see the production,

and the broadcast or recorded audience that can only hear the production.  Aural elements

(e.g., voices and sound effects) in radio theatre performances must take precidence in the

mind of both directors and actors over visual elements.  A stage play can include a visual

physical gag that is not accompanied by an aural component. A purely visual physical

gag without any sound detracts from radio theatre performances, in that the broadcast and

recorded audience feels isolated and left out of the joke.

This reliance on sound does not mean the performer should ignore the use of the

rest of the body to create a character.  Physical aspects directly influence non-verbal or

paralinguistic aspects of a person’s voice (Hyde 76).  Choir members cannot help but

sound different when seated rather than standing.  Facial expressions are known to affect

tone, timbre, and more subtle qualities of the voice (Hyde 77).  Even hand and arm

gestures can directly impact the vocal energy produced by a performer.  The vocal

performer must use the entire body just as taught in theatre acting course work; they must

only be aware that some manipulation of the aural environment must accompany each

physical action.



41

Vocal performers must also learn to indicate physical distance in a radio play for

the audience relying solely on sound.  The stage director can visually manipulate space

through stage directions.  A person walking down a sidewalk notices a friend ten feet

away and calls out a greeting.  The second person turns, acknowledges, and a

conversation is struck while the two walk toward each other.  The microphones form the

audience’s perspective in radio theatre, and many performers will simply stand next to

their assigned mike and talk into it.  This would flatten the performance, as voices are not

attenuated by distance.  The physical relationship between vocal performers and

microphones should be used to add a sense of depth to the sound environment

(O’Donnell 233).  To create the same scene in radio theatre, the first person (walking

down a sidewalk) would be next to a microphone and turn away slightly to call out the

greeting.  The second person would be some feet away from the microphones when the

conversation started, and walk toward the first person and microphone during the

conversation.  From the aural perspective of the audience, the second person’s voice

would be getting closer and stronger.

In a stage play or motion picture, two or more characters might sound very

similar, but the audience isn’t confused due to the different physical characteristics of

each performer.  Radio audiences don’t have that cue, so each character’s performance

must have at least one vocal quality distinct from the rest of the ensemble.  Paralinguistic

aspects (e.g., rate, tone, volume, timbre, diction, accent, quality, et al.) are combined to

make each character’s voice distinct.  Depending on the number of characters assigned to

a performer and the size of these parts, performers may be able to use their natural voices

exclusively or vary these voices with minor changes.  I would suggest the vocal actor
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consult Richard Hornby’s work The End of Acting: A Radical View to determine how to

balance vocal distinctness with adherence to the reality of the script.  In some cases,

inexperienced vocal actors attempting to play two unique characters will make one of the

characters sound unnatural or cartoon-like.  If the reality of the scripts suggests an

exaggerated world, a cartoon-like voice works; in most cases, it detracts from the overall

performance.

3.1.2  Auditions

Auditions for radio theatre are similar in form to those for stage productions, with

notable differences in content and methods of evaluation.  Announcements of auditions

should include clear notice that the production is a radio theatre performance, and that

physical type will be secondary to vocal abilities.  The announcement should also

indicate that vocal and voice-over experience is desired, in addition to stage work. 

Prepared pieces for a cattle call or initial audition should highlight the voice rather than

the physical abilities of the performer.

The director should analyze the script and, as with stage performances, determine

which smaller parts may be doubled.  As stated previously, radio theatre presents a

unique opportunity in this regard; only an actor’s vocal performance must be unique

enough to constitute a different character rather than the actor’s ability to physically

present a new picture.  Unless trained vocal performers with extensive experience in

radio theatre or allied areas (e.g., animated voices, voice-overs, commercial) are

available, the dialogue of doubled characters should be spaced so as not to confuse the

audience.  
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Depending on the expected numbers for the initial audition, a microphone and

sound system with speakers and headphones may be used to evaluate potential cast

members.  The studio audience will hear the vocal performances acoustically and through

a PA amplifier and speaker system, while the broadcast and recorded audience will hear

the vocal performances only via the microphones (represented by the headphones).  The

casting personnel should listen to the auditionee at some point in the process with both of

these audiences in mind.  Casting personnel may also wish to listen to the auditionee with

their eyes closed or turned away from the actor.  This will test the aural potential of the

performance without any visual cues to support it.

If possible, the auditions should be held in a facility that acoustically mimics the

performance venue.  Auditioning on the performance stage is desired, if the stage is

configured with any curtains or flats to be used in the performance.  Experienced radio

theatre directors learn how to allow for differences in the acoustic space; beginning radio

theatre directors should realize how scenic elements, cast bodies, and a live audience can

affect a performance’s sound.

3.1.3  Rehearsals

Whether the cast is comprised of experienced vocal performers or performers

with more visual than vocal experience, it is unlikely the majority of the cast will have

radio theatre experience.  In my experience, few educational theatre institutions have

radio theatre companies as compared to those that produce stage work or film.  While the

number of professional and amateur radio theatre groups is increasing, it is still a fraction

of the number of professional and amateur stage theatre companies (Fish).  Ideally, only
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the mechanics of radio theatre need to be taught to trained vocal performers.  Casts with

little vocal experience will also need to be taught vocal character development and

performance.

The radio theatre rehearsal process includes the same general components as

found in rehearsing a stage production, however the time involved and the nature of some

components differs.  If a stage play requires six weeks from initial read through to final

dress rehearsal, the average radio play only requires four weeks.  Radio theatre doesn’t

require as much time to block movement as necessary for a stage play, but must include

rehearsal time to integrate mechanical sound effect performances with voice

performances.  As with stage plays, it’s highly problematic to determine how much time

should be allocated for each rehearsal component.  Based on past experience, I would

allow one week for table work and character development, one and a half weeks for

blocking and scene work, one-half week for technicals, and the final week for run-

throughs and dress rehearsals.  The nature of the script, the level of radio theatre

experience among the participants, and other factors may reduce or increase this base

time line.

The initial read through of the script, along with table work, is just as important in

radio theatre as in stage theatre.  A thorough understanding of each cast member’s

character is necessary in order to discover and develop the character’s unique vocal traits

for performance.  The techniques for character development are varied, and identical to

those techniques found in visual performance.  Improvisation can lead to greater insight

into vocal characters.  Physical attitude and action support vocal interpretation.  In order

to improve aural performances, rehearsals can be recorded for analysis later.
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The blocking process for radio theatre is much shorter than required for stage

theatre.  Radio theatre blocking consists primarily of indicating movement to, from, and

around microphones for both voice actors and Foley technicians.  One special aspect of

radio theatre that tends to present the most difficulty for inexperienced casts is the use of

the microphone.  Unless microphones are mechanically or physically isolated,

microphone stands and mounts tend to pick up vibrations from the stage.  Performers

should use soft-soled shoes and learn to walk lightly.  The distance from the performer’s

mouth to the microphone will affect the sound quality of the vocal performance.

Performers should maintain a consistent distance from the microphone for each

performance.  If the performer moves closer or farther away from the microphone than

during rehearsals, the audio engineers may not be able to compensate for the change in

sound volume.  Most microphones have various pick-up patterns, in that they are more

sensitive to sounds from various directions.  Speaking off-axis, or indirectly to the most

sensitive part of the microphone, can reduce popping and other distortions of the voice at

close distances, but must be consistent (O’Donnell 124).  This action is especially evident

when two or more people are using a microphone at the same time, and are prevented

from both using the spot of greatest sensitivity.  For the audio engineer attempting to mix

the various aural elements together for the various audiences, consistent vocal levels and

distance between the microphone and performer are key.

Once blocking is determined, the cast proceeds to scene work.  Scene work in

radio theatre may produce some difficulties for the director and cast regarding the use of

scripts.  Most visual performers are required to memorize their scripts.  The phrase off-

book elicits both fear and joy to stage performers - joy that the performance is growing
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closer and fear of forgetting a line in rehearsal.  Radio theatre performers use scripts

throughout the rehearsal and performance process, but this practice presents some

potential pitfalls.  Stage performers become familiar with their dialogue through the

process of memorization.  The performed lines sound natural, with emphasis and breaks

based on the rhythm of the words.  Radio theatre performers run the risk of reading their

lines or at the least sounding like they are reading the lines.  Breaks and emphasis are

based more on the position on the paper and length of the typed line, which may present a

stilted or undesired emotional state.  Performers should be familiar enough with the

dialogue to sound natural but need not memorize the lines.  Another potential problem

arises from the physical manipulation of printed scripts.  Unless only one performer is

assigned to each microphone, sharing microphones requires each performer to carry a

separate script.  Having one master script at each microphone may result in performers

missing their entrances and should be avoided.  Performers must practice turning pages

without excessive noise, and placing or retrieving scripts from music stands when

delivering lines.  The film Radioland Murders depicts the actors dropping their script

pages to the ground as each section of dialogue is performed.  In reality, dropped pages

tend to be noisy unless dropped precisely, and turning pages silently is less risky.

As with stage theatre rehearsals, technicals, run-throughs, and dress rehearsals are

used in radio theatre.  Cue-to-cue technicals are not practical in radio theatre, as radio

theatre is filled with sounds under dialogue and used instead of dialogue. Technical

rehearsals and run-throughs both require the entire cast and crew be present, only the

reason for the rehearsal differs.  Technical rehearsals allow the technicians to set sound

effect sequences and sound levels.  Performers are expected to be present (sans make-up
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and costume) to deliver their lines.  Frequent interruptions of the vocal performance are

to be expected.  Once sound effect sequences and levels are determined, run-through

rehearsals allow both the actors and technicians to polish their actions.  Dress rehearsals

in radio theatre, as in stage theatre, attempt to combine all of the aural and visual

elements found in the actual performance.

3.2  Sound Effects

Sound effects can be thought of as all sounds not including vocal verbal sounds

(i.e., dialogue).  In radio theatre, vocal non-verbal sounds (e.g., screams, belches,

sneezes, et al.) are considered sound effects, even though the sounds are produced by the

mouth.  Sound effects work with dialogue content and paralanguage to create the aural

world of the play.  Sound effects fall into two broad categories based on their use in the

story: motivational and environmental.  Motivational sounds move the story to the next

action by the characters; they precipitate beats.  In the stage play Crimes of the Heart, a

character in the kitchen cannot say "Beth is coming" without first hearing some

indication of her impending entrance (e.g., car driving on gravel, car door opening and

closing, or footsteps on the back porch). Of course, the character in question could be

psychic or Beth could arrive at the same time every day, but that's beyond the scope of

this play.

Environmental sounds are not specifically designed to precipitate or indicate

action, rather they add interest and texture to the story.  Like paralinguistic aspects of

vocal dialogue, environmental sounds play on the audience's emotional state to enhance

the performance.  A play set at midnight in a Louisiana swamp, regardless of the skill of
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the vocal actors, would not seem as believable without the sounds of animals and insects

in the background.  A key to environmental sound is that while its presence is not always

noticed, its absence is noticeable.  Scenes that would seem exciting with environmental

sounds feel flat and artificial to an audience without them.  

Both motivational and environmental sounds can be achieved with four elemental

styles of effects: vocal effects, mechanical effects, recorded effects, and music.  The first

three are separated primarily by how the sound is produced, while music combines

aspects of these three but remains a distinct style of effect.   Regardless of the form of the

sound effect, audience expectations should be considered when determining what effect

to use in a situation.  In some cases, what an audience believes a situation sounds like has

little to do with the actual sound.  A classic example of this mistaken belief arises from

the sound of an approaching tornado.  Many audience members without personal

experience of a tornado describe the sound as including wind, rain, hail, and debris

breaking; those members that have personally experienced a tornado describe the sound

as that of an express train.  An attentive producer will anticipate what approach will

produce the desired reaction in their audiences.  Once the producers have determine what

sounds are to be performed, they next must decide the best way to create these sounds.

3.2.1  Vocal Effects

Vocal effects are performed orally by actors, but do not include recognizable

dialogue.  In many cases, vocal effects are produced by a group rather than specific

characters.  The aftermath of a street accident may include the sounds of the crowd

gathered to observe the police in action.  Likewise, a cafe scene is much more believable
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and dynamic with the hum of diners' conversations in the background.  In both cases the

sounds of the groups shouldn't overshadow the important sounds or dialogue for the

story.  Muted background crowds with lower energy levels as found in a high-class

restaurant can be achieved with many word phrases, such as "peas and carrots" and "l-m-

n-o-p, a-e-i-o-u.”  Intense background crowds with higher energy levels, such as a lynch

mob or sporting event audience, can be achieved with a combination of nonsense phrases

as above with specific text appropriate to the situation.

Vocal effects may be associated with a particular character in the case of startled

reactions, moans, and fight sounds.  A character that does not react vocally to a punch in

the stomach may seem heroic or super-human, but realistically the audience expects a

grunt or other non-verbal sound from the average human.

Another use of vocal effects is to mimic object sounds orally.  Recorded sound

effect collections include this type of vocal effect, especially for animal sounds.  An

accomplished vocal performer can howl at the moon much better than an actual wolf, in

that they can give a performance that more closely matches audience expectations. 

Animals, like babies and small children, tend not to give vocal performances on

command.  A human mimic can modify their performance to suit the specific situation

and can repeat this performance on cue.  

Just as with mechanical and electronic devices, some vocal effects create sounds

not found in nature, rather only in the fertile imagination of writers and performers. 

Visitors from another planet can arrive in spaceships aurally represented by vocal sounds,

then communicate with tones, whistles, and other sounds provided by those same vocal

performers.
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3.2.2  Mechanical Effects

The manipulation of mechanical devices (including electronic mechanisms) to

create sounds is usually referred to as Foley or Foley effects, named after a notable sound

effects performer in the motion picture industry (Zizza).  Barring the constraints imposed

by local conditions (e.g., performance space and accessability, production budget, Foley

technician’s skill, or availability), mechanical effects should be seriously considered by

radio theatre producers.  Mechanical devices add to both the aural and visual impact of

the performance.  Modern audiences expect visual stimulation as a integral part of

entertainment and studio audiences can receive this stimulation to an extent by observing

mechanical effects.   However, the added benefit of visual stimulation should not detract

from the sounds produced.  The producer should not substitute an inferior mechanical

device for a good recorded sound simply on the basis of visual impact.  Mechanical

effects can be achieved with actual objects, found objects, and mechanical devices built

specifically to produce a desired sound.

In some cases, the best way to produce the sound of an object is using the actual

object. Studio audiences will recognize the object being manipulated, thus reinforcing the

sound with sight.  Nothing quite provides the background sound associated with dining

like actual flatware on common plates.  Similarly it is more difficult to simulate the

sound of a soda can being opened with the accompanying fizz compared to using the

actual object.

Found objects are unmodified mechanical devices that provide a sound associated

with another object.  They can allow for a greater control of the sound compared to the

actual object, or meet the demands and constraints of performance more easily than the
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actual object.  The small plastic container that holds mini chocolate candies, when

opened by a flick of the thumb, produces a solid "pop" (once the candies have been

removed).  This sound is remarkably similar to that produced when a sparkling wine

bottle is uncorked.  The sound can be repeated with the same container, doesn't have the

mess of wine bubbling out of the bottle, and is much less expensive than even the

cheapest vintages.

The term Foley effects is most closely identified with specific devices that are

custom-built to produce a particular range of sounds.  These devices have the combined

advantage of producing the intended sound while providing a unique visual picture.  It is

impractical to bring a milk cow on stage for a conversation between a milkmaid and

potential suitor.  However a hand pump used to transfer gas from a jerry can to an engine,

along with a container of water and a galvanized metal bucket, can produce the desired

sound of hand-milking the animal with the added spectacle of the device itself.  

A key to creating mechanical effects is to not allow selective attention to close off

our perceptions of the world around us.  A effective sound effects designer can consider a

desired situation and analyze the expected sounds, asking the question "What does a

desert sound like at night?"  That same designer should also be able to listen to the

sounds produced by ordinary objects and imagine these sounds in a different context,

asking "What does this sound remind me of?"  

3.2.3  Recorded Effects

Some sounds are produced by objects that cannot be brought to stage and cannot

be effectively reproduced either vocally or mechanically.  In these situations, recorded
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effects are the best choice.  In Howard Koch’s famous radio play The War of the Worlds,

a crucial scene takes place inside a B-17 bomber.  The sound quality of a conversation

between the pilot and bombardier talking over a radio with an oxygen mask can be

effectively mimicked by the performers speaking into a glass or coffee cup.  The drone,

rumble, and surge of the engines are more difficult to produce without using a recording

of these actual engines from inside the airplane.  A large fan and continuous tone

generator can produce a similar sound, but a recording is less expensive and much more

accessible.

Recorded effects can be obtained in pre-recorded collections or individually

through commercial licensing services.  Just as with pre-recorded music beds (examined

in section 3.2.4), the producer can purchase a collection of effects or select sounds from

an on-line sample database and only pay a licensing fee for the sounds used.  Collections

and libraries offer a diverse range of types and lengths of sounds.  Some groupings are

specialized (e.g., Sounds of the City, War, Nature Environments, and Star Trek

production SFX), while others attempt to be less extensive but more comprehensive. 

These comprehensive collections will have fewer examples of each sound but a greater

selection of different sounds as compared to the specialized libraries.  Both collections

and licensing services provide recorded effects on audio compact discs and as MP3 or

WAV computer files.  

Recorded effects can be created by the producer, assuming they have access to

recording and processing equipment along with the actual object used to produce the

sound.  Recordings outside the studio should use the best microphones and recording

media available, preferably digital tape or Compact Flash (CF) memory.  While 
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computer-based audio processing programs such as Pro Tools will allow extraneous

sounds to be removed from a poor recording, they shouldn’t be used to correct problems

inherent in the microphones or recorder.  Microphone selection is based on a number of

factors, including the environment in which the object is located, the actual part of the

object that produces the intended sound, what unwanted sounds are produced by the

object, and of course safety to the field recording engineer.  Recording a B-17 with

engines running from inside the plane is much safer than near the propellers.  A pair of

professional-grade cardioid condenser microphones with a CF recorder capable of stereo

recording is a good choice for most field recording assignments.  The microphones

should have wind baffles or windsocks to reduce outdoor wind noise and be

mechanically isolated from the environment with a suspension cage (Talbot-Smith 62). 

The operator should always use headphones to determine what the machine is recording

from the microphones rather than what the operator is acoustically hearing.

Many sound effect requirements cannot be fulfilled by pre-recorded or field

recorded sounds without editing.  What would have required 1/4" analog magnetic audio

tape, a grease pencil, razor blade, and adhesive tape 15 years ago (not to mention

thousands of dollars worth of processing equipment) can be done today by inexperienced

personnel with inexpensive audio editing software in the computer.  Programs such as

Pro Tools and Sony’s Sound Forge can modify sounds by pitch, speed, volume, and

resonance, among other factors.  Sounds can be repeated or re-sequenced for playback

later.  Unlike old analog tape systems, no generation loss is created as all of the editing is

digital.  Generation loss is the degradation of the audio signal incurred when making a

copy of an analog copy of a sound (Talbot-Smith 162).  Digital recording and editing
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allows for multiple generations (copy of copy) and layers of sound with no discernable

quality loss.  All computer editing software uses audio file formats (commonly WAV or

MP3), and sound effects on audio compact disc or other acoustic media must be

converted to computer files prior to editing.  Pro Tools and Sound Forge along with other

software  have this capability along with the ability to convert digital files into audio

compact discs for performance.

3.2.4  Music 

Music in radio theatre, like other sound effects, can be used as either motivational

or environmental sounds.  The use of music in radio theatre, along with most moving

image media, can be examined in four categories: theme or signature music, artifacts,

transitions, and underscoring.

The theme song or signature music identifies a program in the mind of the

audience (O’Donnell 197).  In addition, it creates an emotional tone or expectation for

the program in the mind of the audience.  Comedies use short, bouncy themes while

dramas rely on grand, sweeping themes.  

Artifacts are songs that are used as motivational effects.  A common use of

artifacts is a song referred to by an actor directly.  In Howard Koch’s The War of the

Worlds, a fictional broadcast of ballroom music is interrupt with reports of the Martian

landings.  Many early soap operas would have a character in love sing or hum a popular

song to indicate that magic moment when her heart was stolen. 

The artifact can also become a transition.  Imagine that a group of fraternity

brothers decide to go white-water kyacking.  To muster courage, they begin to hum the
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theme from The Magnificent Seven.  At this point, the music is an artifact.  One by one,

each character in the scene takes up the song.  As the group leaves their present location

humming or singing the music, it cross fades into an instrumental version of the song. 

The next scene is at the dock on the river just before the group begins to paddle.  The

instrumental version of the song fades out, to be replaced by rushing water sound effects. 

In this example, when the characters leave for the river, the artifact becomes a transition. 

By far the most common uses of music in Golden Age radio theatre are transitions

and underscoring (Siegal 260).  Like stage plays, transitions indicate a dramatic change

in the play.  Transitions in time, place, mood, and cast are all made smoother by the use

of music (Oboler xxiii).  A favorite story of the winter holidays, Dickens’ A Christmas

Carol, is filled with transitions of time and place.  Music can be used to identify each

major section of the story (i.e., the opening, each Ghost’s actions, and closing), as well as

to unite the smaller scenes in each section (e.g., the various locations of each Ghost’s

tour).  While stage plays use transition music to cover technical changes of costumes and

scenic elements, the radio play only requires enough time for the appropriate actor to

approach a microphone.  Transition music in radio theatre is primarily used to tie the

performance elements into a unified whole (Oboler xxii).

Underscoring, the use of music below or under dialogue and sound effects, is

used to enhance or manipulate the emotional impressions of a scene.  On the conscious

level, it gives the audience clues as to how to react to a scene.  Subconsciously,

underscoring can actually manipulate the audience’s emotions (Oboler xxv).  In the

classic television show Star Trek, dramatic fights between the Captain of the Enterprise

and the villain are accompanied with fast underscoring featuring brass and shrieking
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strings.  On the other hand, when the Captain is in a romantic or seducing mood, the

music becomes softer, filled with light strings and harp.  Audio-driven plays use

transitional music and underscoring in much the same way.  Audio drama productions

record the dialogue first, thus giving the composer a precise framework to fill with music

(O’Donnell 220).  This practice allows audio drama to employ extensive underscoring. 

Radio theatre productions are rehearsed to provide an approximate time frame for

transitions, but the live nature of this production style prevents determining precise time

lengths.  Without a specific time to fill and multiple recording sessions, underscoring in

radio theatre productions is often simpler than used in audio drama.  Radio theatre

productions commonly employ a small group of musicians playing open-ended music.

Radio theatre performances use a combination of recorded and live music,

depending on the requirements of the play. Live performance dictates that all

performers and production elements must be flexible enough to react immediately to

deviations from the script or to performance timing that differs from rehearsals.  While

theme songs and artifacts can be recorded prior to a live performance, transitions and

underscoring are best rendered by live musicians during performance.  As mentioned

earlier, the visual elements in radio theatre are also a consideration in determining sound

elements.  Live musicians, regardless of the nature or composition of the ensemble, are

much more visually stimulating than recorded playback. 

3.2.5  Rehearsals

While the vocal performers are in rehearsals, sound effects personnel, musicians,

and audio technicians should also be rehearsing.  A great deal of time can be saved
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during technical and dress rehearsals if the non-vocal performers practice as well.  The

sound effects personnel, musicians, and audio technicians should be present for the initial

read-through in order to get a general sense of the script. 

Sound effects should be acquired and modified according to the demands of the

designer, then presented to the director for approval.  This final approval is part of the

modified dry technical rehearsal, but early approval reduces overall stress.  Mechanical

sound effects should be placed in the same positions as for performance and practiced. 

The working life of each mechanical sound effect must be estimated, usually by using it. 

If a cup of oil and drinking straw are used to mimic a bubbling pot, can the oil be re-used

during the run of the show, and if not, how much oil will be consumed during each

performance?  If more than one person will be manipulating mechanical sound effects,

the technicians’ movements must be choreographed to reduce delays and confusion.  The

equipment necessary to mike the mechanical sound effects, playback recorded sound

effects, and reinforce the musicians should also be tested during this process.

At some point in the vocal performance rehearsal process, the director will obtain

running times of dialogue requiring music underscoring.  This is transmitted to the

musicians for their rehearsal process.  The musicians should be familiar with their music

as written, but also be comfortable in reacting to the live performance with modifications

if necessary.  Musicians, like actors, rarely duplicate their actions precisely from one

performance to another.

Initial or modified dry technicals usually include only the director, stage manager,

Foley technicians, audio engineers, and other technicians.  Extensive use of projected

images or pattern spots would require the presence of those technicians in modified dry
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technicals.  Each technician demonstrates in order the various components, such as

mechanical and recorded sound effects, for approval by the director. Radio theatre is

filled with sounds under and instead of dialogue, so technicals to practice timing and

audio levels resemble run-throughs.  While sound effects and music might have been

approved during modified dry technicals, the director now has the ability to hear them in

conjunction with the vocal performers.  As with stage technicals, frequent pauses and

changes are common.  Once sound effect and music levels are set, run-throughs continue

through final dress rehearsals.  Dress rehearsals in radio theatre, as in stage theatre,

attempt to combine all of the aural and visual elements found in the final performance.

3.3  Electronic Audio Equipment

While dramatic story performance relying primarily on audio cues is possible

without audio equipment (e.g., storytelling and reader’s theatre), it wouldn’t be a classic

radio theatre performance without an electric sound system.  Figure 2.4 displays a

common stage plot, including placement of the various microphones required for radio

theatre.  Each performance is unique, with equipment assembled to meet the demands of

the individual scripts, performance spaces, available budget, and expertise of personnel.

Regardless of the precise combination of equipment, Figure 3.1 indicates a graphic

flowchart of the audio system components used for the studio audience, as well as to

record and broadcast the performance.
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3.3.1 Sound Reinforcement Systems

Also known as a public address system, the PA sound system includes on-stage

microphones and the support system for the studio audience.  The most common

mechanical types of microphones found in radio theatre production are dynamic,

condenser, and ribbon, named after how they convert sound vibrations into an electrical

signal (Talbot-Smith 43).  Ribbon microphones use an ultra-thin metallic ribbon to

produce an audio signal and are the most sensitive and most fragile of the three types

presented.  An actor’s cough into a ribbon microphone can shred the ribbon, so a cough

guard or pop screen (pantyhose-like material placed between the mouth and microphone)

is always used.  A dynamic microphone is the least sensitive but is the most rugged of the

three.  It uses a magnet on a diaphragm moving in a magnetic field to produce an audio

signal.  Dynamic microphones have been used as hammers and submerged in swamp

water for two weeks without significant damage.  The condenser microphone has a power

source supplying a base audio signal that is manipulated or modulated by the

microphone.  More sensitive than dynamic and more rugged than ribbon, it must have a

battery or external power source in order to operate.  This power source is called

phantom power.  

The most common pickup patterns (areas of greatest sensitivity around the

microphone) used in radio theatre production are omnidirectional and cardioid variations

(Talbot-Smith 44).  Omnidirectional microphones pick up sounds from all directions

surrounding the microphone equally well.  Imagine the omnidirectional pattern

microphone is suspended in a sphere.  Potential applications are putting the microphone

in the center of a crowd of actors for a mob scene, using a single microphone to reinforce
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an instrumental musical group, or reinforcing a large mechanical sound effect device. 

Cardioid pickup patterns resemble a heart; cardioid microphones are sensitive in the front

and sides of the microphone but not the back where the cable attaches to the microphone. 

These microphones are commonly found on floor length microphone stands for vocal

actors.  Actors can use the front and sides of the microphone, while sounds produced by

the audience are not picked up by the back of the microphone. 

The vocal performance area contains three to four microphones on floor-length

microphone stands.  A dynamic cardioid microphone works well and the model SM58

produced by the Shure Microphone Company is commonly available.  The dynamic

cardioid microphone allows a certain amount of off-axis sensitivity to accommodate

more than one performer at each microphone but filters out unwanted audience sounds. 

Studio quality condenser or ribbon microphones may prove too fragile, depending on the

performance conditions.  

To vary the aural characteristics of a vocal performance, a microphone may be

surrounded by sound-absorbing panels (i.e. an acoustic booth open to the audience).  The

panels isolate the performer and microphone from other sounds on stage.  The signal

from the microphone is then routed to a sound process.  The processor modifies the audio

signal to simulate a variety of effects (e.g., telephone conversation, echos, pitch change,

chorus, et al.).

The mechanical sound effects area and musicians use overhead condenser

omnidirectional microphones on boom microphone stands for sound effect tables and

large groups of musicians.  Boom stands are similar to floor stands but have a horizontal

arm attached to the top of the vertical base.  Boom stands allow the microphone to be



61

placed above an object or performer.  Condenser microphones require a phantom power

source, such as battery in the microphone, in-line power supply, or power provided by

the mixer.  Most modern mixers have this optional power available.  Omnidirectional

condenser microphones pick up sounds along their long axis, so the microphone should

be placed parallel to the table or sound effects device and not pointed directly at them. 

Large mechanical devices on the floor can be miked effectively with a dynamic cardioid

microphone on a desk microphone stand placed directly next to the device.  The desk

microphone stand may need additional isolation from the floor in the form of closed-cell

foam sheets.  If a vocalist is part of the musicians’ group, a dynamic cardioid microphone

and floor stand are effective.  Depending on the size and power of the instrumental

musicians, the dynamic cardioid microphone may be all that is required.  In any case, one

or two condenser omnidirectional microphones mounted on boom stands and placed

directly over the musicians will pick up most ensembles. 

Recorded sound effects can be placed in order on analog cassette, digital audio

tape, compact disc, minidisc, or computer files.  Multi-track audio computer programs

allow for more than one audio file to be played at one time and are self-cuing,

eliminating delays at the beginning of the effect.  Computer-based playback should be

used for recorded sound effects rather than tape or disc systems.  The playback device

can be located with the mechanical sound effects and treated like a microphone or

located in the audience at the audio PA engineer’s station. Whoever controls recorded

sound effects should be able to listen to the sound effects for cuing to the beginning of

the effect without sending signal to the audio PA engineer. 
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All inputs, including microphones and recorded sound effect playback, are routed

via audio cable to a position in the audience, the audio PA engineer’s station.  This

station includes mixer, processors, and amplifier.  The mixer will allow for selection,

manipulation, and combining of audio signals (Talbot-Smith 104).  The mixer also has

multiple outputs, to be sent to an amplifier and other devices.  Most mixers allow for the

signal to be processed in a limited way such as equalization (EQ); EQ changes the level

of various frequencies (e.g., treble and bass) produced by each microphone (Talbot-Smith

105).  Additional processing of each audio signal can be accomplished by a single-use

processor (e.g., compressor/limiter or pitch bend), electronic multiprocessor, or computer

processing software.  The amplifier boosts the mixed signal for playback through a

speaker system (Talbot-Smith 165).  Many stage theatre performance venues have an 

installed mixer-amp-speaker system.  If the venue doesn’t have a PA system or if the

system will not meet the needs of the production, a qualified audio engineer can design a

system for the particular situation.

3.3.2  Broadcast & Recording Systems

The electronic audio requirements for radio theatre performances can be thought

of as two tandem systems: a PA system for the audience at the venue and a broadcast and

recording system for the distant audiences.  Both systems share the same basic

microphone and sound effect inputs but process and route these inputs to different

destinations (see Figure 3.1).

Since the broadcast audience is not at the performance venue, they may not be

able to hear the reactions of the studio audience.  A dynamic cardioid or omnidirectional
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condenser microphone is placed above or in front of the studio audience to capture their

reactions.  It is important that this microphone not pick up sounds from the PA system

speakers, as unwanted and annoying feedback will result. 

In most cases, the microphone levels set on the PA mixer for the studio audience

are not the proper levels or mix for the broadcast feed and master recording.  The studio

audience uses the PA system to supplement the acoustic sounds from the actors and

devices on stage.  The broadcast and recording audiences must rely solely on the

electronic signals produced by the microphones and playback devices.  A separate

broadcast and recording mixer takes the inputs from the microphones and effects

playback devices and creates a combined signal different from the PA mixer.  The

broadcast and recording mix is then sent to the correct output devices (see Figure 3.1).

In a few cases, the PA mixer’s combined output will also suffice for the broadcast

and recording feeds.  The combined audio signal from the mixer is added to the audience

microphone signal and sent to the broadcast interface and audio recorder. 

The producer should also determine if a stereo (2 channel) or mono (1 channel)

output from the broadcast and recording mixer is desired. On the average, studio

audiences can not identify the difference between a mono signal routed through two

speakers and a stereo signal divided between two speakers.  Likewise broadcast

audiences can not tell the difference between a mono signal broadcast on both channels

of a FM transmitter and a divided stereo signal, especially if the stereo indication light is

lit on the receivers.  True stereo assignment is essential when producing a recording for

distribution.  Personal playback devices with headphones and home stereo systems
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employing multiple speakers make a lack of stereo signal very apparent (Talbot-Smith

92) .   

Radio stations use a variety of technologies to send an audio signal from a remote

location back to their control rooms.  The simplest and least expensive is based on the

telephone system.  An analog or digital interface device called a hybrid connects to the

radio station control console via a standard telephone line (O’Donnell 308).  The quality

of the signal can range from mono and scratchy to stereo and compact disc standard. 

This requires a clean telephone line (two lines if using an analog stereo hybrid) or, with

some units, a cell phone.  Other stations, especially if the performance venue is

physically close to the station, will employ a low-power transmitter called a studio to

transmitter link (STL) or Marti unit to broadcast the signal via special radio frequency

(O’Donnell 310).  These transmitters require an unobstructed line of sight pathway to the

station, so elevated antennas may be necessary.  

A growing number of radio broadcasters are also distributing their programming

via streaming internet (O’Donnell 10).  The radio theatre performance is sent to the radio

station, but the feed from the radio control room is routed to the transmitter and the

internet simultaneously. In many cases, the programming is only produced for the

internet streams and is not created by traditional over-the-air radio station.  Some

educational institutions (and individuals) without a radio broadcast license produce

streaming internet programming.  A computer system or server with wide uninterrupted

bandwidth to an internet service provider (ISP) is required for streaming internet audio

programming.  Most educational venues have wideband wireless internet coverage or
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wired network connections, allowing the producer to “broadcast” the performance

directly from the venue.

The technology used to produce master location recordings varies as much as

used for broadcasting.  As most recording engineers today employ computers to edit

audio signals, a recording format that streamlines this process is desired.  Most digital

audio-based systems (e.g., digital audio tape/DAT, MiniDisc, and audio compact discs)

are cumbersome and the audio signal must be converted into computer files prior to

editing.  Hard disk recorders, CF recorders, and laptop computers record the audio signal

directly to computer files (most commonly WAV and MP3 formats).  The computer files

can then be transferred to a larger system for editing.

The original recordings made during the performance at the venue must be

processed before duplication or delayed broadcast.  This processing process can include

cleaning up extraneous noises produced by the audience, replacing scenes that contain

performance errors, adding additional music or introductions, and dividing a long

recording into tracks for easy accessibility.  Once processed, the programming should be

formatted for distribution.  MP3 players have become very popular in recent years and an

increasing number of consumers prefer music and audio programming as MP3 files

rather than audio compact discs.  Most radio stations that employ computer-based

automation systems to play pre-recorded programming utilize MP3 files (O’Donnell 40)

and most duplication houses want audio compact disc orders to be submitted as

individual data files listed in track order. The most common file attributes for audio

compact disc creation are stereo channel separation and 16 bit sampling with a 44.1 MHZ

rate (O’Donnell 85). 
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The production elements directly affect what the audience hears during the

production and the equipment necessary for the audience to hear it.  Voice talent, sound

effects, and the electronic equipment used to amplify, distribute, and record the

performance are all production elements.  Production elements include the techniques

and approaches necessary to turn pre-production elements (i.e. script, personnel and

physical requirements) into a finished performance.
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Figure 3.1 Flowchart of Basic Audio System Components
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CHAPTER IV

ADMINISTRATION/BUSINESS ELEMENTS

Whether a radio theatre performance is produced by a profit or non-profit

organization, production involves business and business practices.  The successful

performances become unique works of art which must be promoted to audiences. 

Marketing addresses the wants and needs of audiences for the venue performance as well

as broadcasts and recordings.  The production relies on the contributions of physical and

intellectual property of individuals and groups which may involve compensation and

special clearances. While some audience members will only enjoy the performance via

broadcast or through a recording, patrons that attend the performance in person must be

supported by FOH staff.  All of these elements make up the administration and business

elements of radio theatre production.

4.1  Marketing

The term radio theatre means different things to different people.  For an

increasingly small audience, it reminds them of Golden Age programming and their lives

from 1930 to 1950.  For others introduced to modern radio theatre performances, it is a

unique story format.  The emotions connected to those impressions range from dear old

friend to worthless relic of the past.  When compared to modern entertainment, it remains

a substantially different performance medium with enough familiar aspects to cross-

market to established audiences.
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The director and producer of a radio theatre performance must first determine the

style or flavor of the production.  Is it an attempt to recreate a Golden Age script and

appeal to a historically-minded audience, or use the technique of radio theatre with a

modern script to reach a broader contemporary audience?  This decision will affect all

aspects of marketing, including message, media, and channels.

The average modern audience member is unfamiliar with the particulars of radio

theatre and must be educated.  The content of the marketing message is affected by this

need, especially if few or no radio theatre plays have been produced in a specific

geographic area.  A recreation of a Golden Age script can stress the “insect in amber”

historical curiosity aspects of the performance, much in the same way as military or

living museum reenactors present events within a historical context.  Notorious

productions, such as The War of the Worlds, have an added marketing angle: to

experience the show that panicked a nation.  

Rediscovering the past is a popular pursuit of our culture.  Commercial media

uses the music and trends from 20 to 40 years ago to promote productions.  Simply listen

to the popular songs in automobile commercials to discover a link to the past.  Classic

rock and oldies are popular radio station programming formats, second only to country

music.  Audience members that drive classic cars and eat at retro-theme restaurants

would enjoy performances of Golden Age radio plays.  

Among its various dimensions, postmodernism and postmodern art takes

historical elements and re-invents these elements to create new expressions.  I have an

interest in Mission architecture and furniture of 100 years ago.  In the 1990s, a revival of

interest in this style led to new interpretations, combining the classic lines of Mission
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with modern materials.  Radio theatre producers can use the radio theatre production

approach to explore modern issues and themes.  The National Audio Theatre Festivals

sponsors yearly script competitions that present contemporary issues through radio

theatre.  

If radio theatre is found on the airwaves, it is usually broadcast by public radio

and community-based radio stations; they should be approached first to promote your

performances and possibly sponsor and broadcast them.  Non-commercial radio stations

appeal to a narrower audience than commercial stations, and my observations indicate

non-commercial stations and radio theatre share audience demographics.  Many radio

stations have cooperative marketing relationship with other media outlets such as

television stations and newspapers.  Radio, television, and print media appeal to different

needs among the same broad audience and are not in direct competition with each other. 

A producer gaining the support of one media outlet may receive support from the other

media outlets in the relationship.

The performance and technical differences between radio theatre and stage theatre

provide unique opportunities for promotion to potential participants.  In general, radio

theatre makes fewer performance and technical demands than stage theatre.  Individuals

interested in performance but who are reluctant to participate in a stage play find radio

theatre a pleasant introduction to dramatic art.  Since 1994, a number of students at Sul

Ross State University majoring outside of the Department of Fine Arts &

Communications have become theatre majors after participating in radio theatre.  Radio

theatre does not require memorizing scripts and usually involves shorter rehearsal periods

compared to stage productions.  In today’s hectic and fragmented world, an actor or
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technician that doesn’t have the time for stage theatre rehearsals may be able to fit in

time for radio theatre.   Radio theatre also appeals to non-theatre types who are

uncomfortable with the costumes or make-up demands of stage theatre.  Minimal

costume accessories and make-up other than street wear are the norm for radio theatre.  A

member of the public can be selected for a walk-on part in the radio theatre broadcast.  It

may be a well-known local person (e.g., a university president if the performance is held

at that institution, mayor, city council member, et al.) or a contest winner, with

accompanying media attention.  The only demand on the participant is one or two lines

rehearsed an hour before the performance.  It should be noted that the wise producer will

have a back-up voice actor in case of stage fright.  

The performance and technical differences between radio theatre and stage theatre

also provide unique opportunities for promotion to potential audiences.  Radio theatre

requires audio equipment, but not the lighting and rigging systems found in traditional

stage theatre.  Radio theatre production is possible in a wide variety of locations not

normally associated with theatre of any type. A radio theatre production of the play

R.U.R. in a factory opens up new marketing opportunities by appealing to non-traditional

audiences for theatre performances.  Individuals who attend a radio theatre performance

in a factory might never consider seeing that same play in a theatre.  Similarly, a portable

sound system can bring radio theatre to new audiences directly in their comfort zones. 

Service organizations such as Kiwanis and Lions usually represent political, economic,

intellectual, and social leaders in the community.  The membership of service

organizations influence large numbers of potential patrons outside of the organization

and the clubs are eager for entertainment at meetings.  Short scenes using minimal sound
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effects and equipments can be performed almost anywhere electrical power is available.

Religious congregations, social clubs, and other public groups that meet regularly present

perfect potential audience-building opportunities.

As with any marketing, branding the product is key.  The audience must be

convinced it is worth their money and time invested in attending a radio theatre

performance.  The marketing must provide the audience with an accurate picture of not

only radio theatre but also the specific production and mission statement of the producing

organization (Byrnes 87). 

4.2  Special Clearances

As presented in Section 2.1.2, the producer or the director is responsible for

securing permission to perform scripts.  In some cases, this permission includes the rights

to take a non-radio theatre script and adapt it for performance.  In other cases,

performance includes a combination of production in front of a studio audience,

concurrent live broadcast, delayed broadcast, or recorded distribution.  Performance

royalties are varied, but the key is to allow sufficient time to secure permission before

committing production resources.  Radio theatre presents a number of challenges not

normally encountered by amateur theatre companies when securing performance rights

(i.e., royalty payments in foreign currency, no previously determined structure for special

rights resulting in negotiations, et al.).  The producer should determine a reasonable time

period and double it to allow for the unusual and unforseen.

In addition to script royalties, one must also consider special clearances

connected to the performance.  Musical selections, either performed live or using a

commercial recording, may be played by a radio station possessing a blanket license
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from the appropriate music licensing organization, most commonly ASCAP or BMI.  A

blanket license paid for by a single annual fee allows the station to play any song

licensed by that organization as many times as they choose.  It does not give that radio

station or the radio theatre producers the right to include the song in a dramatic

performance (e.g., stage plays, radio theatre plays, and motion pictures).  Music used in

dramatic performances is covered under dramatic or mechanical rights depending on the

situation and are negotiated separately.  If using a commercial recording, both the song’s

composer and the artist recording the song are involved.  If live musicians are used, only

the agent of the composer or the publisher of the song is contacted.  Most creative

intellectual property produced prior to 1900 is not copyright protected and is considered

in the public domain (Leaffer 5).  Just as public domain plays and novels can be

performed, edited, and modified without royalty payments, users of music in the public

domain also enjoy these free rights.  Note that while a song might be public domain, a

commercial recording of that song may still enjoy copyright protection and requires

royalty payments when used in dramatic performances.  Similarly, a public domain song

that is “substantially modified, interpreted or adapted” becomes a new work with

copyright protection attached to the new version (Leaffer 66).  A number of old movies

in the public domain have been re-issued with new opening credits, thus creating  new

copyright-protected works.

Some radio theatre producers will include graphic images, either contained in

marketing instruments (e.g., advertising and programs) or projected during the

performance.  Care must also be taken to trace the owners of these images and secure

permission for use.  Sources from prior to 1900 are usually in the public domain, but as
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with scripts, sources published in the first half of the twentieth century may be controlled

by a copyright owner far removed from the original owners.  Popular sources of graphic

images, including photographs and drawings, are clip libraries and stock houses.  Since 

the invention of photography, stock houses have purchased an almost infinite number of

images for use by third parties for advertising and marketing.  Most recently, clip

libraries comprised of graphic computer files have been made available for sale,

primarily for use in web pages and personal material.  Stock houses license their images

for specific purposes by the image.  Purchasing a single image for a brochure normally

does not give the purchaser access to the entire collection or permission to use the image

in a poster.  Clip libraries, once purchased, normally allow unlimited access to the entire

collection, but for select uses; most clip libraries do not allow commercial use of their

images, only personal use.  Since both stock houses and clip libraries are in the business

to make money, a royalty or use fee can normally be negotiated.

Combining the areas of music and stock houses, instrumental tracks collectively

known as production music or sound beds are available.  Production music was used to

create advertising spots for radio and television.  The instrumental music would form a

bed under the voice of an announcer.  As corporate and desktop video production became

more popular, production music was expanded to include cuts longer than 30 or 60

seconds, the typical length of television and radio commercial spots.  Much of this music

can be used in radio theatre to recreate advertising spots or as underscoring or theme

songs.

Production music and pre-recorded sound effects (as discussed in Section 3.2.3)

are sold similarly to graphic images.  Permission to use a single effect or music element
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can be secured through either a needle-drop fee or unlimited individual use fee.  A

needle-drop fee is based on the number of times an effect or music passage is used in a

production and refers to how many times a turntable needle would be dropped on a vinyl

disc in years past.  The effect or passage also may be purchased  individually for

unlimited use in a production.   Collections of effects and music are purchased through a

license payment or buy-out payment. Limited licensed collections allow the producer

access to all of the elements in the collection for a set time period (e.g., three months, six

months, one year).  Any updates or additions to the collection during the licensed period

are also available for use, allowing for changes in music tastes and the producer’s needs. 

Producers that purchase a buy-out collection obtain a physical copy of the collection with

a one-time charge to use the collection forever.  Buy-out purchases do not normally

include future updates to the collection, so the owner may soon own a collection of music

hopelessly out of date or inappropriate for certain radio theatre productions.  As with

graphic images, payment to use production music and pre-recorded sound effects in

dramatic performances may not also cover use for broadcast and recorded distribution.

While most participants in non-commercial productions realize they will not

receive financial compensation, it is best to negotiate a talent release with anyone

connected to the performance, especially voice talent, sound effects personnel, and

musicians.  The talent release should include use of their likenesses and talents to

produce a performance for live and recorded distribution.  With a talent release, it is less

likely a voice performer will ask for a portion of revenue from sales of the recorded

performance at a later date.  In the event the recording is distributed to other recording

publishers or syndicated to other stations, signed talent releases from participants will
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be required to insure the producers truly have the right to negotiate the distribution

contract.

Broadcasting the performance from any venue may require special clearances. 

Depending on local laws, non-traditional performance venues may require special zoning

variances, public performance permits and licenses, and inspections (e.g., police for

security, health department for concessions, or fire for safety) depending on local laws.

Some stage theatre venues do not have an audio PA system control area located in the

audience, and seating will either have to be removed or tabletops installed over the seats. 

Any reduction in seating will have to be cleared with the box office personnel.  The use

of a STL transmitter may require a temporary tower in the parking lot or placement of an

antenna on top of the venue’s roof.  Most venues have liability restrictions on who is

allowed on the roof, and loss of parking spaces must be cleared through either FOH

operations, parking officials, or law enforcement.  Computer networks and access to the

internet from inside venues may be restricted by password or require that a temporary

physical access point be installed.  New passwords or temporary network connections

require permission from the computer network managers and physical plant/maintenance

for installation.

Lastly, non-commercial production by educational or community-based amateur

groups may involve professional unions and guilds.  The scriptwriter may be a member

of Writers Guild of America (WGA), or the Dramatists Guild.  The performers, along

with the stage manager, may include a mix of Actor’s Equity, Inc. and American

Federation of Television and Recording Artists (AFTRA) members.  The venue may

employ members of the International Association of Television and Stage Employees
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(IATSE) or spotlight operators belonging to the Projectionist Guild.  These represented

organizations, along with the Directors Guild of America (DGA) and various design

guilds, add complications to work conditions, contracts, publicity, and recorded

performance sales compared to a wholly non-commercial production.  If dealing with

union or guild personnel, non-commercial producers should either contact the

organizations represented or obtain the advice of a professional producer with experience

at this level.

4.3 Budgets and Finances

Radio theatre presents some expenses not normally encountered by the business

manager of a stage theatre production company.  Figure 4.1 lists the most common

budget categories and typical line items associated with those categories.  The figure was

prepared based on the assumption the producing organization is an educational

institution.  Most educational institutions possess a performance space without charge,

equipped with basic lights, rigging, curtains, and sound systems.  Most personnel are not

paid or are paid indirectly from a resource outside of the budget (e.g. regular salaries for

educators).  Promotion costs, along with ticket sales and normal concessions, are part of

the season budget and not include in the individual production budget.  Lastly, office

expenses (e.g., phone, fax, postage, Internet, copying) are often considered overhead and

included in the season budget.

As described earlier, the producer must pay performance royalties and use fees

for all intellectual property used in the production.  Outside of scripts written specifically

for radio theatre, rights holders for most of this property (e.g. music beds and recorded

music, recorded sound effects, images to be projected, music to be performed live) do not
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quote the price for rights to live performances, broadcasts, and recordings in the same

package or quote.  The producer should be prepared with details about the performance

in order to secure the most accurate quote, including size of broadcast audience and

expected number of recordings to be produced.

In addition to royalties, copies of the sheet music and scripts must be obtained.  

A master copy of scripts and music in the public domain may be copied at will, but

modern scripts and arrangements may need to be purchased, either a master copy to be

reproduced or individuals copies for each participant.  In the case of music associated

with musical theatre, the instrumental sheet music may only be available in rental form,

requiring a payment and deposit.

Most personnel involved in theatre at educational institutions are not directly paid

for their involvement, with some exceptions.  Musicians, whether members of a union or

not, are usually paid for rehearsals and performances.  Other individuals outside of the

educational department, such as off-duty security, parking attendants, and custodial

personnel, may also be paid through the production budget.

Radio theatre does not present the same scenic demands as found in stage theatre,

but the producer must include costs associated with Foley tables, chairs, and music stands

for the stage.  Beyond these basics, the producer and designers may construct an on-air

light or create an elaborate set.

If projected images are to be included in the performance, the images must be put

into a form for either video or photographic projection (e.g. PowerPoint slides, 35mm

slides).  This editing cost is in addition to costs associated with the projection equipment

and screen.
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Lighting costs are typical of most theatre productions and include additional

instrument rental, lamp replacement, and gels.  Radio theatre usually employs a simple

light design and the minimal demand for consumables may be included in the season

budget’s overhead.

As described earlier, costume and make-up demands for radio theatre can also be

simpler than those associated with stage theatre.  A basic shirt, slacks, and shoes

combination can be purchased in quantity, while make-up is minimal.  Radio theatre

props often consist of hats, scarves, and other costume accessories.  These may be found

in a theatre company’s existing costume stores or purchased.  The cost associated with

these props may be budgeted under either costumes or props, depending on the decision

of the producer.

Mechanical sound effects are produced by found objects and devices specially

created to produce a sound.  Found objects can be purchased or rented.  Unfortunately,

few places in the country rent Foley devices, so most producers must pay for construction

(after the first show, these devices are in stock and do not incur further cost).  Some

sound effects use material that is consumed during each performance and must be

replaced (e.g. pistol blanks, soda cans, breaking glass).

While many performance spaces at educational institutions have a basic PA sound

system, few also have the number of microphones, stands, cables, and playback devices

associated with radio theatre.  The producer should be prepared to either purchase or rent

additional equipment as dictated by the performance.

Obtaining a recording of a radio theatre performance requires only a few items in

addition to the basic PA sound system (i.e., additional mixer, audience microphone,
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recording device).  However, the producer may wish to employ a trained recording

engineer for the field recording and any post-production editing necessary.  A

comprehensive or “one-stop shop” duplication company can design and produce graphics

for the CD and packaging, as well as manufacture the recordings.  These companies

produce a professional-looking product and usually have no minimum, although the more

copies purchased the lower the unit cost.

Radio stations require a trained technician be located at the site of any live

programming produced outside of the studio.  The cost of the specialized equipment

necessary to deliver the program feed to the studio, along with the cost of the technician,

may be included in a package quote that also includes the cost of the broadcast air time. 

If the program is to be broadcast via streaming internet, costs associated with the

computer and internet connection should be included in the budget.

While most costs associated with FOH operations are included in a separate or

seasonal budget, certain expenses may be attached to the production.  A special lobby

display gives a dramaturg or other personnel the opportunity to educate the public about

radio theater in general and the subject matter of the performance.  As mentioned earlier,

much of this historical and educational material can be included in an expanded program

and sold in the concessions stand, along with recordings of other radio theatre

performances.  

Miscellaneous costs include auditions and green room costs.  If sound equipment

such as a microphone, amplifier, and speakers or headphones are to be used during

auditions, the equipment may need to be rented.  Comfort items such as snacks and

drinks are a welcome addition to any green room, and I’ve found that bottled water on
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stage for voice actors is a necessity.  Unless the producer provides bottled water, actors

will bring soda, coffee, sports drinks, and other undesirable beverages on stage in an

attempt to stay hydrated.

Lastly, any radio or stage theatre production budget should include funds to cover

contingencies.   A producer may find surpluses in some categories may make up for

deficits in other categories; the contingency allowance is used as a buffer for

emergencies.

4.4  Front-of-House Operations

FOH or front-of-house operations for radio theatre performances are almost

identical to that used for stage theatre productions.  Box office personnel should be

familiar with the particular technical aspects of radio theatre, and caution the audience

that it is an aural medium and may not be suited for the hard of hearing.  In many cases,

the use of the venue’s Assistive Listening Device (ALD) system can alleviate this

obstacle.  The lobby can be used to display instructional material about radio theatre in

general, the producing company, and the script.  A time line describing major technical

and artistic accomplishments in radio theatre gives the audience a good historical

perspective.  Pictures and biographies of performers along with diagrams of mechanical

effects add to the brand status of the producing company.  A lobby display gives a

dramaturg plenty of room to exhibit information about the playwright, previous

performances, and subject matter of the script.  Ushers should warn audience members

against the use of cell phones, as they tend to detract from a radio theatre performance
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even more that from a stage theatre performance.  Cell phone ringtones can also make a

live recording unusable.

When stocking concession stands, concession sales should take into consideration

the noise produced by the unwrapping, opening, and consumption of food and drink

products.  Boxed candy and drinks in cups produce must less background noise than

paper and plastic wrapped food and canned soda.  If the producers have access to

recordings of other radio theatre performances by the company, the concession stand

should stock these for intermission and after-performance sales.  Some producers

produce large-format programs with photos and articles about the performance and radio

theatre in general for sale, while others obtain books and commercial recordings from the

Golden Age for concession stand stock. 

As radio theatre production is unfamiliar to many audience members, on-stage

tours of the mechanical sound effects area with short demonstrations and audience

participation exercises can be organized and conducted by FOH personnel.  This is

similar to after-performance talks with the actors found in some stage theatre

productions.  Also similar to some stage theatre productions is the use of after-

performance panel discussions about issues arising from the radio theatre script or radio

theatre production in general.  These also can be arranged and moderated by FOH

personnel.

It has been my experience that if any element in the radio theatre production

process fails due to a lack of planning, it is the administrative and business elements.  An

audience can form a poor opinion of a production or producing company through bad

marketing or FOH operations before the cast members have a chance to perform.  In
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radio theatre, the production is rarely over after final strike.  A lack of attention to details

in securing talent releases, professional contacts, or safety issues can haunt a producer or

director for years, turning memories of a successful performance sour.  Administrative

and business elements should never be considered an afterthought or secondary to the

production process.
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Budget Categories Line Item Descriptions

Royalties-Broadcast, Recording,
& Live Performance

Script, Recorded Music, Recorded SFX, Projected
Images, Live Music

Sheet Music/Script Rental Fees and Deposits, Purchase, Duplication

Paid Personnel Musicians, Security, Parking

Physical Scenery Construction, Rental (Includes Tables, Chairs,
Music Stands)

Projected Scenery Media Production, Projector/Screen Rental

Lighting Instrument Rental, Consumables

Costume/Make-Up Construction, Purchase, Rental, Consumables

Props Construction, Purchase, Rental, Consumables

Mechanical SFX Construction, Purchase, Rental, Consumables

Sound-Public Address Purchase, Rental

Sound-Recording Technician, Equipment Rental, Editing,
Duplication, Consumables

Sound-Broadcast Technician, Equipment Rental, Air Time, Delivery
Equipment Rental, Delivery System Fees

Front-Of-House Lobby Display, Special Concession Items,
Expanded Programs/Printed Material

Miscellaneous Audition, Green Room

Contingency 10-20% of Total Above For Unknown

Figure 4.1 Production Budget Line Items.



85

CHAPTER V

CONCLUSION TO STUDY

The first four chapters of this study present a linear examination of the radio

theatre production process intended for individuals with a background in classic stage

theatre.  However, reading about the process should in no way be considered a substitute

for actually producing a radio theatre performance.  As with stage theatre, each radio

theatre production presents unique challenges that result in a better understanding of the

overall process.  A sample script has been included in the appendix along with specific

production suggestions in this chapter for individuals to gain hands-on experience in

radio theatre. 

5.1 Summary Remarks

Radio theatre is a type of dramatic story performance that relies primarily on

audio cues.  Radio theatre is similar to stage theatre, as both rehearse production

elements and combine these elements together live before an audience.  Theatre

practitioners possess a foundation nicely suited to add the radio theatre skills to their

traditional stage training. This similarity in production approaches and skills also allows

the stage performer to reinforce stage skills through radio theatre production.

Theatre practitioners that wish to produce radio theatre for a modern audience do

not have a single comprehensive source of information available.  Most comprehensive

radio theatre texts were written during the Golden Age and contain outdated technical

and performance information.  Information sources that address the needs and
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expectations of modern audiences using current technology are found scattered among a

number of disciplines (e.g., radio broadcasting, music recording, speech and rhetoric). 

The purpose of this study is to identify skills and techniques necessary for radio

theatre production for a modern audience, and to examine those skills in relation to

classically-trained theatre practitioners.  The production process consists of pre-

production elements (i.e., script selection, personnel elements, and physical elements),

production elements (i.e., voice talent, sound effects, and electronic audio equipment), as

well as administrative and business elements (i.e., marketing, special clearances, and

Front-Of-House Operations).  In all cases, I’ve attempted to highlight the similarities and

differences using terms and concepts familiar to stage theatre practitioners.  It is my hope

that individuals and groups with prior stage theatre experience will be able to effectively

produce radio theatre using the information contained in this study. 

5.2 Production Suggestions for Echoes of Radioland

The radio theatre script included in the appendix of this study was written over

the course of two years and is the fourth in a series of comedy skit script collections

originally written for the Sul Ross State University Radio Theatre Project.  The SRSU-

RTP was founded in the spring of 1994 and began to produce full-length radio theatre

performances.  The group soon received requests to perform shorter pieces in a radio

theatre style.  The performances used audio equipment and were performed for live

audiences but were not broadcast or recorded.  What started as a pool of scenes to

perform for various groups was collected into full-length scripts.
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Echoes of Radioland is a play within a play.  The six actors in the cast play a

group of actors performing a radio play, in addition to the characters in each scene. 

Some of the scenes reinforce the actors putting on a show backbone while other scenes

are independent of the story.  The order of the self-contained scenes can be moved or

eliminated for time.  The play within a play also gives the actors a sense of ensemble. 

Each time I’ve produced the script, I’ve cast the ensemble and then only later assigned

character parts for each scene.

Figure 2.4 is a good model for the physical requirements and layout for producing

the script.  The on-air and applause lights bring the audience into the spirit of a broadcast

play.  It is critical that the audio controls and mixer for the audience speakers be located

in the audience, so the operators can hear from the audience’s perspective.  The broadcast

and recording mixer can be located elsewhere as long as the operators can see the stage. 

The same type and model of microphone should be used for each application (i.e. vocal

reinforcement, mechanical effects, and music).  Standardized microphones with the same

electronic characteristics reduce problems with the audio signals.  The tables located in

the mechanical effects area can be moved to provide the best visibility of devices by the

audience.

Suggestions regarding the style of music to use as transitions and backgrounds are

given in the script without reference to any specific song.  I have found that musicians

are creative people, and studio musicians are very versatile. The one exception in this

play is the Oklahoma! parody.   Producers must use the original instrument music under

the new lyrics.  A parody of this type is considered a legal form of comment by the U.S.

government, and producers do not need to seek permission to use the music from the
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Rodgers and Hammerstein Estate.  As noted earlier, the producer must purchase or rent

the instrumental sheet music for all songs included in the performance.  Organizations

such as MTI and Rodgers and Hammerstein regularly rent scores and instrumental

arrangements for the musical theatre properties in their respective collections.

Sound effects in the play can be accomplished with mechanical devices and vocal

effects.  I especially enjoy hearing actors vocally create the sound of a large alligator at a

gator pit.  Some devices are commonly found such as pots and pans, while other may

need to be constructed.  The original door used the SRSU-RTP was a standard door cut

into two horizontally.  It looked good on the stage but was difficult to use.  The current

door is 18"x24" and is mounted to a box to create a heavier sound.  The current door also

has standard hardware including a knob and security chain.

The first three scripts in the Radioland series also contained individual scenes and

commercials similar to those found in Echoes of Radioland.  For the first three scripts, I

created a graphic image to accompany each scene and projected the images on a screen

located above the stage.  The first two scripts employed 35mm slides and a very noisy

projector.  The third script used computer graphics and a video projector.  While I did not

create graphics for Echoes of Radioland, graphics may be added.  I suspect that drawings

of the actors in the Oklahoma! parody wearing Japanese costumes, projected during the

songs, would be very funny.

I have been involved in two production of Echoes of Radioland.  Each series of

performances was well received by audiences but also resulted in some problems

common to stage theatre performers not familiar with the dynamics of radio theatre. 

Some stage theatre actors forget that every physical action must be accompanied by an
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aural action or sound.  In a similar fashion, how a performance sounds is more important

than how the performance looks.  By the time one actor playing the alligator at the gator

pit performed on opening night, she was crawling on the stage floor and nuzzling the

other actor in the scene.  The performance played well to the live audience, but the

sounds picked up by the microphone on a floor stand above the actor didn’t support the

laughter from the audience.  The problem is more likely to occur if the radio play is

performed on a stage used for traditional theatre productions by the actors.  Stage theatre

actors are conditioned to consider both the visual and aural aspects of a performance

while on stage, and the familiar surroundings of a theatre space may result in confusion. 

During the performance, the stage manager uses visual cues to indicate entrances

and exits of characters, execution of sound effects and music, and other technical details. 

Stage actors and technicians are not used to visual cues from a stage manager located on

or immediately below the stage.  In both productions of the script, either the performer

did not wait for the cue or the stage manager assumed the performer would follow the

script.  During the second production, the assistant stage manager had television studio

experience and was familiar with giving cues to performers.

I consider Echoes of Radioland to be a radio theatre script with a modern format

and with modern content.  This opinion should not limit the producer in choices for set

dressings, FOH operations, costumes, or marketing graphics.  Throughout the Radioland

series, productions have recreated a 1930s style lobby complete with usherette uniforms

and specially printed programs with leatherette covers and tassels.  The play areas on

stage were enclosed with flats painted in an Art Deco style, adding to the visual impact of

the production.
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Stage theatre producers attempting to produce Echoes of Radioland should obtain

the services of an audio engineer with experience in multichannel location recordings and

radio remote broadcasting.  Many theatre organizations do not produce microphone-

intensive productions on a regular basis and theatre audio engineers may not have

recording experience.  If the production is to be broadcast, ask the radio station to

provide the personnel and equipment to get the signal from the venue to the station.

Radio theatre has been an important part of my life for many years.  As a child, I

would often search my local library for new acquisitions.  One summer I came across

recordings of Golden Age radio shows on cassette including Burns and Allen, The Green

Hornet, and a science fiction performance on One Step Beyond.  I had never heard of

radio theatre prior to that summer, but soon I became a fan.  These three recordings and

subsequent radio theatre experiences have allow me to stretch my imagination.  Radio

theatre has taught me the meaning of the term Theatre of the Mind.  Computerized

special effects on a movie or television screen can never hope to compete with the

pictures in the mind of a radio theatre audience member.  The imagination of artists and

audiences come together through radio theatre performances to create a special

experience for all.  I hope that the information and script contained in this study will

allow the joy I’ve felt though radio theatre to be experienced by others.
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CAST OF CHARACTERS

ACTOR 1, male (Ray)
ACTOR 2, female (Janice)
ACTOR 3, male (Fred)
ACTOR 4, female (Sue)
ACTOR 5, male (Jim)
ACTOR 6, female (Mary)
FOLEY ARTIST (2)

Scene 1 - Opening
Scene 2 - Uncle Ray’s Gator Pit & Exotic Pet Farm
Scene 3 - Mystery Theatre
Scene 4 - Native American Bingo & Senior Citizen
Scene 5 - Empowerment Today
Scene 6 - Billy Bob’s Burpless Baked Beans
Scene 7 - Home on the Range
Scene 8 - Transcendental Café
Scene 9 - Really Amazing, Astounding Products and Inventions
Scene 10 - Coffee Patch
Scene 11 - Classic Literature I
Scene 12 - Great Moments in Theatre Education 
Scene 13 - Hank’s House of Hooves
Scene 14 - TV on Trial
Scene 15 - Tofaux Imitation Tofu
Scene 16 - Classic Literature II
Scene 17 - Radioland News Update
Scene 18 - Classic Literature III
Scene 19 - Closing
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PLACE

A stage set for live radio theatre.  Four microphones on floor stands DL.  Table with
sound effect toys and floor-mounted devices DR.  One microphone on boom stand for
table effects; one microphone by floor-mounted devices.  Six stools (bar stools) behind
(US) of microphones.  One chair/stool behind sound effects table.  On-Air/Applause sign
mounted above and to one side of stage (working).  Optional projection screen above
stage for graphic icons.  Optional boxes near individual stools for visual props.

PRODUCTION NOTES

The show should emphasize character voices and sound effects whenever possible, but
also give a good visual show.  Graphic icons representing the various components of the
show (Play theme, Uncle Ray’s, TV on Trial, et al.) can be projected onto screen over
actors.  Visual accessories (hats, scarves, gator hand puppet) may also be employed to
suggest characters, but within reason.  Part of the fun of live radio theatre is letting the
audience in on the process, but keeping the sound pure for the “audience of the
airwaves.”

This script has many references to Sul Ross State University, the home of this script and
the Sul Ross Radio Theatre Project.  For other groups, simply substitute your information
where appropriate.
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(Scene 1.  Lights up on radio play stage.  JIM is
adjusting a DS microphone.  Rest of cast is busy
getting stage ready.)

JIM
Hi, folks.  Glad to see everyone got here.  Had any trouble finding the theatre?  Good. 
I’m Jim, your official greeter.  And I’ll be doing a bit of acting tonight, so be sure to clap
real loud when you see me.  Now, before we begin and the rest of the cast comes out,
I’ve got a few instructions for you, but I promise there won’t be a quiz.  We’re
recording/broadcasting tonight’s show, so when the “On Air” light is on, be sure to react. 
We want the audience at home to know just how much fun you’re having with us.  Also,
please remain seated during the entire performance.  However, case of  an emergency,
you will find exits at the front, middle and back of the auditorium.  In the event the
theatre loses air pressure, a mask will drop down from above.  Firmly grasp the mask
with your hands and place over your mouth and nose, securing the strap around your
head.  If you brought small children, then put the mask over your own nose and mouth,
and leave them to fend for themselves.  That way, there’s more oxygen for the rest of us. 
In the event of a water landing, your seat cushion cannot be used as a flotation device,
but should float long enough to mark the crash site.  And lastly, be sure to obey all
flashing lights, including the “Applause” sign located on the stage.  In addition, if you
feel like laughing, go ahead.  We’re not getting paid much . . . actually we’re college
students so we’re not getting paid anything.  Instead we’re paying for the privilege of
participating in this show.  Which really doesn’t make much sense when you think of it. 
I mean, what other professions do you have to pay for?  I’ve heard of starving artists, but
this is a bit much!  (Recovers) Sorry.  I’ve got issues.  So sit back and we’ll start the
show very soon.

(RAY enters without being aware of JIM’s
earlier monologue)

RAY
Testing, testing.  How now brown cow.  (Pause)  Hello everyone.  Tonight, we’re trying
something new.  Radio theatre.  Well, it’s not exactly new.  I mean radio plays have been
around for some 75 years.  Not this play; it’s new, or practically new.  The author’s been
working on it for over three  years.  Which sounds like a long time, but really isn’t.  I
mean--

JANICE
--What he means is that tonight we’re going to produce a radio play, right on this very
stage, complete with all the bells and whistles.

(SFX: Bells and whistles from Foley table.)
See what I mean?
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RAY
Thanks, Janice.  You folks in the audience can tell I’m kinda nervous.  There’s a lot
riding on tonight’s performance.  We’ve got a potential donor in the audience that’s crazy
about radio theatre.  You know, “Theatre of the Imagination?”

(FRED, SUE, JIM and MARY have finished their
preparations, and gather by stools.)

MARY
You see, radio theatre relies on your imagination, instead of complicated sets, lights, or
costumes.

FRED
Which means that compared to most theatre productions, we’re cheap.

RAY
But never easy.  And if we do a good job, we might get a very juicy endowment. 
(Pauses, dreaming of money)  Everyone ready?  Then let’s get started with a night of
good old-fashioned but updated fun.  

(ON-AIR SIGN lights up and remains on for
rest of play.  SFX: Tympani CBS-type roll
under.)

 
RAY

(Announcer voice.)  Live from the stage of the Studio Theatre in the Franquois Fine Arts
Building on the campus of Sul Ross State University in beautiful Alpine in the heart of
the Greater Brewster Metropolitan Complex in the Big Bend region of the Great State of
Texas, Echoes of Radioland is now on the air.

(Rest of cast play 1st chorus of “Happy Days Are
Here Again” twice on kazoos.)

Starring (list cast members) and I’m your announcer, (state real name).

(Rest of cast finishes song.  Applause Sign
blinks briefly.  Rest of cast return to stools.)

Tonight, we’ve got for your dining and dancing pleasure the last installment of that
famous Western Home on the Range, interviews with some very interesting and unique
people, an episode of the soap opera Mystery Theatre, a salute to Classic Literature, a
few commercial messages and a new educational segment we call T-V On Trial.  
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RAY - Cont.
So without further ado, or a don’t, let’s begin with a message from one of our sponsors,
Uncle Ray’s Gator Pit & Exotic Pet Farm.

(CUT TO:)

(Scene 2.  SFX: Slow country music bed
under scene.)

UNCLE RAY
Tired of coming home to an empty house every day, but live in a neighborhood that’s
hard on pets, not to mention yourself?  Then get on down to Uncle Ray’s Gator Pit and
Exotic Pet Farm.  We’ve got ocelots you’ll love a lot and boa constrictors with a million
hugs built into each and every one.  Tired of goldfish and guppies?  Our pirana can strip
the hide off unwanted salesmen and guests in three seconds flat.  

(SFX: Splashing and munching sounds.)
And talking about home protection, this little 350 pound bundle of joy is called Fluffy.

(SFX:  Gator roar and hiss.)
She’s a gator that’s great with kids but heck on party crashers.

(SFX:  Yell of pain, followed by whimpers
 & vocals off-mic.)

(Yelling.)  Fluffy, get away from that nice couple.  Sorry about that; just keep direct
pressure on it and I’ll get to you in a minute.  (Normal.)  Fluffy, I told you to greet the
customers, not eat them.  Bad gator, bad gator.  Now go on up to your room and think
about what you’ve done.  (Pause.)  Git!

(SFX: Gator hiss continues off-mic.)
So if you’re looking for a life-long companion a little on the unusual side, don’t keep
cruising the single’s bars, come on out to Uncle Ray’s Gator Pit and Exotic Pet Farm.

(SFX:  Sad gator hiss and whimpers.)
Fluffy, I didn’t mean to hurt your feelings.  Now, only crockediles cry.  Fluffy.  Who’s a
big gator?  Who’s a pretty gator?  You are, that’s who.  Yes, you’re the pretty gator.

(SFX: Happy gator hiss and laugh.)
Now go on and play nice with the Bramah bull.  That’s Uncle Ray’s Gator Pit and Exotic
Pet Farm.  Fluffy’ll be waiting.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 3.)

RAY
Ladies and gentlemen, we’ve got another small problem.  It seems that our sound effects
artist didn’t show up, and we have no choice but to cancel the rest of the radio play.

CAST
Cancel the play?  Cancel?  We can’t cancel!  I knew it was too good to be true.
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SUE
(Rushing over to the table)  Hey, I can do the sound effects.  Give me a chance.  I’ve
been to all of the rehearsals.  Please? (Grabs toys) I love this stuff!

CAST
Sure.  But you’ve never done them before.  What do we have to lose?  I say let her try.

RAY
You’re right, what do we have to lose.  OK.  Get your toys ready. I just hope this works.
(Looks at watch.)  Great!  We’re running late.  We’ll cut the intro and cover with the
announcer.  Places everyone.

(SFX: Organ music under introduction.)

DUDE 
Welcome to the continuing soap opera we call Mystery Theatre.  In tonight’s installment,
David has discovered Carol’s three love affairs and has decided to give her a little
present.  Mystery Theatre, already in progress.

DAVID
It’s all over, Carol.  I can’t take it any longer.  The deceptions, the lies, the three love
affairs.  It’s all too much.  I’m going to end this charade.

CAROL
Put the gun down, David.  You’ll never get away with it.

DAVID
Good-bye, Carol.  It was fun while it lasted.  I’m pulling the trigger now.  (Pause.) I said,
I’m pulling the trigger now.

(SUE tries to fire blank pistol, but nothing
 happens.)  

CAROL
You don’t have the courage to shoot!

DAVID
I just didn’t have the gun loaded. There.  Now say good night, honey.  (Pause.) Ah, who
needs a gun.  I’ll stab you with this knife, this silent knife.

(SFX: Goose honk.)

CAROL
Wait!  Not in front of . . . Honker.
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DAVID
Honker?

(SFX: Goose honk.)

CAROL
Yes, Honker.  My faithful Canadian goose companion.

DAVID
Oh-kay.  Now, as I said, good-bye.

(SFX: Door opens and closes with a slam.)

CAROL
Oh, poor Honker.  He couldn’t bear to watch.

DAVID
I’m really going to kill you now!

(SFX: Door opens and closes with a slam.)

CAROL
Honker.  You’re back.

(SFX: Other bird sounds - pigeon, duck)

DAVID
And he’s brought friends.  I can’t take this anymore.  I’m leaving!

(SFX: Crash box and/or tower.)

CAROL
Oh, no!  My . . . china cabinet.

(SFX: Scrap iron falling.)
And my collection of . . . antique horseshoes.

DAVID
I didn’t know you collected antique horseshoes?

CAROL
Of course.  Doesn’t everybody?
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DAVID
This is ridiculous.  I’ve got to get out of here.  Where’s the door?  I’m going, I’m going--

(SFX: Cockoo sound)
That’s not funny.  Someone, please, I just want all this to end.

CAROL
Wait, I’m coming with you.

(SFX: Pots and pans crash.)
Through the kitchen.

(SFX: Goose honk.)
Honker.  You’re trying to say something.  What is it?

(SFX: Honks in pattern like morse code.)

DAVID
He’s telling us to get out, any way we can.

(SFX: Tug boat whistle.)
A tugboat?  You never told me you lived by the wharf?

CAROL
I didn’t know it myself.  Yes, David.  Let’s leave.  I don’t care anymore.  On a bus, a
plane, a train--

(SFX: Sleigh bells.)
Santa Claus’ sleigh?

DAVID
I can see Rudolf.  Quick, let’s go.

(CAST begins to argue among themselves
 by SFX table.)

DUDE
You’ve been listening to “Love on the Rocks,” hopefully not the last installment of
Mystery Theatre.  

(APPLAUSE SIGN blinks briefly.)

RAY
I want to thank everyone for your patience.  Tonight’s not quite worked out the way we
wanted, but I’m sure the worst is behind us.  From now on, it’s smooth sailing.

SUE
Yeah.  I’m sorry about the sound effects.  It looks a lot easier that it really is, but it’s fun!

JIM
I still think you played that cuckoo sound on purpose.
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MARY
Just let it go, Jim.  Besides, I thought it was kind of cute.

RAY
And on that note, . . .

(SFX: FOLEY ARTIST arrives and strikes
gong.  Will remain for all following sound
effects.)

Now the sound effects crew shows up.  (Sigh.)  Dude, take us away.

DUDE
And now let’s hear from another one of our sponsors.

(CUT TO:)

(Scene 4.  SFX: Native American
 drum/chant music under scene.)

SALLY
Sally Running Dog here with an important question.  Do you have an older relative that
gets on your nerves?  Want to put them in a facility, but afraid they’ll be so bored you’ll
get calls to entertain them at all hours of the day and night?  Well, now your worries are
over.  Just bring them to our new Indian Nations Bingo Hall and Nursing Home.  

(SFX: Bingo hall sounds under)
We’ve done an extensive study and found that most bingo addicts are over the age of 65. 
And as the population’s average age increases, that means more customers for Native
American sponsored bingo halls.  But let’s face it, by the time they reach their 80's or
90's, most of that disposable income goes to the health care industry.  So we thought,
why not combine entertainment with professional elder care.  Our newly expanded
playing hall can accommodate over 500 players of all ages.  And if your loved one is bed
ridden, closed circuit T-V can keep them right in the action in their very own rooms.  Just
a flick of the nurse call button,

(SFX: Nurse call sound and older yelling.) 
and one of our attendants can check their bingo card in a matter of seconds.  Existing on
a fixed income?  Not to worry.  Social security and retirement checks can be direct
deposited, payable in weekly bingo card allotments.  So if you’re an upwardly mobile
professional with older relatives, think about us.  The Indian Nations Bingo Hall and
Nursing Home.  Certified by the National Association of Elder Care Centers and the
Native American Bingo Commission.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 5.  SFX: Powerful discussion music
under opening and out.)
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BERT
Welcome to Empowerment Today.  I'm your host, Bert Choking Chicken.  On this
program, we examine efforts by historically mistreated and abused minorities to take
control of their own destinies and to reclaim their basic human rights, even if those
minorities aren’t human.  First, we have Generalissimo John Pipe Runner of the E-L-F. 
Is that last name Cherokee, John?

JUAN
No, Bert; it's Cockroach, and my first name is Juan.

BERT
I thought you looked a bit smaller than most of our guests, but didn't want to say
anything.

JUAN
Very polite, but unnecessary, Bert.  I don't think you or anyone else could properly insult
a cockroach.  We've heard it all.  That's why we formed the Etymological Liberation
Force or E-L-F for short.

BERT
How did you come up with the name of your organization?

JUAN
After extensive marketing studies, we discovered the word "cockroach" had severe
negative connotations.  So we use our organization's acronym, E-L-F.  After all, what
could be more positive?   Elves make Christmas toys and help Santa Claus. They are
cute, friendly, and happy creatures. Who doesn’t love elves?

BERT
And has this helped the public image of cockroaches?

JUAN
Not a bit.  People still want to kill us on sight.  So we're taking the fight to the streets.

BERT
What do you mean?

JUAN
Elf units are already on the march . . . or crawl I should say.  With luck, the world should
be in total insect control by next June.  It's time for the glorious bug state to rise.  One
world, one system.

BERT
And where did you first develop this notion of a bug state?
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JUAN
In Havana.  I come from a long line of Cubano Cockroaches.  My great-great-great
grandfather fought with Castro during the Revolution.

BERT
So that would make you a Communist Cuban Cockroach?

JUAN
Actually, I had to move in with my girlfriend in New England due to political reasons
and rent control, but my heart remains in Cuba.

BERT
A Communist Cuban Cockroach currently cohabitating in Connecticut?  You must be
kidding.

JUAN
Kidding, human?  How would you like to discover one of my soldiers in your dinner
tonight, eh?  We will be victorious.  You humans have made a mess of things for far too
long.

BERT
Be that as it may, we've got another guest who might disagree.  I’d like to welcome
Gladys Davis, Certified Domestic Fairy, Supervisor Class.

GLADYS
Thank you Bertram.  It's a pleasure to be on the show.

BERT
Now, Gladys, I'm sure one of the questions that our audience has is, what exactly is a
Certified Domestic Fairy?

GLADYS
Bert, with that whole Gay Alliance thing, we decided to license true fairies, according to
job categories.

BERT
I admit, when we met before the show, I couldn’t tell you were a fairy.  I guess I was
expecting a shimmering dress and cute little wings, but you’re not wearing those.  Why?

GLADYS
Those accessories would get in the way of domestic fairies, so we usually don't wear
them, except on formal occasions. We’re not glamourous fairies like Tinkerbell, but we
get the job done.
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BERT
And what jobs would those be?  Just what types of fairies are considered domestic?

GLADYS
Let's take my career, for example.  I've been a domestic fairy ever since graduating from
good ol' P-D-U.

BERT
Which is?

GLADYS
Pixie Dust University, silly!  Then we start as Laundry Fairies.  We regulate the
temperature of the water, the balance of bleach to fabric softener, that sort of thing.

BERT
But I've had colors mixed with whites and even had socks disappear right out of the
machine.  Why don't Laundry Fairies prevent it?

GLADYS
As with all beginners on their first job, you should expect the occasional mistake. That's
why we post a warning sign: "Laundry Fairies cannot be held responsible for errors in
sorting, washing, or recovery of clothing."

BERT
I've never seen a sign like that.

GLADYS
That's because they are written in the secret language of fairies and are invisible.  But our
lawyers assure us it's perfectly legal.

BERT
Figures.  Now, does a young fairy remain on laundry duty forever?

GLADYS
Not at all. They can be promoted or demoted depending on their job performance.

BERT
What could be worse than Laundry Fairy?

GLADYS
Toilet Paper Fairy.

BERT
I'm almost afraid to ask, but what does a Toilet Paper Fairy do?
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GLADYS
They make sure you never run out of toilet paper.  If the spool's almost empty, they put a
new roll on the holder.  But sometimes the fairy develops an attitude.  Some have been
passed over for promotion for years and they become very cruel.

BERT
How so?

GLADYS
They don't keep the T-P supply up to date.  And then some of the more sadistic ones
place the extra roll just out of reach, even if you stretch on tippee toes.

BERT
As a Domestic Fairy Supervisor, what has been your biggest problem?

GLADYS
The federal government.  For example, there is the case of Tooth Fairies.  You know how
they work.

BERT
Sure.  A kid places a tooth under his or her pillow at night, and the next day, they find
money in its place.  How could the government have problems with that?

GLADYS
Quite easily.  They think the children should report the money to the I-R-S as income.
Then there's the whole question of the teeth themselves.

BERT
The teeth?

GLADYS
My tooth fairies have been charged with the illegal transportation and disposal of
biological waste.  If it came from a human, you've got to get all sorts of permits just to
handle it.  Next thing you know, I'll have problems with preventing hair-clogged drains.

(SFX: Theme music under and out at end.)

BERT
Just another example of a minority being hurt by the unreasonable rules of an uncaring
society.  It's time for all of us to take back individual power, to proclaim from the highest
points that we will not go quietly into the night, that we are women, hear us roar. That
Empowerment Today will continue to bring you the stories of our brothers and sisters
seeking a better life.
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JUAN
And seeking Twinkies.  Remember that cockroaches love Twinkies.

BERT
This is Bert Choking Chicken for Empowerment Today.  Goodnight.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 6. SFX: “Dixie” is played under
scene.)

BILLY BOB ANNOUNCER
Out of the can and on your plate, it’s the taste treat that can’t be beat.  Billy Bob’s
Burpless Baked Beans.  A fine tradition for over 130 years. (Pause) You know, many
people ask us how we developed the concept of burpless beans.  Well, it all started during
the Civil War.  General William Roberts was trying to find a quick, easy way to provide
hot meals to soldiers in the field.  He hit upon the idea of using artillery pieces as
improvised ovens and filled a cannon with ordinary pinto beans.  

(SFX: In background, we hear General Roberts
stuff cannon with beans and Private trying
to stop him)

However, the cannon was also filled with gunpowder, and when it got too hot, 
(SFX: Explosion.)

the explosion literally blew the burps right out of those beans.  While times have changed
and technology’s improved, the basic principle remains the same today.  So whether
you’re a discriminating gourmet or a considerate dinner party host, pick up some Billy
Bob’s Burpless Baked Beans today.  Featured at fine restaurants across the country,
that’s Billy Bob’s Burpless Baked Beans.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 7: SFX: Western music under
 introduction and out.)

DUDE
Welcome to another installment of Home On The Range, the on-going story of a sweet,
innocent school teacher and a stalwart sheriff in the Old West.  Our story opens as our
title characters, Sam and Jane, are deep in conversation.

(SFX: Western street ambiance under.)

SAM
Jane, love of my life.  I hope this won't cause you to think less of me, but I don't think I
can face those ruffians and nare-do-wells for another day.  I knew there would be risks,
but day after day, week after week. The physical danger is just more than I can handle.
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JANE
But Sam, you're the best school teacher these parts have ever seen   Why, when I think
about you standing in front of those children, it just makes my little heart go pitter-pat.

SAM
True, ever since I answered the call of education, our relationship has grown stronger, but
you can't imagine the pure, unadulterated terror of the classroom.  Oh, if only I’d been
hall monitor when we were kids.  Then, maybe I'd be the sheriff of this town.

JANE
Sam, punkin'.  We've had this conversation a million times.  There are just some jobs that
are best suited for a man, and some that need a woman's touch.  Now, I've go to go.  The
stage came in about fifteen minutes ago, and I need to see if any of the passengers may
be trouble-makers.  Being a sheriff is a twenty-four hour a day job. 

(SFX:  Kiss.)
Run along, and I'll see you tonight.

SAM
(Mockingly) “We've had this conversation a million times.  It's better if you stick to
something you can handle.”  Ha!  I don't think she appreciates the job I do every day.  I
think she just doesn't appreciate me.  Well, what can I do?  She is the most eligible
woman in town, and on a teacher's salary, my choices are somewhat limited.  (Sigh.)  I'd
better get back to the school house.

DENISE
Hey there, sweet cheeks.  Where are you going with that long face?

SAM
Are you talking to me?

DENISE
You bet your buns I am.  Name's Denise.  Just got off the stage, and looking for a little
excitement.  Feel like I've been rode hard and put away wet.  You got any suggestions
where a gal might get a bath?  Any personal suggestions?

SAM
Well, there is the hotel.  And if you plan on staying for a few days, there's always room at
the boarding house. 

DENISE
Sugar britches, I don't think we're communicating.  Let me be direct.  Where do you hang
your hat when it's not on your (Pause.) head?
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SAM
Oh, I’m staying on a little ranch just outside of town.  Used to belong to my folks, but
they went to their final reward recently.

DENISE
Died and gone to Heaven?

SAM
No, Miami Beach.

DENISE
A ranch, you say.  Funny, you don't strike me as the ranching type.

SAM
I'm not.  That's why I looking to sell it.  Shouldn’t be long now.  There isn't a day goes by
that someone doesn't stop by to make me an offer.
  

DENISE
You don't say.  I'd love to see a real ranch, and I bet you even have a bathtub out there
where I can soap up from head to toe.

SAM
Well, I don't know.  You see, I'm kind of seeing someone, and it might not seem proper 
if . . . 

DENISE
Oh, I understand completely.  A man as strong and virile as yourself must have your pick
of companions, but consider this as an act of kindness to a stranger.  However, if you
think that your special someone might object . . . 

SAM
No!  She probably wouldn't even notice.  Or maybe she would.  I think it would be a
great idea if you were to come out to the ranch.

DENISE
Then it's settled. I'll just go over to the stage office to collect my things and then we can
go out to your place.  I won't be a minute.

SAM
(Walking away.)

I'll get my buggy and meet you at the stage office.

DENISE
(Yelling.)  Sure thing, sugar.  I just love a man that drives a buggy.  (Normal.)  What a
goof.  This ought to be a piece of cake.



118

 DUDE
Meanwhile, Sheriff Jane is talking to Jake, the loveable old stage driver at the depot.

JANE
So you didn't have many passengers this trip, Jake?

JAKE
No, Sheriff.  With that new-fangled train coming in, my business is down right scarce. 
Just a couple of cattle buyers and a gal.  Didn't recognize her, but she sure was a sight for
sore eyes.

JANE
A stranger, you say.  Well, try to describe her.

JAKE
Real fine, like I said.  In fact, here she comes.  Howdy, ma'am.  What can I do for you?

DENISE
I'm here to collect my bags.  My ride should be here any minute.

JAKE
Coming right up.

JANE
Plan to stay in town long?

DENISE
Yes, for a while.  What business is it of yours?

JANE
Official business.  I'm the sheriff around here, and we like folks to know that we're a
quiet, peaceful town and plan to keep it that way.

DENISE
Why tell me, sheriff?  A quiet, peaceful town would suit me just fine.  Oh, here comes
my ride.

SAM
Sorry I'm late, but the horses just wouldn't behave right, so I left them at the livery.  Oh,
hello, Jane.  Have you met Denise here?

DENISE
We were just getting acquainted when you ran up, sweet cheeks.  Now, why don't we go
on out to that ranch of yours and let me get all nice and squeaky clean.
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JANE
Sam, just what do you think you’re doing?  And what's all this "sweet cheeks" and
"squeaky clean" stuff?

SAM
I'm just being kind.  I've plenty of room out at my place and you were gonna be busy
sheriffing until late.

JAKE
Here’s your belongings, Miss.

(SFX: Heavy bags are handed to SAM,
who struggles and drops them on his foot,
then JAKE’s foot.)

DENISE
I'm awfully tired, Sam.  Let's go.  You can come back later for the two steamer trunks. 
Bye, Sheriff.

JANE
There's something about that woman I don't trust.  Said her name's Denise.  Think I'll go
back to the office and check my wanted posters.

JAKE
Sure you're not jealous?

JANE
Of course not.

JAKE
Not even a teensy bit jealous, Sheriff?

JANE
Absolutely not, Jake.  I just think there's more to her than what's on the surface.

JAKE
Yeah, and by the sound of it, Sam's going to see all her surfaces as soon as they get out to
his place.

JANE
(Angry growl.)

Good day, Jake!

(JAKE exits, laughing.)
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(SFX: Western street ambiance out.)

HOME ANNOUNCER
Later that afternoon at Sam's ranch, he and Denise are making lemonade in the kitchen.

(SFX: Pitcher of lemonade being stirred.)

SAM
I haven't made lemonade since Jane and I went on that picnic last month.

DENISE
You need to live a little, Sam.  Like earlier this afternoon.  You didn't have to stay out in
the barn while I took my bath.  We're both fully  grown adults.

SAM
(Admiringly.)  You sure are!  Oh, it's just that I was expecting a different reaction from
Jane at the stage depot.

DENISE
You and the sheriff are pretty close, aren't you?

SAM
Some, but I think she cares more about her job than us.  And then when you showed 
up . . . 

DENISE
You thought that she would be jealous if you and I were alone.  I know that, Sam.  That's
why I went along with it.

SAM
You did?  I mean, you knew?  I mean . . . 

DENISE
You don't think I would be alone with a man under normal circumstances, do you? 
Where absolutely anything could happen?  What type of woman do you think I am? 

SAM
Oh, I didn’t mean it that way, Denise. I'm just surprised someone as sweet as you would
ever consent to be involved in something so deceitful, and after everything you and I did,
Jane didn't say a word.  Oh, I don't know what to do anymore.
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DENISE
Come over here, Sam, and let me give you some friendly advise.  I'm sure Sheriff Jane is
crazy about you, but you didn't give her enough ammunition.  I've got an idea.  Let's
pretend you have fallen in love with me and we've decided to get married.  That should
produce a reaction from her.

SAM
She would never believe that.

DENISE
She would if you gave me your ranch as a wedding present.  You could sign over the
deed to me right now.

SAM
I don’t know.  Do you think it would really work?

DENISE
Bet your bottom dollar!

SAM
All right.  Let's do it.  The deed's back on my desk in the bedroom.  I’ll just go back . . .

DENISE
(Interrupting)  I took the liberty of getting the deed after my bath.  Now, just sign on the
dotted line.

(SFX: Pen scratching on paper.)

SAM
You're so organized, Denise.  I don't know what would have happened without you. 
There.

DENISE
And I'll just go back to your desk and blot this dry.  Be back in a minute.  

(SFX: Door knock.)

SAM
Coming.

(SFX: Door opens.)
Oh, it's you, Jane.  What brings you out here?  Don't you have a town to protect?

(SFX: Door closes.)
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JANE
I've got to talk with you, Sam.  That woman is not what you think she is.  You're in
danger.

SAM
And what women would that be?  Possibly my fiance, Denise?

JANE
Fiancé?  Have you taken leave of your senses?  How could you fall for that kind of
woman?

SAM
You don't know anything about her.  She takes me seriously.  She thinks I'm handsome. 
She . . . 

JANE
Is a lying, cheating con artist.  Don't you see?  She's only using you.  I found a wanted
poster on her at the office.  Honestly, Sam.  How do you think she could have fallen in
love with you, in one afternoon, if she didn't want something?

DENISE
Actually, I'm kind of fond of him, like a puppy dog.  Of course, I usually kick puppy
dogs out of my way, so I'll be leaving now.

SAM
And all that talk about helping me get Jane and sweet cheeks was all for nothing?

DENISE
I wouldn't say that.  Jane got to see the true you and I got a signed deed to your ranch.  I'd
say it was a very profitable day.  Now, if you'll excuse me.

JANE
Sam, I can't believe this.  I leave you alone for one short afternoon. And you, missy.  You
don't think I'm just going to let you waltz out of here.

DENISE
You don't have much choice.

(SFX: Revolver cocking.)
This is a 44 caliber Colt seven shooter.  Now, hands up and turn around.

JANE
I'll hunt you down, Denise.  Hunt you down and make you pay.

(SFX: Strike over head with gun, grunt, and
body falls.)
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SAM
Why did you hit her?  Jane?  Jane, are you all right?

DENISE
Don't worry about her.  She's past caring about.  You've got other worries.  Didn't I see
railroad tracks outside?

SAM
Yes, the train runs right next to my ranch.  So what?

DENISE
So, I'll tie up my loose ends and get out of this hick town all at once.

(SFX: Door opens.)
Now, move.

(SFX: Door closes.)

DUDE
Will Jane recover?  What will happen to Sam's ranch?  And what did Denise mean by
tying up all her loose ends.  Today's exciting conclusion after this important message.

JANE
Howdy, boys and girls.  This is Sheriff Jane.  You know, nothing takes it out of you like
a hard day of fighting outlaws.  You really burn up the calories, not to mention those
essential vitamins and minerals necessary to keep a body healthy and strong.  So at the
end of a day, I like to curl up with a big glass of Frosto.  It’s so easy to prepare.  Just
place two heaping tablespoons in a glass of milk and stir.  And for you overweight boys
and girls with your mouths wired shut in a desperate attempt to lose weight, Frosto is just
the ticket.  Nutritious and tasty, ask for Frosto.  Remember, if you don't buy Frosto, then
I'll have to go off the air, and we don't want that, do we?  So buy lots of Frosto.  And get
all your little friends to buy Frosto, too.  Available at a store near you.  

DUDE
And now for the conclusion of today's exciting episode of Home On The Range.  As you
may recall, Denise has taken Sam away at gunpoint and left Jane for dead in Sam's
parlor.  We pick up the story some minutes later.

JANE
(Recovering.)  Oh. Uh.  Sometimes that boy is more trouble than he’s worth.  Now, what
happened to Denise?

SAM
(Muffled.) Help!  Won't someone help?

JANE
Guess I'd better lend a hand.
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(SFX: Door opens and closes.)

SAM
(Yelling.) Help me, please.  (Normal.)  What is the meaning of this?  Why do you have
me tied to the railroad tracks?  These ropes are cutting off the blood to my brain.

DENISE
And yet you still sound like a wimp.  Pity.  It's very simple, Sam.  I've got the deed to
your ranch.  The train comes along, mashes you into a greasy spot, stops, and I escape. 
No witnesses and I live in the lap of luxury for the rest of my life.

SAM
You scoundrel!  I should have listened to Jane.

(SFX: Pump shotgun or pistols cocking.)

JANE
You're right.  You should have.  Don't make a move, Denise.  I've got you covered. 
Now, slowly move over to Sam and untie him.

(SFX: Train whistle in distance.)

SAM
Not so slowly, Denise.  That train sounds awfully close.

DENISE
Listen, Jane.  I understand you're sore at me for knocking you out, but let me make you
an offer.  First, why should we be fighting over Sam?  After all, he's not much to look at.

JANE
Scrawny.

DENISE
Bony.

JANE
Bad dresser.  Horrible dancer.

DENISE
Not too fast on the uptake.

(SFX: Train whistle closer.)

SAM
Oh, ladies?  This conversation is fascinating, but the train?
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JANE
Hush, Sam.  We're talking.  You know, folks have always said I could do better, but I
never paid them any attention.  Sam was just . . . there, like one of those cute little
Mexican dogs.

SAM
Now I really must protest at being compared to a chihuahua.

DENISE
Hush, Sam.  She said we're talking.  He does tend to whine and complain a lot, doesn't
he?

JANE
Girl, you don't know the half of it.  Last month, we went on a picnic and he couldn't stop
complaining about the road.  "Oh, it's too bumpy.  Can't you slow the horses down."  All
afternoon long.  I swear, I was ready to take out my gun and shoot him.

DENISE
My feelings exactly.  You know, when it comes down to it, the only thing Sam's got
going for him is the ranch, which I now own.  Of course, I'd need someone local to help
me sell it.  At say fifty percent commission?

JANE
What about Sam?

(SFX: Train whistle, closer.)

SAM
Yes, what about Sam?

DENISE
What about Sam?  It's hard to prove fraud when the principal witness is a greasy spot on
the train tracks.

JANE
Good point.  Let's go back to the ranch house and discuss this further.

SAM
Jane, you can't leave me here.  I demand you untie me right now!

JANE
You just don't get it, do you?  Well, what do you expect from a man.

(JANE and DENISE exit, laughing.)
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SAM
Jane?  Denise?  Someone?

(SFX: Train whistle, very close.)
Mommmmy?

(SFX: Train passes by.)

(SFX: Western music up and under ANNOUNCER
then out at end.)

HOME ANNOUNCER
This has been another episode of Home On The Range.  Be sure to tune in next week as
Sheriff Jane begins a new career as the first real estate agent in the West.  On behalf of
everyone in the cast, with one notable exception, see you next time.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 8.  SFX: Bell over door rings twice.
New Age music under scene.)

MOONBEAM
Greetings, gentle person.  I am known as Moonbeam and welcome to the environment of
the Transcendental Café.  All of us hunger to achieve new states of existence and the
Transcendental Café was created to help others discover these levels.  How may I assist
you in your quest?

BUBBA
I’d like a cheese burger, heavy on the onions, curly fries and a long-neck.

MOONBEAM
First, should you not perform an inventory of your spirit?

BUBBA
A what?

MOONBEAM
A spiritual inventory.  Perhaps the cravings you experience come from the soul and not
the earthly shell of your body?

BUBBA
Listen, according to my watch, it’s after one.  That means lunch.  And every work day,
lunch means a cheese burger, fries and a cold long-neck.

MOONBEAM
However, should you not consider the phrasing of your request.  Are you not satisfied
with your physical appearance?  Why do you seek a cold, long neck?
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BUBBA
I mean a beer!  A cold long necked bottle of beer!  And what do my looks got to do with
it?

MOONBEAM
I simply suggest your subconscious may reveal another unfulfilled requirement you
possess.  What do you feel?

BUBBA
I feel mad, a little hurt, but mainly a need to get the heck out of this crazy place!

MOONBEAM
Wonderful. Your subconscious has persuaded your conscious mind to resume your
journey in this world. 

(SFX: Bell over door rings once.)
Continue, gentle being, with the knowledge that the journey is the real path of existence.

CUSTOMER 2
Hello.

BUBBA
Excuse me, ma’am.  I wouldn’t go in there if I were you.  They’re plumb loco.

(SFX: Bell over door rings once with door
slam.)

MOONBEAM
Welcome to the Transcendental Café.  How may I be of assistance, gentle folk?

CUSTOMER 2
I feel a hunger, but cannot locate its source.  Can you help me gain satisfaction?

MOONBEAM
Of course.  (Yelling.)   Hey, Charlie, lady at table four needs a cheese burger and some
fries.  (Normal.)  And would your current state of existence flow better with more
liquids?

CUSTOMER 2
Please.

MOONBEAM
(Yelling.) And draw a pitcher of dark. (Normal.) If you wish to use the time to discover
the truth of the Many, you’re sustenance will arrive shortly.

CUSTOMER 2
Thank you so much.
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DUDE
The Transcendental Café.  Where hunger is just a state of mind.  (Pause)  And Margaritas
are a buck on Tuesdays after five.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 9.  SFX: Cheesy infomercial music
 under introduction and out.)

TAMMY
Welcome to Amazing, Astounding, Really Neat Inventions and Products.  I’m your host,
Tammy Sale and today’s guest has taken the phrase “Everything Old Is New Again”
straight to the bank.  Let’s give a completely staged and fake welcome to multi-
millionaire Chuck Poland.

(SFX: Short applause abruptly cut off.)

CHUCK
Thanks, Tammy.  It’s great to be here.

TAMMY
Chuck, you’ve developed one of the fastest growing companies in America.  How did
you do it?

CHUCK
Simply by taking some classic ideas and applying a little modern technology.  You see,
I’m a professor of medieval history by training.  One day, I overheard some student
complain about the lack of reliable home security.  That’s when I had the idea to
resurrect medieval ideas and apply them to our modern problems.

TAMMY
Absolutely fascinating.  But how can an idea from hundreds of years ago have any
application to the world of today?

CHUCK
You’d be surprised how many modern inventions were created years ago, but lacked the
technology to make them practical.  The great Leonardo Da Vinci designed a human-
powered glider that never worked.  But slap a modern gasoline engine on it, and it
became the ultra light.

TAMMY
Enough facts, you’ve convinced me.  But how can medieval ideas be used to protect the
modern home.  We want proof, don’t we audience.
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(SFX: Audience yells agreement with
TAMMY.)

CHUCK
Settle down, everyone.  Let’s just take a look at our demonstration model here in the
studio.  Now, Tammy, ever heard the phrase “A man’s home is his castle?”

TAMMY
Sure, but what does that have to do with home defense?

CHUCK
Plenty, when you combine a modern suburb dwelling with a moat and drawbridge.

(SFX: Drawbridge chains and falling ramp.)

TAMMY
What is moving in that moat?

(SFX: Swamp sounds)

CHUCK
All sorts of creepy, crawly things.  We start with fish, snakes and snapping turtles, but
sometimes the customers want something with a little more bite.

TAMMY
Such as?

CHUCK
On special order, we can stock a standard moat with alligators, crocodiles and even
pirana.

TAMMY
Sounds dangerous.  What about innocent by-standers?

CHUCK
We post warning signs completely around the moat area.  And truth be told, the creatures
are not really dangerous.  We use the moat more for prevention and intimidation than
actual protection.

TAMMY
Incredible.  But let’s suppose the bad person makes it across the moat.  What’s to stop
him or her from simply walking into the house?

CHUCK
Another bit of medieval technology.  Boiling oil pots.
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(SFX: Bubbling oil, gas burner)

TAMMY
Boiling oil?  Surely that’s illegal.

CHUCK
I challenge anyone in the audience to find a law preventing the private ownership of
boiling oil pots.

TAMMY
But isn’t it considered cruel and unusual?

CHUCK
Unusual, sure.  The modern criminal knows how to defeat most usual protection
methods.  But cruel?  I want you to know that at Medieval Protection Associates, we use
only polyunsaturated vegetable oil in our boiling oil pots, guaranteed to reduce
cholesterol.  

(SFX: Audience “oooh.”)
And the oil is heated using methane gas from the moat, a completely renewable resource.

(SFX: Audience “aaah”)
And we can add scientifically designed scents to the pots, for aroma therapy on a large
scale.

(SFX: Audience “Oh”)
It’s a very nature-friendly and holistic system, Tammy.

TAMMY
Now I see you’ve brought some other items from your company.  This one over here
looks like a catapult.

CHUCK
Right you are, Tammy.  With our overworked police departments, it could be hours
before a patrol car responds.  And once covered in oil, you want the criminal away from
your home as quickly as possible.  So, simply place the bound criminal in the patented
Rid-a-Rat bucket seat, throw a lever, and the bad person is launched in a hyperbolic arc
toward the police station.  Here, let me demonstrate with our stunt cat, Piewacket.

(SFX: Open cage, cat spits and growls)

TAMMY
My, that is one disturbed cat.  But I imagine the little straight jacket on Piewacket helps.

CHUCK
You bet, Tammy.  Now we load the problem pet in the bucket and pull the handle.
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(SFX: Sound of handle, twang of rope, and
protesting cat fading with distance.)

TAMMY
But what happens to the kitty, I mean criminal when they land?

CHUCK
We’re still working on that problem. But we guarantee they won’t be coming back to
your house, at least until their casts are removed.

TAMMY
All of these ideas are great for the home, but what about personal protection?

CHUCK
We’ve just come out with a classic answer to crime, especially designed for areas where
the private ownership of guns is restricted.  Quarterstaffs.

TAMMY
Quarterstaffs.  Aren’t those just big sticks?

CHUCK
Yes, that’s the beauty of it.  No where in the United States are big sticks regulated.  If it
was good enough for Teddy Roosevelt, then it should be good enough for you.  “Speak
softly and carry a big stick.”  Great line.

TAMMY
But what if a quarterstaff isn’t big enough?

CHUCK
Then we have the buck and a quarter quarterstaff.  Ten foot long and ready for action. 
Now when you say “I wouldn’t touch that with a ten foot pole,”   you’ve got the pole to
prove it.

(SFX: Fade introduction music under
closing and out.)

TAMMY
Absolutely fascinating.  That’s about all the time we have today.  Just remember that
Amazing, Astounding, Really Neat Inventions and Products can be heard on this station
every night in the wee hours of the morning.  So for all of you insomniacs, this is Tammy
Sale saying good-bye for Medieval Protection Associates.

(APPLAUSE SIGN blinks briefly.  CUT TO:)
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(Scene 10. SFX: “Holiday for Strings/guitar
 under scene.)

DUDE
I’d like to ask you a question.  Now be honest.  How many of you can’t quite wake up in
the morning without that first cup of coffee?  Hummm? Well, don’t feel guilty. 
According to recent figures, over 18 million Americans need that jump start in a cup to
function.  Problem is, coffee is expensive and can be messy, not to mention what cream
and sugar does to the old waist line.  That’s why the fine folks at Consolidated Food Labs
have developed the Coffee Patch, in both regular and dark roast blends.  Just slap a
Coffee Patch on your neck in the morning and almost instantly, tiny particles of caffeine
race through the pores of your skin and enter the blood stream.  Within seconds, you’re
bright eyed and bushy tailed, ready to tackle another day.  Afraid you’ll spill that hot cup
of coffee on your lap on the way to work?  Your fears will be a thing of the past with
Coffee Patch.  Be sure to ask for Coffee Patch, available at fine drug stores and espresso
bars near you.  This product has not been approved by the F-D-A or Juan Valdez.  That’s
Coffee Patch.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 11.  SUE enters from off-stage.)

SUE
Ray, we’ve got a small problem.  The sponsor of Classic Literature called with a few
script changes.  They’re not very happy.

RAY
What could The Duck Hut have against a great story like Moby Dick?

SUE
They don’t think a story about hunting a whale makes people want to buy duck stuff. 
And these changes they faxed over?  We really need to talk about them. 

RAY
But we’ve already started the show. (Pause.) Just pass out the new changes and we’ll do
them cold.  After all, how much could they change Moby Dick?

SUE
Famous last words.

RAY
Loyalty like that just makes a person feel all warm & fuzzy inside.  (Pause.) I just hope
that potential donor in the audience appreciates what we’re doing up here.
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DUDE
Folks, if you loved the first part of our broadcast, you’ll really love what comes next. So
sit back and enjoy another fine program on Echoes of Radioland.

(CUT TO:)

(Scene 12.  SFX: “Hooray for Hollywood” music
under introduction and out.) 

MOMENTS ANNOUNCER
"The show must go on."  This phrase is tested every day in the world of educational
theatre.  Tonight, we examine another case study on Great Moments in Educational
Theatre.  Our title, "West Meets East."  Our guest tonight is long-time theatre educator
Laura White.  Ms. White, thanks for being on our program.

LAURA
Thanks.  It's a pleasure to be here tonight.

MOMENTS ANNOUNCER
Why don't you tell us a bit about yourself?

LAURA
Well, I have taught high school drama for the past eight years, but  I’m currently retired. 
After last fall's little incident, my physician told me to avoid stress at all costs.

MOMENTS ANNOUNCER
Let's talk a little about last fall.  I hope it's not too painful.

LAURA
No, I'm starting to come to terms with it, and the medication helps immensely.  My
students and I decided to produce the musical Oklahoma!  They gave it their all.  Then
about two weeks before we were to open, it happened.  I was talking with my principal in
my classroom...

(SFX: Transition music/school bell.)

JOHN
Ms. White, we're back with the costumes.  I'll have the guys bring the boxes in here.

LAURA
Wonderful, John. Thank you. (Pause) Oh, hello, Principal Thompson.

THOMPSON
I still can't get over the fact you got all of the costumes for free, Ms. White.  This will
save the school a bundle.
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LAURA
It was a stroke of good luck, Mr. Thompson.  The Capital City Ballet had performed
“Rodeo” last season, and when they found out we're doing Oklahoma!, they donated the
costumes.  All we have to do is alter them to fit our kids.

THOMPSON
Are you sure you can get them ready in time?  You open in two weeks.

LAURA
Plenty of time.

(SFX: Large box dragged in and set down.)
Let's take a look.

(SFX: Cardboard box opened, clothing
in plastic taken out.  LAURA screams in
surprise.)

THOMPSON
That's not a dress; that's a kimono!

LAURA
They're all kimonos.  These aren't costumes from “Rodeo.”  John, you picked up the
wrong boxes.

JOHN
But they're marked as donations to our theatre program.  They told me to give you this
note.

(SFX: Envelope opened and letter shaken
 out.)

LAURA
Dear Ms. White, we decided to repeat “Rodeo” this season, so instead, we have sent you
costumes from a recent production of Madame Butterfly.  Hope you can give these
outfits a new lease on life. (Pause.)  They can't do this to me.

THOMPSON
This doesn't look good.  I guess we'll have to cancel the musical.

LAURA
Cancel?  I'm not about to cancel.  We'll work this out some way.

THOMPSON
How?  I may not know much about theatre, but I know a lot about geography.  And
Oklahoma is located no where near Japan.
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JOHN
No, but Yokohama is.

LAURA
What was that, John?

THOMPSON
Yes, John.  Speak up.

JOHN
Uh, I just said that Yokohama is in Japan.  It was on a test we took last week.  It was the
only question I got right.

THOMPSON
True, Yokohama is in Japan, but I don't know how that applies to our problem.

LAURA
Wait, wait, wait, wait a minute.  That gives me an idea.  John, keep unloading those
costumes.  We'll need every one we can get.

JOHN
O-K, Ms. White. 

THOMPSON
Ms. White, if you are too embarrassed to tell the parents, I will.  You can produce the
show next semester.

LAURA
I don't think that will be necessary.  I've got some research to do, and I'll need to call a
friend, but it should work.

THOMPSON
What?

(SFX: Transition music.)

MOMENTS ANNOUNCER
Yes, Ms. White.  I can safely say that most directors placed in that position would be
screaming their heads off, but you managed to open on time.  How did you do it?

LAURA
It all hinged on two points.  The first was when one of my students, John, made his
comment about Yokohama.  Then I called up a very strange friend from college who’s a
writer, and he accepted the challenge.
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MOMENTS ANNOUNCER
What challenge?

LAURA
To change Oklahoma!, the story of a cowboy and farmer's daughter in the frontier West
to Yokohama!, the story of a samurai and a geisha in feudal Japan. 

MOMENTS ANNOUNCER
How exactly did you change one of America's most beloved musicals into what the
Rodgers and Hammerstein estate has called "a travesty and a slur against musical
theatre"?

LAURA
It was quite easy, really.  I've brought some of my students to illustrate the changes.  As
the curtain rises, we find Curly-moto riding his horse through the countryside when he
comes across Laury-blossom, a reluctant geisha and her peasant servant.

CURLY-MOTO
(Sung to “Oh, What a Beautiful Morning”)

Oh, the peasants are planting their rice fields.
Oh, the peasants are planting their rice fields.
The mud is as high as an oxen team’s eye,
And it looks like it’s rising right up that girl’s thigh!

Oh, what a beautiful geisha. / Oh, what a wonderful day.
I’ve been so lonely but maybe, / Maybe she’s going my way.

LAURA
On the road to the palace, they begin to fall in love, even though the warrior and geisha
classes shouldn’t mix, especially since Laury-blossom was born a peasant.  Laury-
blossom confides in her servant her regret at choosing to be a geisha

LAURY-BLOSSOM
(Sung to “I’m Just a Girl Who Can’t Say
No”)

I’m just a geisha who can’t say hi./I’m in a terrible mess.
Dodging and ducking the clients all night,/When I should show off my best.

When a man gets close to me at night,/I think of ways to hide and run away.
Then he yells and wants his money back,
And momma-san says I have got to pay!

I’m just a geisha who can’t say hi. / I don’t know what I can do?
To earn some yen and yet remain true; / Make money but stay a virgin too!
I can’t say hi!
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LAURA
Curly-moto overhears their conversation, and vows to find a solution.  When he fails, he
drowns his sorrows in rice wine and raw fish.

CURLY-MOTO
(Sung to “Surrey With the Fringe on Top”)

Eating a pig with a great big ol’ tushy.
Can’t compare to homemade rolled sushi.
Can’t compare with homemade rolled sushi with the roe on top.

Shrimp and shark and tuna that’s juicy.
Add sticky rice and now you’ve got sushi.
Sticky sticky rice makes a meal called sushi with the roe on top.

Wasabi is green and the perch is white.
The wrapper’s genuine seaweed.
With ivory chopsticks you can take back home.
Just super-size when you have lots of mouths to feed.

(Slower)
Too much saki makes one awfully goosey.
Life slows down and my walking gets loose-y.
Shouldn’t have drank seven bottles of rice wine,
Oh, I’m sick.  Urp.  Urp.

(SFX: Splat of vomit - optional)
Now, I’ve wasted all the sushi with the roe on the top.

LAURA
Changes are in the air, as well as fights between progressives and traditionalists, as
shown when two samurai visit a neighboring city.

SAMURAI 1
(Sung to “Everything’s Up To Date In
Kansas City”)

Everything's up to date in Kyoto City.  
They's gone about as far as they can go.  
They built a Shinto temple that's big and bold and grand, 
with a bell as loud as a football marching band.

SAMURAI 2
Everything’s turned around in Kyoto City.
I never thought that I would see the day.
Warrior and geisha,/Walking and in hand.
Samurai and peasants . . .
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SAMURAI 1
One happy healthy band.
And no fights, no feuds, just friends and neighbors,
Working for our land.

SAMURAI 2
No, they’ve gone much further than they should have gone.
They’ve gone much further than they should have gone.

LAURA
The controversy comes to a head when the various groups discover our two lovers.  Then
the shogun steps in, and wisely rules.

SHOGUN
(Sung to “The Rancher and the Farmer Should Be
Friends”)

Oh, the peasant and the warrior should be friends.
Oh, the peasant and the warrior should be friends.
One makes sure the body is fed.
Wrong the other, you’ll lose your head.
But both still watch the geishas every day.

Japanese folk should work together./Japanese folk should get along.
Japanese folk may feud and battle,/As Shogun you’ll heed my song.
(Spoken) Or else!

LAURA
With the Shogun’s absolute decree to work together, we discover the name of this new
Japanese community.  Hit it, kids!

CAST
(Sung to “Oklahoma!”)

Yokohama, where the wind comes right before the rain, 
and the waving rice can sure smell nice, 
when kamikazes come right off the plain.  
Yokohama, every night my geisha girl and I, 
sit and eat stir fry as we hear the cry 
of Richard Rodger's ghost up in the sky.  
We know we belong to the land, /'cause were peasants and not some noble band.  
And when we say Hi, /konichiwa and I, 
we're only saying you're doing fine Yokohama, /Yokohama, Y-O-K-O-H-A-M-A,
Yokohama!

(SFX: Strike gong and let ring.)
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MOMENTS ANNOUNCER
I understand the production was a success?

LAURA
Yes, every performance was sold out, and we were held over for four weeks.  Of course,
the national television coverage didn't hurt ticket sales, either.

MOMENTS ANNOUNCER
And how are those law suits going?

LAURA
While the Rodgers and Hammerstein Estate is continuing their suit, the Theatre Guild
and the State of Oklahoma have dropped their cases. 

MOMENTS ANNOUNCER
And I'm sure our audience is rooting for you.  As we end this installment of Great
Moments in Educational Theatre, let's hear the theme song from an old, new musical
Yokohama!  I'm your host,  goodnight.

CAST
(Sung to tune of “Oklahoma!”)

And when we say Hi, /Konichiwa and I, 
we're only saying you're doing fine Yokohama, /Yokohama, Y-O-K-O-H-A-M-A,
Yokohama!

(SFX: Strike gong and let ring.)
(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 13.  SFX: Country music under
scene.)

HANK
When you go to a seafood restaurant, you can choose a lobster from a tank and know it's
fresh.  Well, why stop at lobster.  At Hank's House of Hooves, you know your steak's
fresh because you see the cow first.  

(SFX: Vocal cow sounds.)
Jersey, Guernsey, Longhorn, Shorthorn, we've got them all in a special corral out back. 
Heck, our expert staff can turn a selection from moooo to medium rare in a matter of
minutes. It’s big, big portions for small, small prices.  And while you're waiting on your
meal, big folks can visit the Tenderfoot Tavern where we feature a drink called the Texas
Tornado.  

(SFX: Vocal wind sounds.)
It's a killer. And hey, kids.  Catch one of our greased pigs in our indoor pigpen and the
spare ribs are on the house.  

(SFX: Vocal pig squeals.)
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HANK - Cont.
It's fun for the whole family at Hank's House of Hooves, located right off the old
highway next to the public landfill.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 14.)

DUDE
And that brings us to the educational portion of tonight’s production.  In the spirit of such
notable political discussion shows such as The McLaughlin Group and Politically
Incorrect, we bring you Television On Trial.

(SFX: Appropriate theme music under
introduction and out.)

JAMIE
Good evening, ladies and gentlemen, and welcome to Television On Trial, the program
that attempts to examine the dynamic mass medium known as T-V.  I'm your host, Jamie
Abbot, and with us is our regular panel of experts.  First, we have Ms. Elizabeth Regency
Saint James, and I believe you have a Master's degree?

ELIZABETH
Yes, Jamie.  I have a Master's degree in The Andy Griffith Show with a minor in Green
Acres.  My thesis title was "Aunt Bea and the Role of the Homemaker in the Post-
Modern Nuclear Family."

(SFX: Applause.)

JAMIE
Very nice, Ms. Regency Saint James.  Our next panelist needs no introduction, as he has
been a regular on the program for many years.  Our very own Philbert J. Pettipoint.

PHILBERT
Please, Ms. Abbot.  That's Doctor Philbert J. Pettipoint.  After years of study, I think I've
earned that title, if you please.

JAMIE
Of course, doctor.  I apologize for the oversight.  Now for those in the audience that
might be joining us for the first time, your area of expertise is. . . 

PHILBERT
Yes Jamie.  I have earned a Doctorate in Star Trek.  And before you ask, that includes the
original, Next Generation, Deep Space 9, Voyager and Enterprise.
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(SFX: Applause.)

JAMIE
Very impressive, Doctor Pettipoint.  Now our last panelist is Mr. Rick Denver, and I
don't seem to have your education on the card.  Where did you go to school?

RICK
Well, Ms. Abbot.  I didn't go to a fancy college like some people, but I'll bet the farm on
my knowledge of my topic any day.

JAMIE
And that is?

RICK
Gilligan's Island.

(SFX: Applause.)

JAMIE
Very well.  (Pause.)  Our first question comes from a listener in Oklahoma City and asks
"Did Aunt Bea have a love life?"  Ms. Regency Saint James, I believe this is your topic?

ELIZABETH
Yes, it is and yes, Aunt Bea did have a very active love life.

RICK
Come on.  This is Aunt Bea we're talking about.  She baked apple pies and would take
Andy his lunch at the court house.  This is not the lifestyle of a swinger.  I mean, when I
think of a Sex Goddess, Aunt Bea in a G-string doesn't immediately spring to mind.

ELIZABETH
And well it shouldn't spring to mind.  That's the problem with too many people today. 
You think a love life means wham, bam, and what do you want for breakfast?  Aunt Bea
represents the nurturing side of women, the soft, kind, cuddle in front of a blazing fire,
“I'm here for you” person.  And don't kid yourself, get Aunt Bea's oven going and watch
out.  And I'm not just talking about tuna bake surprise, either.

RICK
If you want to talk about love, let's talk about Gilligan's Island.  There you have two great
examples of womanhood:  Ginger and Mary Ann.
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PHILBERT
That may be true, but per show, Star Trek has more inter-species action than The Andy
Griffith Show and Gilligan's Island combined.  Need I remind you of the green Orion
slave woman in the first episode of Star Trek?  I think Captain Kirk's actions speak for
themselves.

RICK
Captain Pike.

PHILBERT
What was that?

RICK
In that episode, it was Captain Pike that the slave woman tried to seduce, not Captain
Kirk.  I'll give you that the skirts in the original Star Trek were as high as an elephant's
eye, but Ginger had that special walk, even on a sandy beach.

PHILBERT
I take exception to your accusations.  After all, I do have a doctorate in Star Trek, I think
I can distinguish between Captain Pike and Captain Kirk.

ELIZABETH
Not to intrude on this fascinating discussion, but the episode in question wasn't the first
show aired.  Captain Pike was part of the original pilot that was adapted and aired later
when Captain Kirk was hired.  And in that episode, Mr. Spock had emotions.

PHILBERT
How dare you, madam!  To even suggest that Captain Kirk wasn't the original choice for
captain of the Enterprise.  You should be forced to spend eternity listening to Klingon
operas.  

(With increasing tension.)
And to hint that Mr. Spock had emotions.  With a few exceptions, Mr. Spock was always
in control.  I'm absolutely outraged that you could even imagine such a thing.  He was
always in control!

RICK
Too bad certain members of the panel don't try to emulate Mr. Spock's example.

PHILBERT
And what do you mean by that, sir?

RICK
Nothing.
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JAMIE
Yes, let's turn to our next question.  "Who was more inventive:  the Professor or Mr.
Spock?"  Mr. Denver?

RICK
Well, I don't have any fancy degrees, but I think the answer is obvious.  The Professor
was by far the more inventive.

PHILBERT
Disagree.  I most strongly disagree.  Could the Professor ever hope to learn Warp Theory,
the biology of thousands of planets, not to mention the Vulcan Mind Meld?  On countless
occasions, Mr. Spock saved the Enterprise from certain doom.

RICK
Sure, if you have a super-human intellect and an advanced spaceship full of equipment. 
But could Mr. Spock make a shuttlecraft out of bamboo and a couple of coconuts?  I
think not.

ELIZABETH
I'd like to know just what type of professor the Professor really was?  He seemed to know
something about everything.  If he was so special, why couldn't he make some sort of
signaling device or transmitter?  You can't tell me it was all because of Gilligan.  After
all, Andy had to deal with Barney's mistakes and yet he was never stranded on a desert
island.

PHILBERT
Very true, madam.  But then Andy was never on a boat with the Skipper.

RICK
Are you implying that it was the Skipper's fault the Minnow was lost?

ELIZABETH
If the sailor’s hat fits, wear it!

JAMIE
People, I think we should all calm down a bit.

PHILBERT
I'm simply stating that if Captain Kirk were in charge of the Minnow, it would have got
back to dock on time, and with a happy crew - storm or no storm and in spite of Gilligan.

RICK
Captain Kirk was a wimp.  If he ever got into a tough situation, he'd let a couple of guys
in red shirts get killed, and then beam off the planet.
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PHILBERT
Sir, you don't know what you're talking about.  What about his encounter with the Gorn?

RICK
That big lizard.  The Gorn would have torn him apart without that makeshift cannon he
made.  Now let him take on that Gorn without a gun and see what happens.

ELIZABETH
I might remind you that Sheriff Taylor never carried a gun as a rule, and he was
responsible for capturing a number of desperate criminals.

PHILBERT
However madam, Andy never faced a Klingon Battle Cruiser or a Tholian web.  I'd love
to see Barney try to arrest a Romulan and see how long he'd last.  "Andy, Andy.  What's
that strange spaceship ove . . .”   Zap!  No more Barney.

RICK
Anyone can survive disasters with a high tech spaceship, but what about the crew of the
Minnow?  Head hunters, lighting, hurricanes, meteors.  Nothing but their ingenuity and
what they could salvage from the boat.

ELIZABETH
Yes, let's talk about that boat.  The trip was supposed to be three hours, but they brought
enough clothing along to stock a small Wal-Mart, not including all of those trunks and
suitcases of the Howell's.  Star Trek had a huge ship and a five year mission, but Captain
Kirk only had three outfits.

PHILBERT
Captain Kirk had more than three outfits.  The technology was such that he could create a
new uniform each day.  This was the 23rd century.  Technology had advanced.

RICK
How about toilets?  In every episode of Star Trek, I've never seen a toilet in a ship or on a
planet.  Or has technology taken care of that little human problem as well?

ELIZABETH
If you ask me, I think the best Star Trek captain was Jean-Luc Picard.  After all, he was
the first captain to take on the Borg and beat them.  What does Kirk have over Picard?

PHILBERT
Hair, madam.  Captain Kirk has hair.

RICK
Not on his chest, he didn't.  Just look at the original episodes.  Besides, it's a wig. 
Everyone knows that.
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PHILBERT
Sir, I take offense to that statement.  Captain Kirk does not wear a wig.

ELIZABETH
The Bill Shatner Turbo 2000 toupe.

PHILBERT
How dare you, madam.  Even if Captain Kirk was getting a little sparse on top, he would
simply comb it over.

RICK
Probably shaved his chest hair to consolidate his forces.

(CAST continues to argue under.)

JAMIE
Well, that’s about all the time we have for T-V On Trial.  We just have time for a
comment from each of our panel members.  Ms. Regency Saint James?

ELIZABETH
Nothing says small town contentment like a clean house and a fresh baked pie.

JAMIE
Very good.  Dr. Pettipoint?

PHILBERT
Beam me up, Scotty.  There’s no intelligent life down here.

JAMIE
And Mr. Denver?

RICK
If traveling in the Pacific on a small charter boat, always pack enough toilet paper to last
for a few years.

JAMIE
Thank you panelist.  This is Jamie Abbot for T-V On Trial.  Thanks for listening.

(APPLAUSE SIGN blinks briefly. CUT TO:)
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(Scene 15.  SFX: New Age music under scene.)

TOFAUX ANNOUNCER
Meritorious salutations, beings of the planet Earth.  I have an important message for
those unenlightened individuals that still cling to the savage traditions of their ancestors
by eating meat.  Are you listening, despoilers of Nature?  For those people that have
embraced the oneness of the Universe and refuse to consume our fellow creatures, you
should not listen.  Please close you ears. 

(SFX: New Age music out.)
That's better.  Have the bunny huggers left the room?  Good.  Are you surrounded by
vegans that all believe consuming red meat is a sin?  Do you suffer through dinner parties
of bean curd and fried veggies while you dream of bloody cuts of 100% U-S-D-A Grade
A Choice meat?  Then Fake Foods Incorporated has developed the product for you. 
From the fine makers of "I Can't Believe It's Not Alfalfa Sprouts" comes “ToFaux” (Toe
Foe) T-O-F-A-U-X imitation tofu.  It looks, feels and even smells like real tofu, but it's
made from real meat and meat by-products.  “ToFaux” comes in four delicious flavors:
grilled meat, roast meat, chicken fried meat and barbecue.  Guaranteed to fool the most
exacting of vegans into believing you're one of them.  So at your next non-meat meal,
don't suffer in silence, just grab some “ToFaux.”  Available at grocery stores and meat
markets across the nation, that's “ToFaux” imitation tofu.  Thank you.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 16.)

RAY
So far, so good.  We’re in the home stretch.  Now, does everyone have their new scripts?

JANICE
Ray, I’ve been looking over the script changes to Classic Literature, and I don’t think this
will work.

RAY
You’re an actor, aren’t you?  Just treat it like a cold reading and you’ll do fine.

JANICE
That’s not what I mean.  Just look at this first change.

RAY
I’m sorry, but we’re out of time.   

FRED
Janice is right, Ray.  This first line, for example.
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RAY
I understand you have concerns, folks.  All artists do, but we’ve got a tight running time. 
We’ll just deal with it later.  Ready for the next spot?  Then let’s go.

(CUT TO:)

(Scene 17.  SFX: Teletype sound under scene.)

DUDE
This is a Radioland News bulletin.  Dateline Washington D-C.  Scientists have concluded
a 20 year study involving millions of dollars sponsored by the federal government. 
Preliminary results indicate that living may be hazardous to your health.  After observing
countless test groups, they have determined that people tend to exhibit death after
prolonged exposure to life.  While experts are divided as to how much life constitutes a
risk, all agree that further study is indicated.  (Pause) This Radioland News bulletin is
sponsored by Hank’s Pork Palace, where their motto is “We will serve no swine before
its time.” Now back to the news.  (Pause)  In a totally different story, another group of
scientists have discovered fraud among the meats industry.  They have determined that
Canadian bacon isn’t really bacon, and that hamburgers are not actually made of ham, but
are made from ground beef cattle.  While a blow to both the pork and beef industry,
today’s announcement has been greeted with enthusiasm by the Federal Trade
Commission, who are charging both industries with false advertising.  According to
spokespersons with the F-T-C, these court cases could last for years and involve
hundreds of millions of dollars.  The American Lawyer’s Association has already
endorsed this action, expecting most of the money to go directly to their membership.
(Pause)  Recapping our top stories, it has been determined that living may eventually
result in death, that Canadian bacon isn’t really bacon, and that hamburgers are not made
of ham.  We return you now... (Pause.)  Just a moment.

(SFX: Crinkle of paper.)
I’ve been handed another bulletin.  In an overwhelming vote by both houses of Congress,
a blue-ribbon commission has been formed to investigate the increase in trivial and
absurd research paid for by taxpayers.  One member of the commission has been quoted
as saying” We’ll get to the bottom of this waste of taxpayer’s money, no matter what the
cost.”  (Pause.) We now return you to your regularly scheduled programming.

(APPLAUSE SIGN blinks briefly.  CUT TO:)

(Scene 18.  SFX: Classy instrumental music
under introduction and out.)

DUDE
Welcome to Classic Literature, the program that adapts some of the greatest stories in
history for radio theatre.  Tonight’s tale is one of obsession and revenge, of heros and
villains, in short the Herman Melville classic, Moby Dick.  Let us begin tonight’s story
with the opening line from this classic, one of the most famous opening lines in literature.
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FRED
Call me Ish-mallard!

RAY
Wait a minute!  Ish-mallard?

FRED
That’s what Janice was trying to tell you.  The new scenes sent by the sponsor are filled
with changes.

JANICE
For example, the name of the native that befriends Ishmael isn’t Quee-Queg, it’s Quee-
Quack!  And it’s no longer a boat hunting for whales, it’s a huge floating duck blind.

RAY
I’m almost afraid to ask, but what else has been changed?

FRED
In the novel, the reason for Captain Ahab’s obsessive quest is to find the creature that
cost him his leg.  In this version, he accidently shot it off with a double-barreled shotgun,
and now he searches for--

RAY
Let me guess.  Moby Duck?

(SFX: Duck call.)

JANE
The Great White Honker himself.  And at the end of the story, the duck blind is capsized
and Ishmallard is saved by clinging to a huge wooden duck decoy carved by Quee-
Quack.

RAY
This can’t be happening!  How can they do this to a classic novel like Moby Dick?

JANICE
Don’t you mean Moby Duck?  We told you that you might regret your words.

RAY
You were right.  Well, we obviously can’t do the story now.

FRED
But what about The Duck Hut?  They paid for their sponsorship up front in cash, and we
sort of spent the money already.
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JANICE
Spent the money?  On what?

FRED
You know that new wide-screen D-V-D surround sound home theatre system in the
Green Room?

JANICE
Oh, yeah.

RAY
OK, here’s what we do.  We’ll run the commercial and tell them we were unable to
broadcast the entire show due to technical problems, which isn’t too far from the truth,
but we’ll do the show during the next radio play in the series.

FRED
Series?  I thought this was just a one-shot deal.  Did that potential donor come through
with the money?  When did the school pick up our option?

RAY
They haven’t yet and they didn’t.  This is still one-shot deal, but the Duck people don’t
have to know it.  Just do the spot.

(SFX:  Marshland/pond sounds under.)
 

JANICE
Do our web footed friends float you boat?  Did you name your kids Daffy, Donald and
Daisy?  When your home phone rings, does it sound like this?

(SFX: Quack twice.)
Then you need to see us, the Duck Hut.  Ask about our new web wader weight reduction
suits.  Just waddle those pounds away for a trimmer, sleeker you.  And our braver
gourmets will be pleased that we are the exclusive distributor for Willy Waddler’s
Genuine Old-Fashioned Duck Jerky.  In three delicious flavors: Pressed Duck, Peiking
Duck, and Duck L’Orange.  Dried poultry parts never tasted so good.  

(SFX: Angry duck sounds.)
So remember that if it walks like a duck and talks like a duck, chances are you bought it
from us.  The Duck Hut, with 238 locations nationwide to serve you.

(SFX: Marshland/pond sound out.)

(APPLAUSE SIGN blinks briefly.  CUT TO:)
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(Scene 19.  SFX:   Play “Moonlight
 Serenade” on kazoos under.)

RAY
Well, that just about wraps it up for tonight’s performance of Echos of Radioland, but
before we go, I’d like to thank some very special folk.  First, Sul Ross State University,
its faculty, staff, and students, especially everyone in the Department of Fine Arts &
Communications.  Next, our special sponsors and advertisers, for their support in the
form of small untraceable bills.  And of course the cast, director, designers and
production team for their hard work.  Also, I want to thank you, the studio audience and
remind you of the donation boxes that you’ll walk past on your way out of the building. 
Turns out the whole “donor thing” was just a plot by certain faculty members to get us to
produce radio theatre, but that’s okay.  It’s so much fun to perform before a live
audience, because a dead audience doesn’t applaud or laugh as much, and after a while
tend to smell really bad.  We’ve had a great time, and hope you have too.  So for all of
us, remember that while television and film might be a passing fancy, radio and radio
theatre will truly live forever.  Goodnight from Radioland!

(APPLAUSE SIGN blinks briefly.  
SFX: Music out.  ON-AIR SIGN goes off.)

(CURTAIN)


